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‘I am your worst fear. I am your best fantasy.’

So proclaims a gay liberation slogan of the early 1970s. The slogan 
positions homosexuality as a site of both anxiety and fascination. 
It foists fear and fantasy onto every non-gay-identified listener, 
including closeted homosexuals. No longer marginalized, the gay 
subject here claims knowledge of, even inhabits, the psyche of the 
‘straight’ listener. Homosexuality is thus conceived not simply as 
an identity possessed by particular subjects but as a site of sexual 
meaning and symbolic investment under continual negotiation, 
both by those who name themselves as gay or lesbian and by those 
who do not.
 This zone of negotiation lies at the heart of Art & Queer 
Culture. The pages that follow explore how particular artists have 
constructed, contested or otherwise responded to alternative 
forms of sexuality at pivotal moments in the last 125 years. Ours is 
not a book exclusively about artists who identified themselves as 
gay or lesbian, or artists who might have, or should have, or could 
have identified themselves as such. Rather than locating same-sex  
desire as a fixed category or consistent iconographic motif within 
modern art, we trace the push and pull of different historical 
moments and social contexts, the vehemence of proclamation and 
suppression, and the shifting possibilities and constraints of sexual 
identity. Throughout the book, we consider the ways in which  
the codes and cultures of homosexuality have provided a creative 
resource for visual artists.
 Let us say at the outset that we recognize a number of 
challenges confronting our project, notably the unstable definitions 
of gay, lesbian and homosexual and the limits of identity politics  
as a framework for understanding modern and contemporary art. 
We believe we have developed an approach that will allow us to 
meet these challenges while providing a much-needed resource  
for scholars and students of art, art history, and gender and 
sexuality studies.
 We have chosen the term ‘queer’ in the knowledge that  
no single word can accommodate the sheer expanse of cultural 
practices that oppose normative heterosexuality. In its shifting 
connotation from everyday parlance to phobic epithet to defiant 
self-identification, ‘queer’ offers more generous rewards than  
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convey the scope of queer culture. We have reproduced one and 
only one work per artist, no matter their importance, no matter 
the duration of their career. Despite the fact that this has allowed 
us to include about 250 artists, we are well aware that we could 
have included ten times more and that, as a result, we have left out 
much of the dense web of back story, social context, deep gossip 
and open secrets that structure both art and sexuality. We touch 
only briefly, for example, on the contributions of filmmakers, 
playwrights, poets and musicians. And while we have attempted to 
suggest the global dimensions of both visual art and queer culture, 
our intellectual training and resources have biased us towards the 
Anglophone and the European. 
 Although this book proceeds in a chronological fashion, 
it does not propose a progressive narrative in which homosexuals 
become increasingly adept at negotiating the circumstances  
of censorship and overcoming the terms of stigma and invisibility.  
The dialogue between art and queer culture does not move towards 
ever more affirmative images of equality and dignity. Rather than 
countering homophobia with ‘positive’ images of assimilation,  
many of the artists and photographers featured in this book draw 
upon, and even draw out, the deviant force of homosexuality.
 Art & Queer Culture is a curatorially promiscuous endeavour. 
It includes pictures made and displayed under the rubric of fine art 
as well as those intended for private, underground or otherwise 
restricted audiences. Scrapbooks, amateur artworks, cartoons, bar 
murals, anonymous photographs, activist posters — all appear in the 
pages that follow, as do paintings, sculptures, art photographs and 
mixed-media installations. Writing queer culture into the history of 
art means redrawing the boundaries of what counts as art as well as 
what counts as history. It means searching for cracks in the partition 
that separates ‘high’ art from ‘low’ culture and in the divide between 
public achievement and private life.
 We aim to put the work of male and female artists into 
dialogue with each other while simultaneously acknowledging 
professional disparities and uneven social and material conditions. 
We likewise try to put our own voices (as a gay art historian and 
a lesbian artist/critic, respectively) into conversation without 
flattening the distinction between them. Ultimately, we decided  
to divide the survey essay into two, single-authored halves: the  

any simple inventory of sexual practices or erotic object choices. 
It makes more sumptuous the space between best fantasy and 
worst fear. 
 Attempts to trouble the conventions of gender and sexuality, 
to highlight the performative aspects of identity, and to oppose  
the tyranny of ‘the normal’ are woven into the historical fabric 
of homosexuality and its representation. While the militant 
reclamation of the word ‘queer’ may be a product of the late 1980s  
and early 1990s (with the emergence of activist groups such as  
Queer Nation and the appearance of queer theory within academe), 
the anti-normativ strategy behind that reclamation extends much 
farther back in time. From Oscar Wilde and The Picture of Dorian 
Gray to Susan Sontag and ‘Notes on “Camp”’, from the molly houses 
of eighteenth-century London to the Harlem drag balls of the 
1920s, the flamboyant refusal of social and sexual norms has fuelled 
the creation of queer art and life throughout the modern period.
 Some sense of this flamboyance may be suggested by a two-
part performance organized by the artist Sharon Hayes in 2008.  
In Revolutionary Love 1: I am your Worst Fear and Revolutionary  
Love 2: I am your Best Fantasy, Hayes assembled a diverse collective 
of performers to recite — in public and in unison — a text about 
sexual freedom inspired by the gay liberation movement of 
the early 1970s.1 The artist put out the following call to recruit 
participants in the project: 

We are looking for lesbians, gay men, bisexuals, 
transmen, transwomen, queers, fags, dykes, muff divers, 
bull daggers, queens, drama queens, flaming queens, 
trannies, fairies, gym boys, boxing boys, boxing girls, 
pitchers, catchers, butches, bois, FtoMs, MtoFs, old 
maids, Miss Kittens, Dear Johns, inverts, perverts, 
girlfriends, drag kings, prom queens, happy people,  
alien sexualities or anything else you want to be or are  
and wish to bring out for the event! 2

The length of Hayes’s list, and the fact that it is only one of many 
contemporary congeries of the queer, suggests the dimensions 
of what might be included in this book. Paradoxically, therefore,  
we have had to impose certain limits upon ourselves in order to 
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first (by Meyer) covering the period from 1885 to 1980, the second 
(by Lord) covering 1980 to the present. In part, we agreed on  
this bipartite structure for practical reasons: half of the artworks  
in this book date from before 1980, half after. Which is to say,  
we discovered as much queer art and culture in the last thirty  
years as in the century preceding them. 
 But that is not the only reason for our division of labour. 
Art & Queer Culture is a book that neither of us could have 
conceived or completed alone. It does not, however, attempt  
to weave our distinct approaches and critical perspectives into  
a seamless whole. By way of acknowledging our discrete voices  
and points of view, we have specified individual authorship 
whenever possible. This book was forged through both dialogue 
and (occasional) disagreement. In keeping with the unruly history 
charted in these pages, Art & Queer Culture embraces the play  
of difference, debate and dispute. 

— Richard Meyer

1 Revolutionary Love 1: I Am Your Worst Fear took place on 27 August 2008 in conjunction 
with the Democratic National Convention in Denver, Colorado. Revolutionary Love 2: 
I Am Your Best Fantasy was performed on 1 September 2008 in conjunction with the  
Republican National Convention in Minneapolis / St Paul, Minnesota. 

2 Sharon Hayes, call for participation in Revolutionary Love 1, issued by the artist and  
Creative Time, 2008.
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Inverted Histories:
1885—1979

by Richard Meyer

 
‘The word homosexual was never used; they just
said, “He’s an artist”.’1 — Paul Cadmus, recalling
1930s New York

Insult/Affirmation

A painting by the artistic duo of David McDermott and 
Peter McGough offers a litany of homophobic taunts – 
‘Cocksucker’, ‘fairy’, ‘faggot’, ‘pansy’, ‘Nellie’, ‘Queen’ and, 
of course, ‘Queer’. Arrayed in green and red against a brilliant 
yellow backdrop, the insults dip and swirl in unexpected 
directions, sometimes crossing paths, sharing letters or 
veering off course.The letters that make up each word are 
charmingly inconsistent in size, font and capitalization.  
As painted by McDermott and McGough, the insults become 
markers of decorative flamboyance and eccentricity as well  
as, though now more distantly, insult and injury.

The painting’s title, A Friend of Dorothy, 1943, references 
another code for male homosexuality.To be a ‘friend  
of Dorothy’ was to be an admirer of Judy Garland, one  
of whose signature roles was as Dorothy Gale in the 1939 
film TheWizard of Oz. Garland’s combination of emotional 
vulnerability and theatrical bravura resonated with 
particular intensity for homosexual audiences, and her  
later concerts were exceedingly popular among gay  
men.2 Rather than an insult hurled by outsiders, ‘friend  
of Dorothy’ functioned as a code for those in the know.

Terms like ‘friend of Dorothy’ and ‘Mary’ (the one 
word painted in red on the canvas) speak in the parlance 

McDermott and McGough 
A Friend of Dorothy, 1943

1986

of homosexual camp, a parlance in which femininity may 
be assigned to and possessed by men as well as women. 
As Michael Bronski has argued,

What is sometimes referred to as ‘camp talk’ — 
especially gay men referring to one another with 
women’s names or pronouns — evolved as a coded, 
protected way of speaking about one’s personal 
or sexual life. If one man were to be overheard at 
a public dinner table saying to another, ‘You’ll never 
guess what Mary said on our date last night,’ 
nothing would be thought of it. 3

The ‘backdating’ of A Friend of Dorothy – the painting was 
completed in 1986, but its title carries the date 1943 –  
suggests both nostalgia for and an imaginative recycling  
of homosexual history. McDermott and McGough  
refer back to a moment several decades before gay liberation 
(though just four years after The Wizard of Oz) when the  
coded use and practical necessity of ‘camp talk’ shaped 
exchanges among countless Marys and friends of Dorothy. 

Like McDermott and McGough, many of the artists 
featured in this book have retrieved traces of the historical 
past, whether real or imagined. The German aristocrat 
Baron Wilhelm von Gloeden, for example, restaged classical 
homoeroticism in his photographs of toga-clad (and unclad) 
adolescent boys and young men in 1890s Sicily. Art historian 
Jason Goldman has eloquently described the dual appeal of 
the Baron’s pictures: ‘Alternately readable as ancient ephebi 
and anonymous local youths, playful fauns and agrarian 
laborers, von Gloeden’s boyish subjects made overtures to  
an antique past but also implied the erotic pleasures currently  
on offer in Taormina.’ 4 Von Gloeden’s photographs – collected 
by the writer Oscar Wilde, the industrialist Friedrich Krupp 
and the sexologist Alfred Kinsey, among many others – reveal 
rather more about the homoerotic imagination of the late 
nineteenth century than about the sexual culture or customs 
of Greco-Roman antiquity. Similarly, both the painter  
Marie Laurencin (working in Paris in 1908) and the artist 
Jeanne Mammen (in Berlin in 1931) created illustrations 
for The Songs of Bilitis, a series of erotic poems attributed 
in the late nineteenth century to ‘Bilitis’, an ancient Greek 
philosopher, a lover of Sappho and, as was eventually 
revealed, an entirely fictive person. Nevertheless, when the 
first lesbian rights group in the United States was founded  
in 1955, it took the name Daughters of Bilitis both to honour 
the Sapphic past (in ancient Greece as well as nineteenth-
century Paris) and to elude the stigma of modern words such 
as ‘homosexual’, ‘sex variant’ and ‘lesbian’. Like ‘friend  
of Dorothy’, ‘Daughters of Bilitis’ (or ‘DOB’ for short) was  
a term flexible enough to function as both sexual code  
and strategic closet. According to Del Martin and Phyllis  
Lyon, two of the founders of the Daughters of Bilitis,  
‘If anyone asked us, we could always say we belong to  
a poetry club.’ 5

Such tactical reclamations of the past resonate  
throughout the archive of art and queer culture assembled  
in this book, an archive by turns historical and fictive, 
inherited and invented, desired and disavowed. What follows 
is an illustrated tour of that archive and of some of the key 
issues and events that shaped it.
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Inventing the Homosexual

The English word ‘homosexuality’ is a medical invention  
of the late nineteenth century.6  This is not to say that same- 
sex activities between men or between women failed to 
exist prior to their clinical designation as such, but rather 
that individuals were generally not categorized according 
to their choice of sexual object.7  The relatively recent 
coinage of ‘homosexuality’ (as well as its pendant term, 
‘heterosexuality’) underscores its construction as an identity 
as opposed to a sexual act or sin in which anyone might 
participate. In the first volume of The History of Sexuality, 
Michel Foucault observes that

As defined by the ancient civil or canonical codes, 
sodomy was a category of forbidden acts; their 
perpetrator was nothing more than the juridical  
subject of them. The nineteenth-century homosexual 
became a personage, a past, a case history and  
a childhood, in addition to being a type of life,  
a life form and a morphology, with an indiscreet  
anatomy and possibly a mysterious physiology. […]  
The sodomite had been a temporary aberration;  
the homosexual was now a species. 8

Homosexuality emerged, in the latter half of the nineteenth 
century, as the defining characteristic of a newly deviant 
identity, one subject to the terms and technologies of medical 
science. Foucault’s descriptive list (‘a personage, a past, a case 
history, a childhood’) draws out the multiple meanings that 
homosexuality was forced to carry once it entered into clinical, 
and then into more broadly social and cultural, discourse. 

The 1895 trials of Oscar Wilde helped shape the emergent 
identity of the homosexual as both a criminal offender  
and a decadent artist. Wilde was accused and ultimately 
convicted of ‘gross indecency’, a crime introduced into English  
law a mere ten years earlier with the passage of the so-called 
Labouchere Amendment. According to the amendment,

Any male person who, in public or private, commits,  
or is a party to the commission of, or procures,  
or attempts to procure the commission by any male 

person of, any act of gross indecency shall be guilty of 
misdemeanour, and being convicted shall be liable at the 
discretion of the Court to be imprisoned for any term 
not exceeding two years, with or without hard labour. 9 

Even as the law prohibited ‘gross indecency’, it veered away 
from explaining what, precisely, constituted such an act.

A similar refusal shaped the extensive press coverage 
of the trials. According to the literary critic Ed Cohen, 
Wilde’s ‘criminal activities were themselves never directly 
named in any newspaper account of the case but instead 
were designated by a virtually interchangeable series of 
euphemisms: ‘“certain misdemeanors”, “indecencies”, […] 
“immoral relationships”, “improper relations”, “certain 
practices”, “certain matters”, […] “disgraceful charges”, 
“gross misconduct”, “gross immorality”, “grave offences”, 
“terrible offenses”, “wicked acts” and “unmentionable 
acts”.’10 The newspapers could not, it would seem, resist 
mentioning the scandalously ‘unmentionable’ status of the 
acts of which Wilde was accused. Such elaborate forms of 
allusion and indirection run throughout the history and 
imagery of queer culture mapped in this book. 

Critics and commentators likewise evoked Wilde’s 
deviance without naming it outright. The writer’s physical 
appearance, the gait of his walk, the ‘perfumed rooms’ in 
which he resided, his possessions and aesthetic preferences 
and, especially, his scandalous novel The Picture of Dorian 
Gray came to stand in for the unnatural crimes of which he 
was accused. The Illustrated Police News, for example, offered 
a front-page scene of the courtroom above a view of Wilde’s 
effects, including a large oil painting in a gilded frame, being 
sold off to raise bail money. Two pendant views floating over 

the witness box contrast the author’s recent circumstances 
– the first shows Wilde, in the full bloom of public visibility, 
lecturing in America in 1882; the second depicts his current 
situation ‘as a prisoner’ in the Bow Street police station.  
By depicting Wilde as both celebrated author and accused 
felon, both decadent aesthete and abject prisoner, the 
illustration effectively linked creative art to criminal vice.

In this sense, the Illustrated Police News was following  
the logic of the trial itself, as can be seen from the play  
of accusation and indirection in the cross-examination of 
Wilde by attorney Edward Carson during the first trial. After 
reciting a passage from Wilde’s novel in which the character 
of a male painter professes his adoration for the beautiful 
Dorian, Carson pursued the following line of questioning:

Carson: The affection and love of the artist [ for ] Dorian 
Gray might lead an ordinary individual to believe that  
it might have a certain tendency? 

Wilde: I have no knowledge of the views of 
ordinary individuals.

Carson: Now I ask you, Mr Wilde, do you consider that 
that description of the feeling of one man towards a 
youth just grown up was a proper or an improper 
feeling? 

Wilde: I think it is the most perfect description of what 
an artist would feel on meeting a beautiful personality 
that was in some way necessary to his art and life.

Carson: You think that is a feeling a young man should 
have towards another?

Wilde: Yes, as an artist. 11

Wilde elevates his desire (or ‘feelings’) for other men to the 
status of art while simultaneously defying Carson’s framing 
of those feelings as improper or indecent. The category of  
art here serves as both a stand-in for love between men and  
an aesthetic justification for it. The association between art 
and homosexuality could cut both ways, however. Even as 
Wilde used a rhetoric of art and beauty to elude accusations 
of moral offence, Carson presented Wilde’s fiction as 
evidence of unnatural proclivities. 

On the night before his first trial, Wilde dined with the Post-
Impressionist painter Henri de Toulouse-Lautrec. Though 
Lautrec wished to sketch Wilde that evening, the author was 
too distressed to sit for a portrait. Lautrec returned to his 
rooms and portrayed Wilde as he seemed to him that night 
– a mixture of fear, fatigue and flamboyance, of pursed red 
lips, vibrant dinner jacket, wrinkled face and jowls, downcast 
eyes and neatly combed hair.12 Lautrec’s inclusion of Big  
Ben in the background of the portrait would take on an 
additional layer of meaning when, during the trial, Wilde 
specified that a male brothel he occasionally visited was  
quite close to the House of Commons in Westminster Palace.

As Lautrec’s portrait suggests, the dialogue between art 
and queer culture cannot be confined to homosexual artists. 
Shifting constructions of desire and deviance have shaped 
modern art in ways that extend beyond sexual biography 

or individual preference. Lautrec’s portrait of Wilde (along 
with his earlier depictions of the writer, in happier days, 
visiting Paris) was forged across a shared sense of creative 
and sexual bohemianism rather than a strict association with 
homosexual acts or identities. 

For all its vagueness around ‘gross indecency’, the  
English legal code specified quite clearly that the act could be 
perpetrated only by ‘male persons’. Women could not commit 
the crime of gross indecency, much less be convicted of it. 
This legal loophole was produced by a failure to imagine the 
very possibility of lesbian sexuality. Similar refusals shaped 
the criminalization of homosexuality in Germany, the 
United States and Russia, among other nations, throughout 
the late nineteenth and twentieth centuries. As Judith Butler 
has argued,

Lesbianism is not specifically prohibited because  
it has not even made its way into the thinkable,  
the imaginable, that grid of cultural intelligibility  
that regulates the real and the nameable. […]  
To be prohibited explicitly is to occupy a discursive  
site from which something like a reverse-discourse 
can be articulated; to be implicitly proscribed  
is not even to qualify as an object of prohibition. 13

The trials of Oscar Wilde unfolded on the most public of 
stages – the Old Bailey courthouse and the pages of London’s 
tabloid newspapers. Contemporaneous images of what  
might now be called lesbian culture, by contrast, were  
lodged within more private registers of representation. The 
life and work of the American photographer Alice Austen 
suggest the broader field of constraint and possibility that 
governed lesbian visibility in the late nineteenth century.  
An avid photographer as well as an accomplished athlete 
and New York socialite, Austen produced around eight 

Wilhelm von Gloeden
Untitled
c. 1900

Marie Laurencin
Chanson de Bilitis

1904

Henri de Toulouse-Lautrec
Portrait of Oscar Wilde

1895
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thousand images in her lifetime, many of which depict the 
female friends who made up her intimate world. Beginning  
in the 1890s, Austen took private photographs of herself and 
her companions, sometimes cross-dressed in men’s garb, 
sometimes wearing masks, often embracing or otherwise 
engaged in affectionate contact. These images stand on the 
threshold of queer visibility.

Austen befriended Gertrude Tate, a Brooklyn-born 
woman of some means, in 1899. The two became a couple 
and remained so for nearly fifty years, during most of  
which time they lived in Austen’s home on Staten Island,  
an eighteenth-century farmhouse known as Clear Comfort. 
Rather little is known about Austen’s domestic relationship 
with Tate other than that it was enduring and that the word 
‘lesbian’ was not one used at the time to describe it. We also 
know, however, that Austen’s life cannot be assimilated  
to dominant narratives of Victorian femininity – she never 
married or bore children and she lived with Tate until 
financial hardship forced them to separate late in life. 

Clear Comfort has now been officially designated the 
Alice Austen House, a national historical landmark devoted 
to the photographer’s ‘life and times’. The House has let it be 
known, however, that researchers interested in linking Austen 
to lesbian history are not welcome.14 Although the website for 
Alice Austen House includes a wealth of information about 
the photographer’s life and work, the name of ‘longtime friend’ 
Gertrude Tate is mentioned once – and then only in passing.

In a 1991 work, the Canadian artist Nina Levitt reprinted 
but also partially erased an 1891 Austen photograph of  
two female couples embracing. The title of Austen’s original 
photograph, That Darned Club, parrots the voice of an 
exasperated man excluded from the women’s intimacy while 
alluding, however tongue-in-cheek, to the damnation of late 
nineteenth-century women who rejected the company of men. 

Retrieving the photograph a century after its making,  
Levitt asks us to consider what appears within the visual 
record of lesbian life and what has been made to disappear 
from it; what has been submerged that might yet be 
excavated or allowed to emerge. Like Levitt’s image, and 
like the relationship between Alice and Gertrude, the history 
of lesbian culture hovers between visibility and erasure, 
resolution and apparition.15

Art / Sex / Science

The visual history of homosexuality is inevitably a medical 
and scientific record of case studies and clinical research. 
While we have included a range of clinical photographs in  
the book (including an American photograph from 1914  
of ‘Patient No. 1’, a ‘married father of three’ whose desire for 
‘complete womanhood’ sometimes entailed the compulsive 
imitation of the poses of female figures in famous paintings), 
these images hardly exhaust the dialogue between medical 
science and queer culture. 

Throughout the twentieth century, photographers and 
visual artists contributed sexual imagery (as well as, on 
occasion, their own case histories) to medical science. By 
highlighting two examples of such contributions – in Berlin  
in the late 1920s and early 1930s and in the United States  
in the 1950s – we can begin to see how the modern practices  
of art and sexology mutually shaped each other. 

The Berlin-based physician Magnus Hirschfeld was  
one of the leading advocates for homosexual rights at the  
turn of the twentieth century. Distressed by what he saw  
as the injustice of the Wilde trials, he founded the Scientific 
Humanitarian Committee in 1897, the primary mission  
of which was to overturn Paragraph 175 of the Reich penal 
code, the German law that criminalized homosexuality.  
In his scientific studies, Hirschfeld proposed homosexuality  
as a third or intermediate sex ‘between’ heterosexual males 
and females. He argued for the ‘third sex’ as a natural 
variation of gender roles rather than as a pathology or 
dysfunction. Mannish women, effeminate men and cross-
dressers of all stripes became the object of Hirschfeld’s  
clinical study and political advocacy. 

A student of both medicine and literature, Hirschfeld 
deeply respected the contribution of artists and writers  
to contemporary society. Later in life, he would remark,

My true inclination had always been, and still is,  
to spend my life in the society of journalists, writers, 
poets and artists. They are much closer to me than 
physicians and the whole hierarchy of medical science. 
The natural sciences have always left aside the most 
important aspect of life, which is love. It has always  
been left to the artist and writer. And I decided to make 
this theme the mainspring of my medical research. 16 

Hirschfeld’s esteem for artists is suggested by the importance 
he accorded to visual images – hand-drawn illustrations, 
watercolour sketches, cartoons, postcards, prints – in his 
research and publications. His 1931 book, Sittengeschichte  
der Nachkriegszeit (Moral History of the Postwar Period) 
included nearly a thousand images of contemporary social 

Nina Levitt
Submerged (for Alice Austen) (detail)

1895

and sexual life, many of which were newly commissioned 
from Berlin artists. Appearing on almost every page of the  
book, the images survey an impressive spectrum of erotic 
activities and subcultures. Fetishism, cross-dressing, 
nudism, sex work and sadomasochism figure prominently, 
but by no means exclusively, throughout the tome. 

Among the artists whom Hirschfeld sought out for this 
project was Jeanne Mammen, a painter and graphic designer 
whose imagery was closely associated with the thriving 
women’s bars and lesbian nightclubs of Berlin at the time. 
Mammen contributed several watercolour sketches to  
Moral History of the Postwar Period, including La Garçonne  
(the ‘bachelor girl’ or, literally, ‘female boy’), a picture of  
a stylish young woman with a short, bob haircut smoking  
a cigarette while reclining on a loveseat. Dressed only in her 
undergarments and high heels, the woman seems to have just 
returned from a night on the town. Herself a ‘bachelor girl’, 
Mammen was drawn to ‘the cafes, the bars, the demimonde, 
the worlds of fashion and entertainment, the dives, joints,  
and red zones at the margins of […] urban society’.17 

Mammen’s most famous picture, variously called Masked 
Ball and She Represents, offers a glamorous account of a 
lesbian nightclub with a butch / femme couple at its centre. 
According to the feminist scholar Marsha Meskimmon, 

One of the key features which determined the 
atmosphere of the lesbian night-life of Berlin was the 
link it had with actresses and women singers, dancers 
and artists who may or may not have been defined as 
‘out’ lesbians. It was more than just a sexual scene for 
women, it was a place where artistic and independent 
women could go to be out in public without the intrusion 
of men and a place where new, modish female identities 
could be played out through fashion and performance. 18 

The dialogue between Berlin’s lesbian nightlife and the broader  
reaches of popular culture was most famously embodied by  
the bisexual cabaret singer and movie star Marlene Dietrich. 
In her stage performances, films and publicity photographs, 
Dietrich projected a level of erotic sophistication and pansexual  
appeal that all but overwhelmed the homo / hetero divide. 

The connection between lesbian subculture and chic 
cosmopolitanism extended well beyond the nightlife of 
1920s Berlin. In Moscow, for example, a popular brand of 
cigarettes was marketed through the name and (updated) 
image of Sappho. With her red lipstick, (dyed) blonde  
hair and fashionable evening cape, the brazen ‘new woman’ 
pictured in the advertising poster would have officially 
qualified in 1925 as a counter-revolutionary figure of Western  
decadence. The femme fatale in the poster was nevertheless 
understood as a visual enticement to purchase a particular 
brand of cigarettes. In so far as she embodied sexual vice and  
capitalist luxury, this ‘smoking’ Sappho served as an effective 
counter-image to the official iconography of Soviet women  
as industrious workers and dutiful wives.

Mammen’s pictures of lesbian Berlin circulated within a  
similarly double-edged discourse of immorality and pleasure. 
She Represents, for example, was first published in Curt 
Moreck’s 1931 Führer durch das ‘lasterhafte’ Berlin (Guide to  
Immoral Berlin), a delightfully lurid handbook to the sundry, 
primarily nocturnal, diversions on offer in the metropolis. 
Mammen’s picture appeared under the heading ‘lesbian 
locales’, in chapter six of the guidebook, a chapter that also 
featured sections on ‘get together spots for homosexuals’, 
‘night baths’ and ‘here are the transvestites’.19 Guide to 
Immoral Berlin mapped the contemporary city according  
to the pleasures (and occasional dangers) it afforded. 

Curt Moreck was the pen name of Konrad Haemmerling, 
a sexologist at the Institute for Scientific Sexual Knowledge  

Jeanne Mammen
She Represents

c. 1927 – 30

Aleksandr Zelinski
Advertising poster for Sappho cigarettes   

c. 1925
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in Vienna. In the sections of his book devoted to women’s bars  
and nightclubs, Moreck drew (in some cases, almost verbatim)  
on Ruth Roellig’s slightly earlier guidebook Berlins Lesbische 
Frauen (The Lesbians of Berlin). Roellig, in turn, was 
promoted by Hirschfeld, who, writing under his own name, 
contributed a preface to her book. Berlin’s lesbian scene  
of the late 1920s and early 1930s attracted the attention  
of artists and authors, doctors and demimondaines. Rather 
than seeing medical science and queer culture as mutually 
exclusive or oppositional discourses, we might look instead 
for their points of overlap and intersection.

Although Hirschfeld’s library and archives were ransacked 
by the Nazis in 1933, his Institute of Sexology (the first such 
organization in the world) provided an important blueprint  
for post-war research on human sexuality, particularly that  
of the zoologist Alfred Kinsey and his staff at the Institute  
of Sex Research in Bloomington, Indiana. In his surprise best-
sellers of 1948 (Sexual Behavior in the Human Male) and 1953 
(Sexual Behavior in the Human Female), Kinsey demonstrated 
that homosexuality was far more prevalent within American 
culture than had previously been assumed. He proposed a 
continuum of sexual orientation on a scale from 0 (exclusively 
heterosexual) to 6 (exclusively homosexual), with most 
subjects falling somewhere in between. 

In the introduction to Sexual Behavior in the Human Male, 
Kinsey pleads for scientific dispassion and the bracketing  
of moral judgements within the study of human sexuality: 

No preconception of what is rare or what is common,  
what is moral or socially significant, or what is normal 
and what is abnormal has entered into the choice of the  
histories [gathered in this study] or into the selection  
of the items recorded on them. […] Nothing has done 
more to block the free investigation of sexual behavior  
than the almost universal acceptance, even among 
scientists, of certain aspects of that behavior as normal,  
and of other aspects of that behavior as abnormal. 20 

For Kinsey, as for Hirschfeld before him, the visual 
contributions of artists and photographers helped challenge 
dominant images and traditional expectations of ‘the normal’. 

The figurative painters (and lovers) Paul Cadmus  
and Jared French were among the artists who donated work 
to Kinsey’s visual archive. In French’s case, he not only 

contributed his own drawings and photographs but also 
helped Kinsey collect photographs from early historical 
moments. According to the art historian Mark Cole, 

During the early 1950s, [French] was instrumental  
in acquiring for the archive a collection of more  
than 200 homoerotic albumen prints by turn-of- 
the-century photographer Wilhelm von Gloeden.  
The collection came to French’s attention while he  
was traveling through Sicily, and he informed Kinsey  
of its availability. French subsequently arranged  
for its purchase and shipment to the Institute. 21

French’s purchase on Kinsey’s behalf provides a vivid 
example of what we might call the traffic in images,  
the exchange, often covert, of homoerotic photographs, 
drawings, cartoons and journals across continents and 
cultures. Although both French and Kinsey worried that  
the von Gloeden pictures would be seized as contraband  
by US customs or postal officials, the photographs safely  
made the transatlantic passage from Italy to Indiana,  
where they continue to reside today.

The Traffic in Images

From the mid-1930s through to the early 1950s, the portrait 
and fashion photographer George Platt Lynes shot several  
thousand photographs of the male nude, including couples  
and threesomes, and approximately one hundred photographs  
of the female nude, including some in pairs or trios. The men  
and women who posed for these pictures were some of the  
same models, dancers and artists who appeared, fully clothed,  
in the formal portraits that Lynes displayed in galleries and 

published in magazines such as Vanity Fair. Although Lynes 
never exhibited the nudes and destroyed many of them 
shortly before his death, he did agree to sell over a thousand 
prints to one collector – Dr Alfred Kinsey. While Lynes 
understood his nudes as a private form of artistic production, 
Kinsey valued them as scientific evidence of sexuality.  
In certain cases, Lynes seems to have thematized the clinical  
gaze of medical science within the very space of homoerotic 
fantasy, as in an unforgettable image of a female nurse 
soberly confronting the camera while two nude men – one some  
distance in front of her, the other some distance behind her – 
are framed from the rear. 

Among the materials that Kinsey collected for the  
archives of his Institute were scores of physique magazines. 
Throughout the late 1940s, 1950s and 1960s, publications 
such as Tomorrow’s Man (based in New York), La Culture 
Physique (Paris), Physique Pictorial (Los Angeles), Body Beautiful:  
Studies in Masculine Art (London) and Grecian Guild Pictorial 
(Washington, DC) employed the alibis of art, physical 
fitness, bodybuilding and classicism to picture erotically 
exposed male bodies while avoiding prosecution on charges  
of obscenity.22 The pages of these magazines were populated 
by male models, sunbathers and bodybuilders naked save  
for a posing strap, a bathing suit or a decorative codpiece. 
By presenting physique photography and the academic 
tradition of life drawing as ‘studies in masculine art’, such 
magazines sought to justify their elaborate, endlessly 
repeatable stagings of the male body.

Even as Kinsey acquired physique magazines for his 
archives, some of those same magazines celebrated the 
Kinsey report as a means of liberalizing attitudes towards 
homosexuality. In a memorable cover of Tomorrow’s Man 
from 1954, a hunk in zebra-patterned bathing trunks  
poses against a matching backdrop superimposed with an  
off-angle sign announcing ‘Those Kinsey Reports: Page 18’.
The cover of Tomorrow’s Man bespeaks the dialogue  

between homoerotic spectacle and American sexology at 
mid-century. By factoring in the traffic in images mentioned 
above, we can extend this link beyond the national borders  
of the United States. The example of David Hockney provides  
an excellent case in point. In the late 1950s Hockney 
enrolled as a painting student at the Royal College of Art in 
London. While an undergraduate, he subscribed to Physique 
Pictorial magazine, each issue of which would arrive from 
Los Angeles wrapped in plain paper. At roughly the same 
moment, Bob Mizer, the publisher and chief photographer 
of Physique Pictorial, initiated a correspondence with Kinsey 
and contributed multiple issues of the physique magazine  
to the Institute’s archives in Indiana. During his last semester 
at the Royal College, Hockney’s practice of painting and 
his interest in physique photographs intersected. Here is the 
artist, circa 1976, recalling the circumstances that led to his 
1962 work Life Painting for a Diploma: 

At the Royal College of Art in those days, there was  
a stipulation that […] in your diploma show you had  
to have at least three paintings done from life. I had  
a few quarrels with them over it because I said the 
models weren’t attractive enough; and they said it 
shouldn’t make any difference i.e. it’s only a sphere,  
a cylinder and a cone. And I said, well, I think it does 
make a difference, you can’t get away from it. […]  
Any great painter of the nude has always painted  
nudes that he liked; Renoir paints rather pretty plumpy  
girls, because he obviously thought they were really 
wonderful. He was sexually attracted to them and 
thought they were beautiful, so he painted them; and 
if some thin little girl came along he’d probably have 
thought, ‘lousy model’. Quite right. Michelangelo 
paints muscular marvelous young men; he thinks they’re 
wonderful. In short, you get inspired. So I got a copy  
of one of those American physique magazines and 
copied the cover; and just to show them that even if  
the painting isn’t anatomically correct I could do an  
anatomically correct thing, I stuck on one of my early 
drawings of the skeleton and I called it in a cheeky 
moment Life Painting for a Diploma. It’s mocking their 
idea of being objective about a nude in front of you  
when really your feelings must be affected. I thought 
they were ignoring feeling, and they shouldn’t. It was  
a way of telling them something. 23

In responding to the academic requirement for life painting, 
Hockney insists on the importance of the artist’s desire for  
the naked body he depicts. Far from the dispassionate study 
of the human figure as an ensemble of volumetric forms  
(‘it’s only a sphere, a cylinder and a cone’), Hockney 
proposes a necessary link between artistic achievement  
and sexual attraction. Although Hockney does not describe 
Renoir as heterosexual or Michelangelo as homosexual, his 
examples nevertheless imply that an artist’s sexual interests 
colour his attention to and appreciation of the model who 
poses for him.

 In the next part of this extended recollection, Hockney 
goes on to complain, rather phobically, about the ‘old fat 
women’ that the Royal College was allegedly in the habit  
of hiring as life models at the time and the need for what he  

Nazis plunder Magnus Hirschfeld’s library, Berlin  
10 May 1933

Cover of Ruth Roellig’s Berlins Lesbiche Frauen  
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calls ‘some better models’. ‘Better’ turns out to mean  
young, male and muscular. According to the artist, he 
successfully lobbied the Royal College to hire one such 
model, a man named Mo McDermott, for its life classes, 
only to discover that ‘nobody else at the college wanted  
to paint him; they didn’t like painting male models,  
so I had him to myself.’

While Hockney may have had McDermott to himself, 
he showcased not McDermott’s body in Life Painting for a 
Diploma but that of an American physique model. Hockney’s 
inclusion of the word ‘physique’ in his work, or rather of the 
bottom two thirds of it, locates the male body as one that has  
already been photographed in a commercial magazine prior  
to its painted transcription by the artist, a body seen through  
photography and printed matter rather than through a direct  
study from life. It is also notable that the painting offers  
not the male nude but the male ‘almost nude’, the muscular 
body garbed in a posing strap. As though to draw out the 
links between painting, same-sex desire and medical science, 
Hockney juxtaposes the physique model with an anatomical 
drawing of a skeleton in profile. 

Hockney’s use of Physique Pictorial as a source material  
has long been acknowledged in the scholarly literature on  
his work. Yet the transcontinental traffic in physique images – 
from the Athletic Model Guild in Los Angeles to the artist in  
London (not to mention Dr Kinsey in Bloomington, Indiana, 
and many, many other customers in both the United States 
and abroad) – suggests a complex network of visual culture 
and sexual community that has remained almost entirely 
unexamined by historians.

While pictures of well-oiled and barely clad men 
proliferated in the physique magazines of the 1950s, lesbian  
pulp novels exploited an equally lavish imagery of ‘strange 
sisters’ and ‘twilight girls’. Available for purchase in  
bus depots, drugstores and newsstands, the pulps linked 
lesbianism to a range of sensational vices including Satanism, 
drug use, prostitution, prison sex and, not least, modern  

art. The most avowedly lesbian character in these  
novels (most often an older, predatory butch) was typically 
punished (abandoned, imprisoned or killed off) at the 
conclusion of the story as the younger femme discovered 
happy heterosexuality in the arms of a (real) man.24  
For many lesbian readers, however, it was not the moralizing 
ending that mattered but the extravagant staging of 
female lust and brazen homoeroticism that occurred along 
the way. The irresistibly lurid cover art for such pulps as 
Women’s Barracks, Strange Sisters, Her Raging Needs and Art 
Colony Perverts (‘They Lived Their Art in Depraved Orgies’) 
portrayed lesbian life as unrepentantly sexy and deliciously 
wicked. At the height of their popularity during the 1950s  
and 1960s, lesbian pulps sold well into the millions of  
copies. And it was the cover art as much as the narrative 
itself that inspired lesbian and proto-lesbian readers. As pulp  
author Ann Bannon (Odd Girl Out, Beebo Brinker) would 
recall in 1999, 

If there were two women on the cover, and they were  
touching each other, […] even if they were just looking  
at each other, even if they were simply in proximity  
to one another, even if they were merely on the same 
cover together, it was reason to hope you had found 
a lesbian book. […] The covers provided links among 
members of a wide-flung and incohesive community;  
a community that did not even think of itself as  
one and that, therefore, valued all the more any 
connection with others whose experience paralleled 
their own. 25 

Though officially marketed to a male readership, the 
paperbacks were purchased by scores of women intrigued  
by (perhaps, even, aspiring to be) Strange Sisters or The Girls  
in 3-B. Even as these novels rejected the viability of lesbian 
love and life at the level of narrative, their flamboyant 
visibility helped to produce a sense of lesbian community. 

Picturing Liberation

The Stonewall riots of late June 1969 are commonly taken 
to mark the birth of the modern gay and lesbian liberation 
movement. The story of the riots, in which patrons of a 
Greenwich Village bar spontaneously resisted arrest during  
a police raid and sparked three days of public uprisings,  
has been widely rehearsed, and the anniversary of the riots  
is now celebrated with Gay Pride parades and parties across 
the globe. There is little agreement, however, on precisely 
what happened at the Stonewall riots, how many people were  
involved, how long the stand-off lasted, how many members 
of the tactical police force were called to the scene and 
so forth. Adding to the event’s unstable status within the 
historical record is the fact that no photographic images of  
the riots exist. 

The pictures printed at the time and often reproduced  
in the years since were by Fred W. McDarrah, then  
chief photographer and picture editor at the Village Voice.26 
McDarrah’s photographs, several of which feature a multiracial 
group of queer street kids posing, laughing and kissing each 
other outside the Stonewall bar, were taken just after the riots 
had ended.27 The graffiti chalked on the exterior of the now 
boarded-up bar marks one response to the police raid and 
resulting violence of the preceding nights. Partially cut off by 
the left frame of the photograph, the graffiti’s message read: 
‘[THEY WANT US] TO FIGHT FOR OUR COUNTRY 
[BUT] THEY INVADED OUR RIGHTS.’

After photographing the scene outside the Stonewall, 
McDarrah entered the bar to shoot additional pictures. These 
interior shots feature not the bar patrons taunting, resisting 
or violently confronting police but rather the aftermath of 
those encounters: the remains of a battered bar stool, jukebox 
and cigarette vending machine alongside some trash cans. 
Taken after the clean-up process had begun, the photographs 
convey a sense of belatedness.

Given the spontaneity of the Stonewall riots, it may not seem  
surprising that no photographers were on hand to capture  
the scene. But if, as was reported at the time and supported 
by historians since, the riots spilled out onto Sheridan Square  
and ultimately involved hundreds, even thousands, of people  
over a three-day period, then the absence of photographic 
documentation becomes more striking.28  This absence seems 
to have been regretted by gay and lesbian activists at the 
time, at least to judge from a ‘plea to the community’ printed 
in the 10 January 1970 edition of Come Out, the self-published 
newspaper of the New York city chapter of Gay Liberation 
Front, a radical activist group founded in the weeks just after 
the riots. 29 Printed beside the newspaper’s masthead, the plea 
reads, ‘Anyone owning or having access to photographs of  
the Christopher Street-Stonewall riots of last summer please call 
477 – 4875 as soon as possible.’ 30 Come Out’s ‘plea’ was made in 
the hope of running photographs of Stonewall in future issues  
of the paper. No such pictures appear in subsequent issues of  
the magazine, which ceased publication in 1972. 

Given the absence of visual images of Stonewall, 
McDarrah’s photographs of the bar’s traumatized cigarette 
machine, shuttered exterior and empty street stand in for  
an event that could never be fully shown or known, even in  
its contemporary moment. Yet the photographs also speak 
to the importance of rendering that event visible, however 
belatedly. In lieu of the image of a wounded police officer  
or injured bar patron, a wounded jukebox would comprise  
a visual record of the uprising. 31 And in place of a photograph 
of rioting homosexuals, McDarrah would fashion a tableau 
of multiracial queer kids camping it up outside the bar. When 
it appeared in the Village Voice, the picture was captioned 
‘Outside the Stonewall’. But it could just as accurately have 
been described by the nearby headline: ‘Gay Power Comes  
to Sheridan Square’.

Cover of the March 1954 issue of  
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The Village Voice did not identify any of the people  
in McDarrah’s photograph. However charismatic their 
appearance before the camera, the members of this queer 
collective were not granted the status of individuals by the 
newspaper in which they appeared in 1969. 32 One of those 
unnamed individuals – the young man on the far right in a 
striped T-shirt – was the artist Thomas Lanigan-Schmidt. 
A runaway from a working-class Catholic family and a 
self-described ‘street rat’, Lanigan-Schmidt worked odd jobs 
and occasionally sought public assistance while creating 
incongruously ornate art. In his otherwise undistinguished 
tenement flat, Lanigan-Schmidt created a high-camp fantasia 
of glitter, foil, gold leaf and detritus that he dubbed The Summer 
Palace of Czarina Tatlina (1969 – 70). Though virtually ignored 
by the established art world at the time, Lanigan-Schmidt 
was recognized as a kindred creative spirit by Jack Smith, the 
underground filmmaker, and Charles Ludlam, the founder 
and star of the Ridiculous Theater Company. Writing in the 
activist broadside Gay Power, Ludlam crafted ‘A Fairy Tale’ 
about Lanigan-Schmidt (whom he referred to as ‘Mr T.’)  
and the making of the Summer Palace: 

If only he could combine his taste for botanicas, gypsy  
store fronts, and Puerto Rican boys with the grandeur  
that was Rome, […] the grandeur that was St Petersburg.  
He prayed to St Catherine for a sign. And the sign came.  
He would build an Artorama, a genre more queer than  
Mexican folk art and a thousand times more detailed 
than Macy’s Christmas windows. The Artorama would 
be the apotheosis of the Catholic religious holidays, 
Christmas and Easter rolled into one, an electric train,  
tin foil Wonder City where jewel encrusted rats in 
ecclesiastical garb murmur novenas in detailed replicas 
of Faberge Easter Eggs. […] The things that Mr T.  
makes are not made to last. His is a transitory art that 
creates an illusion and then disappears. For this reason 
it might be called theatrical. The images dissolve before  
your eyes. Now it is an exquisite piece of jewelry or a  
relic of the true cross encased in a richness unmatched  
outside the Vatican. Then suddenly you realize it is  
made of Saran Wrap or Wondafoil. […] The item appears 
worthless if seen from behind or from its ‘bad’ side.  
We turn it again and it becomes exquisite. This is 
Queen Art transformed by the genius of Mr T. intoa 
metaphysical mockery. 33

Ludlam’s ‘Fairy Tale’ was accompanied by a photograph of 
Lanigan-Schmidt brandishing a giant, gilded crucifix while 
standing in his Artorama. It can be thought of as a kind of 
pendant to the Village Voice photograph of the Stonewall kids 
from the summer before. Taken together, Lanigan-Schmidt’s 
presence inside the Summer Palace of Czarina Tatlina and 
outside the Stonewall bar speak to the dialogue between 
camp and radical politics, the ‘worthless’ and the ‘exquisite’, 
the space of the streets and that of the artist’s studio. 

According to Lanigan-Schmidt, the only subjects who 
would agree to McDarrah’s request for a group shot in front  
of the Stonewall bar were the ‘street queens’ (effeminate  
and flamboyant queers who hung out – and in some cases 
lived – on the streets) among whose number the artist counted  
himself. The ‘husbands’ (the more masculine, ‘straight-

acting’ homosexuals) refused to be seen on camera for fear  
it would render them visible as, well, queer. 34

The group that posed for McDarrah outside Stonewall 
included Sylvia Rivera – a Puerto-Rican-Venezuelan drag 
queen in a black satin top with handbag. Later that summer 
Rivera helped found the Gay Liberation Front, the first and  
most radical activist group to emerge in the aftermath of the 
Stonewall riots. In 1970, Rivera and her friend and fellow drag  
queen Marsha P. Johnson created STAR (Street Transvestite 
Action Revolutionaries), a group that provided short-term 
housing and financial assistance to hustlers and drag queens. 

The framing of gay power as a defiance of conventional 
masculinity followed from the conviction that dominant models  
of gender, and especially of manliness, were themselves  
the core problem to be overcome. In the words of one gay-
liberation manifesto, ‘Gay revolution will see the overthrow 
of the straight male caste and the destruction of all systems 
of caste and class that are based in sexism.’35 By way of 
visualizing this revolutionary goal, images of effeminacy, 
drag and genderfuck were featured extensively in gay-
liberation publications. Warhol superstar Jackie Curtis  
(née John Holder, Jr) was a particular favourite of Gay Power,  
which devoted several features and one cover story to her life 
and work as a transgender poet, playwright and performer. 

In this context, it is worth remembering that the 
liberationist use of the word ‘gay’ was intended to describe  
not only homosexual men – nor, for that matter, homosexual 
men and women – but to issue a broader call for political 
action and social transformation. In his 1971 manifesto,  
‘Out of the Closets’, Allen Young wrote that ‘gay, in its most 
far-reaching sense, means not homosexual, but sexually free. 
[…] This sexual freedom is not some kind of groovy life style 
with lots of sex, doing what feels good irrespective of others. 
It is sexual freedom premised upon the notion of pleasure 
through equality. […] In a free society everyone will be gay.’ 36

Within a few years, however, the liberationist embrace of  
alternative gender roles and ‘pleasure through equality’ would  
be displaced by an increasingly vehement focus on homosexual  
manliness and the rise of a consumerist gay lifestyle severed 
from radical politics. While the first few issues of Gay Power 
featured lesbian imagery and feminist graphics, such pictures  

subsequently disappeared in the face of complaints from gay  
male readers who were ‘turned off’ by them.37 By the time 
Gay Power became a wholly commercial venture in 1973,  
no women or transgender reporters, artists or photographers 
were among its contributors, and no coverage of radical gay 
activism ran in its pages. Following this shift, Gay Power’s  
tag-line was changed from ‘New York’s first homosexual 
newspaper’ to ‘the entertainment tabloid for today’s gays’.  
The change was part of a wider repackaging of gay sexuality  
as a mode of urban pleasure (or form of entertainment) rather  
than as a means of political resistance and social critique. 

In the late 1970s, the term ‘clone’ came to describe a  
highly codified style of gay self-presentation that appropriated  
the roles (cowboys, cops, construction workers) and attributes  
(moustaches, muscular bodies, laconic speech) of mythic 
American masculinity. The first published use of the term 
within a gay context has been attributed to a review in the  
San Francisco Sentinel (a local gay / lesbian newspaper)  
of an all-night disco event entitled ‘Stars’, which was held  
on an outdoor pier in the Spring of 1978. Written by Edward 
Guthmann, the review criticized the men attending ‘Stars’ for  
‘a new kind of mindless, wanton consumerism’ and warned 
against the moment when ‘we all turn into Castro Clones […]  
buying the right levis and tee shirts, wearing the right bronzer,  
attending the right disco, sporting the right haircut’.38  The  
review concluded with an earnest call for gay men to resist  
the clone lifestyle and recover their ‘respect for individuality’. 39

The gay clone, then, was criticized for embracing ‘wanton  
consumerism’ over expressive ‘individuality’ and superficial 
sameness over humanist depth. Through these very qualities, 
however, the clone revamped the dominant image of 
masculinity that he seemed merely to embody. Rather than 
presenting his butch act as an essential identity, the clone 
acknowledged the premeditation of his manly performance, 

the homosexual labour of selecting the ‘right bronzer’, the 
‘right tee shirt’ and the ‘right haircut’. A 1982 essay in  
the Advocate argued for clone style as an avowed masquerade 
operating along the axes of both sexual orientation and class 
identity: ‘We know the lumberjack cautiously eyeing the  
construction worker is really an accountant cruising a junior 
executive and that the cowboy and marine who saunter down  
the street hand in hand are respectively computer programmer 
and college student. We know it’s drag.’ 40  The clone’s 
performance of butchness as a kind of self-conscious dress- 
up, even a form of drag, distinguished his brand of machismo 
from its more earnest straight counterpart.

In 1977, the San Francisco-based photographer Hal Fischer 
created Gay Semiotics, a photo-text project that detailed  
the visual and sartorial codes of clone culture. Combining his 
interest in structuralist theories of communication (semiotics) 
with the vibrant gay scene in San Francisco, Fischer 
diagrammed the ‘signifiers’, ‘fetishes’, ‘archetypical media 
images’ and ‘street fashions’ popular among homosexual men 
at the time. Fischer’s meticulous, quasi-scientific descriptions 
were often leavened with a line of deadpan humour, as, for 
example, in his account of the ‘hanky code’: 

Handkerchiefs signify behavioral tendencies through 
both color and placement. A blue handkerchief placed  
in the right hip pocket serves notice that the wearer 
desires to play the passive role during sexual 
intercourse. Conversely, a blue handkerchief placed  
in the left hip pocket indicates that the wearer will 
assume the active or traditional male role during  
sexual contact. The blue handkerchief is commonly used  
in the treatment of nasal congestion and in some cases  
holds no meaning in regard to sexual preferences. 41

Gay Semiotics documents the elaborate codes of gay sex 
culture in the 1970s while acknowledging the absurdity of 
its own seemingly dispassionate, strictly anthropological 
tone. Fischer wittily performs an ethnography on the sexual 
subculture of which he himself is a member. 

As Gay Semiotics might suggest, the 1970s were marked 
by both an expansion of homosexual visibility and an 
increasingly sharp social and political division between gay  
men and lesbians, as well as between lesbians and heterosexual  
feminists. Tensions between male and female members of the  
Gay Liberation Front, for example, led a core group of 
women to leave GLF and found Radicalesbians, a separatist 
organization. Such divisions would become more ingrained 
as the decade progressed. The creation of lesbian-only 
spaces (communes, consciousness-raising groups, activist 
organizations, publications) responded in part to the sexism 
of gay men and to the homophobia of straight feminists 
but also, and more affirmatively, to the pleasures of erotic 
community. The Spring 1976 cover of Dyke magazine (‘to  
be sold to and shared by women only!’) offers a self-possessed 
trio of female friends as one such vision of community.

Inside the magazine, we learn that the trio on the cover 
(‘Do, Linda and Pat’) work at Bread and Roses, a lesbian-
owned restaurant in Cambridge, Massachusetts, where,  
in lieu of leaving tips, diners were asked to make donations to  
local feminist causes. 42 In an interview published in this issue 
of Dyke, members of the Bread and Roses staff, including Pat,  
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address such issues as whether radical feminists can also 
be capitalist employers, the politics of serving meat (or, as 
one woman puts it, ‘flesh’) and the most effective ways to 
discourage men from dining in the restaurant.43 The women  
who worked at Bread and Roses were part of a larger, lesbian- 
feminist community seeking to reconcile revolutionary  
goals with everyday realities.

 The cover of Dyke plays off the well-known design of  
Life magazine (down to the white typeface set against red 
blocks of colour, the four-letter all-caps title and the black 
and white, virtually full-page photograph). Even as it rejects 
the mainstream visibility of a mass-distribution periodical, 
Dyke imagines a world in which three lesbians at their leisure 
might serve as a definitive image of ‘life’. By claiming for its 
title an epithet often invoked to denigrate lesbians and other 
gender outlaws, Dyke defies the uses to which that word has 
been put in the past.

Lavender Menace

Phobic views of lesbians and gay men have issued not only 
from conservative leaders, government officials and orthodox 
religious organizations but also from individuals and groups 
otherwise committed to progressive politics. In 1969, for 
example, Betty Friedan, author of The Feminine Mystique and 
president of the National Organization for Women (NOW), 
declared lesbianism a ‘lavender menace’ that threatened to 
pervert the public image of feminism by associating it with  
deviant sexuality and unnaturally mannish (or worse, man-
hating) women. Under Friedan’s directive, NOW sought to 
distance itself from the most prominent lesbian rights group  
at the time – the Daughters of Bilitis. 

In response, a group of lesbian activists planned a surprise  
protest (or ‘zap’) at the 2nd Annual Congress to Unite Women,  
a feminist assembly held in May 1970. The activists entered 
the opening session of the Congress and dutifully took  
their seats among the audience of about three hundred in  
the auditorium. As the first speaker was about to address  
the Congress, members of the insurgent group unplugged  
the microphone and switched off the lights. When the 
lights came back on a few moments later, the activists had 
stripped off their coats and long-sleeved shirts to reveal 
‘lavender menace’ T-shirts underneath. The women identified 
themselves with – even flaunted – the phrase that Friedan 
had invoked as a threat to feminism. In so doing, they both 
declared the power of lesbian visibility and contested its 
phobic construction. The members of the Lavender Menace 
seized control of the meeting – of its agenda and discussion 
– so as to force the Congress to Unite Women to confront the 
issue of lesbianism head-on. 44 

Among the many remarkable aspects of this zap, the 
strategic presence of the photographer (and Gay Liberation 
Front member) Diana Davies should be stressed. Davies 
understood the task of visual documentation as a crucial 

component of the broader activist project in which she 
engaged. Although not visible in the photographs, she must  
be recognized as a central player both in the 1970 zap and  
in the symbolic power that it continues to carry as an image  
of lesbian resistance and visibility. Like the T-shirts worn  
by the protestors, Davies’s photographs of the protest (not  
to mention those she took of numerous other demonstrations, 
marches and meetings) should be understood as performative  
images of homosexual activism rather than as snapshots of 
historical truth. 

While visual rhetoric and sartorial style do not fully 
reveal the history of queer activism, neither can they be 
simply siphoned off as the cultural remainder or fashionable 
by-product of ‘real’ politics. The staging and circulation  
of visual images fuelled the activist goals of groups such  
as the Gay Liberation Front and Radicalesbians, no small 
part of which was attracting participation and affirming 
membership in the collective. 

From the trials of Oscar Wilde to Betty Friedan’s 
accusation of a ‘lavender menace’ and beyond, homosexual 
subjects have often been cast as the object of someone  
else’s phobic representation. They have been framed as 
outlaws by the police, as sinners by the church, as perverts  
by the medical establishment, as security threats by  
the federal government. And yet, even as they have been 
subjected to the frequently violent force of these associations, 
sexual minorities have crafted ways to resist or exceed  
such definitions. In the process of becoming ‘Dykes’ and 
‘Flaming Faggots’, of painting ‘Friends of Dorothy’  
and photographing the ‘Lavender Menace’, they (which  
is to say we) have forged a living history of queer culture.

‘The discourse of the postmodern is the queer 
experience rewritten to describe the experience  
of the whole world.’ — Nayland Blake 45

Sontag as Metaphor

Had the artist Félix González-Torres not died of AIDS-
related complications in 1996, he would doubtless have 
extended the inventories featured in his series of billboard 
timelines listing key events in queer culture. In addition 
to ‘People With AIDS Coalition 1985 Police Harassment 
1969 Oscar Wilde 1895 Supreme Court 1986 Harvey Milk 
1988’, his updated list would perhaps have read something 
like: ‘Don’t Ask Don’t Tell 1993 Barnard 1982 Gai Pied 1981 
Laramie 1998 Zero Patience 1993 Bristol 2008 Ellen 1997 
Tinky Winky 1999 Susan 2004 Rachel 2009’.

Let us start with the penultimate entry, Susan – Sontag, 
that is, the novelist and essayist – using this figure to remind 
us that although the scope of this essay nominally begins 
in the 1980s, that decade was in fact well under way in the 
1970s. In the late 1970s, AIDS was still masquerading as 
junkie pneumonia, and Sontag, having survived bucketfuls 
of chemotherapy for metastatic breast cancer, was at work 
on Illness as Metaphor, which she published in 1978 and in 
which she compared the dread diseases of two centuries. 
Tuberculosis, she said, was the disease of consuming passion, 
cancer the disease of repressed emotions. Like Ronald Reagan 
and his dear friend Maggie Thatcher, Sontag understood 
metaphor as a force of oppression, an opportunistic infection 
on the hunt for the soft tissue of cultural mystification, an 
arsenal created from the ‘large insufficiencies’ of our culture. 46 
Illness, Sontag wrote, is not a metaphor but another country. 
The only way to get home is to fight metaphor to the death.

Ten years later, in 1989, she published AIDS and Its 
Metaphors. 47 In 2004, incredulous to the last breath, she  
died of blood cancer. By then she had been considerably 
bruised by identitarian attacks on her refusal to emigrate 
from (or, for that matter, repatriate herself to) yet another 
metaphor: the closet. Sontag dying and Sontag dead were 
intimately chronicled by photographer Annie Leibovitz. 
Neither The New York Times nor the Los Angeles Times noted 
Liebovitz as one of Sontag’s lovers. Both papers remarked  
on Sontag’s reticence to disclose personal information  
while nonetheless recounting as a matter of routine that  
she had once been married and that she had undergone  
a mastectomy. Gay and lesbian organizations and papers 
immediately protested this ‘de-gaying’. A spokesman for  
The New York Times explained that since no ‘authoritative 
source’ would confirm any lesbian relationship, it had  
chosen not to use the phrase ‘longtime companion’ about 
Liebovitz because it would ‘bear the unpleasant aroma  
of euphemism’. 48 

Sontag had never cared for euphemism. As Wayne 
Koestenbaum remarked after her death, in speaking, or not,  
about her practices, Sontag never found a closet that suited 
her. 49  Though her journals are being published only after 
her death – and reluctantly, it must be said, by her son David 
Rieff – it is evident that in the late 1940s, even as she worked 
through the vocabulary and practices of being gay, the young 
Sontag was not exactly timid in her adventures. Koestenbaum 
argues that she channelled the following statement – note the 
order of things – through one of the characters in her 1963 
novel, The Benefactor: ‘I am a homosexual and a writer.’ Still 
later in the 1960s, but well before Stonewall, she eloquently 
defended two queers who had absolutely no desire to be 
domesticated as ‘gay’ – the writer Paul Goodman and the 
filmmaker Jack Smith. She outed herself in a New Yorker 
profile. Interviewed by the Guardian in 2000, she tallied her 
loves with amusement: ‘Five women, four men.’ 50 It is worth 
noting, one picture being worth a thousand open secrets, 
that both The New York Times and the Los Angeles Times 
accompanied their obituaries with one or another Liebovitz 
photograph of Sontag at her most seductive. In The New  
York Times, Sontag sprawls on a sofa in an oversized shirt, 
vibrant, apparently healthy, abandoned to her intellect  
and body. She is riveting.

Liebovitz’s photographs of Sontag’s illness and death 
were excoriated as ‘carnival photographs of celebrity death’ 
by her son. 51 ‘She was the Butchest One of All’, wrote former 
acolyte and literary critic Terry Castle, recalling her ‘big 
mannish hair’. 52 Artist Paige Gratland, citing Sontag’s roots 
in the gay aesthetic, fabricated in tribute a limited-edition 
feminist hairpiece called The Sontag. A silver-grey clip-on 
about an inch wide, it can be cut to any length and attached 
to whatever patch of hair the wearer fancies. ‘Camp is the 
triumph of the epicene style’, Sontag had opined in her most 
influential essay, noting the ‘convertibility of “man” and  
“woman”, “person” and “thing”’ and acknowledging that the  
inventory she compiled to write ‘Notes on “Camp”’ was in and  
of itself a betrayal of her ‘homosexual taste’. Perhaps, in their 
different ways, Rieff, Castle and Gratland were compiling 
their own notes on camp. ‘[T]o name a sensibility,’ Sontag 
had written, ‘to draw its contours and to recount its history, 
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requires a deep sympathy modified by revulsion.’ Her own 
death couldn’t escape the artifice, the theatre, the hyperbole 
and the dexterity of the codes she herself had enumerated. 53

How can one possibly untangle the nomenclature  
of Sontag’s selves as she lived through several decades of 
historical change? Could she have been in the closet before 
the metaphor of ‘the closet’ came into play? Was she a 
feminist snob? A fag-hag of epic talents? A dyed-in-the-wool 
modernist with a weakness for Claire Morgan’s pulp classic 
The Price of Salt 54 and any little morsel by Djuna Barnes?  
A bisexual polemicist? A single mum? A dyke caught between 
breast cancer, which she refused to see as either metaphor  
or punishment, and the so-called gay cancer, a metaphor 
inflicted as genocide? ‘So we are out of the closet’, writes 
Judith Butler, 

but into what? what new unbounded spatiality? the 
room, the den, the attic, the basement, the house,  
the bar, the university […] ? being ‘out’ must produce 
the closet again and again in order to maintain itself  
as ‘out’. In this sense, outness can only produce a  
new opacity; and the closet produces the promise  
of a disclosure that can, by definition, never come. 55

Acknowledging, once again, the insufficiency of language 
and the sway of insult, particularly in relation to sexual 
dissidence, let us call a queer a queer. It was one of the words  
with which Sontag described herself in the 1950s, 56 a word  
as subject to complacent historical erasure as the complexities  
of her life. At the same time, like the other words with which  
we test and by which we are tested, ‘queer’ comes loaded  
with meanings that are not entirely in our control. It surfaces –  
for instance in this volume – as a linguistic term for resistance  
to the norm. It signals the preposterous hope that one word 
might summarize the various subcultural permutations that  
function in opposition to a mainstream that is gendered  
as heterosexual and raced as white. But sex, sexuality and  

sexual practices are neither transcultural nor transhistorical. 
Meanings shift as sexual practices intersect with race, class 
and nationality – among other factors. To compound the 
difficulty, though the identities plausibly labelled ‘queer’ have 
multiplied with the flow of global capital and information,  
the word is not a transcultural signifier. An unwieldy piece  
of Anglophone baggage, ’queer’ crops up in other languages 
as a loan word, stripped of the frisson of insult. 

These reservations granted, let us also propose, 
borrowing from Paula Treichler, that the 1980s saw  
two epidemics of signification — that is to say, the 
‘exponential compounding of [the] meanings’ of  
certain words (and pictures) through which the world  
is organized. 57 Both epidemics intensified the  
oscillation between metaphor and life. The first remains  
a global agony, the second continues to demarcate  
‘a horizon of possibility’. 58 One epidemic was called 
AIDS, and it raised the stakes of homosexual visuality  
to a matter of life and death. The other was the word  
‘queer’. It spread from closets to the streets, from  
sensationalized exposés to countercultural magazines,  
from bars to zines, from alternative galleries and to the  
occasional museum. Naturally, the concept insinuated 
itself into the academy. There, by the early 1990s,  
‘queer theory’ posited productive critiques of various 
identity-based academic programmes of study,  
most notably those enterprises conducted under the 
rubric of ‘gay and lesbian’ or ‘feminist’. Importantly, 
three enormously influential feminist theorists —  
Eve Sedgwick, Teresa de Lauretis and Judith Butler — 
took the first steps in deploying ‘queer’ as a concept  
that is ‘less an identity than a critique of identity’. 59

Redefining the Public

George Segal’s Gay Liberation of 1980, installed across the  
street from the site of the old Stonewall Inn in Greenwich 
Village, consists of a bench and four life-size bronze figures. 
Two women sit. Two men stand. Everyone is young and 
apparently white. One woman looks butch, the other femme. 
Everyone is costumed in muscles that seem puny by today’s 

standards. Their jeans would now cost a fortune. Each couple  
engages in non-offensive touching and meaningful eye 
contact, making them, just as the sculpture’s private funder 
stipulated, ‘loving and caring’. Fucking in the nearby bushes 
has not crossed their young minds. 

Segal made two versions of Gay Liberation, offering one  
to New York, the other to Los Angeles. 60 Los Angeles said  
no; New York said yes. After the neighbours complained,  
New York misplaced the funds to install the work until 1992.  
By then, 23,400 people had died of AIDS in the United States  
alone, giving the phrase ‘loving and caring’ an altogether 
different urgency. When Gay Liberation was finally unveiled, 
there were more complaints: not everyone had been 
consulted, all the figures were white, and a gay or lesbian  
artist should have received the commission. Others couldn’t 
have cared less: gentrification had priced most queers  
out of Greenwich Village anyway; in the face of government 
indifference to AIDS deaths, gay communities everywhere 
had been obliged to educate themselves about safe sex and to 
bury their own; and the Gay Pride marches that had enabled 
Gay Liberation to be cast in bronze were under attack as sell-
outs to corporate interests. 

Gay Liberation was eminently legible in the category of 
what, by 1980, had been institutionalized by state agencies 
and mainstream art institutions as ‘public’ art. (Today of  
course, a webcam is trained upon Segal’s sculpture, allowing 
anyone with access to the net to check out the sculpture  
as well as any cruising happening in the vicinity.) In 1980, 
however, ‘public’ signified audiences identified by race,  
class and ethnicity rather than sexuality. At the time,  
gays and lesbians were seldom named as either producers 
or consumers of their own public culture. In 1978, Robert 
Mapplethorpe’s leather images, censored by a commercial 
gallery in San Francisco, had to be shown in an alternative 
space. He could not yet exhibit his ‘faggot art’ in what he  
called the ‘legitimate art scene’. 61 At the end of the 1970s, 
lesbian artists ‘existed almost entirely outside the boundaries 
of mainstream culture’, as Terry Wolverton noted when 
looking back upon the 1978 ‘Great American Lesbian Art  
Show’, organized in Los Angeles. 62 Consenting to invisibility 
was all too often the price of a lesbian’s ticket to the 
commercial art market. Harmony Hammond, who curated  
a lesbian art show at 112 Greene Street, New York, in 1978,  
recounts that one prospective exhibitor’s gallerist threatened 
to drop her if she participated. The intersection of feminism 
and the art market that allowed some women artists to  
thrive in the later 1980s was not yet in operation. The  
few successful women artists of the late 1970s had to make  
other choices. Louise Nevelson, for example, courted for  
the Gay Liberation commission, made the difficult but 
understandable decision to reinforce her closet. ‘It is amazing’,  
John Perreault observed in 1980, having himself recently 
come out into the pages of the art press, ‘that the art world  
has been so little affected by gay liberation. […] Everyone 
is “accepting” as long as you keep quiet and don’t ask 
embarrassing questions.’ 63 Sarah Schulman recalled – 
though hyperbolically, given that there were five gay art  
galleries in New York alone – of her wheat-pasting activities 
with the Gay Art Guerillas in 1982, ‘[T]here was nobody  
who was showing gay and lesbian art.’ 64  Those who did  
want to do so were caught between cultures and generations.  

Dan Cameron, reflecting upon ‘Extended Sensibilities: The  
Homosexual Presence in Contemporary Art’, the pioneering 
exhibition he organized in 1982 at the New Museum in  
New York, observed later that the gay art world professionals 
with whom he spoke warned him that curating such a show 
would end his career, while the ‘guardians of gay art’ in  
New York would help him only if he ceded control to them. 65 

Lacking the luxury of declining a commission like Gay 
Liberation, dissident artists of Schulman’s generation began  
to make their own incursions into urban space. For a New York  
minute, between punk and the East Village, the scene was  
one of ‘surprising generosity’, in Nayland Blake’s phrase. 66 
Xerox flyers wheat-pasted onto hoardings, like Jenny Holzer’s  
Truisms, rendered hollow the authority of public signage. 
David Wojnarowicz’s spray-painted graffiti on the Chelsea 
piers occupied a heavily trafficked sex site almost invisible  
to a purportedly straight world. The sprawling 1980 ‘Times 
Square Show’ tacked works on paper, for all practical purposes  
anonymous, upon the walls of a disused building. In the  
subways, Keith Haring waylaid the foundations of commerce,  
taking as a drawing surface the black paper panels awaiting 
advertising posters. In Da Zi Baos (1982), the collective Group  
Material took the facade of S. Klein’s out-of-business 
department store as a ‘democracy wall’ and fabricated protest  
posters from various other political groups, among them the 
Committee in Solidarity with the People of El Salvador. 67 

In London, Jill Posener recorded (and no doubt produced)  
lesbian / feminist ‘refacings’ of the discursive space of 
billboards. ‘We can improve your nightlife’, read the text 
above an image of an almost naked woman on a mattress. 
‘JOIN LESBIANS UNITED’ was the spray-painted retort. 
‘If it were a lady it would get its bottom pinched’, opined  
the copy over a Fiat. ‘IF THIS WOMAN WERE A CAR 
SHE’D RUN YOU DOWN’, countered the women. 68   
With their cheap, sly, hit-and-run tactics, such activists 
refused the mass-media definition of ‘success’, working their 
alterations on a precise and local level. The interventions 
nudged cultural politics out of the realm of hortatory  
visuality – that is, the positive imaging of identity – and 
turned subcultural representation into a matter of scanning 
between the lines and reading the writing on the wall. These 
tactics would be picked up by AIDS activists and, later,  
by web artists.

At the same time (the very end of the 1970s) – as Margaret 
Thatcher became prime minister in the UK (1979) and 
Ronald Reagan president of the USA (1980) – conservatives 
in both countries developed an agenda that used the idea 
of ‘family’ as a means of social control. Aided by nascent 
technologies of direct mail, they stripped back advances in 
reproductive and gay civil rights, worked to limit the public 
exchange of ideas and information, instituted the surveillance 
of library users, and honed their objections to free speech. 
In the USA, conservatives targeted state-funded ‘political’ 
(that is, progressive) culture, identifying culprits ranging 
from the behemoth of public television to struggling artist-
run organizations and outspoken art critics. They objected 
to wasting taxpayers’ money on ‘bad’ art, the most vivid 
example being Richard Serra’s Tilted Arc, paid for with 
federal funds and installed in New York’s Federal Plaza in 
1981. Greeted as an inconvenience, an eyesore and possibly  
a menace to public safety, Tilted Arc was destroyed in 1989. 
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The campaign against wasting taxpayers’ money segued 
into a campaign against the porn industry and from there  
to the suppression of artists’ images deemed to be obscene.  
The battles over repression were promptly dubbed ‘the culture  
wars’. While the newly empowered right perfected the 
technique of taking difficult images out of context and using  
them to mobilize its constituency, the arts community divided  
over the most effective response, generally emphasizing,  
as Richard Bolton points out, ‘the right to free speech rather 
than the right to sexuality’. 69 Well-established organizations 
defended freedom of expression in general terms, but did  
little to defend smaller organizations or the rights of artists  
who made explicitly homoerotic work. There was no outcry  
among liberal groups when government restrictions eliminated  
funding for ‘homoerotic’ art. ‘Even well-intentioned arts 
organizations leading the anti-censorship battle’, Holly  
Hughes complained, ‘are reluctant to speak up for us.’ 70 

 

AIDS, Sex and the Visual

No one but small groups of white urban gay men paid much 
attention to the announcement in 1981 that a puzzling new 
disease had erupted in San Francisco and Los Angeles –  
the gay flu, or Gay Related Immune Deficiency Syndrome.  
What in a year or so would come to be called AIDS intersected 
with the conservative cultural agenda that subjected to  
phobic moralism not only homosexuals but also intravenous 
drug users, Haitians and sex workers. In this constellation  
of deviances, struggles over cultural self-representation  
were redefined. ‘It was frequently unclear’, commented  
British theorist and activist Simon Watney, ‘whether a new 
disease or a new social constituency, “homosexuals”, had  
been discovered’. 71

AIDS was initially pictured not in or on a body but 
through schematic medical diagrams and microphotographs 
of T cells besieged by what was then called the AIDS virus.  
In 1982, when the gay and lesbian press first began to cover 
the disease, it borrowed these scientific renderings. In 1983, 
after the Journal of the American Medical Association ventured 
that transmission might not be a punishment specifically 
visited upon homosexuals but a result of sexual practices  
also relished by heterosexuals, the mass media began  
to interest itself in the disease and its effect upon so-called 

‘innocent’ victims, meaning heterosexuals and children. 
The press sought to photograph people with AIDS – the more 
visibly ill the better – to scapegoat the supposed culprits 
in disease transmission. 72 In the face of escalating media 
panic, as well as persistent AIDS denial in various gay 
communities, activists fought to increase awareness of the 
crisis while resisting the picturing of people with AIDS (PWAs) 
as moribund, emaciated and wasted. Counter images were 
at first circulated in queer communities – family albums, 
for example, home movies and the snapshots used in the 
obituary columns of the gay press. Vigils, demonstrations 
and funerals were recorded by amateurs as well as by trained 
photographers such as Bettye Lane and Lee Snider, 73 whose 
1983 photographs of demonstrators at a memorial service in 
New York’s Central Park suggest a bemused yet empathetic 
collaboration between photographer and his subjects in  
the representation of resistance. The images suggest a wobble 
in genre, a presentation of illness to the camera that falls 
somewhere between the exuberance of those 1970s gay-lib 
marches and the robust rage that AIDS Coalition to Unleash 
Power (ACT UP) mustered to refute their status as victims. 
In Snider’s photographs, police barricades keep onlookers at 
a safe distance from the demonstrators sitting upon benches, 
each witnessing with his body (only two or three women are 
visible in the photograph) and with the number stencilled 
upon his placard, one of the AIDS deaths that had by then 
occurred in New York. 

The most astonishing thing about the photographs is 
that the highest number visible is 604. Debates about the 
relationship between picturing AIDS and picturing queers 
exploded in 1985 with the death of Rock Hudson. The 
celebrity performance that had defined heterosexuality was 
revealed to be just that – a performance. Ronald Reagan, 
silent for five interminable years on the virus, was forced to 
speak the word. In the mass media, AIDS was assigned a 
set of visual codes that became a locus of fascination, profit, 
reproach and contestation. In ways reminiscent of the  
1950s panics about the commies and queers lurking beneath 
the facade of American patriotism, heterosexuality as a 
presumptive identity became suspect. Homosexuals could  

be visually branded by equating them with the AIDS virus,  
and thus excised from the body politic. ‘[T]there is no way’, 
argued Watney, ‘in which a person with AIDS can hope to 
enter the public space of photographic representation save  
as a sign of mortality.’ 74 

One challenge for queer artists and intellectuals, then,  
was to defy the ways in which they were framed by someone 
else’s picture of illness. In 1988, the Museum of Modern 
Art in New York opened a well-publicized exhibition by the 
photographer Nicholas Nixon titled ‘Pictures of People’, one 
section of which was called ‘Pictures of AIDS’. By this was 
meant not portraits of the diverse men, women and children 
then living defiantly with AIDS but, in the main, white 
homosexual men visibly on their way to dying of AIDS.  
(Jan Zita Grover reports that, in an informal discussion at  
the museum, Nixon admitted to turning away some PWAs 
who wanted to be photographed because they weren’t 
sufficiently ‘interesting’.75) ‘Stop looking at us; start listening 
to us’, read the ACT UP flyer distributed to museum visitors  
in protest against the Nixon exhibition. ‘We demand the 
visibility of PWAs who are vibrant, angry, loving, sexy, 
beautiful, acting up and fighting back.’ 76

 It is important to acknowledge, nonetheless, that most 
visual artists were slow to develop representational strategies 
that met these conditions. In the early days of the crisis,  
few of those working in the ‘most commodified media’, to  
use the phrase of critic and activist Robert Atkins, one of  
the organizers of a pivotal travelling exhibition on AIDS,  
rose to the challenge. 77 Ross Bleckner’s paintings of flickering 
lights and coded numerical references to AIDS deaths are  
a remarkable exception. Mark Morrisroe’s self-portraits  
after his diagnosis are an understated extension of 
the hundreds of Polaroid photographs with which he 
documented the quotidian details of his life – tricks, 
possessions, friends and his own hospital room. For the  

most part, though, video makers, writers, performance 
artists and documentarians such as Ann Meredith and 
Gypsy Rose were the first to take on the responsibility for 
empathetic and positive representations. 

 

Resexualizing the Queer Body
State and media response to the AIDS crisis equated disease 
transmission not with the exchange of bodily fluids but  
with the supposedly unspeakable and therefore endlessly 
fantasized ‘lifestyle’ of gay men. In consequence, rather than  
undertaking campaigns to inform everyone about safer sex, 
efforts were made to sanitize queer culture by eliminating 
the institutions fundamental to its formation – for example, 
bathhouses and cruising areas. Not only was the queer 
community obliged to undertake its own programme of 
education but it also had to insist that health-care issues 
did not foreclose the right to pleasure. In saving the gay 
body from those who would let it die or lock it up, the 
‘erotic’, as Jan Grover noted, itself became ‘a medium of 
information’.78 How to Have Sex in an Epidemic: One Approach 
(1983) by Michael Callen and Richard Berkowitz was the 
first in a series of brochures, flyers and booklets produced 
by gay-health organizations to provide hot, accurate, 
funny representations of safer sex acts. In the same year, 
organizations of prostitutes in San Francisco and New York 
began to distribute information on safer sex practices, PWAs 
campaigned in Denver, and the group of artist / activists  
known as Metropolitan Health Association stickered New 
York City subways. 1985 saw similar didactic material 
distributed in bars and bathhouses by the Gay Men’s Health 
Crisis in New York, the Sisters of Perpetual Indulgence in 
San Francisco, the Terrence Higgins Trust in the UK, and 
the West German AIDS-Hilfe. Information on safe sex for 
women – both lesbian and heterosexual – came from the 
veteran feminist press Firebrand, which commissioned Alison 
Bechdel to illustrate Making It: A Woman’s Guide to Safe Sex  
in the Age of AIDS (1987) by Cindy Patton and Janis Kelly.

 Video-makers working in a documentary tradition were 
the first to politicize both the pleasures of the gay body and  
the rhetoric used to contain it. John Lewis’s Chance of a Lifetime  
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(1983) used a smorgasbord of men to demonstrate safer  
sex practices. Stuart Marshall’s Bright Eyes (1984) linked  
the homophobia surrounding the AIDS crisis with the Nazi  
eugenics movement. 1987 saw three videos pivotal to the 
representation of people with AIDS. Stashu Kybartas’s 
Danny eroticized a body covered with lesions. Isaac Julien’s 
This is Not an AIDS Advertisement and John Greyson’s  
The ADS (Acquired Dread of Sex) Epidemic both emphatically 
rejected the proposition that ending the crisis meant ending 
queer sex practices. Faced with considerable scepticism  
in high-art circles about the merits of either ‘political’ art or  
video art, the self-professed ‘twenty-three-year-old faggot’ 
Gregg Bordowitz argued passionately that documentaries 
about AIDS health workers and PWAs constituted in 
themselves an ethical artistic practice inseparable from 
community organizing. 79

Linking health activism and sexual pleasure owed an 
enormous – if not widely acknowledged – debt to the feminist 
struggle for women to win control over their own bodies.  
Much of the historical research, cultural analysis and legal 
defence that laid the groundwork for a sex-positive queer 
culture during the AIDS crisis was instigated by the queer 
leather community and pro-porn lesbians and feminists.  
In San Francisco, Samois’s What Color is Your Handkerchief:  
A Lesbian S / M Sexuality Reader sold out four printings after 
its publication in 1979. Pat (now Patrick) Califia’s Sapphistry: 
The Book of Lesbian Sexuality (1980) brought the 1970s 
feminist strategy of self-education in health matters to the 
sadomasochistic (S / M) community. The book included 
anecdotes, fantasies, fiction, theory and history, as well 
as tips on techniques and retail outlets for accoutrements. 
Sapphistry featured several drawings by sex activist Tee 
Corinne in which she paid tribute to an earlier generation 
of lesbian erotic artists – among them that obscure Suzy 
Solidor fan Mariette Lydis. Samois’s anthology Coming to 
Power (1981) provoked a furore by advocating practices  
and fantasies deemed by anti-porn feminists to be degrading 
to women. The anthology featured a visionary essay 
by Gayle Rubin, in which she outlined the concept of 
erotic communities based on sexual practices rather than 
the gender identities of sexual partners. 80 Pointing out 
that heterosexuals and homosexuals who practised S / M 
were equally ostracized as perverts, Rubin reasoned that 

divisions around sexuality were based not on a homosexual/
heterosexual binary but on a Dante-esque hierarchy 
that calculates damnation through the permutations of 
acts viewed as legitimate (reproductive, heterosexual, 
monogamous and infrequent) and acts viewed as deviant 
(recreational, homosexual, promiscuous and frequent). 

Coming to Power also included a few pictures of lesbian  
S / M practitioners in full leather regalia by photographers 
such as Honey Lee Cottrell. ‘Most of my work’, she said later, 
‘is a point-for-point retaliation for the damages done to me.’ 81 
She did not exclude her lesbian sisters from the list of her 
oppressors. In the self-portrait Bulldagger of the Month, a spoof  
on the concerns about women’s ‘objectification’ registered in 
feminist publications such as Off Our Backs, Cottrell’s visibly 
aging body is half naked and wholly defiant. This butch  
sees nothing wrong with putting women to sexual use. 

Bulldagger couldn’t be further in intention, or in audience, 
from Cathy Cade’s wholesome portraits of ‘Ann’. To produce 
Lesbian Photo Album: The Lives of Seven Lesbian Feminists 
(1987) Cade photographed carefully selected women over a 
period of several years, then sequenced interviews and images 
to convey the somewhat sanitized complexities of her subjects’ 
love and work lives. To resurrect a truism of the 1970s, in 
Cade’s photographs, feminism is the theory and lesbianism 
the practice. In Cottrell’s photographs, queer is the theory 
and pleasure the practice. Importantly for the articulation 
of ‘queer’ culture, though early documentation of the leather 
scene by artists such as Cottrell, Mark Chester and Claire 
Garoutte abided by gender apartheid, the scene and its 
structuring fantasies included encounters between men and 
women, biological or performative. ‘I have sex with faggots,’ 
proclaimed Pat Califia in 1983, ‘and I’m a lesbian.’82 

At the end of the 1980s, the arguments about the picturing  
of queers echoed the fissures within 1970s American and 
European feminist movements. Anti-porn groups such as  
Women Against Pornography (WAP) proclaimed that pictures  

of women in ‘degrading’ positions incited men, inherently 
aggressive, to violence. Other feminists argued that such  
fear-mongering tactics – whether deployed by feminists 
or family-values conservatives – made it difficult if not 
impossible for women to imagine and to seek their own  
sexual pleasure. In 1982, a group of feminists that included 
Califia, Kate Millett, Cherríe Moraga and Carole Vance 
– among other lesbians – planned and hosted a conference 
that was picketed by WAP and closed down by the Barnard 
College administration on the grounds that the organizers 
were promoting pornography. The debacle led to a pivotal 
series of small-press or academic anthologies that theorized 
the rewards of deviant sexuality, notably Pleasure and Danger 
(1984), Powers of Desire (1984), Gayle Rubin’s essay  
‘Thinking Sex’ (1984) and, a few years later, the pornography  
collection Caught Looking (1986). 83 In such projects, relations 
between visual artists and writers were both generative  
and strained. The phrase ‘Her Tongue on My Theory’  
deftly summarizes the tensions. It titles a series of staged 
photographs of lesbian sex scenes by the Vancouver lesbian 
collective Kiss and Tell that travelled widely between roughly 
1988 and 1991. Kiss and Tell mounted their photographs 
under Plexiglas so that the women in their audience could, 
literally, inscribe their conflicting readings over the images. 
(Men were asked to use a comments book placed to one 
side.) ‘This is what the man who raped me said women like,’ 
scrawled one woman. ‘These pictures weren’t made by the 
man who raped you,’ read the reply. ‘He’s the one to be 
angry at, not these photos.’ 84

Reinfecting the Body Politic

‘WHEN I WAS TOLD THAT I’D CONTRACTED THIS  
VIRUS IT DIDN’T TAKE ME LONG TO REALIZE THAT 
I’D CONTRACTED A DISEASED SOCIETY AS WELL.’  

So railed David Wojnarowicz in Witnesses: Against Our 
Vanishing, the 1988 catalogue of the exhibition that brought  
the wrath of US Senator Jesse Helms down upon a small 
nonprofit artist-run gallery in Manhattan. 85 Queer artists, 
therefore, had to complicate the picturing of their own bodies.  
More importantly, they had to re-territorialize the diseased 
society they had contracted, to infect that society with their 
dissent, their self-representation and their stubborn presence. 

Blocks of design-savvy posters debuted in New York late 
in 1986, sniped on hoardings around lower Manhattan: 
‘SILENCE = DEATH’, bold, white, all caps, Gill Sans on  
a black background underneath a pink triangle. The graphic  
migrated to T-shirts and buttons, becoming the first 
fundraising device of ACT UP, a loose direct action alliance 
of people of various sexualities, genders, races and classes. 
Though the insurgent energy of ACT UP faded in the early 
1990s, to be replaced by groups such as Queer Nation, it would 
be difficult to overstate ACT UP’s importance in securing 
resources to combat the AIDS epidemic and in the formation 
of queer identity. Some gays and lesbians, particularly 
those of earlier generations, were appalled by ACT UP’s 
resurrection of the symbol used to mark the homosexuals 
shipped off to concentration camps, but in fact the triangle 
had already been reclaimed in the 1970s. It was used as a 
graphic by underground papers such as Gay Sunshine (San 
Francisco), the Body Politic (Toronto) and the Pink Triangle 
Press (London). SILENCE = DEATH, however, resignified 
the triangle for a new generation, refuting the equation 
HOMOSEXUALITY = AIDS = DEATH and aligning 
the genocidal indifference of American AIDS policy with a 
eugenics rationale that had swept off the map not only Jews  
but also communists, gypsies and homosexuals. 

To be effective, ACT UP had to ensure a broad-based 
collaboration between scientists, visual artists, performers, 
community activists, cultural workers, health workers, street 
activists, scholars and theorists. (AIDS activism shaped many 

Alison Bechdel 
Illustration for Cindy Patton and Janis Kelly's Making It:  

A Woman's Guide to Safe Sex in the Age of AIDS
1997

Honey Lee Cottrell
Bulldagger of the Month

1981

Cathy Cade
I’m resting, not putting out,  

letting the white girl smile drop
1981

ACT UP
SILENCE = DEATH

1987



34 35

SURVEY INSIDE THE BODY POLITIC: 1980 – PRESENT

academics who would produce foundational texts of queer 
theory: Douglas Crimp, Jan Zita Grover, David Halperin, 
Simon Watney and David Román among them. Their texts, 
in turn, shaped and provoked the work of queer artists and 
curators.) Though fully aware of 1980s postmodernist critiques 
of originality and authorship, the artists associated with 
ACT UP turned such ideas to less ironic use. No one claimed 
authorship of graphics and text bytes – precisely in order to 
render them copyright-free and easy to replicate. ACT UP 
produced signs – in every sense of the word – aroundwhich to 
rally, making gifts of the visual to a burgeoning movement. 
Translated into the appropriate languages, the graphics spread 
across the US and Europe, erupting as placards in protests and 
marches, as stickers placed in buses, taxis, subways, bathrooms 
and road signs, and upon bodies accessorized with buttons, 
baseball caps and T-shirts. 

William Olander, senior curator at the New Museum of  
Contemporary Art in New York and a member of ACT UP,  
offered the collective of artists that evolved from the SILENCE =  
DEATH project their museum debut. Gran Fury’s Let the 
Record Show, installed in 1987 in New York City at the  
New Museum’s project space, featured a photo mural of the 
Nuremberg trials below a pink neon version of SILENCE = 
DEATH. The installation included photo silhouettes of  
six of the most vicious homophobes in the US, each paired 
with his own words, entombed in concrete. William Buckley, 
for example, famously advocated that PWAs should be 
tattooed on the buttocks, while Senator Jesse Helms  
favoured quarantine.

Gran Fury’s early interventions had, when necessary, 
relied on bootlegged Xerox posters, but the group understood 
that invitations such as Olander’s would allow them to 
fabricate and distribute their messages on a grander scale  
than they themselves could finance. They correctly predicted  
that their audience would increase in proportion with the 
media outrage that their works generated. Their billboard 

Kissing Doesn’t Kill, commissioned by the American 
Foundation for AIDS Resources, took to the road on  
the sides of buses in 1989, winning press attention and  
attracting vandals in Chicago, Los Angeles and New  
York. The billboard depicted same-sex couples kissing,  
and the accompanying copy made it clear that this was  
no liberal plea for tolerance: ‘Corporate greed, government 
inaction, and public indifference make AIDS a political 
crisis.’ Invited to participate in the Venice Biennale of 1990, 
Gran Fury produced a triptych of panels that juxtaposed 
a photograph of the Pope, a screed against the Catholic 
church’s ‘preference for living saints and dead sinners’,  
and, dead centre of an enlarged placard, an erect pink  
penis. The high-profile international fracas was predictable, 
charges of blasphemy and kitsch being countered with  
a spirited defence of artistic freedom.

The viral metaphor served as a generative tool for several 
groups, enabling production and inflecting distribution.  
A Toronto collective composed of the artists Jorge Zontal, 
Felix Partz and AA Bronson had collaborated since 1969 
under the skirts of the drag avatar Miss General Idea, who 
first brought herself to public attention by hosting a pageant 
in her honour at the Art Gallery of Ontario. In 1987, at the 
height of the AIDS epidemic in North America, General  
Idea appropriated Robert Indiana’s 1964 painting LOVE,  
by then a staple of international kitsch, and ‘refaced’ the 
image as a branding campaign to increase awareness of 
AIDS. In North America and Europe, General Idea’s AIDS 
appeared on billboards, posters, hoardings, gallery walls  
and the cover of any magazine that would accommodate  
the project – among them Ontario Dentist and the Journal  
of the American Medical Association. General Idea’s success 
spawned its own backlash. In 1988, Gran Fury used the  
AIDS logo to format the painting RIOT, and in that same 
year, Marlene McCarty used the format for a painting  
titled FUCK. 

In San Francisco, then seen as something of an outpost  
of the international art market, another viral mutation 
began. Under the leadership of Cleve Jones, the collective 
energy that drove the annual vigils held to mark the 
assassinations of San Francisco Supervisor Harvey Milk  
and Mayor George Moscone were chanelled to address the  
AIDS crisis. In an era when funeral homes routinely declined 
to handle the bodies of those who had died of AIDS, and 
relatives (as many still do) routinely declined to recognize 
the surviving queer family, the AIDS Memorial Quilt gave  
a larger meaning to local rites of grief. As other cities and 
towns joined the project, the AIDS Memorial Quilt served as  
a formula for portable sculpture that built at once a web of  
mourners and a team of producers. At the Quilt’s first display  

on the Washington Mall in October 1987, 1,920 panels  
were displayed. By 1996, when it was last displayed in full, 
44,000 panels blanketed the Washington Mall.

In Spain, artists and intellectuals were virtually silent 
about AIDS until the early 1990s, when performance artist 
and sculptor Pepe Espaliú organized friends and allies to  
support his wasted body in their arms and carry him through 
the streets of Madrid. Carrying Project theatricalized a relay  
of associations: not simply the vectors of the virus itself, but  
the transport of an infirm body and a collective transport of 
the soul. To carry the body of the artist was to incarnate all 
these meanings. Like the AIDS Memorial Quilt, Espaliú’s 
project spawned offshoots inside and outside the art world. 
In San Sebastián, Carrying Society events involved the 
testimonies of a group of people with AIDS. In Barcelona, 
PWAs conducted carryings around a prison where many  
of the inmates had AIDS. 86 

Viruses run their course, however. Like Robert Indiana’s 
LOVE and General Idea’s AIDS, the red ribbon that painter 
Frank Moore designed in 1991 was rapidly appropriated to 
feed an industry of kitsch accessories. The AIDS awareness 
ribbon was, in turn, annexed by enterprises surrounding 
other invisible epidemics – most notably, breast cancer. 
Elsewhere, as David Goldblatt’s series of South African 
urban landscapes In the time of AIDS suggests, the ribbon  
has been buried in the landslide of multinational signage. 
Over the last decade, the NAMES Foundation has quietly 
laid off staff and warehoused most of the quilt panels. These 
are now attended by a few conservators and by younger 
artists interested in reanimating oppositional histories. 
Andrea Bowers, for example, whose meticulous drawings 
rework the graphics of early protest movements, has made 
laborious renderings from photographs of certain quilt 
panels. In this homage to invisible labour, what is lost in 
translation is a prerequisite for having a future.

Nasties and Dandies

The art world’s putative multiculturalism of the 1980s 
existed in uneasy relation to gay and lesbian culture. Sandy 
Nairne’s State of the Art: Ideas and Images in the 1980s,  

a British survey of the decade, was a television programme 
followed by a book of the same title. Though based on identity 
politics, neither book nor programme mentioned homosexuality  
or AIDS. ‘The Decade Show: Frameworks of Identity in  
the 1980s’ was the blockbuster American equivalent, installed 
at three New York museums. Gay and lesbian issues were 
treated only under the rubric of AIDS, which in turn was 
presented as a subset of ‘activism’. 87 During and after the 
1980s, then, gays and lesbians struggled to distribute their 
presence in the intricate network of institutions called the art 
world. They organized film festivals, published anthologies, 
convened conferences and curated a steady stream of  
exhibitions addressing diverse issues of queer representation, 
printing catalogues whenever possible. 88 During the same 
period, certain gay artists were included in high-profile venues  
such as the Whitney Biennial – David Wojnarowicz in1985, 
Robert Gober and the collaborative team of McDermott  
and McGough in 1987, Félix González-Torres and the  
collective Group Material in 1991. But as the superimposition 
of AIDS and homosexuality became ever more difficult to 
disentangle and the attacks on ‘obscene’ images ever more  
ardent, those interested in defining the terms of queer visibility  
inevitably had to confront the assumptions of identity politics. 
There were disputes about the conditions under which 
particular kinds of images (‘positive’? ‘negative’?) made  
by gays and lesbians could be shown, and arguments about 
whether gays and lesbians should be viewed together as  
an identity category. Such differences made more evident  
the divisions in a fictive community. Richard Hawkins and 
Dennis Cooper’s 1988 exhibition ‘Against Nature’, held at 
Los Angeles Contemporary Exhibitions, is a case in point. 
While the subject was AIDS, the exhibition reinscribed a  
hotly contested stereotype by including only ‘homosexual  
men’, a fey anachronism used by the curators to take a jab  
at prescriptive ideals of ‘multiculturalism’. 89 

Censorship campaigns in the US and the UK came  
to a head in the latter part of the 1980s. In 1987, the UK 
passed Section 28, which prohibited local councils from  
using government funds to ‘promote homosexuality’ or  
a ‘pretended family relationship’.90 In the same year, just as 
organizers ironed out the last details for unrolling the AIDS 
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Quilt on the Mall for the first Gay and Lesbian march on 
Washington, Senator Jesse Helms was busy scandalizing  
his colleagues with photocopies of the Gay Men’s Health  
Crisis safe-sex comics. Helms attached an amendment to  
a bill funding AIDS research and education that prohibited 
federal spending on ‘[AIDS] prevention materials or 
activities that promote, encourage, or condone homosexual 
activities or the intravenous use of illegal drugs’. 91 In May 
1989, on the floor of the US Senate, Alfonse D’Amato ripped 
up an exhibition catalogue containing Andres Serrano’s 
photograph, Piss Christ. In June, the director of the Corcoran 
Gallery cancelled Robert Mapplethorpe’s posthumous 
retrospective, ‘The Perfect Moment’. In October, the 
US Congress passed a law forbidding federal funding of 
‘depictions of sadomasochism, homoeroticism, the sexual 
exploitation of children, or individuals engaged in sex  
acts and which, when taken as a whole, do not have serious 
literary, artistic, political, or scientific value’. 92 Later in  
the fall, the chairman of the National Endowment for the  
arts revoked funding to ‘Witnesses: Against Our Vanishing’, 
mainly because of David Wojnarowicz’s ‘strategically 
incendiary’ essay. 93 

Such assaults rigidified the boundary between the public 
and private spheres, constraining any hope of reciprocity, 
or porousness, between the two. As Carole Vance eloquently 
argued at the time, ‘diversity in images and expression in the 
public sector nurtures and sustains diversity in private life. 
When losses are suffered in public arenas, people for whom 
controversial or minority images are salient and affirming 
suffer a real defeat.’ 94 Whether the suppression of images was 
forced or self-imposed, whether the arguments were conducted 
in courtrooms or voiced in the corridors of small nonprofits,  
the debates over censorship not only restricted what could be 
seen in public but had the effect of making ‘the public’ a club 
with limited membership. 

Some artists insisted upon their right to place explicit 
sexual figuration in the public sphere. Others turned to 
strategies of code, embedding their references to queer culture  
in the languages of high art. In doing so they withheld from 
the radical right, not to mention jittery curators and arts 

administrators, the images that troubled them or that  
they fantasized to exist. González-Torres was perhaps  
the most influential proponent of this tactic, outwitting the 
censors by presenting not the offending homosexual body  
but conceptual translations of queer content. His minimalist 
‘pours’, for example, offered for the taking hundreds of 
pounds of candy, arranged in corners or in rectangles upon 
the floor, as bait for an audience that might or might not  
have understood the viral referent. In one of these works, 
“Untitled” (Portrait of Ross in LA) (1991), González-Torres 
keyed the weight of the candy to the ‘ideal’ weight of his  
lover: 175 pounds. Those who ingested the Fruit Flashers had 
thus been seduced into swallowing queer intimacy. In other 
works – pairs of clocks, or chairs, or photographs of seagulls 
and the indentations left upon pillows – González-Torres 
insinuated coded references to queer coupledom into ‘public’ 
space. Similarly, Hunter Reynolds’s drag incarnation, Patina  
du Prey, appeared over the years in a ball gown stencilled 
with lists of those dead from AIDS. A funereal and elegant 
black, with matching gloves, the gown is a costume that layers 
one cultural ritual upon another – the political funeral  
and the drag ball.

Mourning and Monuments

Culture is lived experience and historical memory. Excluded 
from, or misfiled in, the archives and institutions that 
consolidate a historical record, minoritized cultures generally  
lack access to the very materials that might structure their 
lived experience.

‘As a woman, as a lesbian, as a Jew, I know that much 
of what I call history others will not. But answering that 
challenge of exclusion is the work of a lifetime.’ So wrote 
Brooklyn’s Lesbian Herstory Archives founder Joan Nestle 
in 1986. 95 Librarians are the archaeologists of queer culture, 
retrieving facts, gossip, names and images that would 
otherwise vanish, cruising and filtering to redistribute our 
presence in time and space, constructing counter memories 
through ink on paper and ephemera such as softball uniforms 
and matchbooks, salvaging what has been excised from 
the historical inventory. Jeannette Foster worked in some 
seventeen states to gain access to lesbian publications housed 
in public and private troves, including Alfred Kinsey’s 
Institute for Sex Research, before she self-published,  

in 1956, the annotated bibliography Sex Variant Women in 
Literature. It is no coincidence that artist / lesbian / feminist / sex-
radical / bibliographer Tee Corinne had a day job as a 
librarian in the 1970s and 1980s. Guy Hocquenghem’s Race 
d’Ep!: Un Siècle d’Images de l’Homosexualité (1979) scavenged 
German and French archives to collate historical documents 
of homosexuality, including material drawn from Magnus 
Hirschfeld’s photographs of androgynes and cross-dressers and 
interviews with surviving models of Wilhelm von Gloeden.96 

In the transmission of queer culture, then, the archive  
is both mourning and monument, a site coloured by loss as  
well as a structure through which the future is inscribed and 
by which it can be imagined. The destruction of an archive 
central to a minoritized group is an act of cultural genocide.  
The Nazi incineration of the contents of Magnus Hirschfeld’s 
Institute for Sexual Research is doubly an act of violence –  
first because of the destruction itself and second because the  
specific intent of the act has for the most part been minimized  
by descriptions of the conflagration as ‘Nazi book-burning’. 
The very precariousness of queer archives unsettles the ways  
in which the conventional historical narrative opposes the  
‘public’ and the ‘private’, sets history against gossip, pits stories  
against shards. Queer culture is necessarily collaged from 
fragments, animated by back story, mined from close readings 
and based upon an intelligence and intensity of gaze. 
‘Many of us’, notes artist and writer Martha Fleming, ‘must 
remember and recount at all costs – not in a flurry of induced  
abreaction, but rather because our realities and experiences 
are not inscribed in history, our identities and collectivities 
are fragile rumours composed of flicker and smoke.’ 97

Some queer artists have chosen to supply the archive with  
what should have been there in the first place. Zoe Leonard’s  
installation The Fae Richards Photo Archive (1993 – 96) 
displays the forgeries she produced to anchor Cheryl Dunye’s  
film Watermelon Woman (1996). In Dunye’s mockumentary, 
Leonard’s photographs are used to represent the treasure 
trove hidden in a private archive that proves the existence  
of a forgotten Hollywood ‘mammy’ – a lesbian, naturally. 
Similarly, Fred Wilson’s installation An Invisible Life: A View 
into the World of 120 Year Old Man (1993) introduced a ghost  
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into the furnishings of a historic Nob Hill home in San 
Francisco. Through strategically placed artefacts such as 
paintings and books, Wilson invented one Baldwin Antinous 
Stein, an African-American compatriot of James and 
Gertrude, whose middle name just happens to be the young 
lover of the Roman emperor Hadrian. In Memorial to a 
Marriage (2002) Patricia Cronin disrupts another archive,  
the cemetery. Installed ‘for eternity’ in New York’s smartest  
necropolis, Memorial to a Marriage makes pointed feminist 
reference to the funerary sculpture through which many 
nineteenth-century women artists supported themselves. 
Sculpted in white Carrera marble, Cronin and her partner 
lie entwined upon a modern mattress among the memorials 
to the partners in and products of state-sanctioned 
heterosexuality. By taking anticipatory revenge, Cronin  
out-manoeuvres the reality that she and her partner,  
Deborah Kass, could not be recognized as a family in the 
eyes of the American state at the time the work was made.  
‘If I can’t have it in life,’ says Cronin, ‘I’m going to have  
it in death.’98

Other artists use the archive to dispute the sort of 
institutionalized memory that archives usually bolster.  
The New York Daily News on the day that became the Stonewall 
Riot reproduced by hand from microfilm records (1997),  
an installation by Mathew Jones, buries the record under  
graphite. By methodically tracing each microfiche page 
of the newspaper printed hours before the moment gay 
liberation is said to have commenced, Jones suggests that 
revolutions neither begin nor end but are invented – and thus, 
paradoxically, made usable – by documenting an arbitrary 
slice of time and space. Jones’s magnificently ambivalent 
gesture of copying also reinscribes the backstage labour 
rendered invisible by fables of revolutionary moments.  
Gilbert & George’s In Bed with Lorca alters both domestic 
space and a group exhibition organized in tribute to a major  
cultural figure not usually identified as gay. As their 
contribution to an exhibition installed at the summer house  
of Federico García Lorca, the artists had their picture taken  
while wedged side by side in Lorca’s bed. Though this work is  
uncharacteristically modest, the couple wear their signature 
suits with their expressions set in their trademark deadpan. 
But despite the title of the work, Gilbert & George are 
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pointedly not in bed with Lorca. The bed is too small.  
Instead, this photograph of the couple hangs as a slapstick 
apparition over Lorca’s desk, disingenuously suggesting 
that Lorca’s poetry and plays were written in a homosexual 
mental space.

Other artists have marked ephemeral sites to register 
histories of delight that lay claim to public space. Bars, 
clubs, cruising grounds and beds shift in status from private 
to public. In queer culture, they are not just addresses 
but characters. Imagined and policed as sites of resistant 
identity, they people the accounts of Magnus Hirschfeld and 
Christopher Isherwood, the case reports of police and doctors, 
the memoirs of Jean Cocteau and Colette, the photographs  
of Brassaï and Diane Arbus, the drawings of Reginald  
Marsh and the songs of Suzy Solidor, the pulp novels of Ann 
Bannon and the allegories of Dennis Cooper. Just as parks  
are a constant in the work of Jochen Klein, Donald Moffett 
and Elmgreen & Dragset, bars figure prominently in the  
work of Dean Sameshima, Kevin McCarty and Tom Burr, 
among others. (And, arguably, it is the resonance of a long 
history of gay bars that boosts Stonewall’s cultural legibility. 
Earlier rebellions, like those at the Compton cafeteria in  
San Francisco and Dewey’s cafeteria in Los Angeles, failed  
to convey the same romance.) 

In her epic narratives, Kaucyila Brooke deploys several 
strategies of archival resurrection to bring into being a 
specifically lesbian visual history. An early effort to rescue 
a lesbian past by a kind of salvage ethnography backfired. 
Brooke’s attempt to involve the photographer Berenice Abbott  
in a discussion of her role in 1920s lesbian Paris generated  
an exchange of letters that succinctly illustrates the risks of  
reading history through the perspective of the present. ‘I am  
wondering what satisfaction it can give you to tarnish my  
name in such a flagrant and libelous fashion,’ Abbott retorted:

I am a photographer, not a lesbian. Your assumptions 
have given me anguish, which at my age is surely not  
healthful. […] If some of the photographs you mention  
are of ‘interesting’ women, it is because they were  
well known and therefore more often used. […] I hope 
you realize that the assumption that strong women  
are lesbians (far from true) is one of the greatest  
smears for the entire ‘women’s liberation movement’ 
especially now with a backlash rearing its ugly head. 99 

In the more recent The Boy Mechanic (1996 – present), a project  
made in and for a very different era, Brooke approaches the 
issue of nomenclature with a more nuanced attention to  
the ambiguities of memory and evidence, as well as an explicit 
attention to histories rendered all the more compelling precisely 
because they cannot be reclaimed. Brooke’s camera images 
of the facades of buildings that once housed lesbian bars seem 
at first glance to be an ironic comment on the mishaps of 
vernacular architecture. At a deeper level, however, they exude 
a site-specific melancholia for particular locales of lesbian 
pleasure. Each incarnation of The Boy Mechanic mutates 
with the conditions of the city in which it is researched and 
installed, thus reflecting the instability that is the real subject 
of Brooke’s piece. Urbanity enables queer culture, but 
urbanity means change. A landlord’s greed or a proprietor’s 
illness can shutter one bar while somewhere else another 
opens. A politician’s hunt for votes can empty one pleasure 
ground while nearby another gains customers. 

Geonauts and Genderqueers

Didier Eribon has noted the mythology of ‘a phantasmagoric 
“elsewhere” for gays, an “elsewhere” that offer[s] the 
possibility of realizing your hopes and dreams – one that 
seemed impossible for so many reasons, unthinkable even,  
in your land of origin’. Judith Butler has proposed that  
drag performance is not proof of failed heterosexuality but  
a tool that exposes gender itself as drag, ‘a kind of imitation  
for which there is no original, […] a kind of imitation that 
produces the very notion of the original as an effect’. 100   
We might collapse these two theories to consider ‘elsewhere’ 

Kaucyila Brooke 
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as a performance of place that produces the effect of a prior 
utopia, whether temporal or spatial, a performance now 
amplified by the exigencies and possibilities of globalism.  
Our history is replete with images of travel. We leave home. 
We travel first class. Or economy. Even standby. We take  
the bus. We go on road trips. We hitchhike. We are deported. 
We hunt the web. If we have to stay at home, we invent our 
own ‘elsewhere’. In short, we cruise. Again and again we 
represent ourselves to ourselves in a state of diaspora: Djuna 
Barnes’s Ladies Almanack (1928), the collages of H.D., 
Wilhelm von Gloeden’s classicized Sicily, Charles Henri 
Ford’s elaborate snapshot albums, Valentine Penrose’s 
montages of the lesbian picaresque, David Hockney’s dreams 
of a Los Angeles he had yet to visit, Bhupen Khakhar’s 
uneasy return to India, and Gaye Chan and Nandita 
Scharma’s staged photographs of tourist destinations more 
appealing that the tourist destination through which they 
currently happen to be passing. 

Seen in this light, Virginia Woolf’s Orlando: A Biography 
(1928) is a masterpiece of gendered geography that flaunts 
her love for Vita Sackville-West without ever locating the 
relationship on the map of homosexual culture. Orlando’s  
sex change and her / his frolics through the centuries  
are nothing compared to his voyages, the voyages of his 
ancestors, the voyages of the voyagers he meets, and the 
voyages of the voyagers they meet. When Woolf doubles 
back from these peregrinations to lavish admiration upon 
Orlando’s ancestral seat, she delivers us not to a point of 
origin but to a hulk of corridors and turrets bursting with  
a vast accumulation of stuff, a concatenation so improbable 
that it could only have been made up as she went along.  
The building generates the architecture of a fable through 
which we move too quickly to touch the ground. Entirely  
like queer culture, our knowledge is provisional. The text  
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of Orlando is more frequently discussed than its images,  
but the paintings and the photographs of Sackville-West 
that Woolf mischievously appropriated to punctuate Orlando 
constitute a performance of lesbian camp worthy of Jack 
Smith or John Waters – particularly when interpreted as  
a deliberate spoof on popular representations of the earnest, 
tailored, mannish modernity favoured by Romaine Brooks 
and Radclyffe Hall (whose Well of Loneliness was also 
published in 1928).

Danh Vo evokes another genre of geographical mise en  
abyme. He owes his Danish citizenship to a caprice of 
globalism, a result of nothing more than the registration 
of the ship that picked up his boatload of refugees from 
Vietnam. His works rigorously divest modern identity of  
its constitutive elements. In the episodic performance titled  
Vo Rocasco Rasmussen (2003 – present), the artist marries those  
whom he deems important to him in order to divorce them, 
preserving the transactions in a gradually lengthening string  
of words that serves at once as legal surname and wry  
critique of gay marriage. In Good Life (2007), Vo substitutes  
for the lost archive of his childhood the artefacts and 
snapshots of one Joe Carrier, a RAND Corporation employee  
who spent the better part of the 1960s in Vietnam. Carrier’s 
images are installed in spotlighted vitrines set into a vaguely 
‘oriental’ damask wallpaper. Each vitrine is titled with one  
of Carrier’s captions. Sleeping Boys, Swimming Boys and 
Cultural Boys thus populate a fiction where ‘homosexuality’  
is ubiquitous, not a country in which men can and do touch 
each other without assuming the identity of ‘homosexuals’. 
Carrier’s snapshots are surrogates for images that Vo  
never possessed of a country that never existed, given to  
him by a man with a metaphor for a name, who may – or  
may not, as the artist tells it – have cruised Vo one night  
in Los Angeles. 

As gender too can map ‘elsewhere’ with such force that  
it reveals itself as a phantasm, producers of queer culture –  
be that ‘high’ or ‘low’, be they drag kings or theoreticians –  
have historicized gender while refusing it as the only 
imaginable site of dissidence. 101 ‘Male and female it creates 
them,’ wrote Gayle Rubin of gender in 1975, ‘and it creates 
them heterosexual.’ 102 Rubin’s feminist critique of gender  
oppression forcefully made the point that traditional 
definitions of homosexuality (object choice of the same sex) 
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were the product of the institution of heterosexuality, which 
creates and permits two and only two genders. The liberation 
movements of the 1970s quickly foregrounded differences 
between various cultures explicitly concerned with issues  
of gender, sex, sexuality and sexism: lesbian, heterosexual 
feminist, gay male and transgender. Jill Johnston’s sardonic 
paean to the short-lived group the Effeminists is one of many 
texts that speak to the feminist male heterosexual fears of 
homosexuality. The very existence of the 1977 lesbian issue  
of Heresies testifies to the blind spots lesbian artists perceived  
within the confines of a dominantly heterosexual feminist art 
movement, while groups such as Third World Gay Liberation 
and the lesbian-feminist anthologies developed by women  
of colour during the last years of the 1970s testify to  
other blind spots in both gay liberation and feminism. 103 
Feminist vilification of male-to-female (MTF) Sandy Stone,  
who worked for the ‘womyn’s music company Olivia Records 
in the 1970s and was thus said to have invaded the space 
of real women, points to another source of friction. In the 
1980s, however, during the worst of the AIDS epidemic, the 
need to insist on the right to sexual pleasure led genderqueer 
dissidents, trans people among them, to lampoon the 
insufficiencies of gay liberation and feminism through social  
spaces such as a thriving club scene and spin-off publications 
like G. B. Jones and Bruce LaBruce’s short-lived zine J.D.s. 104  
‘Queer’ exploded into activist visibility at the 1990 New  
York Gay Pride march, when demonstrators wishing to take  
ACT UP’s politics a step further distributed a flyer titled 
QUEERS READ THIS! ‘It’s not about the mainstream, 
profit-margins, patriotism, patriarchy or being assimilated,’  
wrote the anonymous authors. ‘It’s not about executive 
directors, privilege and elitism. […] It’s about gender-fuck  
and secrets, what’s beneath the belt and deep inside the heart  
[…] We know that everyone of us, every body, every cunt, 
every heart and ass and dick is a world of pleasure waiting  
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to be explored.’ The heated arguments that exploded in  
1991 over the expulsion of transwomen from the Michigan 
Womyn’s Music Festival 105 were part and parcel of the 
dykepunk movement, the eruption of local Queer Nation 
and transgender activist groups and, late in the decade, gay 
shame protests. The convergence of street activism, personal 
testimony, academic work and visual culture enabled the 
word ‘queer’ to assume the function of describing political 
and cultural alliances that only partly intersected with the 
categories of gay and lesbian, and offered rich provocations 
to earlier feminist critiques. In turn, this opened the way 
to performances of sex and sexuality that fractured the 
supposed links between embodiment and representation. 
‘Queer is by definition whatever is at odds with the normal, 
the legitimate, the dominant,’ proclaimed David Halperin 
from the middle of the fray. ‘There is nothing in particular to  
which it necessarily refers. It is an identity without an essence.’ 106 

‘Femme Butch Tops’ is the title of a song by Tribe 8,  
the San Francisco dyke punk feminist band whose name 
rescues the word ‘tribad’ from the archive of euphemism. 
Phyllis Christopher’s photograph of the band’s singer Lynn 
Breedlove both documents and contributes to the invention of 
a cult phenomenon that once headlined small San Francisco 
clubs and, in 1994, sparked protests at the Michigan Womyn’s  
Festival for its rowdy enactments of blow jobs, castrations  
and scenes of S / M humiliation. In Christopher’s image,  
a shirtless Breedlove mimes masturbation, wanking off with  
a hefty dildo that protrudes from her unzipped jeans. Though  
Tribe 8 has dissolved, Breedlove remains something of a 
cyberspace celebrity, using Myspace, Facebook and her own  
website to collate fan photographs, videos of her stand-up 
act and news about her latest gigs, constructing a gender 
dissident community in the ripples of virtual space. 

Del Volcano, once Del LaGrace, has been a self-described  
gender terrorist for more than thirty years. Known at the 

outset of her career as a sex-radical lesbian photographer, 
she circulated images of drag kings, ruff sex and S / M scenes  
among friends and in underground publications. Her primary  
audiences were at first the purchasers of the pro-porn 
lesbian magazine On Our Backs and the gay men who brought  
out her first book in 1991. 107 After staging, participating in  
and documenting numerous scenes of gender variance, Grace  
herself crossed a line, around 1998, to become ‘an intentional 
mutation’, both and neither male and female – a herm,  
a noun that wittily solves the pronoun problem. With facial 
hair and a deep voice, Volcano easily passes as a biological 
male. For convenience and safety, the herm that she has 
constructed allows the compromise. In the queer community, 
however, Volcano seeks visibility not as a transgendered 
ex-lesbian or as a performative drag king but as a multi-
gendered hybrid. In her self-portrait The Artist as a Young  
Herm, Paris (2004), Volcano re-mixes the signifiers.  
Cosmetics are everywhere in evidence. One eye features 
huge lashes, the other a simple stroke of eyeliner. Lipstick, 
a moustache and a balding pate are hard to miss. Breasts 
have been removed. The bowler hat, a classic sign of 
androgyny, becomes not so much a reference to muddled 
gender as a comic anachronism. 

Sharon Hayes is every bit as sceptical as Volcano and  
Breedlove about the baggage carried by the terms ‘gay’ 
and ‘lesbian’, but in questioning the nature of dissidence, 
and dissonance, her medium is quotation rather than 
embodiment, her method breaking the links between memory 
and history. Her projects have involved one-on-one street 
interviews in New York with subjects who fail to add up  
to an abstraction called ‘public opinion’, re-performances  
of docent interpretations of the historic homes of famous 
women, proclamations of love piped into locations from 
which she has absented herself, and the Revolutionary Love 
performances described in the Preface to these surveys.  
I AM A MAN is a detail from the ongoing series In the Near 
Future, in which Hayes travelled Manhattan as a one-woman 
movement, holding aloft placards of activism from previous 
decades: ‘Ratify E.R.A. NOW!’, for instance, referenced the 
sixty-year campaign to pass a constitutional amendment 
guaranteeing equal rights for women in the US.108 I AM A 
MAN is the only Hayes performance, at least to date, to 
have attracted police attention. Held stubbornly in the air, 
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the placard offers a multivalent set of references. Hayes 
stands in front of St Patrick’s Cathedral, the site of a massive 
ACT UP protest against Cardinal O’Connor, one of the 
homophobes who starred twenty years earlier in Gran Fury’s 
Let the Record Show. Her placard quotes Glenn Ligon, a quoter 
from an earlier generation, some of whose black and white 
oil-stick stencil paintings are made from the disintegration 
of the words ‘I Am a Man’. In turn, Ligon’s painting quotes 
the placards held by striking sanitation workers in a 1968 
image by Memphis civil rights photographer Ernest Withers. 
Hayes’s solitary protest, then, invokes and destabilizes  
several struggles for agency – black, female and transgender. 
If anything, Hayes appears to be a mousy flâneuse, not  
a transgender or African-American activist. She asks her 
audience to contemplate the ways in which things do not line 
up, to untangle the alliances and identifications necessary 
to something as utopian in its possibilities as ‘queer culture’. 
Could she be a terrorist? A tourist? A nerdy drag king? A 
female artist? A transman? An agile semiotician? A defender 
of compulsory interdisciplinarity? 

Even to fantasize such a list, however, is to acknowledge 
that queer ‘has been the victim of its own popularity, 
proliferating to the point of uselessness as a neologism for the  
transgression of any norm (queering history, or queering the  
sonnet). […] If everyone is queer, no one is.’ 109  The anthology  
in which the essay that I cite was published premised on the 
dilemma that queer academics now confront. An insurrection 
intended to destabilize culture – sparked in the intersection  
of the sex wars and the early days of AIDS – now has a past, 
and may well be passé. Some of the pioneers got tenure. A 
few have retired. Certain artists inspired by ‘queer theory’ 
have achieved canonical status. Fred Wilson represented the 
US at the Venice Biennale in 2003. Catherine Opie had a 
retrospective at the Guggenheim Museum in 2008, and Félix 
González-Torres in 2010. Glenn Ligon had a retrospective  
at the Whitney in 2011. Earlier artists such as Paul Thek and 
Kenneth Anger have been the subjects of renewed interest, 
with major exhibitions of Anger’s work at MoMA PS1 in  
2008 and Thek’s work at the Whitney in 2010.

Predictably, then, the menus solicited by the word ‘queer’ 
have in themselves become for younger artists something of  
a subgenre – parodic, expansive and mischievously utopian. 
Consider these snippets (taken from a much longer list): 
‘Bakassi People, transwomen, queers, fags, Ainu people, dykes,  
the under privileged, the muff divers, Inuits, refugees, the 
shabby chic, bulldaggers, the leisure class, queens, men, 
Aymaras, drama queens, […] Kabylians, cosmopolitans, bois,  
FtoMs, MtoFs, the middle class to working class, the working 
class to under class, East Indians, old maids, […] wiggers, 
clandestinos, other genders, Palestinians, the undocumented, 
Afro-Latinos, nouveaux pauvres and global workers’. 110 
Delivered as part of a lecture at a 2010 feminist symposium 
at the Moderna Museet in Stockholm, the deadpan inventory 
eviscerates meaning from the word ‘queer’ by refusing to make  
hierarchical distinctions between categories of sexuality 
(‘bulldaggers’), gender (‘men’) and race (‘wiggers’) and those  
of nationality (‘Palestinian’) and furniture (‘shabby chic’). 

This satirical jab at the museological apparatus stands  
in vivid contrast to the weighty controversy surrounding  
the Smithsonian Institution’s decision in December of 2010  
to remove an edited DVD version of David Wojnarowicz’s 
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1987 film A Fire in My Belly from the exhibition ‘Hide / Seek: 
Difference and Desire in American Portraiture’ at the 
National Portrait Gallery. A well-funded, high-profile 
scholarly exhibition, ‘Hide / Seek’ demonstrated that 
same-sex desire was a constant in the canonical story of 
modern art in America. The National Portrait Gallery is 
not an avant-garde space, however. ‘Hide / Seek’ focused 
on traditional media, and film was so marginal to the 
exhibition that Wojnarowicz’s work went unmentioned 
in the catalogue. None the less, ‘Hide / Seek’ was the first 
major museum show in America devoted to homosexuality 
(even if the word, prudently, didn’t appear in the exhibition’s 
title). The Catholic League and conservative American 
congressmen publicized their objections to the film – 
specifically, to an eleven-second sequence of ants crawling 
over a crucifix – in order to manufacture a scandal about  
a supposed attack on Christianity. Internet technology took 
the affair viral. Not only were campaigns easier to organize, 
but Wojnarowicz’s work achieved wider distribution than  
it had ever had before. 

In actuality, however, the aspirations of the exhibition  
and the magnificence of the venue magnified the event  
to supply a spectacle of ‘Wojnarowicz’. Those who objected 
hadn’t actually seen the work in the exhibition, relying instead 
on a YouTube video of a performance by singer Diamanda 
Galas that featured clips from Wojnarowicz’s film. The work 
that the art community subsequently moved to defend, and 
promptly distributed via YouTube, was an edit of A Fire in My 
Belly made for ‘Hide / Seek’ by curator Jonathan Katz, who 
had felt it necessary to cut the film to four minutes.111 In other 
words, the work originally censored was not in the exhibition, 
and the work defended was a collaboration between an  
art historian passionately committed to opening his field to  
queer culture and a museum sensitive to the attention span  
of an audience. 112

The protests against the Smithsonian, necessary though 
they were, are cumbersome compared to the more intimate 
tactics deployed by the artists and shifting collectives who 
identify as genderqueer. Such artists see the support of art 
institutions as incidental to the production and distribution 
of their art, and collaboration to be as at least as important 
as an individual practice. The attention recently paid to 
histories of feminist art has served to provoke several such  
groups, who have returned to second-wave feminism to 
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reinvent and improve it – sometimes satirically, sometimes 
affectionately. 113 They offer, in their words, ‘a new team 
under an old threat’. 114 Working in London, Emma Hedditch 
often chooses to provide the ground for the actions of others 
rather than manufacture her own products. In 2004, for the  
project ‘A Political Feeling I Hope So’ at Cubitt, she created  
a short-lived feminist space, defined by a separatist curtain 
made of duvets, and made it available for women to hold 
meetings, play music, show films, and so on. In Sweden,  
the YES! Association formed in response to the state-funded 
exhibition ‘Art Feminism: Strategies and effects in Sweden  
from the 1970s up to the present day’, which they viewed 
as a superficial effort to disguise an institutional record of 
gender discrimination rather than proof of institutional 
change. 115  Their Moderna Museet performance, mentioned 
earlier, was conceived as a critique of the one day that the 
museum allotted to a symposium on feminism. The script 
of the performance was filched from fragments of essays by 
contemporary feminist writers, which the YES! Association 
strung together to make a screed on anger. They then invited 
actor Lea Robinson to rattle the symposium by lecturing 
the audience – literally – in the role of transgender African-
American activist Lee H. Jones. In New York, a group called 
LTTR solicited material for their ‘collective song’ through  
a series of thematic open calls. They published five issues  
of an eponymous journal between 2003 and 2006, making 
up a new meaning for the acronym with each one, including 
‘Lesbians to the Rescue’ and ‘Listen Translate Translate 
Record’. Something of a limited edition artists’ book, LTTR 
welcomed to its pages all sorts of artists and mediums, 
reanimating second-wave feminism by orchestrating 
understandings of gender and generation, race and nation 
under such rubrics as ‘positively nasty’ and ‘practice more 
failure’. The group has since disbanded, rendering the 
journal, and its online archive, the most tangible residue 
of their activities. It is, however, a relatively small element 
in a performative social practice that included curating 
exhibitions, throwing parties and organizing workshops, 
including one on transgender legal issues. 116

In practices such as those of Hedditch, the YES! 
Association and LTTR, transgender is a central concern,  
not only as a descriptor of body and mind but also as 
invitation, metaphor and theory. Indeed, as transgender 
historian Susan Stryker writes, ‘transgender’ has come  

to suggest a crossing that may in fact have little to do with 
gender, much less homosexuality. ‘It has come to mean  
the movement across a socially imposed boundary away from an 
unchosen starting place – rather than any particular destination 
or mode of transition.’ 117 Andrea’s Geyer’s Criminal Case 
40 / 61: Reverb (2010) puts transgender at the centre of the  
narrative without allowing the narrative to centre on a 
genderqueer figure. Geyer’s work dissects historical trauma 
and the paralysis of memory through restaging elements of 
Adolf Eichmann’s 1961 trial in Jerusalem. The main element 
of her piece is a circle of six LCD video screens. Each features 
one character, named only by his or her role: Accused, 
Defense, Judge, Prosecution, Reporter and Audience. Two are  
easy to recognize – Eichmann, the prototypical 1950s grey-
suited bureaucrat, mumbles, while Hannah Arendt, the most 
celebrated journalist at the trial, opines animatedly through  
clouds of cigarette smoke. Each character performs sections  
of the trial transcript as well as passages from Arendt’s writings. 
In Geyer’s dispassionate analysis of an archive, which the 
viewer digests while sitting on a hard bench, the scene-stealer 
is the artist Wu Ingrid Tsang, who performs – bumpily, without 
the skill of a trained actor – each of the six characters. It is  
his, or her, undecidably gendered and ambiguously raced 
figure that both anchors and rocks Geyer’s examination  
of history and memory, dislocating what would appear to  
be another story entirely – not from its margin but from its  
very centre. 118

‘Some works’, writes LTTR’s Emily Roysdon, ‘speak 
pleasure to power. They shake their sensuous amputated left 
hand at the invisible naysayer and say, “Why not?”.’ 119
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At the turn of the twentieth century, artists and photographers 
began to conceive of the homosexual as an identity (a kind of 
person) rather than as a discrete act, sin or crime that anyone  
might potentially commit. The English word ‘homosexuality’, 
a medical invention of the late nineteenth century, remained 
restricted to clinical discourse until the mid-1920s. Popular 
language referred instead to ‘inverts’ and ‘perverts’, as well as to 
a multiplicity of other roles — ‘mannish woman’, ‘fairy’, ‘uranian’, 
‘dandy’ — that do not align with the subsequent construction 
of a homosexual / heterosexual binary. 
 This chapter explores how artists deployed visual codes 
to signal sexual difference. It considers the relationship of 
homosexuality to the other deviant identities in urban European  
and American contexts, and suggests the ways in which such 
identities were made visual. The works included here reflect  
the impact of the developing science of sexology on visual 
representation, as well as the intersection of early feminism and  
the camera’s increasing presence within the domestic sphere. 
Certain themes recur: cross-dressing, desire across divisions of 
race and class, and the intimacies afforded by social settings such 
as the private home, the artist’s studio and the swimming hole.

A — 
Thresholds 

(1885 — 1909) 
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A L I C E  AU S TE N
Julia Martin, Julia Bredt and Self dressed up 
as men, 4:40 p.m., Thurs., Oct. 15th, 1891
Black and white photograph
Collection, Staten Island Historical Society, New York

Many amateur and professional photographs from the 
end of the nineteenth century depict middle-class women 
wearing men’s clothes, or conventionally dressed women 
flaunting the public signifiers of masculinity: alcohol,  
facial hair, a cigarette, a cigar or openly crossed legs.  
New York socialite Alice Austen’s image of herself and  
two close friends in male garb – as well as her depictions  
of young women masquerading as banjo players, gymnasts 
and bicyclists – should be understood in the context of these 
performances of masculinity. When Austen staged this 
photograph, she had not yet met Gertrude Tate, with whom 
she would share a life for thirty years on Staten Island,  
New York. In 1950 Austen’s work was ‘discovered’ when 
she was forced to move, without Tate, to the poor house, 
and from time to time feminist art historians and lesbian 
artists have turned their attention to it. But even as her 
photographs embody an emergent queer visibility, they  
do so within Austen’s private sphere of female friendship  
and gender masquerade. [CL]

T H O M A S  E A K I N S 
Swimming, 1883 – 85
Oil on canvas
69 × 92 cm
Collection, Amon Carter Museum of Art, 
Fort Worth, Texas

Thomas Eakins’ career was beset by scandal and 
accusations about his moral standards, in part because  
of his practice of exposing his female students to nude male 
models. Swimming, based on a series of photographs that 
Eakins made of students in the flooded field of a copper 
mill, forced the painter’s resignation from the Pennsylvania 
Academy. Eakins generally favoured the male nude over  
the female. ‘She is’, he famously wrote, referring to the  
naked woman, ‘the most beautiful thing there is – except  
a naked man.’ This is not to say that Eakins was gay,  
in the contemporary sense of the word, but that interpreting 
his explorations of the naked human body is a matter of 
controversy. Eakins’ paintings and photographs have been  
used to bolster claims for his importance as a realistic painter 
of heterosexual American masculinity and to argue for  
his significance as a pioneer in a male homoerotic tradition 
of visual art. [CL]
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F.  H O L L A N D  DAY
Ebony and Ivory, 1897
Black and white photograph
Collection, Metropolitan Museum of Art, New York

F. Holland Day was once as influential a practitioner of 
pictorialist photography as Alfred Stieglitz. Reproduced  
in Stieglitz’s Camera Notes in 1898, this photograph depicts 
J. Alexandre Skeete, an artists’ model and aspiring artist 
whom Day used in many images of his Nubian series. 
The project ennobled, albeit at a steep colonial price,  
an African-American man, thus anticipating some of the 
arguments that would surround the use of black models 
by Robert Mapplethorpe and Carl Van Vechten. Affiliated 
with the Decadents of the 1890s, Day was also a dabbler 
in the occult, an orientalist, an aficionado of the Hellenic 
as well as the ‘exotic’ (he produced series of Chinese men 
and women in ‘Moorish’ costume) and a publisher of fine 
books. Day and his business partner, Herbert Copeland, 
introduced William Morris to America and published 
Oscar Wilde and Stephen Crane. They also brought out 
Aubrey Beardsley’s scandal-provoking The Yellow Book, 
with the penis of the Herm of Pan expurgated for the Boston 
audience. In an attempt to demonstrate that photography 
could be an art through its reclamation of ‘timeless’ 
themes, Day would go on to photograph reenactments of 
the Crucifixion, in which he starred as Christ. His images 
of persecuted, almost nude male figures allowed gay male 
critics and historians of the 1990s to suggest, simplistically, 
that Day identified with Christ because the artist felt 
oppressed as a homosexual. [CL]

G I O VA N N I  B O L D I N I
Portrait of Robert de Montesquiou, 1891 – 92
116 × 83 cm
Collection, Musée d’Orsay, Paris

Giovanni Boldini’s portrait is only one instance of the  
extraordinary attention lavished upon Robert de Montesquiou- 
Fezensac (1855 – 1921) by painters, photographers and 
novelists in the late nineteenth and early twentieth centuries. 
De Montesquiou was a dandy. He presented himself as  
an archetype of the aesthete and the man of breeding, 
elegant in his dress and faultless in his deportment. His 
image shaped contemporary representations of the dandy 
– he was the man upon whom Karl Huysmans based the 
central character in his novel À Rebours (Against the Grain 
or Against Nature, 1884). He is also said to have served 
Oscar Wilde as a model for the eponymous character in  
The Picture of Dorian Gray (1891) and Marcel Proust for 
Baron de Charlus in Remembrance of Things Past (1913 – 27). 
The popular press could not resist caricaturing de 
Montesquiou. Adorning a male figure with the inventory  
of de Montesquiou’s accessories – cane, gloves, cape, pocket 
hankerchief, cravat, waistcoat, form-fitting cutaway jacket 
and elegantly trimmed goatee and moustache – made that 
figure instantly legible as a dandy, a man who cruised other 
men as he strolled his metropolis. As Boldini’s painting 
suggests, de Montesquiou was not troubled by his own 
narcissism. He constantly had himself photographed – in 
one memorable image, as John the Baptist. Boldini renders 
de Montesquiou in shades of grey and black. His subject 
twists his seated body to achieve a flattering profile and 
a slender waist. The picture hinges on two diagonals that 
intersect suggestively between de Montesquiou’s legs: the 
cane that he holds across his body in his right hand and  
the line of his gloved left hand. [CL]
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AU B RE Y  B E A R D S LE Y
Illustration for the title page of 
Oscar Wilde’s play Salome, 1896
Ink on paper

Aubrey Beardsley’s short career as an artist and illustrator 
(he died at the age of twenty-five) was laced with scandal 
and innuendo. His extensive knowledge of the erotic arts 
of Japan, ancient Greece and eighteenth-century France 
shaped both his commercial artwork and his more explicit 
private drawings, many of which were suppressed during his 
lifetime. Beardsley intended this drawing, featuring a stylized 
hermaphrodite with female breasts and male genitals, for 
the title page of Oscar Wilde’s Salome. The image could not 
be used in its original form, however, by Wilde’s American 
publishers, and a version that concealed the figure’s genitals 
was chosen instead. [CL]

A N O N YM O U S
Two women engaged in oral sex, c. 1895
Black and white photograph
Collection, Kinsey Institute Archives, 
Bloomington, Indiana

With the invention of the daguerreotype in 1839, photography 
was enlisted in the production of pornography. By the 1880s, 
when developments in photographic technology brought 
cameras into the middle-class home, amateurs could produce 
not only their own portraits and snapshots but also the 
means of their own arousal. This pocket-sized photograph 
is one of some 50,000 erotic images – professional and 
amateur – that pioneer sexologist Dr Alfred Kinsey began 
to collect in the late 1930s, working with difficulty around 
obscenity laws and codes of ‘public’ morality. Taken not in 
a conventional studio but in a homely Victorian bedroom, 
this representation of cunnilingus was probably intended 
for illicit heterosexual male consumption, though one hopes 
that at least a few women managed to put it to good use. 
The woman sitting demurely on the bed wears an apron, 
indicating that male fantasies about the sexual availability 
of domestic servants were operative in the production of the 
image. Unlike in most erotic photographs of the period, the 
face of the sitting woman has been crudely blacked out. [CL]

F R A N CE S  B E N J A M I N  J O H N STO N
Self-Portrait with Cigarette, 1896
Black and white photograph
Collection, Library of Congress, Washington, DC

Frances Benjamin Johnston worked as a professional 
photographer for fifty years. Raised in Washington, DC, 
by affluent and somewhat unconventional parents, Johnston 
developed the connections to allow her access to official 
Washington circles, enabling her to make a name for herself 
by producing portraits that were at once intimate and 
classical. She also frequented artistic circles in Washington 
and, ignoring the limitations imposed on the middle-class 
Victorian female, encouraged other women to take up 
various genres of photography. Indeed, Johnston is notable 
not only for her portrait work but also for her documentary 
photographs of schools and colleges for African-American 
and Native American students: Washington, Hampton, 
Carlisle and Tuskeegee. Between 1913 and the late 1920s, 
Johnston and her partner, Mattie Edwards Hewitt, ran a 
New York studio that specialized in photographs of gardens 
and architecture. Hewitt’s letters to Johnston survive as 
documents of feminist enterprise and sensual delight. ‘I slept 
in your place and on your pillow,’ she wrote to Hewitt, 
‘it was most as good as the cigarette you lit and gave me all 
gooey – not quite, for we had you and the sweet taste too.’ 
Johnston’s self portrait – legs crossed with masculine ease, 
boy’s cap on her head, skirt pulled up to bare her ankles, 
beer stein in one hand, cigarette in the other – displays 
the arsenal of symbolic weapons that women could deploy  
in the revolt against Victorian gender conventions. [CL]
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J O H N  S I N G E R  S A R GENT
Figure Study, 1900
Watercolour and pencil on paper
48 × 56 cm
Collection, National Museums and Galleries of Wales, UK

Born to American expatriate parents living in Italy, Sargent 
studied painting in Florence and Paris. After settling in 
London (with frequent trips to the Continent and the United 
States), he enjoyed great success as a portraitist of the upper 
classes. In private, Sargent also produced an extensive body 
of homoerotic drawings and watercolours, including this 
erotically charged painting of a lightly draped male model. 
Whatever Sargent’s own sexuality (he never married, and his  
family destroyed his personal papers upon his death), his 
sketches and watercolours all but caressed the male nude. [RM]

RO S A  B O N H EU R
Untitled (Anna Klumpke at work in the Bonheur  
studio painting Portrait of Rosa Bonheur), 1898
Black and white photograph

In this photograph, nineteenth-century animal painter 
Rosa Bonheur records her partner – and for all practical 
purposes, second wife – Anna Klumpke at work on the 1898 
Portrait of Rosa Bonheur. The best-known woman painter  
of the nineteenth century, Bonheur was celebrated equally  
for her depictions of animals and her life-long cross-dressing, 
which she is said to have done only to gain the access to  
the slaughterhouses and livestock markets that she needed  
to study her subjects. Nonetheless, in an account that 
Bonheur provided to Berlin sexologist Magnus Hirschfeld, 
she described herself as a member of the ‘third sex’. Bonheur 
photographs her much younger partner, dressed in a long 
skirt and ruffled white blouse, painting Bonheur – brush  
in hand, hair scandalously short – who is also painting,  
at work on an equestrian canvas. [CL]

A L BERT  W E I S B E RGER
Illustration of the ‘New Prussian Coat of Arms’  
for the magazine Jugend, 1907
Ink on paper

The Eulenberg affair of 1906 – 07 was as much of a scandal 
in Germany as Oscar Wilde’s trial of 1895 was in England. 
Both made visible a stereotype of the male homosexual, 
rigidifying cultural prejudices. The Eulenberg affair revolved 
around accusations by the journalist Maximilian Harden 
about the homosexuality of the circle of advisers that 
surrounded Kaiser Wilhem II. An affair between General 
Kuno Graf von Moltke and Phillip, Prince of Eulenberg, 
was at the centre of the case. (Documents suggesting the 
proclivities of the Kaiser apparently existed but were not  
used by the press.) Harden’s accusations unleashed a flood 
of newspaper caricatures and reports, as well as a series  
of trials that traded charges of homosexuality – outlawed  
by Germany’s Paragraph 175 from 1871 until 1994 –  
and charges of libel. Both Magnus Hirschfeld and Moltke’s 
ex-wife, none other than the transsexual Lili Elbe, testified  
to Moltke’s homosexuality. Moltke was found guilty.  
This caricature of 1908 replaces the virile Prussian warriors 
represented on the Kaiser’s seal with two pudgy ‘romantic 
friends’. The Prussian motto has been replaced with pillow 
talk: ‘My heart. […] My own little bear.’ [RM]
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LÉO N  B A K ST
Portrait of Zinaida Gippius, 1906
Sanguine, black and white chalk on paper
38 × 30 cm

Though it portrays one person, this painting brings  
together a queer trio of creative subjects. Its sitter, Zinaida 
Gippius, was a symbolist poet and novelist exiled from 
Russia after the Revolution. In Paris, she became as famous 
for her androgynous style and rumoured lesbianism as for 
her writing. The painter of the portrait, Leon Bakst, was 
best known as the creator of scenic design and costumes 
for the Ballet Russes, including the exotic, daringly erotic 
costumes worn by lead dancer Vaslav Nijinksy. Finally, 
Oscar Wilde, the witty and scandalously homosexual 
writer, provided the inspiration for Gippius’s cross-dressed 
attire and dandified pose. [RM]

EU G ÈN E  J A N S S O N
Self-Portrait, 1910
Oil on canvas
34 × 25 cm
Collection, Örebro Konsthall, Sweden

A lifelong resident of Sweden, Eugène Jansson was celebrated 
for his Symbolist landscapes and marine paintings, often 
set at night or twilight. After achieving both popular and 
critical success in the 1890s, Jansson turned in 1904 almost 
exclusively to the subject of the male nude. He painted his 
lover Knut Nyman, as well as scores of other strapping 
young men, within the context of Sweden’s ‘open air’ vitalist 
movement. Jansson set up a makeshift studio on the island 
of Skeppsholmen, near a cold-water bathhouse utilized by 
sailors in the Swedish Navy. Here the artist found a ready 
supply of naked men swimming in the outdoor baths, lifting 
weights and performing calisthenics. Jansson’s first exhibition 
of male nudes in 1907 was bitterly rejected by the same 
critics who had embraced the artist’s early landscapes and 
Symbolist nocturnes. [RM]
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PA B LO  P I C A S S O
Portrait of Gertrude Stein, 1906
Oil on canvas
100 × 82 cm
Collection, Metropolitan Museum of Art, New York

Writer, patron and impresario of modernism Gertrude Stein  
donated this painting to the Metropolitan Museum of Art in 
New York. She thus ensured that an iconic image of a butch  
lesbian would flourish in the halls of high culture. Picasso 
renders Stein with the techniques of abstraction, influenced 
by African art, that he would articulate in his Cubist period. 
And even though the portrait was painted two decades 
before Stein adopted her celebrated crew cut, he renders her 
as an ‘hommesse’ – a mannish woman, legs apart, hands  
on knees, leaning forward into pictorial space. [CL]

‘Stepping Out’ traces the increasing visibility of distinct gay and 
lesbian subcultures in urban centres in the early twentieth century. 
Illustrations and photographs from Paris in the 1920s serve to 
document the freedoms claimed by the well-heeled American and 
British expatriate community, as well as the key French artists they 
shared the city with, while New York in the 1910s and 1920s brings 
into play the black and bohemian cultural scenes of Harlem and 
Greenwich Village. In each of these locations, gay and bisexual 
figures were seen, to varying extents, as the very embodiments of 
fashionable modernity and free love. Female masculinity, while it 
often involved explicitly lesbian practices, was bound up with the 
broader representation of the ‘modern woman’ in art, advertising 
and literature. A sense of this increased visibility is suggested  
by the fact that the word ‘homosexuality’ first appeared in The New  
York Times in 1926. 

B —  
Stepping Out  

(1910 — 29) 
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A N O N YM O U S
Untitled, 1913
Black and white photograph
Collection, Schwules Museum, Berlin

Although the Eulenberg affair of 1907 – 08 turned 
homosexuality in the military into a scandal, the First  
World War put men in close quarters in a same-sex 
environment; as in all other wars, eroticized friendships 
were inevitable, as were nominally illegal homosexual acts. 
Drag acts flourished, as they did in the Second World  
War. We would have no way of even beginning to decipher 
this image without recourse to the notations on the back  
of the photograph. From these we can infer that the men are 
conscripts performing a drag marriage in the Grabowsee 
forest. On the left is the groom, in the middle the bride and 
on the right the mother-in-law. A ‘volunteer’ is plunked  
on the ground before them. To ridicule military hierarchy, 
the soldiers have invented fake titles and battalions for 
themselves; the groom, for example, is ‘Knight of the Order  
of the Elephant, Seventh Class’. [CL]

ELIS A R  VO N  KU P F FE R
Tre Anime: antiquita, oriente e tempi moderni, 1913
Tempera on canvas 
161 × 102 cm
Collection, Museo Elisarion, Minusio, Switzerland

In Tre Anime, Elisar von Kupffer brings together three 
curvaceous, slightly simpering boys (and one large peacock)  
to create an unlikely allegory of antiquity, the ‘Orient’  
and modernity. An Estonian-born aristocrat, poet, artist  
and literary translator, von Kupffer edited one of the first 
and most influential anthologies of homosexual poetry. 
Published in 1900 and partially inspired by what he saw as  
the unjust imprisonment of Oscar Wilde, Lieblingminne und  
Freundesliebe in der Weltliteratur (loosely, Love Between Friends  
in World Literature) gathered poems from contemporary 
(late nineteenth-century) Germany, Renaissance Italy,  
and ancient Greece, Rome and Egypt, among other cultures  
and periods. With his lover, the scholar Eduard von Mayer, 
von Kupffer established the Sanctuarium Artis Eliasarion,  
a sanctuary dedicated to the couple’s art collection, 
much of which featured floridly homoerotic paintings by 
‘Eliasarion’ (AKA von Kupffer), such as Tre Anime. [RM]

GEO RGE  P L A N K
Illustration of ‘Aunt Georgie’ for E. F.  
Benson’s novel The Freaks of Mayfair, 1916
Ink on paper

In this illustration for E. F. Benson’s 1906 novel The Freaks 
of Mayfair, the character of Aunt Georgie has been aligned 
with the interior space of his own domesticity, the space 
of tassels and polka dots, of needlepoint and pinky rings. 
Rather than suggesting the possibility of sexual coupling 
with another man, Georgie’s image conveys the solitary 
status of the bachelor uncle or spinster aunt (or, perhaps, the 
bachelor uncle become the spinster aunt) who devotes his 
time to embroidering shawls and pillowcases or to getting 
gussied up in his smoking jacket and tie while having little,  
if any, place to go. The stereotype of the homosexual ‘aunty’ 
stranded in his own effeminacy points to the ways in which 
queer forms of desire were represented through the crossing 
and confusion of gender roles. [RM]
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RIC H A R D  FAYE R W E AT H  B A B CO C K
Join the Navy, 1917
Lithgograph on paper
106 × 72 cm

This startling First World War recruiting poster stations  
the sailor astride an oversized torpedo. This is the bluejacket 
as bronco-buster or cowboy, one whose horse has become  
a sleekly phallic means of mobility and attack. The figure  
is presented in three-quarter profile so that attention is called 
to the force that shoots through his spread legs. For all his 
conventional manliness, the sailor is remarkably receptive  
to that massive thrust. While the poster attempts to imbue 
the figure with some control over the torpedo through the 
introduction of reins and a riding crop, the skimpy length of  
the crop and the near illegibility of the reins suggest the half- 
heartedness of the attempt. In Join the Navy, it is the torpedo  
that drives the sailor, not the other way around. [RM]

M A R S DE N  H A RT LE Y
Portrait of a German Officer, 1914 – 15
Oil on canvas
174 × 105 cm
Collection, Metropolitan Museum of Art, New York

The American painter Marsden Hartley arrived in Berlin in  
1913 and was immediately awestruck by what he saw as the  
‘masculine ruggedness and vitality’ of the city, particularly 
as embodied by German soldiers in uniform. ‘The whole 
scene’, Hartley would later recall, ‘was fairly bursting with  
organized energy, and the tension was terrific and somehow  
most voluptuous in the feeling of power – a sexual immensity  
even in it, when passion rises to the full and something must 
happen to quiet it.’ Hartley translated his attraction to  
German soldiers in general – and to one in particular, Karl  
von Freyburg, with whom he fell in love – into a series of  
vibrant abstract paintings that include fragments of military  
insignia, flags and medals such as the Iron Cross. [RM]
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G Ö STA  AD RIA N-N I LS S O N  (G A N )
Dancing Sailors, 1923 – 25
Collage 
32 × 25 cm
Collection, Kulturen, Lund, Sweden

A Swedish artist who travelled repeatedly to Berlin, Gösta 
Adrian-Nilsson (otherwise known as GAN) incorporated 
elements of Cubism and Futurism into his work. He played  
a key role in introducing modernist painting to Sweden  
and was, by 1919, creating entirely abstract compositions. 
In the 1920s and 1930s, GAN returned to figuration in 
a number of photomontages of Swedish sailors variously 
posing for the camera, dancing with one another and 
standing in military formation. As in this work, GAN’s 
pictorial accumulation of sailors was often punctuated by 
stencilled words and numbers suggesting both commercial 
signage and cubist collage. [RM]

C H A R L E S  D E M U T H
Dancing Sailors, 1 9 1 7
Watercolour and pencil on paper
20.5 × 25.5 cm
Collection, Cleveland Museum of Art

The modernist painter Charles Demuth is best known for 
his cubist-inspired compositions, brilliant colourism and 
crisp geometries. In private, he also produced scores of 
erotic watercolours, many featuring sailors in various states 
of dress and undress. In Dancing Sailors, three couples are 
seen in close proximity on a checkerboard dance floor. The 
middle couple is comprised of two sailors, one of whom eyes 
not his partner but the bluejacket dancing with a blonde 
woman to his immediate left. That sailor, meanwhile, seems 
more interested in the company of other men than in the 
woman he holds in his arms. [RM]
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OTTO  DI X
The Dream of the Sadist I, 1922
Watercolour and ink on paper
48 × 39 cm

After surviving the First World War, Otto Dix became  
a central figure in avant-garde German culture, along with 
fellow painters George Grosz, Christian Schad and Max 
Beckmann. Dix’s work was ruthless in its criticism of the 
decadence and greed of the Weimar Republic. He focused  
on central tropes of German metropolitan life of the  
1920s: fat financiers, rich women, disfigured war veterans, 
prostitutes, ‘new women’, transvestites, drag queens, 
homosexuals, artists, writers and entertainers. Dix generally  
used an admixture of such icons, but he also took as  
material the thriving Berlin gay and lesbian bar scene, 
a world-famous tourist attraction that also provided 
interracial, same-sex spaces for queers in the know. Unlike 
Jeanne Mammen, but like Brassaï, Dix was an onlooker,  
not, as far as we know, a participant. This fantastical,  
and gory, watercolour of a lesbian S / M orgy might represent 
something Dix had heard about, something he had actually 
witnessed, or something he wished he had. [CL]

F LO R I N E  S TE TTH E I M E R
Portrait of Marcel Duchamp, 1923
Oil on canvas with painted frame
76 × 58 cm

Florine Stettheimer, an eccentric socialite who lived  
with her two sisters and mother for much of her adult life,  
was also a painter delighting in elongated, androgynous 
and otherwise gender-bending figuration. In this work, 
Stettheimer wittily presents her close friend and fellow 
artist Marcel Duchamp in two guises: as the artist seated 
in an armchair and as his flamboyant drag alter ego, Rrose 
Selavy. He elevates her as she perches, in rose-colored 
lounging pyjamas, on a mechanized stool. Rather than 
making a strong divide between masculinity and femininity, 
the portrait presents both Duchamps as broad-shouldered, 
narrow-waisted, long-limbed androgynes. [RM]
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AG N E S  G O O D S I R
The Parisienne, c. 1924
Oil on canvas
61 × 50 cm 

The painter Agnes Goodsir, born in the conservative British 
colony of Australia in 1864, left for London and Paris around  
the turn of the century, where she frequented the lesbian 
circles of the epoch. Though Goodsir produced streetscapes 
and genre studies, her most powerful work consists of oil 
portraits, particularly of women. The independent woman 
depicted in La Parisienne is American expatriate Rachel 
Dunn, who divorced her husband to live with Goodsir in Paris 
– as it happens, in the same Latin Quarter apartment block 
as Sylvia Beach and Adrienne Monnier. As she did in several 
other portraits, Goodsir portrays her ‘longtime companion’ 
as a ‘new woman’, an independent being with cloche hat, 
bobbed hair, tailored blouse and a cigarette dangling from 
one elegantly manicured hand – all signifiers that made 
Dunn legible as a lesbian to the circles within which she 
travelled. Dunn returned a significant number of works  
to Australia after Goodsir’s death in 1939. [CL]

RO M AI N E  B ROO K S
Portrait of Una, Lady Troubridge, 1924
Oil on canvas
127 × 77 cm
Collection, Smithsonian Museum of  
American Art, Washington, DC

This almost entirely monochromatic portrait is one of  
three iconic depictions of mannish women that Romaine 
Brooks produced in the 1920s, the other two being 
her Self-Portrait (1923) and Peter, a Young English Girl 
(1923 – 24). Una, Lady Troubridge, wears striped trousers, 
a waistcoat, monocle, cravat and pocket watch. She stands 
behind two dachshunds that were a gift from Radclyffe 
Hall, her lover of twenty-eight years. Hall’s novel The Well 
of Loneliness, for better or worse the foundational epic of 
lesbian culture, is a maundering account of the travails of 
an aristocratic male ‘invert’ trapped in a woman’s body. 
Published in 1928 and promptly tried for obscenity, the 
novel, and Hall’s resulting visibility, had not yet cemented 
the connection between the ‘mannish’ woman and the 
female homosexual. Portrait of Una, then, a collaboration 
in representation between sitter and painter, represents not 
a lesbian recognized by her predilection for cross-dressing 
but a woman of means costumed in extremely expensive 
female clothing – an emancipated, modern, well-dressed, 
and plausibly heterosexual woman of the period. The 
well-heeled coterie to which Troubridge, Hall and Brooks 
belonged could, of course, recognize the signifiers of 
homosexuality, but Brooks’s portrait indicates a more 
complex manipulation, by painter and subject, of the codes 
of female masculinity and high fashion. [CL]

H I L DA  DOO LITT LE  (HD),  A N N I E  W I N I F R E D  E L LERM A N 
( B RY H ER )  A N D  KE N N ET H  M C P H ER S O N
Untitled, c. 1920 – 30
Collaged photographs on scrapbook page
28 × 38 cm
Collection, Beniecke Library at Yale University,  
New Haven, Connecticut

The photographs mounted on this scrapbook page were  
a collaboration between two lovers. One was HD, or Hilda 
Doolittle, imagist poet and Sigmund Freud analysand.  
The other was Bryher, or Annie Winifred Ellerman, shipping 
heiress and art patron. They were the loves of each other’s 
long lives. They lived independently, negotiated several 
ménages-a-trois and travelled as cousins. In these, as in 
many other snapshots that the couple made in the Greek 
isles during the early 1920s, HD presents herself to Bryher’s 
camera as a goddess. The occasion appears to be a romantic 
summer outing, the photographs campy improvisations. 
What has come to be known as HD’s scrapbook, however, 
was in fact assembled by homosexual painter and 
filmmaker Kenneth McPherson from HD’s accumulation 
of postcards, film stills and snapshots. The scrapbook 
itself, then, is a collaboration between HD, Bryher and 
McPherson, who also happened to be Bryher’s second 
husband. McPherson included himself on some pages.  
On the others he arranged fragments of statuary, 
architectural details and snapshots that Bryer had  
made of HD displaying herself as a Greek goddess.  
The scrapbook reflects the intricate layers of romantic  
and erotic relationships between three people. [CL]
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J A ME S  VA N  D E R  ZEE
Beau of the Ball, 1926
Black and white photograph

Born in Lenox, Massachusetts, in 1886, James Van Der 
Zee moved to Harlem in 1910 and became the most noted 
photographer of African-American life between the two 
World Wars. Van Der Zee recorded weddings, funerals, 
parties, workplaces, community events and basketball  
teams. His 1925 studio portrait captures a fetching man  
on his way to one of Harlem’s famed drag balls, decked out 
in high heels and an outfit of Eastern European embroidery 
trimmed with fur. Although now seen as definitive images  
of the Harlem Renaissance, Van Der Zee’s portraits were  
largely unheralded prior to their ‘rediscovery’ by New York’s  
Metropolitan Museum of Art as part of its controversial 
‘Harlem on My Mind’ exhibition in 1969. [CL]

R I C H A R D  B R U CE  N U GENT
Cover illustration for the March issue  
of Opportunity magazine, 1926
Ink on paper

Painter and writer Richard Bruce Nugent was an intimate  
of Harlem Renaissance luminaries such as Countee 
Cullen, Zora Neal Hurston and Langston Hughes. The 
group represented a younger generation of African-
Americans who broke from a previous imperative to improve 
the race through respectability. (For a time, Nugent lived 
with Wallace Thurman and others in a house in Harlem 
notoriously dubbed the ‘Niggeratti Mansion’. Nugent  
was one of the people who contributed to erotic murals that 
adorned the interior of the building.) He made no secret  
of his considerable interest in men. He was, in fact, the first 
African-American writer to write about his homosexuality, 
albeit mildly and under a pseudonym. ‘Smoke, Lilies 
and Jade’ (1926), published in the sadly short-lived journal 
Fire!!!, caused a sensation. The poem is in the voice of  
Alex / Nugent, who idles about New York, reflecting upon 
Oscar Wilde and the beauty of men as well as women. ‘Alex 
wondered why he always thought of that passage from 
Wilde’s Salome … when he looked at Beauty’s lips … I would 
kiss your lips.’ Nugent frequently contributed brush-
and-ink illustrations to Opportunity, the magazine of the 
National Urban League. This cover illustration employs 
the profile view that Nugent favoured. His stylized subject, 
given the signs of heroic status, as well as African origin, 
turns back to look at an unidentifiable but temptingly 
phallic object. [CL] 
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BEREN I C E  A B BOT T
Janet Flanner in Paris, 1927
Black and white photograph
Collection, Library of Congress, Washington, DC

Berenice Abbott made many portraits of Parisian artists  
of the 1920s, among them Eugène Atget (whose archive of 
glass-plate negatives she helped to rescue from oblivion) and 
Man Ray. She also photographed gay and lesbian artists 
active in or connected to the Left Bank scene, including Jean 
Cocteau, Andre Gide, Sylvia Beach, Adrienne Monnier, 
Eileen Gray, Betty Parsons, Gluck and Djuna Barnes. ‘To be 
“done” by Man Ray or Berenice Abbott’, said Sylvia Beach, 
‘meant you rated as somebody.’ Here Abbott photographs 
Janet Flanner, an habitué of Nathalie Barney’s salon and  
The New Yorker correspondent who dispatched her thoroughly 
queer ‘Letters from Paris’ under the pen name Genet. Cross- 
dressed for a carnival ball, Flanner wears a top hat on which  
are attached two masks. [CL]

F E DER I C O  G A R C Í A  LO RCA
The Kiss, 1927
Ink, pencil and gouache on board
30 × 22.5 cm
Collection, Museo Casa de los Tiros, Granada

For the poet and playwright Federico García Lorca, the act 
of drawing was as important a means of thinking as that of 
writing. In his earliest sketches, Lorca theatricalized the pain 
of women who desired men. He moved on to melancholic, 
tender drawings of elongated clowns, sailors and bullfighters. 
In this representation of a kiss, Lorca plays with doubling, 
even tripling, as a means to create both distance and intimacy.  
The superimposition of the two heads in this painting align 
to delineate a kiss, while a third perhaps suggests a shadow 
or the presence of an onlooker. Following a tempestuous 
affair with Salvador Dalí in the 1920s, Lorca was executed 
by Franco’s troops outside Granada in 1936, not only for his 
politics but also for his homosexuality. [CL]
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M A N  R AY
Barbette Applying Makeup, 1928
Black and white photograph
Collection, Getty Museum, Los Angeles

Fully engaged in the drama of backstage preparation, 
Man Ray catches the trapeze artist Barbette in the midst 
of applying mascara to her already highly made-up face. 
Born Vander Clyde (or, by other accounts, Vander Clyde 
Broadway) in Round Rock, Texas, the boy who would 
become Barbette trained himself as an aerialist by walking 
along his mother’s clothesline. After joining the circus at 
the age of fourteen, he refashioned himself Barbette and 
performed a high-wire act in full drag, revealing himself 
as a man only at the conclusion of his performance. After 
making his Paris debut in 1923, Barbette was embraced 
by popular audiences, as well as by avant-garde artists, 
particularly the writer Jean Cocteau and the Surrealist 
photographer Man Ray. Cocteau, who later cast Barbette  
in an experimental film, expressed his adulation of  
the performer in a letter to a Belgian friend: ‘Next week  
in Brussels, you’ll see a music-hall act called “Barbette”  
that has been keeping me enthralled for a fortnight. The 
young American who does this wire and trapeze act is  
a great actor, an angel, and he has become the friend to 
all of us. Go and see him […] and tell everybody that he 
is no mere acrobat in women’s clothes, nor just a graceful 
daredevil, but one of the most beautiful things in the 
theatre. Stravinsky, Auric, poets, painters and I myself 
have seen no comparable display of artistry on the stage 
since Nijinsky.’ [RM]

J A N E T  F L A N N ER
Poem Written for Mercedes d'Acosta, c. 1928
Ink on paper
31 × 22 cm
Collection, Rosenbach Museum and Library, Philadelphia

This water-stained piece of paper is a love letter. Drawn  
by Janet Flanner, Paris correspondent for The New Yorker,  
it is addressed to the champion seductress and unsuccessful 
Hollywood screenwriter Mercedes d’Acosta. ‘Say  
what you want about Mercedes,’ Alice B. Toklas famously 
observed, ‘she’s had the three greatest women of the 
twentieth century.’ (Greta Garbo and Marlene Dietrich 
were certainly on Toklas’s shortlist, but no one knows the 
identity of the third woman.) Flanner uses words to render 
images of flowers – in this case, a tulip. ‘She ate daintily,’ 
Flanner wrote to draw the edge of a leaf, ‘consuming a 
sweetened crumb like a sinner taking a high note. She ate 
flesh talking of flowers and flesh.’ The love letter is but one 
scrap in the mounds of paper generated by the army of 
lovers that populated expatriate lesbian Paris. Ink on paper 
was the women’s route to visibility. They ran bookstores 
(Sylvia Beach and Adrienne Monnier), they helped each 
other out by producing interdisciplinary work (Nathalie 
Barney’s soirees), wrote gossip columns about their  
gay lives (Flanner’s letters in The New Yorker), and fired 
off sexy poems (Gertrude Stein’s ‘Tender Buttons’). They 
also painted (Romaine Brookes), photographed (Berenice 
Abbott) and drew each other (Djuna Barnes). [CL]
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C L AU DE  C A H U N  A N D  M A RCEL  M O O RE
Untitled from the series Cancelled Confessions, 1928 – 29
Photomontage
22 × 17 cm

Claude Cahun (Lucie Schwob) and Marcel Moore (Suzanne 
Malherbe) began their amour fou as stepsisters and teenagers 
in 1909. They remained in creative and romantic partnership 
for more than thirty years, creating photographs, illustrated 
books, fashion plates and stage sets. Having fled Paris for the 
Isle of Jersey early in the Second World War, they launched 
an anti-Nazi propaganda campaign that nearly resulted in 
their execution. In Aveux non avenues (Cancelled Confessions) 
Moore weaves photomontages with scraps of Cahun’s self- 
portraits, themselves theatrical collaborations with Moore that  
offer a masquerade of queer tropes, staged collisions of gender  
signifiers and, most importantly, a contestation of female 
narcissism. The collages serve as chapter headings to Cahun’s  
patchwork of texts, this one leading off a section on sex. 
‘Surely you are not claiming to be more homosexual than 
I?’, reads Cahun’s epigraph. In this image, various views 
of Cahun’s shaved head are aligned to place her in a lover’s 
relationship with herself. [CL]

Queer culture in the 1930s and 1940s could be characterized by 
three kinds of case studies: the medical classification of the 
homosexual as an object of clinical attention, the legal status of 
the homosexual as a criminal, and the development of substantial 
bodies of work by artists and photographers that represented or 
resisted these definitions. The works in this chapter consider the 
prohibitions imposed upon artists who depicted homoeroticism, 
the visual framing of homosexuality as a sickness or crime, and  
the use of allegorical and symbolic codes in painting to represent 
homosexuality. Weegee’s photographs of transvestites, BrassaÏ’s 
pictures of ‘Secret Paris’ and Paul Cadmus’s paintings of carousing 
sailors and ‘fairies’ all speak to the scandal — as well as the 
pleasures — attached to alternative genders and sexualities. Worth 
noting is the absence of lesbians as producers of visual images, 
coupled with their presence as subjects in photographs, paintings 
and various popular culture images. 

C —  
Case Studies  

(1930 — 49) 
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B R A S S A Ï  (GY U L A  H A L A S Z )
Lesbian Couple at Le Monocle, 1932
Black and white photograph
Collection, Cleveland Museum of Art and 
Museum of Modern Art, New York

Brassaï’s images of the Paris demimonde of the 1920s and 
1930s (‘faggots, cruisers, chickens, old queens, famous 
antique dealers’, as he put it) record in abundant detail a 
social world in which his subjects are the dominant group and 
the photographer himself is in the minority. Recollecting his 
lesbian subjects in his 1976 book The Secret Paris, he expressed 
his fascination but was hardly nonjudgemental: ‘Obsessed 
by their unattainable goals to be men, they wore the most 
somber uniforms: black tuxedos, as though in mourning for 
their ideal masculinity. […] And of course their hair.’ 

Taken at a lesbian bar in Montparnasse, this photograph 
appears to be a candid shot, but in fact Brassaï’s sitters would 
have known that they were being photographed. At the right 
moment, he would have signalled an assistant to set off the 
magnesium flash so that he could expose his negative. The 
strategy was not subtle: Picasso dubbed Brassaï ‘the Terrorist’ 
because of his use of flash. Nonetheless, the photographer 
captures a beautifully ambiguous moment. A butch / femme 
couple sit close together on one side of a cocktail table,  
looking with interest at the scene unfolding beyond the frame 
of the photograph. The butch was the French weightlifter, 
shot-put athlete and sometime cabaret singer Violette 
Morris. She underwent a double mastectomy in order to fit 
more comfortably behind the wheel of a racing car. Lest 
she be romanticized for her manly outfit and gentlemanly 
demeanor, it should be said that she went on to become a Nazi 
collaborator, known as ‘the hyena of the Gestapo’. She was 
assassinated by the French Resistance in 1944. [CL]

CA R L  VA N  V EC H TEN  
Gladys Bentley, February 27, 1932, 1932
Black and white photograph

After leaving Cedar Rapids, Iowa – where he was born  
and where, according to biographer Bruce Kellner, he was 
known for having the tightest trousers in town – Carl Van 
Vechten settled in New York City, where he began to work  
as a critic, novelist and a passionate supporter of the Harlem 
Renaissance. Black critics reacted to his 1926 novel Nigger 
Heaven as the worst of white voyeurism; white audiences 
generally found it realistic. In 1932, Van Vechten took up 
photography. By the time he died, in 1964, he had produced 
some 15,000 portraits of musicians, actors, writers, poets and 
painters. In this portrait, he captures the femme incarnation 
of Gladys Bentley, Harlem’s celebrated cross-dressing 
bulldagger crooner, legendary for wreaking salacious havoc 
on contemporary lyrics and putting the moves on women in 
her audiences at Harry Hansberrry’s Clam House and the 
Ubangi Club. In the 1940s, Bentley entertained as the Brown 
Bomber at San Francisco’s Club 440. [CL]

S E RGE I  E I S E N STE I N
Untitled (Au cours de Verlaine et de Rimbaud), 1930
Ink on paper

The Russian revolutionary filmmaker Sergei Eisenstein 
created some of the most influential films of the early 
twentieth century, including Battleship Potemkin (1925) 
and October (1927). His homoerotic drawings, however, 
remained unpublished and all but unknown to anyone 
outside his immediate circle throughout his life. Ranging  
in tone from the lightly humorous to the hotly explicit,  
the drawings variously report on Greek Philosophy  
(a comely youth embraces his bearded mentor outside a 
Greek temple), L’Amour qui n’ose pas dire son nom (one man 
places his hand between the legs of another) and Sodomy, 
which, true to its title, offers a Jean Cocteau-like sailor 
penetrating his partner from behind. [RM]
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M A R I E T TE  LY D I S
Suzy Solidor, 1934
Pencil and gouache on paper
24 × 31 cm

Mariette Lydis was a painter and illustrator in Paris before 
the Second World War until she fled with her lover, eventually 
settling in Buenos Aires. Her engravings, often of lesbian 
erotica, were used in luxury editions of works by Charles 
Baudelaire and Paul Verlaine, as well as that almost mythic 
‘lesbian’ text Les Chansons de Bilitis (1894) by Pierre Louÿs. 
This figure study depicts Suzy Solidor, the lesbian chanteuse 
whose cabaret, La Vie Parisienne, made her a celebrity, 
though she moved in circles other than lesberati like Gertrude 
Stein and Djuna Barnes. In making this drawing, Lydis 
joined the group of some 250 artists, including other queers 
such as Foujita and Tamara de Lempicka, whom Solidor 
commissioned or allowed or encouraged to paint her.  
Solidor covered the walls of her cabaret with these portraits –  
some reverential, some satirical and some frankly erotic. 
Lydis’s drawing is a hyberbolic embodiment of the Solidor 
lyrics to Ouvre that still serve as a camp lesbian theme song: 
‘Open your trembling knees, open your thighs.’ [CL]

MO NTE  P U N S H O N
Untitled, c. 1932
News clippings on scrapbook pages
First scrapbook 23 × 31 cm
Second scrapbook 28.5 × 22 cm

An Australian school teacher, amateur theatrical performer 
and member of the Women’s Army Service during the  
Second World War, Monte (née Ethel May) Punshon kept 
scrapbooks of selected newspaper clippings from the 1920s 
and 1930s. An inordinate number of the clippings feature 
photographs of short-haired, chicly man-tailored young 
women, the look that Punshon herself adopted at the time. 
Now housed in the Australian Lesbian and Gay archives, 
the scrapbooks also contain ‘stories about theatrical cross-
dressing, male impersonators, women passing as men […] 
and a review of Radclyffe Hall’s 1928 lesbian novel The  
Well of Loneliness’, according to the 2002 guide Who’s Who in 
Contemporary Gay and Lesbian History. Punshon’s scrapbooks 
testify to the visibility of butch women, boyish flappers, drag 
queens and other gender variants in the early twentieth-
century illustrated press, and to the delight of certain readers 
in seeing and saving such images. [RM]

C H A R LE S  H E N R I  FO R D
Untitled (Bastidores), 1934
Collage on scrapbook page
19 × 27 cm

The Mississippi-born poet and editor Charles Henri Ford 
travelled to Spain in 1934 with his friends, film critic Parker 
Tyler and photographer Cecil Beaton. During the trip, Ford 
kept a scrapbook into which he pasted a series of collages, 
including this scene, in which the three men pose within the 
courtyard of a Spanish ranch house, on the roof of which 
presides a giant bull and matador. The high-waisted jacket 
and utter self-possession of Beaton (on the far left) mirrors 
the theatrical self-presentation of the matador, while Tyler 
(in the centre) and Ford (seated on the right) discreetly turn 
their bodies (but not their gazes) towards each other. In 
1933, Tyler and Ford’s co-authored novel The Young and the 
Evil was published in Paris. Often considered to be the first 
gay novel, the book was banned in England and the United 
States for several decades after its publication. It is loosely 
based on the experiences of Tyler and Ford in early 1930s 
New York and includes scenes set in Greenwich Village 
saloons, poetry salons and Harlem drag balls. Ford would 
go on to edit the influential Surrealist magazine View and to 
become the lover and life partner of the Russian-émigré 
painter Pavel Tchelitchew. [RM]

D J U N A  B A R N E S
May Hath 31 Days from The Ladies Almanack, 1928 
Book illustration

The American writer Djuna Barnes was part of a lesbian 
expatriate circle in 1920s Paris who gathered at the  
salon of the poet and novelist Nathalie Barney. In 1928, 
Barnes wrote and illustrated The Ladies Almanack,  
a privately printed roman á clef. Presented as a tongue-in-
cheek calendar with illustrations by Barnes reminiscent of 
Elizabethan woodcuts, the almanack features an all-female 
cast of eccentric characters who stand in for the author’s 
circle of friends. ‘Tilly Tweed in Blood’, for example, is the 
pseudonym for writer Radclyffe Hall, whose sensational 
lesbian novel, The Well of Loneliness, was published the same 
year. Hall’s lover, Lady Una Troubridge, appears as ‘Lady 
Buck-and-Belt’, while the heroine of The Ladies Almanack, 
‘Dame Evangeline Musset’, stands in for Nathalie Barney. 
The Ladies Almanack was both an encoded fable dedicated 
to Barnes’s friends and an irreverent take-down of them. 
Although lesbianism is never mentioned by name, the 
book describes the expression of love amongst the female 
characters as ‘more dripping, more lush, more lavender, 
more mid-mauve, more honeyed, more Flower-casting’ than 
can be spoken. The hand-coloured illustrations are similarly 
suggestive – Barnes’ charming and seemingly arcane 
pictures of women, angels and zodiac signs carry a parodic, 
lightly eroticized undercurrent, or what the author calls  
a ‘slightly satiric wigging’. [RM]
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PAVE L  TC H EL I TC H E W
Bathers, 1935
Gouache on paper
68 × 48 cm

Variously known as a Surrealist, a Magic Realist, and  
a Neo-Romantic, Pavel Tchelitchew created what may well  
qualify as some of the weirdest figurative paintings of the 
mid-twentieth century. Born in Russia and based in Paris 
during the 1920s – where he became part of Gertrude 
Stein’s social circle and, like Léon Bakst, created stage 
designs for the Ballets Russes – Tchelitchew fell in love with 
the American writer Charles Henri Ford and followed him 
back to New York in 1934. Although modernist critics were 
dismissive of his work (Clement Greenberg wrote that his 
‘shrill saccharine colour and gelatinous symbolism set  
a new high in vulgarity’), Tchelitchew was the subject of a 
retrospective at the Museum of Modern Art in 1942 and was 
widely considered a leading painter of his day. In Bathers, 
a large gouache from 1935, he isolates six figures against 
a horizonless expanse of sand and oatmeal-coloured sea. 
He employs a range of formal techniques – foreshortening, 
unexpected contrasts of colour, and the silhouetting  
of two figures on the screen-like surface of their upraised 
towels – to create a dialogue between personal exposure 
and concealment, between physical presence and psycho-
sexual retreat. [RM]

R I C H M O N D  B A RT H É
Feral Benga, 1935
Bronze
48 × 12.5 × 12.5 cm

Born and raised in the American South, James Richmond 
Barthé moved to Harlem in 1928 to explore the vibrant 
artistic, social and sexual worlds on offer there. Though not  
as overtly political as some of his peers, Barthé was audacious 
in his frank eroticization of the black male nude. In works 
such as Feral Benga, he drew together his interests in classical 
sculpture, African culture and the male nude. The sculpture 
is based on a performance Barthé attended in Paris of the 
Senegalese cabaret dancer François Benga, also known as 
Feral Benga. As his stage name might suggest, Benga’s style 
of performance was wildly theatrical and self-consciously 
primitivizing. [RM]

PAU L  C A D M U S
The Fleet’s In!, 1934
Oil on canvas
76 × 152 cm
Collection, Navy Art Collection, Washington, DC

In 1934, shortly before Paul Cadmus’s painting The Fleet’s 
In! was to be displayed at the Corcoran Gallery of Art in 
Washington, DC, it was confiscated by an outraged Rear  
Admiral and publicly denounced as a ‘disgraceful, 
sordid, disreputable, drunken brawl’. The suppression of 
Cadmus’s painting provoked a media sensation, with scores 
of newspapers and several national magazines running 
articles and editorials on the episode, many accompanied 
by reproductions of the work. As the artist himself would  
recall, ‘I owe the start of my career, really, to the Admiral 
who tried to suppress it.’ [RM]
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BE AU FO R D  D E L A N E Y
Dark Rapture, 1941
Oil on canvas
87 × 71 cm 

Beauford Delaney arrived in Greenwich Village from 
Tennessee in 1929. He quickly made a reputation painting 
city scenes, occasionally peopled by pairs of sailors or 
ambiguously gendered couples. He also painted portraits 
of leading black figures such as W. E. B. Du Bois, Countee 
Cullen and Louis Armstrong. The writer and civil-rights 
activist James Baldwin met Delaney in the early 1940s and 
came to consider him a surrogate father. Delaney painted 
numerous portraits of Baldwin over the years, including 
this early nude, made when Baldwin was sixteen. After the 
Second World War, Delaney followed Baldwin to Paris, 
where barriers of race and sexuality were less crippling than 
in McCarthyist America, and where he moved decisively 
from figuration to abstraction. ‘I left New York for Paris in 
1953,’ recollected Delaney, ‘and I have painted with greater 
freedom ever since.’ [CL]

J A RE D  F RE N C H
Stuart’s Raiders at the Swollen Ford, 1939
Painted mural
Parcel Post Building, Richmond, Virginia

In 1937, Jared French was awarded a commission by the 
Treasury Section of Fine Arts to paint a mural for the Parcel 
Post Building of Richmond, Virgina. For his theme, French 
selected a moment in the American Civil War during which 
Confederate (Southern) Cavalrymen, led by Major General 
J. E. B. Stuart, had to cross a rain-engorged, seemingly 
impassible stream. French’s original design for the mural 
included six men, all nude, wading in and posing beside the 
stream. None of them seemed to be in any hurry to cross to 
the other side. At the Section’s insistence, French’s work was 
substantively revised so as to downplay (and partially cover 
over) the male nude. The letter from the Superintendent of  
the Treasury Section to French put the point bluntly: ‘It is  
necessary for me to ask you in case you wish to use the subject  
matter of Stuart’s Raiders to have them clothed. […] You 
have painted enough nudes in your life so that the painting of 
several more or less should not matter in your artistic career. 
It is too obviously flying in the face of the public.’ [RM]
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FO RE ST  B E S S
Untitled (The Dicks), 1946
Oil on canvas
36 × 41 cm
Collection, Nora Eccles Harrison Museum  
at Utah State University, Logan

Though he showed his small abstract paintings at the 
influential Betty Parsons Gallery throughout the 1950s and 
1960s, Forest Bess eschewed New York City for the Gulf 
Coast Texas town where he was born. Often referred to as 
a visionary painter, Bess insisted that his works were the 
transcription, more or less automatic, of forms and patterns 
that appeared to him in the dark. In Untitled (The Dicks), 
those forms assume frankly phallic (as well as frankfurter-
like) associations. Bess’s open struggle to come to terms with 
his sexuality seems to have been heightened when he visited 
New York. Writing to the art historian Meyer Schapiro 
in 1950, he noted, ‘I have always had strong homosexual 
leanings which I have tried to understand. […] I have 
intentionally blocked the sexual outlet until I have a solution 
for it – however this does not keep me from going from to  
bar to bar in New York when I am there looking.’ [RM]

BETT Y  PA R S O N S
The Circle, 1947
Gouache on paper
41 × 51 cm

Painter, gallerist and social butterfly Betty Parsons spent 
the 1930s ducking marriage proposals, as well as the stigma 
of being labelled a homosexual. Lesbianism was not part of 
the very public persona she presented, though she travelled – 
literally, sexually and emotionally – in a well-heeled lesbian 
circle that included Greta Garbo, Jo Carstairs and Tallulah 
Bankhead. Parsons opened her own gallery in New York  
in 1946. For the next five years, she was clearly ahead of 
the field in promoting modernist art. The most important 
men in her stable, however – including Jackson Pollock, 
Clyfford Still, Barnett Newman and Mark Rothko – defected 
to competitors when Parsons declined to sacrifice her own 
ambitions as a painter or to drop those artists whom the 
giants judged second-rate. Not coincidentally, among those 
in disfavour were some flamboyantly queer or openly gay 
artists – Theodoros Stamos, Sonia Sekula, Forrest Bess and 
Alfonso Ossorio among them. The gallery never regained its 
reputation. Perhaps made during Parsons’s summer travels, 
this still life appears to be a detail of her studio. In no way  
coded as lesbian (indeed, it probably owes more to her studies 
with Alexander Archipenko than to any other influence), The 
Circle prefigures what would later be said of artists such as 
Joe Brainard, Helena Cabello and Ana Carceller: that their 
abstractions do not rely on a gay ‘sensibility’ or queer subject 
matter but concentrate on the act of painting itself. [CL]
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M I N O R  W H I TE
Ernest Stones and Robert Bright, 1949
Black and white photograph
Collection, Princeton University, New Jersey

Minor White never attempted to exhibit this photograph 
of a fully clothed male couple in an embrace of stylized 
tenderness. Made the year after the publication of the Kinsey 
Report, it is the only unambiguous image of homosexual 
intimacy involving identifiable models in White’s entire 
oeuvre. A photographer, educator and editor (he was one  
of the founders of Aperture in 1953), White devoted his life 
to two causes. First, he crusaded to win recognition for the 
medium of photography as a fine art. Second, he undertook 
various spiritual quests, such as Zen Buddhism and the 
philosophy of Gurdjieff, that would allow him to transcend 
the material needs of the body. As a photographer, White 
used the theories of Alfred Stieglitz not only to lay out 
strategies for building meaning through precisely arranged 
sequences of images but also to suggest homoerotic content 
through juxtaposition, suggestive abstraction and the 
presentation of nude male bodies in fragments or with their 
faces cropped out. In 1947 one such project, Amputations, 
was censored at the Palace of the Legion of Honor in San 
Francisco. This portrait of Ernest Stones and Walter Bright, 
as journalist Ingrid Sischy has pointed out, was not private 
but secret: ‘Privacy is a choice; it’s about living your life the 
way you want to. Secrecy is usually a form of protection,  
but the safety it affords has the same relationship to freedom 
as being locked in an isolation chamber.’ [CL]

G LU C K
Medallion, 1936
Oil on canvas
29 × 34 cm

Gluck, born Hannah Gluckstein, insisted upon ‘no prefix, 
suffix or quotes’ around her gender-neutral name. She also  
refused to exhibit her works alongside those of any other 
artist. Her paintings of flowers, landscapes, numerous 
portraits of women, and several self-portraits were displayed 
in the tiered frames she designed, which made them appear  
to be part of the exhibition space. Unlike Romaine Brooks, 
Una Troubridge and Radclyffe Hall, who wore man-tailored  
female garb, Gluck transgressed the conventions of the  
boyish modern woman by wearing recognizably male clothing,  
fastidiously tailored, that made legible her homosexuality. 
Medallion, a dual portrait, depicts Gluck and her lover Nesta  
Obermer, their splendid profiles mirroring each other as they 
began what both considered to be a marriage. Importantly, 
the painting’s focus on their heads not only romanticizes 
the merging of two like spirits but also restricts the field of 
signifiers of lesbian visuality. They are still made legible, 
however, by the Eton-cropped hair, combed back close against  
the scalp, the hint of man-tailored shirts and, in a prefiguring 
of a trope of 1950s pulp novels, a difference in hair colour; 
Gluck is brunette, Obermer blonde. [CL]
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T H O M A S  PA I N TE R
Untitled, 1948
Black and white photograph

Over the course of more than twenty years, beginning in the 
early 1940s, Thomas Painter documented his sexual life  
in New York City for Alfred Kinsey. Painter was particularly 
interested in male prostitution (about which he wrote two 
unpublished books) and the practice of ‘rough trade’ (gay  
sex with straight-identified hustlers, sailors and street toughs). 
This photograph atypically includes the figure of Painter 
himself – fully clothed and holding his camera – alongside  
a naked, and probably rented, young companion. [RM]

CEC I L  B E ATO N
Brides, Bodybuilders, and Ladies in Edwardian Dress,  
and a Gentleman in the Apartment of Monsieur Charles  
de Beistegui, c. 1939
Photomontage in scrapbook
42 × 31 cm
Collection, Victoria & Albert Museum, London

In this collage, the fashion and society portrait photographer 
Cecil Beaton represents and reinvents the interior of Charles 
de Beistegui’s Paris apartment. An Edwardian couple and  
two brides have been inserted on the spiral staircase, and  
a glistening muscleman surrounded by mirrors, candelabra 
and gilded furniture, in the drawing room. As Beaton  
was well aware, the apartment was originally designed by 
the modernist architect Le Corbusier and extravagantly 
decorated by Beistegui. Given Corbusier’s antipathy 
towards what he called ‘the abominable little perversion’  
of ornate decoration, both de Beistegui’s baroque interiors 
and Beaton’s homoerotic elaboration of them within the 
collage take on a pointedly anti-modernist charge. [RM]
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W EEGEE  ( A RT H U R  F E L L I G )
The Gay Deceiver, 1940
Black and white photograph
Collection, International Center for Photography, New York

In 1939, the tabloid photographer Weegee (also known as 
Arthur Fellig) captured a drag queen – or ‘gay deceiver’, 
as the picture’s title put it – emerging from a paddy wagon. 
The subject showcases his own theatrical flair and drag 
glamour, even – or especially – at the scene of his public arrest. 
Throughout the 1930s and early 1940s, Weegee shot many  
photographs of people (usually but not always men) in paddy  
wagons and police stations. In most of these photographs  
the subjects shield their face from the camera in order to 
frustrate his attempt to render them visible in their moment  
of police detention. The subject of The Gay Deceiver, by 
contrast, appears to welcome the attentions of the camera. 
The drag queen stages his emergence from the paddy wagon 
as an occasion for self-display rather than public disgrace,  
as a moment of posing rather than punishment. [RM]

The 1950s are generally considered the most politically conservative  
and expressly homophobic decade of the twentieth century. The 
repercussions of being identified as a homosexual at mid-century 
were considerable, involving social humiliation, criminal punishment, 
charges of mental illness and possible loss of employment and 
legal custody of children. The works in this section touch upon the 
ways in which anxieties about both communism and homosexuality 
prompted severely repressive measures (legislative investigations, 
blacklisting, criminal arrests), as well as decisive steps to resist 
those measures. Queer cultural producers, including visual artists 
and photographers, began to organize and represent themselves 
around and through questions of sexual secrecy, exposure, privacy 
and public knowledge. Key homophile groups — the Mattachine 
Society, Daughters of Bilitis, Arcadie — used mythic references  
or historical arcana to camouflage themselves to outsiders. 
Presenting a dignified image of assimilation while distancing 
themselves from the specifically sexual connotations of 
homosexuality, these groups laid the groundwork for a networked 
culture of gays and lesbians that fought to ensure employment 
rights, reform the penal code and affect medical research protocols. 
They should not be underestimated as a force for liberation and 
visibility. Neither should visual artists and photographers such as 
Jess, Andy Warhol, Valentine Penrose and Ruth Bernhard, all of 
whom produced alternative visions of sexuality and desire in the 
1950s and early 1960s while negotiating the closets and constraints 
of their moment.

D —  
Closet Organizers 

(1950 — 64) 
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VA LE NT I N E  PE N RO S E
Dons de Féminines, 1951
Book
34.5 × 26.5 cm
2 of 57 pages

 
The surrealist Valentine Penrose used the techniques of 
disjunctive collage in her writings but did not translate  
her skills to visual art until the late 1940s. She began the 
book work Dons de Féminines in 1951, after she had left her 
husband, Roland Penrose, to go to an ashram in India. 
Rather in the manner of Max Ernst, Penrose invented dense 
collages of mythical creatures, bearded women, Victorian 
balloon adventurers and damsels disporting themselves 
amidst tropical foliage. Dons des Féminines recounts the 
travels of two Victorian heroines, Rubia and Emily, whose 
corporeal explorations are surprisingly explicit. The text 
opposite one image, for example, reads, ‘At the curtain of 
your hips where I am now kneeling I beg as none has ever 
begged /  To let me sleep and melt into the ages.’ [CL]

Cover of the novel The Price of Salt, written by Patricia 
Highsmith under the pseudonym Claire Morgan, 1953

The contents and covers of the lesbian pulp novels published 
between the late 1940s and the mid-1960s relied on certain 
tried-and-true formulas. The plot punished the deviant  
while at the same time providing thrilling descriptions  
of the mores and locations of gay life. The cover art had  
its own requirements. Two or more women should be in 
physical contact, preferably on a sofa or bed. If the women 
stand, one should be behind the other. They should look 
troubled. At least one should read as femme, and the hair  
of one should be darker than the other’s. A distressed male 
voyeur should be included, when possible, while words like 
‘twilight’, ‘unnatural’ or ‘twisted’ should appear in the jacket 
copy. Such were the formulas to which writers such as Ann 
Bannon, Ann Aldrich and Valerie Taylor adhered. Though 
the cover of Claire Morgan’s one and only pulp novel, first 
published in 1951, is typical, the contents are not. The novel 
was at first rejected because it did not fit the prescribed 
formulas. Not only does the text move from tortured love 
story to a political critique of homophobia, but the lesbian 
couple in the story have a chance of living happily ever 
after. Claire Morgan is the pen name of the mystery  
novelist Patricia Highsmith, who ‘came out’ only in 1984  
by publishing The Price of Salt under her real name. [CL]

Cover of the April 1959 issue of The Ladder, published by  
The Daughters of Bilitis

A slender woman wearing slacks, a turtleneck sweater,  
and sporting cropped, dark hair walks through Washington 
Square Park in New York City. Another woman wearing 
a long skirt and blouse wanders in the distance. To an 
uninformed viewer, this drawing on the cover of the April 
1959 issue of The Ladder might look like an everyday 
scene. However, for those in the know, the image presents 
a scenario of cruising between a butch and a femme in the 
park. The woman in masculine dress rests her hands in  
her pockets and turns slightly towards the feminine woman, 
whose hourglass figure is accentuated by the placement  
of her hands on her hips. The connection between the two  
is emphasized by the fact that their long shadows form 
almost one continuous line. Founded in 1956, The Ladder 
was the first nationally circulated lesbian magazine in 
America. There is no mention of the word ‘lesbian’ on the 
cover: at the time, the idea of lesbian existence and desire 
was a delicate topic that required discretion. The magazine 
was published by The Daughters of Bilitis, the first lesbian 
rights organization in the United States, whose name refers 
to a fictive lesbian contemporary of the Greek poet Sappho. 
An equally obscure name, ‘The Ladder’ was a metaphor 
used to signal the belief that homosexuals could assimilate 
into heterosexual society and succeed. [AJ]
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L A R RY  R I V E R S
O’Hara Nude with Boots, 1954
Oil on canvas
246 × 135 cm

In what must qualify as one of the sexiest portraits of the 
1950s, Larry Rivers painted his one-time lover, poet / curator 
Frank O’Hara, frontally nude save for a pair of leather 
combat boots. The larger-than-life portrait (almost two  
and a half metres high) presents O’Hara standing with his 
arms over his head, one leg on the floor and the other on  
a breeze block. In the lower left of the painting, just beside 
the spot where boot gives way to flesh, Rivers has written the 
name of the poet. In the same year that Rivers completed  
this portrait, O’Hara wrote a poem titled ‘Homosexuality’, 
which opens with the following lines: ‘So we are taking  
off our masks, are we, and keeping / our mouths shut? as  
if we’d been pierced by a glance!’ Mask off and mouth shut, 
O’Hara Nude with Boots seems to command – rather than  
be pierced by – our attention. [RM]

F R A N C I S  B ACO N
Two Figures, 1953
Oil on canvas
153 × 117 cm

A figure painter of intense, even brutal expressionism, Francis  
Bacon received virtually no formal training as an artist.  
Though he frequently based his paintings on specific 
photographic images, those sources were all but unrecognizable  
in the finished works. Two Figures was inspired by a late 
nineteenth-century photograph by Eadweard Muybridge  
of two men wrestling. Bacon transposed the figures onto a 
bed and fiercely stylized their forms so as to suggest a scene  
of sexual struggle bordering, perhaps, on violation. [RM]
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S O N I A  S E KU L A
Les Amies, 1963
Oil on paper
35 × 56 cm

One of the few women in Betty Parsons’ stable, Sonia  
Sekula occupied the uncertain ground between Surrealism 
and Abstract Expressionism from the 1940s until her suicide 
in 1963. That year, she made two small figurative paintings, 
Lesbienne II and Amies, both depicting a pair of naked 
women in a sexual embrace. In her earlier work Sekula had 
responded with intense and intricate abstraction to the 
work of her contemporaries, particularly Roberto Matta 
and Betty Parsons herself. Unlike most women of the  
period, Sekula made scarcely less a secret of her lesbianism 
than of her bouts of depression and mental illness.  
‘Let homosexuality be forgiven,’ she wrote in her journal 
in 1960, ‘let us hope that she will be welcome in Greek 
mythology and protected by pagan nature gods, for most 
often she did not sin against nature but tried to be true  
to a law of her own.’ [CL]

J O H N  KO C H
The Sculptor, 1964
Oil on canvas
203 × 152 cm
Collection, Brooklyn Museum of Art

John Koch’s large-scale realist painting The Sculptor brings 
together two highly charged encounters – one mythic, the 
other contemporary. A bronze sculpture on the left depicts 
the Greek hero Hercules rescuing the titan Prometheus, 
who, bound to a rock as punishment for stealing fire from 
the gods, has been daily tormented by an eagle. In the 
foreground we see the sculptor who has made the bronze, 
and the nude male model who, we may presume, posed  
for it, lighting his cigarette. 

Art historian Kenneth Silver has provided a (suitably) 
close reading of the interaction between artist and model: 
‘The picture’s sexual charge is located not only in the superb 
body of the model brought up so close to the picture plane, 
the string of the tiniest of posing straps just caressing the top 
of his buttocks, but also in Koch’s self-portrayal: he tilts his 
head toward the model, each lens of his eyeglasses glowing 
with the flame he is offered (a doubled glow, in effect), while, 
in his right hand, he holds a sculptor’s caliper, presumably 
used to measure the nearly ideal proportions of the beautiful 
male body now in such close proximity.’ Although his 
painterly delectation in the male body was unmistakable, 
Koch was by all accounts happily married to a piano teacher  
(the former Dora Zavlasky) for forty-five years, until his  
death in 1978. The Sculptor offers an especially vivid example,  
then, of the non-alignment of artist, artwork and sexual  
self-definition. [RM]

R UT H  B E R N H A R D
Two Forms, 1963
Black and white photograph
Collection, Minneapolis Museum of Art

Born in Berlin in 1905, Ruth Bernhard followed her artist 
father to New York in 1927, where she apprenticed as  
an advertising photographer. Before leaving for America,  
she had had a brief affair with a much older man, and at the 
age of sixty-two began a lasting relationship with another 
man, but in between she came out as a lesbian through a 
passionate but unconsummated crush on a woman in New 
York. Bernhard found her way to bars such as Childs in 
Times Square, where lesbian ‘tea dances’ were held in the 
afternoon. ‘There’, she said, ‘the space was always filled, with 
everyone in snappy clothes, dressed up, even sophisticated.’ 
She was introduced to Berenice Abbott, with whom she went  
nightclubbing in Greenwich Village and Harlem. In the 
1930s Bernhard moved to California, where she formed  
a passionate friendship with Edward Weston, adopting  
his modernist techniques and formalist commitments while 
refraining from a physical relationship. Bernhard took  
a series of female lovers from the 1930s on, none of whom  
she used for her nude studies. ‘I could not photograph a 
person for whom I had desire,’ she wrote, ‘because personal  
feeling gets in the way of expression.’ 

This impromptu photograph was taken when a nurse 
who occasionally sat for Bernhard dropped by with a friend. 
Until the feminist movement of the 1970s, her supporters 
never discussed her photographs as representations of lesbian 
desire. Bernhard’s images, however, revel in the texture and 
contours of the female body. She saw her nudes as a means  
to redeem women’s bodies from degradation in the mass 
media, and in this and other photographs offered images  
of interracial female desire. [CL]
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RO BERT  R AU S C H EN BERG
Erased de Kooning Drawing, 1953
Traces of ink and crayon on paper with  
hand-lettered ink label in gilt frame
64 × 56 cm
Collection, San Francisco Museum of Modern Art

Robert Rauschenberg and Willem de Kooning represented 
two poles of the New York art world in the 1950s. De Kooning  
was the older man, just coming to visibility as a painter and  
determined to continue the practice of oil on canvas. He was  
also staunchly heterosexual. The young Rauschenberg  
was the bad boy of the art world. Married once, he was later 
involved with Jasper Johns for about six years, until 1961.  
At Rauschenberg’s request, de Kooning gave him a drawing 
to erase, consciously choosing one that would make it  
hard on both of them: a drawing that he would miss and 
that Rauschenberg would have to work to remove. Though 
Rauschenberg’s motives have been interpreted as violently 
Oedipal, the labour of erasure would have been slow and 
delicate. The undertaking is eccentric. We don’t know what 
Rauschenberg was erasing. One of De Kooning’s Women?  
A self-portrait? At any rate, the title of the piece, which 
appears in a small window mat below the ghost of the drawing,  
was provided by Johns, who did the lettering. 

Johns and Rauschenberg were circumspect about their 
relationship – neither secretive nor ‘out’ in a post-Stonewall 
sense – and the importance of their relationship has been  
a contested topic in art-historical circles. ‘I remember once’, 
said Johns to critic Calvin Tompkins, ‘I was reading Gertrude 
Stein’s Autobiography of Alice B. Toklas to him, reading  
it aloud in the studio, and Bob turned and said, “One day 
they’ll be writing about us like that.”’ [CL]

J A S PE R  J O H N S
Target with Plaster Casts, 1955
Encaustic and collage on canvas  
with plaster cast objects
130 × 112 cm

Alfred Barr wanted to buy this work for the Museum of 
Modern Art when he spotted it at Jasper Johns’ first one- 
person show at the Leo Castelli Gallery in New York. 
Sceptical about getting the trustees to approve a work that 
included the plaster cast of a penis, Barr asked Castelli 
to enquire whether Johns would be willing to keep the lid 
covering the penis permanently closed. Johns wasn’t willing. 
Instead, Barr recommended the penis-free Target with Four 
Faces to his trustees, along with Flag. Castelli himself bought 
Target with Plaster Casts. The anxiety around purchasing  
a painting that could have been read as unpatriotic in the 
McCarthy era has been discussed by art historians; the 
decision not to purchase a painting because one tiny fraction 
contains a penis has received attention only from queer art 
historians. In the 1950s, the one critic to make mention of  
the painting’s actual content was Robert Rosenblum. Target 
with Plaster Casts, he observed in 1958, offers ‘a peep show 
which even imposes a moral decision upon the viewer’. [CL]
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J E S S
Boob #1, 1952
Collage 
50 × 62 cm
Collection, University at Buffalo,  
State University of New York

In 1951, Burgess Collins dropped his last name, abbreviated  
his first to Jess, and began a period of intense art-making, 
concentrating on intricate collages that sometimes took years 
to complete. Jess’s life partner and creative collaborator,  
the poet Robert Duncan, was involved in many of these densely  
referential, multi-layered, bookish works. Duncan supplied 
the text and image fragments from which Jess composed 
Boob #1, a collage intended for reproduction as a broadside. 
Like Carl Van Vechten’s more or less contemporaneous 
scrapbooks, Jess’s collages rely on juxtaposition and double 
entendre to insinuate homoerotic meaning. [CL]

A LLEN  G I N S B E RG
Bill Burroughs at bookshelf window on  
fire escape 206 East 7th Street, Fall 1953, 1953
Black and white photograph

In 1953, Beat poet Allen Ginsberg began ‘fooling around’ 
with a Kodak Retina, photographing friends such as Jack 
Kerouac, Neal Cassady and William Burroughs. ‘We slept 
in the rear,’ Ginsberg noted, referring to his East Village 
apartment, where he took this intimate snapshot depicting 
the usually reserved Burroughs, one of his lovers at the 
time. ‘We took it for granted the world was a little crazy if it 
saw our friendship and sense of sacramental respect for each 
other to be neurotic, sick, weird or strange.’ Ginsberg was 
helping Burroughs edit the manuscript of Queer. Peopled by  
a crowd of American expatriates in post-war Mexico City, 
the novel describes one man’s pursuit of another through  
an underworld of homosexuals and hustlers. Queer would not 
be published until 1985. [CL]
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F L ÁV I O  D E  C A R VA L H O
New Look: Summer Fashion for  
a New Man of the Tropics, 1956
Action, São Paolo

Painter, sculptor, architect, writer and performance artist 
Flávio de Carvalho was a pioneering force in mid-century 
Brazilian modernism. Six years after representing Brazil at  
the 1950 Venice Biennale, Carvalho created a sensation 
by walking through the streets of Rio de Janeiro in his New 
Look: Summer Fashion for a New Man of the Tropics, a self-
designed ensemble consisting of a striped blouse, a short 
skirt and a pair of sandals. Carvalho’s New Look sought to 
challenge the constraints of normative gender, especially  
as they were enforced in the public sphere. Though most 
critics and commentators ridiculed the performance at the 
time, a columnist for A Gazeta newspaper endorsed it as  
‘a conscious festival of revolt against conventions that need 
to be overcome’. [RM]

D U N CA N  G R A N T
Russell Chantry, Lincoln Cathedral, c. 1958
Oil on panel
West wall 416 × 390 cm
East wall 382 × 366 cm
North wall 370 × 520 cm

Commissioned in the late 1950s for the Russell Chantry of  
the cathedral in Lincoln, the historical centre of England’s 
wool industry, Duncan Grant’s panel nominally centres on  
St Blaise, the patron saint of wool-combers. Grant had painted  
both carefully homoerotic and explicitly sexual scenes all his 
life. He used the cathedral’s invitation as an opportunity  
to continue the Omega Workshop’s commitment to the idea 
of art in everyday life. He placed his wife, the painter Vanessa 
Bell, on the left side of the panel. On the right, directly in the 
line of sight of Christ on the cross (for whom Grant used his 
lover, poet and translator Paul Roche, as model), delectably 
underdressed young men load bales of wool onto ships. 
Perhaps as a result of Grant’s sly implication, the Chantry 
came to be used as one of the cathedral’s storerooms in the 
1960s, to be restored only in the late 1980s. [CL]
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Cover of the July 1962 issue of Mattachine Review

This Mattachine Review cover features a nineteenth-century 
photograph of two men, one resting his head upon the other’s 
chest. The older man affectionately places his hands on the 
younger man’s body. According to a note on page 2, ‘This 
month’s cover may be the earliest known gay photo extant.  
It was submitted by a friend in Maine who found it but knows 
nothing of its background. The original is a small 2-inch 
square daguerreotype in a thin brass oval frame. Shown are 
two young men, both sporting chin whiskers of the period, in 
a pose of a father and sleeping son which can be described as 
“campy” at the very least. It has no bearing on anything; we 
just thought it to be of interest to Review readers.’ Together, 
the cover image and the explanatory note speak of the 
inventive recycling of found images for queer (or ‘campy’) 
purposes by new viewers and audiences.

Mattachine Review was the publication of the Mattachine 
Society, an early homosexual rights group. The word the 
group used to describe itself, however, was not ‘homosexual’ 
but ‘homophile’, a term selected precisely for its non-sexual  
associations. The name Mattachine (a medieval society 
of masked men) similarly camouflaged the group’s 
homosexuality. As the historian Martin Meeker has pointed 
out, Mattachine’s emphasis on respectability (members were 
asked ‘to try to observe the generally accepted social rules  
of dignity and propriety at all times […] in conduct, attire 
and speech’) itself masked the group’s audacity in terms of 
sex reform, education and anti-censorship activism in the 
1950s and 1960s. [RM]

M ATS O N  J O N E S  
( R O BERT  R AU S C H EN BERG  A N D  J A S PE R  J O H N S )
Window display for Bonwit Teller department store,  
New York, 1957

In the mid-to-late 1950s, Robert Rauschenberg and Jasper  
Johns collaborated on commercial designs and window 
displays for Bonwit Teller Department Store and 
Tiffany’s. So as to protect their ‘serious’ art from the taint 
of commercialism, the pair worked for hire under the 
pseudonym of Matson Jones. (Matson was Rauschenberg’s 
grandmother’s maiden name and Jones a surrogate for 
Johns.) ‘Our ideas are beginning to meet the insipid needs  
of the business [so] that our shame has forced us to assume 
the name of Matson Jones – Custom Display’, they wrote  
in a letter to Rachel Rosenthal. Though it sounds like the 
name of one man, Matson Jones stands in for a shared 
endeavour whose output was both explicitly public (the 
windows of Fifth Avenue) and obscurely pseudonymous.  
In this sense, it might be understood as a metaphor or 
parallel to the intimate partnership of the two artists at  
the time. [RM]
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C H A R LE S  ‘ TEE N I E ’  H A R R I S
Group portrait of four cross-dressers posing in  
a club or a bar in front of a piano, including  
Michael ‘Bronze Adonis’ Fields, on left, and possibly  
‘Beulah’ on right, 1955
Black and white photograph
Collection, Carnegie Museum of Art, Pittsburgh

The photojournalist Charles ‘Teenie’ Harris once estimated 
that he had shot more than eighty thousand photographs over 
the course of his career. From 1936 to 1975, Harris worked for 
the Pittsburgh Courier, one of the oldest black newspapers in 
the United States. He became known as ‘one-shot’ Harris for 
his ability to capture the desired picture on his first take. Now 
housed at the Carnegie Museum of Art, Harris’s photographs 
provide a comprehensive account of black working-class life 
in mid-century Pittsburgh, including church events, political 
rallies, local sports leagues, neighbourhood gatherings and 
sundry other social occasions. When he photographed drag 
queens in local bars and nightclubs, he presented them not as 
criminals or degenerates but as friends enjoying a night out 
on the town. This picture all but invites us to join these high-
stepping, cross-dressing chorines in front of the piano. [RM]

MO LLY  M A LO N E  C O O K
Singing (Lorraine Hansberry), c. 1957 – 58
Black and white photograph

Molly Malone Cook – photographer, sometime gallerist  
and owner of a well-known bookstore in Provincetown, 
Massachusetts – was the longtime partner of Pulitzer Prize-
winning American poet Mary Oliver. While learning her 
medium and working for the new underground newspaper 
The Village Voice, Cook made this portrait of Lorraine 
Hansberry, a member of the Daughters of Bilitis and an early  
contributor (identified only as LH) to pioneering lesbian 
magazine The Ladder. Hansberry was a rising star in black 
American culture whose play A Raisin the Sun debuted on 
Broadway in 1959. Cook’s portraits of the famous and the 
unknown catch her subjects in fleeting moments of sentiment. 
Here, she captures her intimate and prodigiously talented 
friend giving voice to her emotions. The hint of an audience 
appears in the background. Hansberry is ever so slightly butch  
in her garb: tousled hair and a loose, rumpled white shirt with  
unevenly rolled sleeves. In one of her letters to The Ladder 
from 1957, Hansberry compared common reactions to  
seeing a ‘badly dressed Negro’ on the street to seeing a butch.  
Noting that it had been a long time since she had been made 
uncomfortable by the sight of the former, she expressed her  
hope that someday ‘the discreet lesbian will not turn her head  
on the streets at the sight of the “butch” strolling hand in hand  
with her friend in their trousers and definitive haircuts’. [CL]
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J AC K  S M I T H ,  M A R I O  M O N TEZ  A N D  
F R A N K I E  F R A N C I N E  ( F R A N K  D I  G I O VA N N I )
Black and white shooting session 
from the series The Beautiful Book, 1962
Black and white photograph

Best known as the director of the polymorphously perverse 
film Flaming Creatures (1963), Jack Smith was also an actor, 
photographer, performance artist and champion of camp, 
trash, drag and (not least) Maria Montez, the ‘hot-blooded’ 
Hollywood movie goddess of the 1940s. In 1962 Smith 
published The Beautiful Book, an album of photographs 
derived from film shoots in his Lower East Side apartment. 
Priced at ‘4 dollars or 16 nouveau francs or 24 shillings’, 
the book was likened in a promotional blurb to ‘draperies 
and silks’ unfurling across the surface of the page ‘like 
some long lost mysterious fume from byzantium’. Featured 
prominently throughout The Beautiful Book was Mario 
Montez, the Puerto Rican drag performer who became  
a fixture of the downtown scene. [RM]

H A RO L D  S TE VE N S O N
The New Adam, 1962
Oil on linen
9 parts
Overall 2.5 × 12 m

Painted in 1962 for an exhibition of early Pop art at the 
Guggenheim Museum in New York, Harold Stevenson’s  
The New Adam pumps up a reclining male nude to startlingly 
monumental scale. Spread across nine panels, the painting 
extends two and a half metres in height and over ten metres 
in width. Living in Paris at the time, Stevenson hired the 
actor Sal Mineo (whom the artist did not previously know but 
thought ‘beautifully proportioned’) to model for the painting. 
The Guggenheim’s curator refused to display The New Adam 
on the grounds that it would ‘distract from the thesis of  
the show’. Ultimately the exhibition – titled ‘Six Painters 
and the Object’ – included works by Johns, Rauschenberg and 
Warhol, but none by Stevenson. He placed The New Adam 
in storage, where it remained until 1992, when the New York 
gallerist Mitchell Algus convinced him to display the work. 
In 2005, the painting was acquired by the very institution 
that had rejected it forty years earlier. According to the 
Guggenheim’s website, ‘the museum is honored to have this 
landmark of art history join its permanent collection.’ [RM]
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AT H LET I C  M O DEL  G U I L D
Handwritten chart for Physique Pictorial, c. 1965

Beginning with the October 1964 issue of Physique Pictorial, 
small markings – circles with arrows, squiggles, squares,  
plus and minus signs – began to appear, without explanation,  
beside or beneath the male bodies on display. The June  
1965 issue announced, ‘We at last have available a key to  
subject character analysis symbols used on many of the 
models’ photos appearing in Physique Pictorial.’ Available  
free of charge to those who sent in a self-addressed envelope, 
the typewritten key translated each hieroglyph into a 
personality trait, from ‘ambitious and enterprising, wants 
to get ahead’ to ‘very affable’ to ‘aesthetic – may tend to 
be mother-oriented’. For longtime patrons of the magazine 
deemed trustworthy, publisher Bob Mizer would furnish  
an additional, hand-written key that translated the signs  
into explicitly sexual meanings. The circle crowned by  
an upraised arrow (equated with ‘agreeable personality’  
in the Subjective Character Analysis chart) was deciphered 
in the hand-written key as ‘can be sucked’ while the circle 
with an arrow pointing down (‘Likes to dominate (forceful 
personality)’) was further defined as ‘will fuck’. The hand-
written chart is testimony to the desire of Physique Pictorial 
readers to move beyond the surface image and official 
description of each model to questions of sexual disposition 
and availability. The circle with a diagonal arrow next to 
model Gary Conway signals that he is a ‘typical man’,  
an attribute that the hand-written chart further translates, 
not altogether surprisingly, as ‘likes girls’. [RM]

BO B  M I ZE R
Gary Conway, 1964
Black and white photograph
Atheletic Model Guild photograph published in  
Physique Pictorial, vol 14, no. 2, October 1964

In 1945, Bob Mizer founded the Athletic Model Guild,  
a physique photography studio and ‘talent agency’ that  
operated out of the house he shared with his mother near 
downtown Los Angeles. Mizer found a ready supply 
of models to photograph among the aspiring actors in 
Hollywood and the bodybuilders on Venice Beach. In 1951 
he launched Physique Pictorial, a magazine populated by 
pictures of oiled, muscular and nearly naked young men, 
sometimes outfitted as Roman gladiators, prison inmates 
or sailor buddies. Though Physique Pictorial featured the 
work of multiple artists and photographers (including Tom 
of Finland and Bruce of Los Angeles), Mizer shot most of 
the photographs himself. In many instances, including this 
picture of Gary Conway from the October 1964 issue,  
Mizer conjured abstract, iridescent backdrops by projecting 
light through goblets, serving bowls or other pieces of his 
mother’s Fostoria glass collection. In addition to lending  
her crystal, Mrs Mizer knitted some of the posing pouches 
worn by the physique models. [RM]
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A N DY  WA R H O L
Thirteen Most Wanted Men, 1964  
(destroyed 1964)
Mural 
New York State Pavilion at the World’s Fair,  
Queens, New York

Philip Johnson, the architect of the New York Pavilion at the 
1964 World’s Fair, invited ten Pop artists to create murals  
for the building’s circular facade. Warhol opted to make  
a silk-screen grid of mug shots and candid photographs of 
‘most wanted men’, many of Italian descent, pursued by the 
New York City police as criminal offenders. At the Fair’s 
insistence, the mural was painted over prior to the official 
opening of the grounds, ostensibly because the Italian-
American community might object to the suggestion that  
its members were criminals. In this work, Warhol may well 
have been punning on the idea of ‘wanting men’ as a form  
of criminality and thus signalling – albeit in coded form –  
his own outlaw desires. [RM]

In the years immediately preceding the Stonewall riots of June 1969,  
a queer art and activist culture emerged, with links forming 
between the radical social movements of the period — the anti-war 
movement, women’s liberation, black power — and the emergent 
gay rights movement (including, for example, the first public 
demonstration for homosexual rights at the White House in 1965).
Founded in the immediate aftermath of the Stonewall riots, the 
Gay Liberation Front (GLF) proposed gay identity as a revolutionary  
form of social and sexual life, one that would ultimately reinvent 
traditional systems of sex and gender and, by extension, society 
itself. As a first step towards achieving this vision of sexual freedom,  
lesbians and gay men were exhorted to come out of their ‘closets’ 
of secrecy and denial — that is, to declare their homosexuality  
to family, friends, colleagues and to the larger public world. Gay 
power quickly became an international movement. A chapter of 
the GLF was founded in London in 1970, and, in response to the 
homophobia of the French political Left, Front Homosexual d’Action 
Revolutionaire (FHAR) launched in Paris the following year.
 Tensions between male and female members of the GLF  
led a core group of women to leave the group and found 
Radicalesbians, a separatist organization. Such divisions would 
become common as the decade progressed. The creation of  
lesbian-only spaces (communes, conscious-raising groups, activist 
organizations, publications) responded in part to the sexism of  
gay men and to the homophobia of straight feminists but also,  
and more affirmatively, to the pleasures of erotic community.

E —  
Into the Streets  

(1965 — 79)
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F LO R I DA  LEG I S L AT I V E  I N V E S T I G AT I O N  C O M M I T TEE
A homosexual act being performed  
in a public restroom, 1964
Black and white photograph

First published by the Florida Legislative Investigation 
Committee in 1964, this photograph shows a man patronizing 
a ‘glory hole’ (a hole drilled through the partition between 
toilet stalls so as to enable sexual contact between the men on 
either side). In the accompanying caption, the Committee 
noted with alarm that ‘such occurrences take place every 
day in virtually every city in every state. It is significant that 
the removal of the toilet stall doors to facilitate photography 
did not deter these and numerous others from practicing 
homosexuality.’ Were the removal of the toilet stall door to 
have deterred the practice of sexual activity altogether, there 
would have been nothing for the police to photograph, and no 
picture for the Florida legislative Investigation Committee to 
publish. Like the police camera itself, the removal of the toilet 
stall door anticipates – and helps to produce – the visible image 
of illicit homosexuality. Following its state-wide distribution 
by the Florida Legislative Investigation Committee in 1964, 
‘Homosexuality and Citizenship in Florida’ was reprinted 
in 1965 by the Guild Press, a publisher of male physique 
magazines such as Grecian Guild Pictorial, as well as gay pulp 
novels and other homoerotic materials. The barring (both 
literal and figurative) of homosexuality by the Florida State 
Legislative Committee thus became a means of pleasurable 
counter-identification for the very audience positioned as 
criminal by the state. [RM]

B I L LY  N A ME
Andy Warhol under ‘My Hustler’ Marquee, 
New York City, 1965
Black and white photograph

At the request of his friend Andy Warhol, Billy Name 
became the unofficial ‘house photographer’ for the Factory, 
Warhol’s industrial-scale studio in midtown Manhattan. 
From 1963 to 1967, Name shot stills of Warhol’s films and 
the ‘Superstars’ who appeared in them, from Edie Sedgwick 
and Paul America to Mario Montez and Ondine. Warhol 
described My Hustler as ‘the story of an old fag who brings 
a butch blond hustler out to Fire Island for the weekend. 
and his neighbors all try to lure the hustler away’. The film 
enjoyed a commercial run at the Hudson Theater in the 
summer of 1967. One night during the run, Name captured 
Warhol walking beneath the marquee of the theatre.  
As though to signal the eccentricity of Warhol’s cinematic 
vision (or perhaps to recall the copious amounts of LSD 
reputedly consumed on the set of My Hustler), Name tilts  
the composition sharply so as to set the city – and the  
artist – askew. [RM]

T I M  W O O D
Frontispiece of The San Francisco  
We Know and Love, c. 1965
Collage in scrapbook
26.5 × 38 cm

Tim Wood, a retail salesman for the Sears department store, 
created a remarkable series of sexually explicit scrapbooks 
in the late 1950s and early 1960s. In the course of amassing 
his extensive collection of male physique photographs, 
nudes and ‘action’ shots, Wood visited gay beaches, cruising 
grounds and private parties in and around San Francisco, 
often accompanied by a friend who was also an amateur 
photographer. A number of the resulting pictures (and many 
others that Wood purchased or privately exchanged with 
fellow collectors) were organized in thematically specific 
scrapbooks. For the frontispiece of the gay beach scrapbook, 
Wood pasted a golden map of the Westernmost parts of San 
Francisco beneath a constellation of five circular images –  
or peep-holes – revealing the pleasures on offer at specific 
sites along the coast. Captioned ‘The San Francisco We Know  
and Love’, Wood’s frontispiece remaps the city as a dazzling 
space of homoerotic possibility. [RM]
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Cover of the October 1960 issue of One magazine

During the height of anti-communism in 1950s America, 
homosexuals were framed as political subversives and 
sexual degenerates susceptible to socialism. In 1953, as 
part of this so-called ‘lavender scare’, US President Dwight 
Eisenhower signed an executive order banning homosexuals 
from jobs in the federal government. Thousands of men 
and women were fired as a result, and their careers largely 
ruined. One magazine, the first widely distributed journal for 
homosexuals in the US, began publication in the same year, 
demonstrating how queer culture can find creative ways to 
respond to repression. The cover image of the October 1960 
issue, for instance, mocks the surveillance of homosexuality 
in the name of protecting national security. The faces of 
two men seated behind a placard bearing Russian text are 
obliterated by white circles bearing the words ‘Security’ and 
‘Risks?’ The reference to Russian censorship draws attention 
to the absurdity of the government’s purge of homosexual 
employees. As the magazine’s accompanying editorial put 
it, ‘Of what value is national security if our government 
adopts and pursues those very evils from which it supposedly 
would like to protect our nation?’ One’s cover invokes the 
sensationalism of the ‘lavender scare’ in order to deflate and 
refute it. [RM]

Pre-press book layout of The Transsexua l  Phenomenon , 
written by Harry Benjamin, 1966

Dr Harry Benjamin was a German-born physician who 
trained with renowned sexologist Dr Magnus Hirschfeld. 
His 1966 book The Transsexual Phenomenon was one of the 
first to describe the lives and experiences of people diagnosed  
as ‘transsexual’. The book presents patient case studies and 
outlines a fixed typology of ‘sexual variation’ that has since 
come under critical scrutiny for its pathologizing framework. 
Despite the controversy, this text laid the foundation for 
many contemporary approaches to transgender medicine.  
In this image of the pre-press layout for The Transsexual 
Phenomenon, the photograph on the left shows a sculpture  
of the mythical Greek figure Hermaphrodite in the collection 
of the Altes Museum in Benjamin’s home city of Berlin.  
The figure’s contrapposto stance languidly offers the breasts 
and genitals of the hermaphroditic body to view. In the 
photograph on the right, a patient who underwent feminizing 
hormone treatment supervised by Benjamin mimics the  
pose of this classic figure. Though the image on the right  
was produced from within a medicalized discourse that 
conflated gender and sex and thus fixated on the visibility  
of genitals, the image on the left aestheticizes figures  
with anatomical characteristics associated with both male  
and female sexes in a way that reaches back to the Classical 
Age. The juxtaposition of the photographs suggests that 
bodies that defy normative distinctions between male and 
female categories have existed since time immemorial. [CM]
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PAU L  T H E K
Untitled (Meat Piece with Flies)  
from the series Technological Reliquaries, 1965
Wood, melamine laminate, meal, wax, paint, hair, Plexiglas
48 × 31 × 21.5 cm
Collection, Los Angeles County Museum of Art

In the series Technological Reliquaries, Paul Thek indulged 
himself in culture-jamming by juxtaposing references to high  
culture with reminders of fleshy materiality, at once sensual 
and surrealist. Thek’s remark to Andy Warhol that his 
Brillo Boxes lacked only flesh may be apocryphal, but in this 
representation of a glistening, malodorous, liquefying haunch  
of meat, cool Warholian cynicism meets hot tactility. [CL]

N A N CY  G RO S S M A N
No Name, 1968
Leather, wood, epoxy
38 × 18 × 25 cm

Nancy Grossman started making leather-encased 
sculptural heads in 1968 and first exhibited them the 
following year. Unmistakable in their reference to leather 
fetishism and sadomasochism, the masks were produced 
through a painstaking process in which the sculptures  
were carved in wood, built up with layers of paint, covered 
with a red under-mask and then, finally, sheathed in black 
leather, with cord, zippers and sometimes horns. The 
sculptures suppress identity (we never see individuated 
faces beneath the masks) even as they propose a queer 
world of sexual domination and subordination. [CL]
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J O E  B R A I N A R D
Untitled (Garden), c. 1967
Collage
94 × 70 cm

Openly gay in the pre-Stonewall years, and very much  
a part of the New York art scene, Joe Brainard was nonetheless 
an artist more protean than Pop. In his assemblages and 
paintings, he trawled high and low culture to amass  
the material for works that constrain intricate details of his 
appropriations within a unified visual field. Brainard’s flower 
paintings and collages of the late 1960s and early 1970s  
not only flaunt the obvious readings of ‘pansy’ but revel in  
a Burpee seed-packet cornucopia of violets, nasturtiums and 
daisies. The botanical realism of each individual blossom 
destabilizes the meticulously constructed visual field of  
the entire painting. Brainard’s garden works thus place the  
viewer in an uncertain space between foreground and 
background, a method of queer representation that decisively 
confronts without in the least appearing to provoke. [CL]

P H Y L L I S  LYO N  A N D  D E L  M A RT I N
Sex Terms Mobile, c. 1965
Lettering on board, string
Collection, GLBT History Society, San Francisco

Each of the mobile’s six arrows is printed with two different  
terms on either side: ‘HETEROSEXUALS’/ ‘SATYRS’, 
‘HOMOSEXUALS’ / ‘HERMAPHRODITES’, ‘BISEXUALS’ /  
‘APHRODISIACS’, ‘TRANSEXUALS’ / ‘INFORMATION’,  
‘UPTIGHTS’ / ‘VIRGINS’, ‘CURIOUS’ / ‘UNDECIDED’.  
As the arrows turn, they reveal first one word and then the  
other, constantly changing the larger configuration of words  
and directional markings. Like a roulette wheel, it is impossible  
to determine in advance how the mobile will read when it 
stops rotating. Since none of the ‘pairs’ constitutes familiar 
opposites (‘HETEROSEXUALS’, for example, shares its 
arrow not with ‘HOMOSEXUALS’ but with ‘SATYRS’), the  
mobile enacts a kind of exchangeability, rather than a clinical  
demarcation, of its various sexual terms. Homo-, hetero-,  
bi- and trans-sexuality (not to mention undecided and 
curious) are situated as potentially complementary rather 
than mutually exclusive categories. According to the gay 
archivist Willie Walker, this sex-terms mobile dates from the  
mid-1960s: ‘Originally owned by Phyllis Lyon & Del Martin 
[longtime lesbian activists], this mobile came out of the 
budding effort to increase people’s knowledge of sexuality,  
and develop sex education classes for youth. The mobile 
itself reflects the idea that sexuality is variegated and 
complex, challenging the monolithic model then in place that 
heterosexuality was the normal and ideal form of sex and  
the resultant labeling of all other sexual interest as perverse 
and degenerate. This was, in effect, an early expression  
of queerness.’ [RM]

K AY  TO B I N  L A H U S E N
Barbara Gittings Protesting at Independence Hall,  
Philadelphia, July 4, 1966
Black and white photograph

Writer and photographer Kay Tobin Lahusen was the life 
partner of Barbara Gittings, the woman marching at the  
head of this Philadelphia protest against the exclusion of  
homosexuals from the US Armed Forces. Their love relationship 
was inseparable from their lives as gay activists. Lahusen 
photographed thousands of gay events during the 1960s  
and 1970s. She also made cover photographs for The Ladder, 
the pioneer lesbian magazine that Gittings edited between 
1963 and 1966. Lahusen and Gittings were partially 
successful in replacing the rather insipid line drawings used 
on the cover with black and white photographs of lesbians, 
though they were at first shown from behind, or in shadow.  
In fact, it took Lahusen until 1966 to find a woman who 
would pose for a full-frontal head shot. Gittings founded  
the East Coast branch of the Daughters of Bilitis in 1955  
and was also instrumental in the campaign to remove 
homosexuality from the American Psychiatric Association’s 
list of mental diseases. Lahusen’s photograph of the 
Philadelphia event illustrates two conscious strategies that 
activists used to make their protests more effective. First, 
the demonstrators themselves dress conservatively and in 
gender-appropriate garb: no drag, no women in trousers, 
no effeminate men. Second, in one of her favourite moves, 
Lahusen composed the image so that four people suggest  
a much longer line of dissidents. Lahusen and Gittings  
were determined to see to it that the record of their activism  
was as widely accessible as possible. The women’s papers  
now reside in the New York Public Library. [CL]
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K ATE  M I L LE T T
Food for Thought 
from Metaphysical Plate Series, 1967
Ceramic plate, wood, enamel
Diameter 23 cm

Married to sculptor Fumio Yoshimura at the time she  
made Food for Thought, Millett was also working on her 
doctoral dissertation. Published in 1970 under what 
now seems the harmless title Sexual Politics, the 500-page 
text put Millett on the cover of Time magazine and at the 
forefront of the feminist movement as an activist and a 
spokesperson. Millett was reluctantly outed as a lesbian 
during a lecture at Columbia University in December of 
1970. The revelation crowned a year in which the National 
Organization for Women had purged lesbians from its  
ranks and in which Betty Friedan’s remark that lesbians 
were a ‘lavender menace’ to the feminist cause had sparked 
a celebrated action at the Second Congress to Unite  
Women in New York. As a sculptor, Millett participated 
in exhibitions protesting against the Vietnam War in the 
1970s, as well as in feminist exhibitions. Food for Thought 
suggests two dildos, spaced just the right distance apart to 
suggest that one is for the anus and the other for the vagina. 
The plate, however, renders the dildos useless, and vice 
versa. The deft implosion of domesticity and (supposedly) 
underground sexual practices evokes a vision of ‘queer’ that 
would disappear in the heterosexually inflected feminism  
of the next decade. [CL]

P I E R RE  M O L I N I E R
Mixture of Dildos and Legs, 1967
Photomontage
14.5 × 11.5 cm

The Bordeaux artist Pierre Molinier made kitschy post-
Surrealist paintings and drawings for most of his life, 
exploring themes of androgyny, transvestism, fragmented 
and multiplied bodies, as well as his fetishes: stockings, 
dildos, veils and high heels. André Breton, who became 
interested in Molinier in the mid-1950s, ceased to publish 
him ten years later when Molinier proposed a painting 
of Christ with a dildo up his arse. Molinier then turned 
to photography. Produced with the aid of a mirror – the 
same mirror in front of which he shot himself in 1976 – his 
photomontages were made with his own body for his own 
delectation and future arousal, giving a whole new meaning 
to the idea of the autoportrait. Molinier’s symmetrical, 
impossibly configured bodies confound binaries such 
as male / female or homo / heterosexual by celebrating 
autoerotic transgression. [CL]
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R AY  J O H N S O N
Shirley Temple 1, 1967
Collage
61 × 38 cm

The artist Ray Johnson was a gleaner, scavenging images 
from popular culture, advertisements and newspaper 
clippings, adding to the mix the silhouettes of friends and 
scraps of handwriting or plain paper, and then converting 
the lot into postcards and photocopier art. Favourite images 
and characters were recycled, again and again, for different 
contexts and compositions. Photocopies of a publicity 
photograph of the child star Shirley Temple wearing a belted 
leather jacket, aviator’s cap and tap shoes, for example, 
appear in several of the artist’s collages of the late 1960s and 
early 1970s. In Shirley Temple 1 the diminutive star forms 
the base of a vertical composition that unfolds in a casually 
off-kilter fashion. The photograph of Temple at the bottom 
of the picture is countered at the top by Johnson’s rendering 
of a condom-like form in black ink. In many other works by 
the artist, these condom-like forms are doubled into rabbit 
ears which stand in for an (otherwise) bodiless bunny which, 
in turn, stands in for Johnson. Full of puns and in-jokes, 
Johnson’s postcards and collages were sent to a network of 
correspondents and participants who were often asked to add 
to what they received and return the results to him. [CL / RM]

Cover of Gay Power magazine, vol. 1, no. 16, 1970

In the fall of 1970, Robert Mapplethorpe’s photomontage 
Bulls-Eye appeared on the cover of Gay Power, a liberation 
broadside that billed itself as ‘New York’s first Homosexual 
Newspaper’. Gay Power carried news of gay liberation politics,  
both locally and nationally, as well as book reviews, advice 
columns, personal ads, graphic art and topical cartoons. 
Bulls-Eye appropriates the pornographic image of a naked 
man wearing knee-high rubber boots and sets it within a 
larger field of cut-out circles, bars and rectangles. A black 
bar obscures the man’s eyes, as though shielding his identity 
from the viewer, and a square of yellow spray paint covers 
his midsection. A red circle bounded by a larger white ring, 
the bulls-eye of the work’s title, overlays the figure’s genitals. 
Mapplethorpe presents the naked male body as both target 
of prohibition and a source of pleasure, as both an example  
of censorship and a defiance of it. While he figured the 
effects of censorship and constraint in his early work, that 
work was itself severely constrained in terms of its public 
visibility. Apart from their display in a ‘friend’s hotel room’ 
at the Chelsea Hotel and the reproduction of Bulls-Eye on 
the cover of Gay Power, Mapplethorpe’s early collages were 
neither exhibited nor published during the early 1970s. [RM]

M I KE  C A F F EE
Advertisement in the October 1966 issue of Vector magazine

The back cover of the October 1966 issue of Vector,  
a newsletter-cum-magazine dedicated to the ‘homophile 
community’, features an advert for the Detour bar in San 
Francisco’s Tenderloin district. The ad’s creator, Mike 
Caffee, employed trippy, op-art patterns to suggest the 
bar’s freewheeling attitude and hallucinogenic appeal. 
After dubbing the Detour ‘a side trip’, the text notes the 
bar’s various attractions, including ‘psychedelic décor’ 
and Monday night ‘Prizes for Best Mod Costumes’. Both 
abstract art and the hippie counter-culture were drawn  
into the Detour’s groovy orbit. 

Caffee moved to San Francisco in the early 1960s after 
having been discharged from the military for ‘dishonorable 
conduct’ – that is to say, homosexuality. Though the public 
record of his discharge made it difficult for him to find 
employment, Caffee was ultimately hired to tend bar at the 
Tool Box and was among those who appeared in a famous 
1964 photograph of the bar’s patrons in Life magazine. [RM]
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A LV I N  B A LT RO P
Untitled, 1970
Black and white photograph

Between 1975 and 1986, Vietnam veteran and African-
American artist Alvin Baltrop worked – that is to say, 
both cruised and photographed – the abandoned piers of 
Manhattan. The ruins were a major site for gay male sex  
as well as for art-world projects, including a dance by  
Joan Jonas, a pioneering exhibition curated by Willoughby 
Sharp, and Gordon Matta-Clark’s architectural ‘cut’ Day’s 
End (1975). This picture reveals Matta-Clark’s attempt to 
fence off Pier 52 from queer incursions as a thorough failure. 
The cut of Day’s End, and the bright spot of light cast by  
the afternoon sun, forms nothing more than a backdrop for 
two men on the prowl. Baltrop had little success exhibiting 
his photographs during his lifetime, even in the emerging  
gay (male) New York gallery scene of the early 1980s. [CL]

D UA N E  M I C H A L S
Chance Meeting, 1970
6 Black and white photographs

In the first four images, two men pass each other in a  
narrow, litter-strewn New York alley. In the fifth, one man 
stops to look at the retreating back of the other. That man, 
feeling the weight of the other’s gaze, turns to see whether  
a meeting might interest him. In the sixth and final image, 
he is the only figure in the frame. If chance indeed led to 
an encounter, it happened out of our sight. Duane Michals 
seldom relies on the sort of meaning that can be generated  
by a single photograph. Rather, he works in delicately 
staged sequences of images that suggest narratives that 
almost – but never – resolve themselves into certainty. 
Though the dilapidated New York of 1970 offered numerous 
sites for anonymous cruising, Michals chose not to 
record sexual acts but to stage something more difficult: 
the fleeting pull of desire in a quintessentially urban, 
anonymous setting. [CL]
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H É L I O  O I T I C I C A
Parangole Cape 25, 1972
Performance, costume

A Brazilian artist who sought to dismantle the divide 
between art and life, Hélio Oiticica produced sculpture,  
films, writing, installation, painting, photography, slide  
shows and performances. He is perhaps best known for  
his parangoles – stylized Brazilian capes that he created for 
dancers from the favelas (slums) of Rio to wear in Samba 
competitions. The parangoles embody Oitcica’s desire to  
draw together the material realities of everyday life with  
the glamour and appeal of theatrical performance. Oiticia 
left Brazil in 1970, in part because of the difficulty of living  
as an out gay man in Rio at the time. In New York he  
quickly discovered the queer social and creative worlds  
of Jack Smith and Andy Warhol. His ‘quasi-cinema’  
and audio /slide works from this period, including Helena 
inventa Angela Maria (1975) and Neyrotika (1973), combine 
Brazilian Tropicalia, underground film and the cultures  
of drag and drugs, particularly cocaine, which Oiticica 
often used as an ornamental element in his work. [RM]

J UA N  H I D A LG O
Sad Baroque and Happy Baroque, 1969
2 black and white photographs

In 1964, Juan Hidalgo and his fellow artists founded the 
Spanish Fluxus group Zaj, a collaborative of Dadaesque 
troublemakers intent upon disturbing the moral codes of the 
Franco dictatorship. A cultural revolutionary and sex radical, 
Hidalgo insists upon sexuality as a index of democratic 
freedom. His conceptual approach – in performance, music 
and visual art – uses explicit representations of sex to question 
the pathologizing of certain practices. This diptych, Sad 
Baroque and Happy Baroque, transforms a flaccid penis and 
an erect penis into stamens protruding from the petals of a 
flower, a trope of Baroque art so common as to be virtually 
invisible. By eroticizing the sexual organs of the flower, 
Hildalgo hides what is nominally forbidden at the centre  
of innocent beauty. [CL]
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S TE VE N  F.  D A N S K Y
Effeminate
For the 1972 issue of Faggotry magazine

Effeminate appeared in a journal called Faggotry (1972) 
edited by the activist and writer Steven F. Dansky. The 
usually derogatory term ‘effeminate’ is here redefined  
as an active verb through which men ‘struggle to become 
unmanly’ so as to support women’s liberation without 
trying to ‘tell women what they should do’. Dansky, along 
with John Knoebel and poet Kenneth Pitchford (who was 
married at the time to radical feminist Robin Morgan) 
founded a movement called ‘Revolutionary Effeminism’  
in the early 1970s. Effeminists believed that women’s 
liberation was the key to all human freedom and developed 
a scathing critique of sexism, renouncing all forms of 
male supremacy. They supported women by, for example, 
providing childcare without entering or intervening into 
the women’s movement. They preferred to be called faggots 
rather than gay men and defiantly reclaimed the vernacular 
epithet ‘flaming faggot’ by recalling the men burned alive 
at the feet of witches during the middle ages. Revolutionary 
effeminists called on ‘flaming faggots’ to think relationally 
rather individualistically, and more specifically, to put 
women’s needs before their own. [RM]

Collaborative poster for the ‘Lesbian Art and Artists’ issue  
of Heresies, 1977

In 1977, a collaborative poster announced the ‘Lesbian  
Art and Artists’ issue of Heresies, a radical feminist 
magazine. The poster reproduced an early modern 
woodcut of an extremely hirsute woman, known as the 
‘lion-headed Barbara Urselin’, who had been placed 
on public display in seventeenth-century Germany by 
profiteers, including her husband. Urselin’s portrait 
orginally appeared in the 1668 book, The Complete History 
of Monsters. Some three centuries later, it reappeared 
first in the poster and then in a Heresies essay by scholar 
Bertha Harris titled ‘What We Mean to Say: Notes 
Toward Defining the Nature of Lesbian Literature.’ Harris 
reclaimed early modern examples of female monstrosity 
as representations of women outside the bounds of docile 
femininity and normative heterosexuality. Rather than 
understanding figures such as the ‘lion-headed Barbara 
Urselin’ as strictly a matter of the past, Harris called 
upon contemporary lesbians to defy the constraints of 
conventional gender roles and embodiment. She asserted 
that monsters ‘serve to show what the lesbian is becoming: 
a creature of tooth and claw, of passion and purpose, 
unassimilable, awesome, dangerous, outrageous, different: 
distinguished’. [RM]

TEE  C O R I N N E
Sinister Wisdom, 1977
Photograph from a solarized negative

Tee Corinne’s images present her love of form and flesh.  
This photograph, featured on the cover of the third issue 
of the lesbian journal Sinister Wisdom, published in 1977, 
captures two naked women in the midst of an intimate 
embrace. The woman on the bottom cradles her lover 
with one arm while she kisses her neck. The woman on 
top completely relaxes her body into a softened curve and 
tilts her head back in pleasure. To create this photograph, 
Corinne used a solarized negative, a practice that recurs 
in much of her work. Exposing a negative to extra light 
allowed Corinne to create images with specific erotic content 
while also protecting the privacy of her subjects because the 
process inverts lights and darks and abstracts details. The 
artist’s attention to formalist concerns of texture, light and 
composition are fused with her dedication to claiming sexual 
pleasure as part of a lesbian and feminist ethos. At the time 
this photograph was made, Corinne’s insistence on lesbian 
sexuality was rare. Even more remarkable was her wish  
to expand the boundaries of erotic participation to include 
overweight or differently abled bodies. Corinne’s work, both 
visual and written in the form of a novel, short stories and 
poetry, reflects her lifelong dedication to lesbian visibility. 
For her, lesbian bodies were not to be pitied or pathologized 
but rather desired and pleasured. [AJ]
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J O H N  B U T TO N  A N D  M A R I O  D U B S K Y
Agit-Prop, 1971 (destroyed 1974)
Photomontage on wall
2.5 × 12 m
The Firehouse, New York

A collaboration between John Button and Mario Dubsky, 
Agit-Prop was a twelve-metre photomural created for the 
Firehouse, the headquarters of the Gay Activists Alliance  
in New York City in the early 1970s. While focused on  
the struggle for gay and lesbian liberation, the mural linked 
that struggle to other historical moments and political 
movements. Just down the wall from Fred McDarrah’s 
photograph of Stonewall, for example, was a portrait of 
Black Panther leader Huey Newton. Likenesses of Plato 
and Walt Whitman were juxtaposed with anti-war marches 
and same-sex dances, among other scenes of protest 
and pleasure. Agit-Prop was destroyed in 1974 when the 
Firehouse burned down. Photographs of fragments of  
the mural are all that survive. [RM]

PETER  H U J A R
COME OUT ! , 1970
Black and white poster

In the early summer of 1970, the New York chapter of the 
Gay Liberation Front (GLF) created a poster to mark the 
upcoming anniversary of the Stonewall riots. The poster’s 
textual message is amplified by the image of seventeen 
men and women, the ‘sisters and brothers’ of GLF, walking 
and running, arm in arm down an otherwise deserted city 
street. Peter Hujar, a studio and fashion photographer, shot 
the image. Although not a member of the Gay Liberation 
Front, at the time he was the boyfriend of one of the group’s 
founders, Jim Fourratt, the figure in sunglasses and striped 
trousers (second from right). [RM]

M I C H E L  J O U R N I AC
The Purchase, 1974
Photographic documentation from the performance  
Life of an Ordinary Woman

Journiac’s early body art works, which spectacularly mocked 
the macho pretensions of the French art establishment,  
were produced in the days of radical French organizing  
for the rights of women and gays. He participated in the 
Comité d’Action Pédérastique, the pre-Stonewall French 
militant group whose posters were removed from the walls 
by the organizers of the Sorbonne occupation in May  
of 1968. He was also a member of the Front Homosexuel 
d’Action Revolutionaire (FHAR), a group of lesbians and 
gay men who united in protest against the heterosexual 
presumptions of both feminism and the French left. To make 
24 Hours, Journiac had himself documented by a professional 
photographer (Marcelle Fantel) in drag as a lower middle-
class French woman conducting her quotidian chores (laundry, 
grocery shopping, serving dinner, etc.) and performing 
her quotidian fantasies (striptease dancer, prostitute, etc.). 
Journiac uses transvestism to produce a withering satire of 
bourgeois French life, exposing the suffocation of woman 
by both banal labor and impossible fantasies. In this image, 
Journiac’s housewife, dressed in a white suit accessorized 
with white gloves and white pearls, discreetly slips into her 
white handbag the Tampax she has purchased in the pharmacy 
behind her – an ordinary gesture in the ordinary day of an 
ordinary woman. [CL]
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A S C O  
( H A R RY  G A M BOA  J R ,  G R O N K  (G LU G I O  N I C A N D RO) ,  
W I L L I E  H E R RO N  I I I  A N D  PAT S S I  VA L DE Z )
Walking Mural, 1972
Action, East Los Angeles

The collective Asco (Spanish for ‘nausea’) orchestrated 
various satirical performances and ‘mural’ pieces around 
Los Angeles, including the anti-war street protest Stations 
of the Cross and Project Pie in De / Face, for which the group 
spray-painted their names on the wall of the Los Angeles 
County Museum of Art. The group developed not from the  
art-school milieu, however, nor from the Chicano mural 
movement of the 1970s, but from anti-war protests of the late 
1960s and, slightly later, the punk scene of East Los Angeles. 
Asco’s performance antics contested the propositions that 
high art and social realism had a monopoly on possibilities 
for social change. 

In this mural, Patssi Valdez, Willie Herron III and Gronk 
parade down Whittier Boulevard in East Los Angeles. 
Though not all members of Asco identified as gay, Gronk’s 
flamboyant presence helped to form the gay culture of 
East Los Angeles. In this piece, Gronk swishes along as an 
ornamented chiffon Christmas tree. Valdez, in black, plays 
the Virgin of Guadeloupe, while Herron sports a headdress 
of ghouls. [CL]

LO U I S E  F I S H M A N
Angry Jill, 1973
Acrylic, charcoal and pencil on paper
66 × 102 cm

The abstract painter Louise Fishman was one of the few  
out lesbians in the women’s art movement of the early 1970s. 
Angry Jill is a pivotal painting in her return to abstraction 
from the anti-painting imperatives of the women’s art 
movement – namely, the charge that painting represents  
a male tradition, male culture and a male language.  
Each painting in the Angry Women series is composed  
of the first name of a woman. There are about thirty in all, 
including Gertrude (Stein), Yvonne (Rainer) and Djuna 
(Barnes). Around, under and over the name, Fishman 
painted a calligraphic representation of what she visualized  
as that woman’s specific rage. By making this extended 
series, Fishman created a fictive network of women united  
in feminist protest. Most of these women are lesbian,  
of course. Angry Jill refers to Jill Johnston, a writer for the 
Village Voice who forged a tumbling, dissonant, hilarious, 
personal and thoroughly experimental language of lesbian 
cultural criticism. [CL]
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KO H E I  YO S H I Y U K I
Untitled (Sex in the Park), c. 1975
Black and white photograph  

Using infrared film and filtered flash, Yoshiyuki photographed 
clandestine sex in the public parks of Tokyo during the 1970s.  
In some of the most startling images, we see not only a sexually 
engaged couple but also a group of male onlookers who crawl  
or edge towards the scene as though to participate physically 
or perhaps just to get a better view. The photographs capture  
a complex choreography of secrecy, sexuality and voyeurism 
in which the photographer’s presence on the scene mirrors those 
of the encroaching onlookers. When first displayed in Tokyo 
in the late 1970s, the photographs were shown in a darkened 
gallery. Each visitor was given a flashlight with which to 
discover, as if under cover of night, Yoshiyuki’s life-size scenes 
of sexuality and spectatorship. [RM]

TO M  O F  F I N L A N D  
( TO U KO  L A A K S O N EN )
Untitled, 1975
Graphite on paper
21.5 × 28 cm

Tom of Finland (born Touko Laaksonen) is best known  
for his sexually explicit drawings of strapping lumberjacks, 
lifeguards, sailors, truckers, policemen and, in this 
(unforgettable) case, circus aerialists. First published in 
American physique magazines of the late 1950s, Tom’s work 
went on to become, arguably, the most popular homoerotic 
illustrations of the later twentieth century. Indeed, his 
drawings of bulgingly muscular, impossibly well-endowed 
men have sometimes been credited with popularizing the 
frankly macho style of post-Stonewall gay culture. In 1982, 
The Advocate described Tom of Finland as ‘the Scandinavian 
folk artist whose drawings have probably done more to  
shape the leather image than any other single force’. The 
magazine then quoted a San Francisco gallery owner 
named Peter Hartman who claimed that ‘it is the first time  
in the history of art that an actual imagery has produced  
a subculture’. Hartman’s claim, while overblown, suggests 
the indebtedness of post-Stonewall gay culture to the openly 
homoerotic images of the male body that preceded it.  
In 2004 the Museum of Modern Art acquired drawings by 
Tom of Finland for its permanent collection, thus marking 
the entry of his work – and its unapologetic cultivation of 
gay sexual fantasy – into an elite art-historical canon. [RM]
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C R AW FO R D  B A RTO N
A Castro Street Scene, 1977
Black and white photograph 

Crawford Barton’s juxtaposition of couples on the steps  
of a storefront in the Castro area of San Francisco came to  
symbolize the public visibility of urban gay culture in the 
1970s. On the left, a soberly dressed man and woman engage 
in a tense face-off; on the right, two bearded men in jeans  
and T-shirts enjoy a deep kiss. Behind the straight couple,  
the title of a book on display in a shop window declares World 
of Our Fathers. Although the photograph was later revealed 
to be staged, its status as a sign of the changing times was 
already assured. As Barton said, ‘I wanted to feed back an 
image of a positive, likeable lifestyle, to offer pleasure as  
well as pride.’ [RM]

J E B  (J OA N  E .  B I R E N )
Pricilla and Regina, Brooklyn, NY, 1979
Black and white photograph 

JEB was a documentary photographer of the 1970s women’s 
movement, based primarily in Washington, DC. In this 
portrait, two young African-American women, lying on  
a blanket on the grass, rest in each other’s arms. The photo 
reflects JEB’s view that ‘personal photography’ was a key 
component in public visibility and political liberation. ‘I had  
never seen a picture of two women kissing, and I wanted to 
see it,’ she explained in an early interview. ‘I borrowed a 
camera.’ JEB distributed her work through feminist journals 
as well as through the alternative-press bestseller, Eye to 
Eye, published in 1979, and distributed through a thriving 
feminist press network. [CL]

I R A R E  S A B A S U
Cover illustration for Azalea:  
A Magazine by Third World Lesbians, 1978

Irare Sabasu, with Ntozake Shange and Aida Mansuer, 
was one of the founders of NAPS, the first black lesbian 
performing-arts group. She here illustrates the cover of the 
quarterly Azalea: A Magazine by Third World Lesbians. One 
of the various publications and presses founded to combat  
the blind spots of white lesbian / feminism, Azalea was 
published by Third World Wimmin Inc. between 1977 and 
1983. Among its other contributors were Sapphire and 
Audre Lorde. Irare’s illustration, designed to accommodate 
financial exigencies by using one-colour printing, depicts 
in profile the silhouette of a black woman. In this red field, 
in place of an earring, Irare superimposed that ubiquitous 
1970s sign for lesbian / feminists: the overlapping symbol  
for women. [CL]
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DA N I E L  N I C O LE TTA
White Night Riots, San Francisco, 1979
Black and white photograph 

When Harvey Milk, a camera-store owner in the Castro,  
was elected to the San Francisco Board of Supervisors  
in 1977, he became the first openly gay man to hold public 
office in the United States. Less than a year later, he and San 
Francisco’s Mayor, George Moscone, were assassinated at 
city hall by Dan White, a conservative politician increasingly 
enraged by Milk’s visibility. White received an absurdly light 
sentence for ‘voluntary manslaughter’ (rather than double 
murder). The rage of the gay and lesbian community fuelled 
the so-called White Night Riots, in which police cars were 
torched and City Hall was trashed. Milk’s friend and former 
employee Daniel Nicoletta was on hand as both a protestor 
and a photographer. This memorable shot captures a group 
of protestors silhouetted against the backdrop of city hall  
on the night of the riots. [RM]

M I KE  KE L LE Y
Tool Box Mural in Ruins, 1975
Black and white photograph 

In 1975, San Francisco photographer Mike Kelley 
documented the site of the former Tool Box bar in the city’s 
South of Market neighbourhood. An early gay leather and 
biker bar, the Tool Box was immortalized in Life magazine’s 
1964 report on ‘Homosexuality in America’. Life’s lead 
photograph for the article, spread across two pages, showed 
Tool Box patrons standing beneath a mural of men in black 
jackets against a stark white backdrop. Painted by Tool  
Box bartender Chuck Arnett in 1963, the mural would 
remain miraculously (if fleetingly) intact amidst the rubble 
of the demolished bar more than a decade later. Kelley 
captures a moment of urban transition in which the present 
and the queer past intersect. Today, the site of the former 
Tool Box bar houses a branch of the upscale supermarket  
Whole Foods. [RM]
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H A R M O N Y  H A M M O N D
Hug, 1978
Cloth, wood, acrylic
163 × 74 × 36 cm

Harmony Hammond was a founding member of the women’s 
gallery collective AIR in 1972, and of the magazine Heresies  
in 1976. Though she identified herself as being ‘in love  
with “the lesbian brain”’ well before she came out in 1973, 
not until the late 1970s did the conceptual underpinnings 
of her work become legibly lesbian. In Hug, two ladders, 
slightly smaller than the size of the average woman, lean 
against the wall. Constructed from layers of fabric wound 
around a wooden armature, their volume is chunky, their 
surfaces painterly. The taller ladder, the color of white 
skin, supports the smaller, a black so richly dark it suggests 
leather rather than flesh. This is a lesbian couple, literally 
off the wall, smuggled into the field of Minimal art. [CL]

A series of public controversies and cultural battles erupted in the 
1980s and early 1990s around the politics of sexuality, illness and 
representation. The term ‘sex wars’ was most often linked to the 
debates within second-wave feminism regarding concerns about 
sexual violence and female objectification on the one hand and 
women’s pleasure and sexual freedom on the other. Political and 
ethical conflicts between feminists surfaced within the context  
of the federal government’s increased law enforcement and 
legislation against pornography as well as the limited success of 
radical feminists in legalizing bans on sexually explicit imagery. 
 In 1982, the United States Centers for Disease Control 
published the first report on the ‘gay cancer’ that would later be 
identified as Acquired Immune Deficiency Syndrome (AIDS). In the 
absence of any effective response from the American government, 
AIDS became a national crisis and, ultimately, a global pandemic. 
Gay men in urban centres, along with intravenous drug users and 
prostitutes, were the populations hardest hit in the USA in the  
first decade of the epidemic. Queer artists and activists — many  
of whom were themselves HIV-positive or the friends or lovers of 
those who were — responded with particular ferocity to the AIDS 
crisis through the production of art, agitprop, guerilla street 
theatre and a direct-action protest movement in the form of the 
AIDS Coalition to Unleash Power (ACT UP).
 In the United Kingdom, fears about homosexual ‘recruiting’ 
led to the 1988 passage of Section 28, a conservative political 
measure that prohibited ‘teaching […] in any school of the 
acceptability of homosexuality as a pretended family relationship’. 
Section 28 effectively allowed the Thatcher administration to 
scapegoat gays and lesbians for government budget cuts to schools,  
housing and child care. While the effects of Section 28 were 
unfolding in the UK, the United States witnessed the eruption of its  
own ‘culture wars’ over freedom of expression and federal funding 
to the arts. Works in this section include those by a range of  
queer artists whose images were censored or defunded as a result  
of allegedly obscenity. The 1993 imposition of a decency clause 
(which remains in effect to this day) on the National Endowment 
for the Arts suggests the continuing effects of the culture wars  
on the creation, funding and distribution of contemporary art.

F —  
Sex Wars  

(1980 — 94) 
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N A H U M  B .  ZE N I L
The Visit, 1984 
Mixed media on paper
50 × 35 cm

Drawing on the legacy of Mexican surrealism and, more 
especially, on the self-portraits of Frida Kahlo, Nahum 
B. Zenil typically casts himself as a protagonist in the 
otherworldly scenes he paints. Whether flying half-naked  
over New York City with a winged male companion or 
surfacing as the bride, groom and every other member of a 
seven-person wedding party, the figure of the artist magically 
defies the laws of gravity. Sometimes characterized as 
updated (and radically re-imagined) retablo paintings, Zenil’s 
pictures tend to be modestly scaled and intricately detailed. 
A longtime advocate for gay civil rights, Zenil was one of 
the founders of Semana Cultural Lesbica-Gay, a weekly paper 
devoted to gay culture and awareness. [RM]

U LR I KE  OT T I N G E R
Freak Orlando, 1981
35 mm film 
126 min.

Ulrike Ottinger is best known for some fifteen feminist and 
queer feature films, including Dorian Gray in the Mirror of the  
Yellow Press (1983), Johanna d’Arc of Mongolia (1988) and 
Shanghai (1997). Her body of work, however, is more varied  
in media than her fame as a filmmaker would suggest.  
She was active as a performance artist and as a painter in 
Paris during the 1960s, and throughout her career she has 
made photographs. Whether visual notes, portraits, staged 
film stills or travel records, Ottinger’s photographs lead  
a double life; not only do they often become components  
in her films but they also exist as autonomous images.  
An extravaganza of sets, costumes and oddities, Freak Orlando  
is one of Ottinger’s most important films. With a nod to Tod 
Browning (Freaks) and Virginia Woolf (Orlando), the film 
carries the gender shifting Mr and Mrs Orlando, Orlando 
Capricho and Orlando Orlanda, through worlds of freaks, 
giants, little people, women without bodies, chickens with 
the heads of human infants, and Siamese twins. In the end, 
the freaks turn out to be the normal ones. In this staged 
photograph, two uncertainly sexed figures in black evening 
gowns pull each other’s grey beards. [CL]
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N A N  G O L D I N
Cookie at Tin Pan Alley from the series  
The Ballad of Sexual Dependency, 1983
Colour photograph

Photographer Nan Goldin worked at Tin Pan Alley, near 
Times Square, during the first half of the 1980s. ‘There was 
never another bar like that in New York,’ Goldin said in  
a 2003 interview, ‘a mix of the streets, the sex trade, artists, 
bands like the Clash on tour, and hip Japanese tourists.’ 
Cookie Mueller – the underground actress, writer and 
‘mother of the tribe’ that included David Wojnarowicz and 
Greer Lankton – presided over Tin Pan Alley. She would die 
of AIDS in 1989, the same day that the legendary exhibition 
‘Witnesses: Against Our Vanishing’, curated by Goldin, 
opened at Artists’ Space. It was after she put together the 
photographs that documented her friendship with Mueller, 
Goldin recalls, that she ‘realized photographing couldn’t 
keep people alive’. [CL]

ROT I M I  FA N I - K AYO DE
Ebo Orison from the series  
Black Male White Male, c. 1982
Black and white photograph 

Born in Nigeria to a Yoruba family of considerable religious 
and political status, the photographer Rotimi Fani-Kayode 
fled Nigeria for the United Kingdom as a boy in 1966.  
He lived thereafter in the United States, as well as in London.  
During his short career (he died of AIDS in 1989, aged 
thirty-four) Fani-Kayode saw the world ‘transformed  
by the emergence of the postmodern and the postcolonial’. 
In keeping with the two influential black British cultural 
collectives of the late 1980s to which he belonged – the Black 
Audio Film Collective and Autograph – Fani-Kayode made 
racial, national, spiritual and queer identities visible to 
and inextricable from each other. ‘It is photography – Black, 
African, homosexual photography – which I must use not just 
as an instrument, but as a weapon if I am to resist attacks  
on my integrity and, indeed, my existence on my own terms.’ 
In collaboration with young men such as his lover Alex 
Hirst (died 1994) and the poet Essex Hemphill (died 1995), 
Fani-Kayode transformed his anger and his intelligence into 
beautifully staged tableaux that proclaimed the complexities 
of positioning the self between different cultures.

In this photograph, we see the back of a beautifully 
muscled man, his hair in dreadlocks. He leans forward, holding  
in front of him, upside-down, a Yoruba head, slightly larger 
than human scale. The eyes are closed. The mask, a tired 
metaphor for the closeted Western homosexual, is upended 
into a proclamation of queer diasporic modernity. [CL]
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N I C O L A S  M O U FA R REGE
Banana Pudding, 1983
Needlepoint, glitter, jewellery
30 × 38 cm

Nicolas Moufarrege was best known as a critic, curator  
and champion of the East Village art scene in the early 
1980s. The author of the influential essay ‘Lavender:  
On Homosexuality and Art’, he was also, until his AIDS-
related death in 1985, an inventive visual artist. Fashioned 
from needlepoint, glitter and bits of costume jewellery, 
Banana Pudding delights in the disjunction between word 
and image, between the hand-stitched title phrase at centre 
stage and the sparkly man in a blue toga who dances behind  
the letters. Here, as in many of his needlepoint paintings, 
Moufarrege wove together references to high and low 
culture – to classicism and banana pudding – without 
prioritizing one over the other. [RM]

J UA N  DAV I L A
Art I$ Homosexual, 1983
Oil on canvas
274 × 274 cm

Born in Chile, Juan Davila began living in Australia in the  
late 1970s. At about the same time, he started to apply the 
techniques by which the body is represented in pornography 
to the venerable art-historical tradition of the female nude.  
His aim, said Davila, was to show ‘what has never been 
represented and to [debase] the idea of high art by bringing  
popular materials to it’. By montaging porn, references to 
art history and popular culture, Davila levels the distinction 
between these separate cultural worlds, placing whatever 
he uses within a non-hierarchical field of language and 
knowledge. Art I$ Homosexual can be read on various levels. 
Davila sees art as homosexual because it is feminine, 
nonlinear, fragmented and non-rational. In addition, he views  
both art and homosexuality as a counter to social regulation. 
As Chilean critic Nelly Richard writes, ‘On the one hand,  
art squanders signifiers and perverts a utilitarian economy 
and the instrumentalism of language. […] Homosexuality, 
on the other, subverts masculine and feminine categories,  
it refuses to conform to the model of familial and reproductive  
sexuality.’ In this painting, Davila makes gay representation 
collide with the art market. Two men who are about to kiss 
inhabit a frame of disjunctive visual references. We see the 
images that Davila used as sources painted in black and 
white on the right side of the frame. The men are repeated and 
enlarged in the centre of the painting. One is cubist, with  
a Roy Lichtenstein head; the other has more than a touch  
of Philip Guston. Off to the left, under a map of Australia,  
is a Keith Haring drawing of a man having sex with a dog – 
available, it would seem, for a mere $234. [CL]
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PAT R I C K  A N G U S
Boys Do Fall in Love, 1984
Oil on canvas
122 × 168 cm

Inspired by the example of David Hockney, Patrick  
Angus moved to Hollywood in 1975 to launch his career  
as a painter. In contrast to Hockney, however, Angus 
frequently depicted the commercial sites of gay sex – the 
bathhouses, porn theatres, hustler bars and strip joints  
of Los Angeles and, later, New York. Rejected by both  
the commercial art world and ‘mainstream’ gay culture,  
Angus eventually moved to a welfare hotel in New York  
and gave up trying to exhibit his work publicly. Although  
in the 1980s Hockney purchased five of his paintings  
and he was celebrated by the gay magazine Christopher 
Street, Angus remained impoverished and largely ignored  
by the art world throughout his life. He died as a result  
of AIDS in 1992. Since that time, his paintings have been 
increasingly recognized as audacious representations  
of gay sexual culture in the midst of epidemic loss. [RM]

B H U PEN  K H A K H A R
You Can’t Please All, 1981
Oil on canvas
176 × 176 cm

A critic of Indian nationalism in the 1960s and 1970s, 
Khakhar was fascinated by indigenous Indian popular 
painting as well as by Ambrogio Lorenzetti and other Italian 
primitives. This painting, which Khakhar made to declare 
his homosexuality, bears the marks of these influences.  
A naked, solitary male figure stands calmly on his balcony 
regarding scenes of work in the village below. His act of 
voyeurism records the intricacies of public life in which he 
feels at ease. He leans on the edge of the balcony, making his  
buttocks more prominent and rendering both actual viewer  
and pictorial neighbour complicit in desire. The painting, 
writes critic Geeta Kapur, ‘is a space for this artist’s affective  
existence – for his sexual vagrancy lodged comfortably in 
a householder’s environment without wife and children, his 
amoral provocations interleaved with a self-designation,  
by no means insincere, of a peaceable member of a middle-
class society, well adjusted within public life.’ [CL]
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M A RT H A  F LEM I N G  A N D  LY N E  L A PO I N TE
The Tiger Tamer from La Donna Delinquenta, 1987
Mixed media installation
Corona Theatre, Montreal

Between 1982 and 1987, Martha Fleming and Lyne 
Lapointe began a romantic and creative collaboration 
during which they produced insurrectional site-specific 
installations in abandoned buildings in Montreal. La Donna  
Delinquenta was created in the Corona, a derelict vaudeville 
theatre in a working-class district of the city. The title refers 
to Cesare Lombroso’s 1893 book The Female Offender,  
a foundational criminological text that linked the categories  
of prostitute, immigrant, pauper and pervert in order to 
police urban populations and to identify future thieves and  
murderers. (Lesbians, though never named as such, were  
also snared in the capacious net of Lombroso’s suspicions.) 
 With a hired production team, Fleming and Lapointe 
began the project in the dead of Montreal winter. They 
ripped up piss-soaked carpets and shovelled dirt to weave 
together the material space of a public theatre and the 
psychic space of memory. The artists were particularly 
interested in offering an intimate arena for longing and for  
fantasy, echoing the original role of the Corona. Their subtle 
interventions into the site, a hybrid of theatre and the visual  
arts, involved the creation of nineteenth-century special 
effects and large-scale backdrop paintings. They returned  
vaudeville and spectacle to the Corona, offering spontaneous  
performances on the stage and in front of the paintings. 
Here, amidst rotting walls, hangs a floor-to-ceiling painting 
of two circus staples, a woman and a tiger, wrestling in  
an uneasy, oddly erotic embrace. The image refers to 
both circus and theatre as havens for deviants and spaces 
of freedom. [CL]

M A RT I N  W O N G
The Annunciation According to Mikey Pinero  
(Cupcake and Paco), 1984 
Acrylic on canvas
122 × 183 cm

Mikey Pinero, a poet and performer in New York’s Lower 
East Side, was a close friend and collaborator of the painter 
Martin Wong, who chronicled the neighbourhood. Though 
Wong had already used text in his work in the 1970s, his 
friendship with Pinero provoked a more visual incorporation 
of words to parallel the shifts and turns of Pinero’s voice.  
In this painting, Wong takes a scene from one of Pinero’s 
plays and relocates it within the pictorial conventions  
of Christianity. In Wong’s version, the annunciation  
is a transaction between two prisoners. Paco, kneeling, 
tries to seduce the newly arrived Cupcake, who replies, 
‘Leave me alone! I’m not a fag.’ Pinero’s writings tended 
to be harsh on queers, but Wong has resituated his source 
material to convey an ambiguous and intensely homoerotic 
prison scene, paying explicit homage to Jean Genet, author 
of Miracle of the Rose (1946), by adding the graffiti of a rose 
on the wall of the prison cell. [CL]
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K I S S  A N D  TE L L  
( S U S A N  S TE WA RT,  PE R S I M M O N  B L AC K B R I D G E ,  
L I Z A R D  J O N E S )
Drawing the Line (detail), 1988
Interactive photograph installation
Dimensions variable

Shown sixteen times in fifteen cities between 1988 and 
1994, ‘Drawing the Line’ consisted of a group of sexually  
explicit photographs that progressed from the tender to the 
hardcore, from kissing and nibbling to whipping, bondage 
and simulated rape. The same two women served as models 
for all the fantasies depicted in the photographs. Kiss and 
Tell, the lesbian collective that created the piece, invited 
female viewers to write their reactions directly on the walls 
and over the photographs, which were protected by glass. 
Men were encouraged to use a ‘men’s book’. The scrawled 
comments revealed that viewers often interpreted the work  
as realistic, ignoring the fact that the fantasies depicted  
were contradictory and that the images were transparently 
staged. Some women were clearly aroused; others were 
furious. Drawing the Line comprised both the original 
photographs and the viewers’ commentaries, a conceptual 
strategy that made the divided and emotional response to 
images part of the process of developing explicit sexual 
representation made by and for lesbians. [CL]

YA S U M A S A  M O R I M U R A
Double Marcel, 1988
Colour photograph

Yasumasa Morimura restages aspects of the Western visual 
tradition by photographing himself posing as figures in 
iconic works. In this picture, he appropriates Man Ray’s 
portrait of Marcel Duchamp as his female alter-ego Rrose 
Selavy. In this way, Morimura underscores Duchamp’s 
curious centrality as a seductive, gender-ambiguous, dandy-
esque figure in the European avant-garde. By including 
both a pair of female hands, as in the pose of the original 
Rrose, and his own darker hands, Morimura undercuts the 
belief that drag is a simple gender reversal, that Rrose /
eros represents desire between the sexes, and that whiteness 
is an unmarked racial category. [CL]
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F R A N K  ‘ T I C O ’  H E R RER A
Protest against the cancellation of a Robert  
Mapplethorpe exhibition at Corcoran Gallery of Art,  
Washington, DC, 1989
Black and white photograph

In June of 1989, the Corcoran Gallery of Art cancelled 
‘The Perfect Moment’, a full-scale retrospective of Robert 
Mapplethorpe’s photographs that was due to open less than 
three weeks later. The public controversy that ensued fuelled 
the ‘culture wars’ over federal funding, homoerotic art and 
the limits of creative freedom. A protest rally held outside the  
museum on the evening of 30 June 1989 (the night before 
‘The Perfect Moment’ was to have opened) marked a key 
moment in the political reclamation of Mapplethorpe and 
his work. During the protest, several Mapplethorpe pictures, 
including a 1979 photograph of a threadbare American flag 
and a 1980 Self-Portrait, were projected onto the building. 
Mapplethorpe’s work thus appeared, in radically oversized 
format, on the exterior of the very institution to which it had 
been denied access. To draw out the irony, the photographs 
were projected near the main entrance to the Corcoran, 
whose stone lintel bears the inscription ‘DEDICATED TO 
ART’. The protestors indicted the Corcoran’s decision to 
cancel ‘The Perfect Moment’ by ironically simulating the 
museum’s official function – the public display of art. [RM]

KE I T H  H A R I N G
Once Upon a Time, 1989
Enamel on wall
3.5 × 2.5 × 7.5 m

Beginning in 1980, Keith Haring made illicit chalk drawings  
on the blank panels of unsold advertising space in New York  
City subway stations. His signature style – silhouetted figures  
of barking dogs, radiant babies and exuberant characters 
– soon became familiar to New York City commuters. By 
the middle of the 1980s, he had been discovered by the art 
world, opened his Pop Shop in Soho and become one of the 
most famous – and well remunerated – ‘graffiti’ artists of 
his day. To commemorate the twentieth anniversary of the 
Stonewall riots in 1989, Haring created an orgiastic mural 
for the men’s room of the Lesbian and Gay Community 
Services Center. A popular attraction to the Center, the 
men’s room has since been repurposed as a meeting room 
for use by community members of all genders. [RM]
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M A R K  C H E STE R
ROBERT (ks lesions with hard dick and superman spandex) from 
the series Diary of a Thought Criminal, 1989 – 90
6 black and white photographs

From the early 1980s, Mark Chester participated in and 
documented the San Francisco leather scene, working in  
the legendary South of Market district until it was gentrified 
into oblivion. Most of Chester’s photographs are stark, 
deeply shadowed black and white, classical in their 
arrangements of harnesses, boots, whips and leather masks 
and, of course, bodies. His photographs, Chester points 
out, are not just sex photos but ‘pools at midnight reflecting 
waves made up of the moments of my life overflowing with 
unbearable quantities of love, sex and grief’. The fetishes  
in ROBERT (ks lesions with hard dick and superman spandex) 
do not, however, include leather and bondage equipment,  
but rather the eroticized signs of a man displaying and 
resisting his status as a person with AIDS. Robert Chesley’s 
penis hangs out of his spandex Superman pants, and as he 
dons the top of his outfit, we can see that his torso is covered 
with Kaposi’s Sarcoma lesions. Chesley regularly modelled  
for his friend and would die in 1990. [CL]

J E RO ME  C A J A
The Birth of Venus in Cleveland, 1988
Nail polish on plastic tip tray
15 × 10 × 1.5 cm

Jerome Caja was a performance artist and a producer  
of small-scale paintings and assemblages. Though hardly 
documentary in nature, his work deals with a number  
of aspects from contemporary queer life, often with wit 
and cutting humour. Much of his art employs scrappy 
materials and untraditional pigments, such as mascara, 
to achieve a roughly hewn, campy aesthetic. The Birth of 
Venus in Cleveland, which shows the titular goddess as a 
stoic suburban transsexual, was made with nail polish and 
correction fluid. [RM]



1 6 4 1 65

M O N I C A  M A J O L I
Untitled, 1990
Oil on board
366 × 366 cm

Monica Majoli, whose meticulous paintings reconstruct  
the luminous glow of Renaissance devotional icons, composed 
this tableau from the account of an S / M scene given by  
a gay male friend, an event in which she could never have 
participated. She delights in a sense of the taboo, through the 
filter of her own masochistic lesbian desires. By softening  
the skin and musculature of these ‘male’ bodies, Majoli places 
herself, across gender, in alliance with the central figure. [CL]

DAV I D  W O J N A RO W I CZ
Untitled from the Sex Series  
(for Marion Scemama), 1988 – 89
Photomontage
79 × 87 cm

From 1988 to 1989 David Wojnarowicz created a set of eight 
photomontages that he called the Sex Series. In each work, 
pornographic images printed in negative are set within  
larger photographic fields, also in negative. While the porn 
shots present couples in close-up detail, the background 
images offer expansive sweeps of land, sea and sky. Inset 
images are commonly used in road maps or anatomical 
diagrams to magnify otherwise illegible or insufficiently 
detailed fragments of the larger field. Perhaps the circular 
insets in Wojnarowicz’s series fulfil a similar function, serving 
as apertures that magnify otherwise unseen or submerged 
erotics taking place within the city. In these photomontages, 
the force of sexuality disorients both the viewer and the 
visual field, erupting into and undoing our relation to the 
larger environment. The primary mappings never set us 
securely on the ground; we are descending from the skies or 
in the midst of the sea, high over the Brooklyn Bridge or half 
a storey above the earth. Perhaps the inset porn shots figure 
another – more symbolic – sort of falling or groundlessness:  
a loss, in the face of desire, of the spatial and psychic 
guideposts that might otherwise situate us. [RM]
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A N N  M E RED I T H
AIDS JUDGMENT HAS COME  
(billboard, Slidell, Louisiana), 1989
Black and white photograph  

Over her thirty-year career as a video-maker and documentary  
photographer, Ann Meredith documented incarnations  
of and changes in lesbian / feminist / queer identity and  
the status of women. Her subjects include women in non-
traditional jobs, such as rodeo girls, drag kings and military 
women, as well as lesbians and their dogs, homeless women 
and women with HIV/AIDS. Through the representation  
of marginalized or invisible groups, she offers sympathetic, 
informed, respectful images of women’s survival and 
strength. At the same time, Meredith could not meet her 
artistic commitments without confronting the forces that 
marginalize those groups. The tattered but vicious billboard 
in this photograph is an indelible record of the zealous 
homophobia of the Christian right that was a fact of life for 
people with AIDS in the late 1980s and after, particularly  
in America’s Bible Belt. [CL]

M A S A M I  TE R AO K A
Tale of a Thousand Condoms/Geisha and Skeleton, 1989
Watercolour on canvas
334 × 210 cm

Masami Teraoka moved to Los Angeles from Japan in 1961 
to study visual art. His paintings of the late 1960s and 1970s 
pivoted on the collision of Japanese and American cultures. 
Using watercolour to translate the flat pigments of late-Edo 
woodblock imagery, he produced parodic paintings such 
as McDonald’s Hamburgers Invading Japan / Self-Portrait 
(1974) and Flavors Invading Japan / French Vanilla IV (1979). 
Teraoka was one of the first heterosexual, HIV-negative 
artists to represent AIDS as a global pandemic that would 
affect everyone. ‘I thought it was important to remind 
people that gender, race and sexual preference are not 
the issue,’ he said. ‘AIDS is a health issue, and everyone 
deserves to be treated equally as a patient.’ The paintings  
in Teraoka’s AIDS series weave condoms into the texture  
of the composition, representing the transmission of AIDS 
as a matter of unprotected sexual acts rather than the 
outcome of sexual identity. The geisha in this dramatically 
scaled watercolour wears a traditional kimono and opens 
a packet of condoms. She converses with a skeleton who 
evidently used to be one of her customers. ‘I felt bad on 
the train because everybody was afraid of me,’ says the 
skeleton. ‘You must have felt so awkward,’ she replies. [CL]

J O H N  D U G DA LE
Life’s Evening Hour, 1993
Cyanotype photograph

For John Dugdale, the early history of photography provides 
a renewable resource for creative practice. In the early 
1990s, in the midst of a successful career as a commercial 
photographer, Dugdale lost almost all of his vision as a  
result of an AIDS-related disorder called CMV retinitis.  
He determined to continue making photographs, though with 
necessarily different means and intentions. Using a vintage 
large-format camera and a nineteenth-century method  
of photographic printing requiring iron salts and natural 
sunlight as a developing agent, Dugdale produced cyanotype  
prints of still lifes, nudes and landscapes. In this self-portrait, 
the artist appears before the gravestone of one of the inventors  
of photography, William Henry Fox Talbot. The photograph 
acknowledges mortality while asserting ongoing creative 
activity. It reaches back into the historical past to suffuse the 
present in a different light: a queer key of blue. [RM]
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S U N I L  G U PTA
Untitled 4 from the series  
'Pretended' Family Relationships, 1989 
Colour photograph, text on paper, 
Black and white photograph
91 × 61 cm

Artist, writer, activist and curator Sunil Gupta has lived in 
northern India, London, Montreal and the eastern United 
States. His work generally juxtaposes incommensurate 
elements in diptychs or triptychs, suggesting his nomadic 
dislocation as well as his process of making work from an 
accumulation of disparate images. The series ‘Pretended’ 
Family Relationships was made in response to Britain’s 
passing of Section 28 in 1988. The law explicitly forbade 
government funding of affirmative queer relations, 
describing them as ‘pretended families’. Each instance  
of a ‘pretended’ relationship consists of a portrait of a 
couple (some interracial, some casual partners), a short, 
poetic text panel, and a black and white image of one of  
the widespread protests against Section 28. [CL]

G RO U P  M ATER I A L
AIDS Timeline, 1989
Installation with various printed materials
Dimensions variable
Collection, Berkeley Art Museum  
at the University of California

AIDS Timeline, a mixed-media installation by the artist 
collective Group Material, reconstructs the history of 
AIDS as embedded within a web of cultural and political 
relations, primary among them the federal government’s 
response to the syndrome. The collective called upon a 
variety of art objects, as well as cultural artefacts, including 
images and texts from the popular media, the government 
and grassroots political activists, to create a chronology 
of the syndrome. Using this breadth of representational 
materials, the timeline suggests that AIDS was constructed 
through a bio-medical discourse of infection, incubation 
and transmission, as well as through a cultural vocabulary 
of innocence and guilt, dominance and deviance, threat 
and threatened, self and other. [RM]
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C A N DYA S S  (C A RY  LE I B O W I T Z ) 
Carnival, 1991
Installation with various materials
Dimensions variable

Whiner, satirist, self-loathing Jew, neurotic homosexual,  
über-gadfly, queen of the deadpan quip: Cary Liebowitz 
does not accommodate himself to the crass pretensions  
of the art world. He is, rather, a connoisseur of schlock and  
the outsourced multiple: mugs, caps, cushions, pennants  
and trash cans. As in his choice of nicknames, Leibowitz /  
Candyass opts for a nonchalantly queer and hilariously 
self-deprecating tone. ‘I am a selfish and miserable person,’ 
reads one painting scrawled in loopy blue calligraphy on an 
unfortunate shade of pink and hanging in the centre of this 
installation – a room that looks like the salon of a friendless, 
sissy boy. The ‘depression pennants’ read ‘Life Sucks’,  
‘Go Losers’ and ‘Drop Dead’. But Candyass’s sentiments 
are often trenchantly pragmatic: ‘There are two things  
I need to watch for the rest of my life’, reads the rug on  
the floor: ‘my weight and my racism.’ [CL]

F É L I X  G O N Z Á LEZ-TO R RE S
“Untitled” (Billboard), 1992
Photograph on Billboard
Dimensions variable

Commissioned by the Museum of Modern Art, New York, 
for its exhibition ‘Projects 34: Felix González-Torres’, the 
artist’s bed billboards depict a space of comfort – but also  
of bodily absence and longing – within the commercial 
sphere. The near monochrome image, entirely devoid of text, 
offers a bed that bears the impression but not the physical 
presence of two reclining bodies. González-Torres placed 
the billboard at twenty-five sites throughout Manhattan, 
Brooklyn, Queens and the Bronx, only one of which (the 
Projects gallery at MoMA) was indoors. 
 In MoMA’s exhibition brochure we read that González-
Torres lost his lover, Ross Laycock, to AIDS in 1991 
and that this project might therefore be seen as a kind of 
individual memorial or tribute to an absent partner. Once 
offered, this biographical information becomes inextricable 
from any experience of the work’s meaning. Yet in its 
wilful ambiguity and open appeal to fantasy, the billboard 
cannot be confined to a specific message about the epidemic 
or to any single act of memorialization. Rather than 
reconstituting an individual lover (or, for that matter, the 
self) as the pictorial subject of commemoration and pathos, 
these billboards figure the trace of bodies that have, as it 
were, disappeared before our very eyes. [RM]
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DEBO R A H  K A S S
Double Double Yentl (My Elvis), 1992
Silk-screen ink and acrylic on canvas
2 parts
Each 183 × 183 cm

Double Double Yentl (My Elvis) is one of the first works from 
Deborah Kass’s Warhol Project, a two-decade attempt to 
reconcile her admiration for and pleasure in Warhol’s work 
with her distinctly feminist, Jewish, lesbian critique of his 
omissions. Kass sources her works in what she describes as 
Warhol’s ‘preloaded’ imagery, painstakingly reconstructing 
particular paintings in order to insert figures that expose 
Warhol’s assumptions about celebrity, femininity, gender and 
ethnicity. Barbra Streisand, the self-made singer-actress who 
became not merely the most powerful woman in Hollywood 
but also a compelling political activist, is Kass’s answer to 
Warhol’s obsession with Jackie Onassis. This image from 
Kass’s Jewish Jackie series re-imagines Warhol’s Double Elvis 
as two nearly but not quite identical Barbras in Yeshiva  
boy drag. The repetition not only suggests the possibility  
of desire between the two figures but represents an early 
queer reading of Warhol’s ‘original’ by recognizing his erotic 
desire for his celebrity males. [CL]

N I C O L A  T Y S O N
Song, 1995
Oil on linen
142 × 127 cm

Trial Balloon, meaning information sent out to observe  
the reaction of an audience, applies not only to the name of 
the women-only gallery that Tyson founded and directed 
for three years in lower Manhattan in the early 1990s but 
also to her own work as a painter. Tyson’s nominally cheerful 
surrealist paintings, composed of flat fields of colour, subject 
the human form to a series of biological transformations.  
At the centre of this painting is an orifice (a vagina? an anus?).  
The figure backed into a perspectival corner is surrounded by 
two others. Or perhaps it is just one androgynous, ageless, 
distorted figure. From its mouth issue two tongues, or penises, 
or jets of vomit. The unstable border between abstraction and 
figuration in Tyson’s paintings produces a representation  
of giddy sexualization. [CL]

CA R R I E  M OYER
The Pussy Eater, 1994
Acrylic on wood panel
30 × 23 cm

When Carrie Moyer moved from abstract painting to ‘lesbian  
activist propaganda’ around 1989, the United States was  
in the thick of the ‘gay gene’ debate. Amused that emphasis  
was being placed on locating the origins of homosexuality 
rather than just accepting it, Moyer revisited childhood to 
parody the heterosexual’s worst nightmare – the queer child.  
Moyer often uses the figure of a little lesbian predator, 
instructed in deviancy by her mother, a precocious ‘man- 
hater’. In The Pussy Eater, a little white girl stares bleary-eyed  
from the painting, her mouth smeared with, presumably,  
the menstrual blood of an older woman. When straight people  
saw Moyer’s work, however, they would ask her whether  
she had been an incest victim, abandoning any knowledge 
of painting as a fiction to read the work autobiographically. 
Perhaps because of such misinterpretations, Moyer 
eventually moved on to more coded abstractions. [CL]



1 74 1 75

F RE D  W I L S O N
An Invisible Life: A View into the World  
of a 120 Year Old Man, 1993
Installation with various materials
Dimensions variable

Since the late 1980s, Fred Wilson has, as the title of one  
of his best-known works put it, ‘mined the museum’ to 
explore the links between aesthetics and politics. He recovers 
objects buried in archives and storage facilities to rattle 
the stability of neutral cultural presentation. This San 
Francisco installation was set within a historic Victorian 
house on upscale Nob Hill. Within the domestic interior, 
the artist placed artefacts that suggested the inhabitant 
was an upper-class African-American man of distinct 
homosexual leanings. Portraits of James Baldwin, Gertrude 
Stein and Antinous (the lover of the emperor Hadrian) are 
among the objects that populate this ‘invisible life’. [CL]

DA N I E L  G O L D STE I N
Icarian II/Incline, 1993
Leather, sweat, wood, copper, felt, Plexiglas
73 × 37 × 6 cm

At once a relic, a shroud and a skin, Daniel Goldstein’s 
Icarian II/Incline embodies the gay past in a unique 
fashion. The leather surface of the sculpture was formerly 
the cover for a bench press at the Muscle System, a popular, 
predominantly gay gym in San Francisco during the 1980s 
and 1990s. When the gym refurbished its work-out equipment 
in the early 1990s, Goldstein asked if he could have the 
time-worn bench covers that were about to be thrown away. 
For each leather hide, the artist constructed a reliquary case 
of wood, copper, felt and Plexiglas. By preserving these sweat-
stained surfaces, Goldstein memorializes a community of 
gym patrons and work-out buddies that was nearly wiped 
out by the AIDS crisis. The mythological title of the series, 
Icarian, is also the name of the manufacturer that produced 
the weight-lifting equipment. [RM]

BO B  F L A N AGA N
Bob on Scaffold, 1989
Performance 

‘Because it’s in my nature; because it’s against nature; 
because it’s nasty; because it’s fun; because it flies in the face  
of all that’s normal.’ So wrote poet and performance artist 
Bob Flanagan in ‘Why’, his defiant manifesto on his career  
as a ‘super masochist’. Flanagan was a central figure  
in Los Angeles’s S / M and underground club scene of the  
1980s. In this event at the Threshold Club in Los Angeles,  
he demonstrates a DIY contraption for pain and pleasure 
made of two-by-four timber, gym equipment and rope. 
Within the frame of this scaffold, Flanagan lies bound, his 
nipples, penis and scrotum covered with metal clamps and 
clothes pegs. Like all Flanagan’s collaborations with his 
partner and dominatrix Sheree Rose, this performance was 
accompanied by his banter: practical, improvizational, 
forthright and hilarious. The audience included not only 
artists but also a cross section of S / M aficionados from 
various occupations and classes. [CL]
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H U N TER  R E Y N O L D S
Patina du Prey’s Love Dress, 1993
Ink on fabric
150 × 150 × 200 cm

Hunter Reynolds’s mythopoetic drag persona, Patina du Prey, 
stands on a rotating platform wearing her love dress, a ball 
gown designed specifically for Reynolds’ male and resolutely 
hairy body. Written across the fabric are thousands of the 
artist’s own diary texts and love stories. There have been 
eight Patina du Prey dresses, beginning with the Memorial 
Dress (1993–2007), which featured the names of twenty-five 
thousand people who had died of AIDS. While wearing it, 
Reynolds invited viewers to write in a guest book the names  
of those they wished added to the next edition of the work. 
Patina du Prey is a living, breathing memento mori, a healer  
of grief. When performing in the gallery, she opens the space  
to the potential for catharsis. When she strolls the streets,  
she is an eloquent reproach to those who consider drag either 
frivolous or anti-feminist. [CL]

ZOE  LEO N A R D
Untitled, 1992
Installation with photographs
Neu Galerie, Documenta 9, Kassel, Germany

An out lesbian whose work was included in a premier 
exhibition of contemporary art, Zoe Leonard chose to  
use four rooms at the Neue Galerie in Kassel, Germany,  
for her contribution to Documenta 9 in 1992. In an eloquent 
but simple gesture, she pinned unframed, crudely printed 
black and white beaver shots roughly equidistant between 
seventeenth- and eighteenth-century portraits of women.  
If such paintings are arguably renderings of the property of 
men, Leonard crudely, and hilariously, exposes the vagina  
as currency. At the same time, the beavers belong to 
Leonard’s friends, and the photographs represent her own  
desire. ‘They’re totally erotic images for me,’ Leonard 
has said, ‘as well as a real mirror […] of what the viewer’s 
relationship is to female genitals.’ [CL]
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C H A R LE S  R AY
Oh! Charley, Charley, Charley…, 1992
Various materials
183 × 457 × 157 cm

In a 1995 Charles Ray reflected that he was ‘in search of  
a sensation located somewhere between the genitals and the 
head, […] juvenile but also sublime’. Oh! Charley, Charley, 
Charley… is comprised of eight very pink, entirely naked,  
life-size mannequins of the artist, arranged in a circle  
so as to suggest an orgy. The ‘other’ that feeds the artist 
in the narcissism of his own desire is the artist himself. 
Thus Ray’s literalization of the glories of his masturbatory 
fantasies takes heterosexual autoeroticism and queers it.  
If homosexuality is conventionally pathologized as a 
sexuality that refuses to grow up and enter the adult world  
of sexual difference, Oh! Charley, Charley, Charley…  
is a hilarious rebuttal of that theory. [CL]

RO BERT  G O BER
Untitled, 1991
Beeswax, pigment, human hair
61 × 40 × 31 cm

In whatever medium he chooses to use, Robert Gober 
restores sentiment to minimalist art. The sinks, urinals, 
doors and torsos that he has repeated, with variations, again 
and again, are quietly elegiac. This untitled torso – legless, 
armless and headless – sits propped in a corner. The weight 
it does not possess appears to have caused it to melt into 
the floor upon which it sits. As a human torso, the object is 
life-sized. As a paper bag, which the work suggests through 
its colour and the crumpling of its surface, it is dramatically 
over-scaled. A space of uncertainty frames and complicates 
the gender split that divides the torso vertically: hairless  
skin, a breast and a prominent nipple on the left side; hair, 
a hint of more muscle and a flat chest on the right. In this 
work, as in Gober’s larger series of body-part sculptures,  
all of which call attention to the architecture in which 
they are positioned, the artist manages to eroticize and  
to make vulnerable the human body. [CL]

J O S É  LEO N I L S O N
34 with Scars, 1991
Synthetic polymer paint, embroidery thread  
and plastic tacks on voile
41 × 31 cm
Collection, the Museum of Modern Art, New York

In 34 with Scars, the Brazilian artist José Leonilson 
fashioned a self-portrait on the threshold of invisibility. 
Using black thread, he embroidered the edges of a 
rectangular piece of white cotton voile. Inside this black 
and white border appear only three small forms: two 
stitched and painted ‘scars’ and the number 34, the age  
of the artist at the time. Already ailing as a result of AIDS, 
Leonilson died less than two years later. One of the artist’s 
last completed works, 34 with Scars has come to be seen, 
perhaps inevitably, as a response to mortality. According  
to Colombian critic José Roca, ‘Leonilson’s work,  
which had always been precarious in character, became 
even more stripped down, ethereal and dematerialized,  
a metaphor for his own condition.’ [RM]
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D E BO R A H  B R I G H T
Dream Girls, 1989 – 90
Photomontage
41 × 51 cm

Made at the height of the ‘culture wars’ – high-profile 
political battles over creative freedom in the United States – 
Deborah Bright’s Dream Girls reclaims the classic Hollywood 
cinema that feminist theory had condemned as synonymous 
with the heterosexual ‘male gaze’. Using film stills purchased 
at a second-hand shop, Bright photomontaged her butch 
persona into selected Hollywood demonstrations of (hetero)
sexual difference. At once impish and intellectually rigorous, 
Bright’s interventions not only overturn normative economies 
of heterosexual desire with the erotic charge of butch/femme 
gendering but also expose representations of heterosexual 
gendering as in and of themselves a form of high camp.  
In this example, Bright whips out a lighter to ignite Audrey 
Hepburn’s cigarette in Breakfast at Tiffany’s, skilfully 
beating the male suitor to the punch. [CL]

H I L L A RY  LEO N E  A N D  J E N N I F E R  M AC D O N A L D
Double Foolscap, 1994 
Installation with various materials
Dimensions variable

In Double Foolscap, hundreds of sheets of textured paper 
wrap around the walls of the gallery to form a monumental 
grid of contrasting monochromes. Over the course of a 
year, the artists – Hillary Leone and Jennifer MacDonald 
– shredded, boiled, soaked, pulped and pressed their 
wardrobes into sheets of paper. The clothing that once 
belonged to each woman has been refashioned into a 
collaborative artwork. At the time the work was made, the 
artists shared more than their clothing: they were lovers 
and life partners. Double Foolscap literally opens the artists’ 
private ‘closet’ to public view while also suggesting that 
secret stories and half-hidden forms of visibility are part  
of the very fabric of intimate partnership. [RM]
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RO BERT  B L A N C H O N
Untitled (Benjamin Franklin), 1992 – 94
Framed black and white photograph 
36 × 32 cm

Robert Blanchon was a conceptual artist whose work 
absorbed and redeployed tropes of gay life such as hankies, 
stains, want ads and sympathy cards for those who had died 
of AIDS (as Blanchon himself would in 1999). He turned  
a merciless eye upon the ways in which public space both 
represses and solicits a homosexual imaginary. In a series  
of images that queer public monuments, Blanchon eroticizes 
apparently innocuous monumental sculptures by focusing  
on certain details – an intersection of torso and bicep outside 
the Federal Reserve Building in New York, or the capacious 
butt of the rhinoceros outside the New York customs house. 
In this image, Blanchon positioned himself directly below 
American icon Benjamin Franklin to zoom in, under the skirt 
of his eighteenth-century jacket, upon a bulging crotch. [CL]

V I R G I L  M A RT I
For Oscar Wilde, 1995
Installation with live sunflowers, ceramic plaque,  
silk lilies, hand-printed wallpapers, cotton velveteen,  
wood mouldings, iron bed
Eastern State Penitentiary, Philadelphia
Cell 269 × 244 × 549 cm

The Philadelphia-based artist Virgil Marti creates sculptural 
objects and installations that question the boundaries 
between art and interior decoration as well as the hierarchies 
of taste, class and gender that organize both private and 
public space. In 1995, he created a site-specific work at the 
Eastern State Penitentiary, a former prison now preserved  
as a historical monument in Philadelphia. Titled For Oscar 
Wilde, the installation is dedicated to the flamboyant late 
nineteenth-century writer and marks, more specifically, the 
hundredth anniversary of Wilde’s imprisonment on charges 
of ‘gross indecency’. The hand-printed wallpaper that  
Marti used for decorating the interior of the cell is based on 
William Morris’s designs, which would have been more or less 
contemporaneous with Wilde’s imprisonment. Wilde was 
sentenced to two years’ hard labour at Pentonville, a prison 
whose architectural design (with five wings radiating from  
a central surveillance station) was based in part on the model 
of Eastern State Penitentiary. [RM]

G LEN N  L I G O N
A Feast of Scraps (detail), 1994
Photographs and collage in photo albums
Dimensions variable

In A Feast of Scraps, Ligon inserts pornographic photographs  
of black men, complete with self-invented captions (‘Mother  
knew’, ‘I fell out’, ‘It’s a process’) into albums of family 
snapshots, some of which depict Ligon’s own family. In these 
albums, unbidden erotic fantasies and sexual stereotypes of  
black men suddenly, and spectacularly, take their place beside 
vacation snapshots, graduation photographs, wedding  
showers, birthday celebrations and church baptisms. 
 A Feast of Scraps renders visible that which must be kept  
hidden, left unspoken, or otherwise repressed within traditional  
records of domestic and familial life. As Ligon wrote in 1995,  
‘The 1970s were the decade when I discovered that I was 
sexually attracted to men. I had albums full of family pictures  
from that period, pictures of male cousins and me as 
adolescents. These pictures record our unkempt afros, flowery 
polyester shirts, and pressed blue jeans, but they do not record  
my desire for my cousins. The photos of black men in Gay 
Treasures [a porn shop in Greenwich Village] are the photos 
left out of my family albums, and when I look at them I see my 
cousins’ faces and bodies and I remember my desire.’ [RM]
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L S D
Es-cultura Lesbiana, 1994
Black and white photograph

LSD and Radical Gay, both formed in 1993, were the first 
queer activist/artists groups in post-Franco Spain. LSD 
usually stood for Lesbianas Sin Duda (Lesbians Without a 
Doubt). It also, if the occasion demanded, meant Lesbianas 
Sudando Deseo (Lesbians Sweating Desire), Lesbianas Sin 
Desodorante (Lesbians Without Deodorant) and many other 
permutations. Based mainly in the working-class Lavapies 
quarter of Madrid, LSD was a loose collective of lesbian 
artists, writers and activists who played with the idea of 
lesbian culture, historical and contemporary. The group  
published three issues of the zine Non Grata – in 1994, 1995  
and 1997 – and mounted exhibitions in alternative galleries 
and bars. This photograph, the title of which plays with 
various meanings – ‘Is Culture Lesbian?’ and ‘Lesbian 
Sculpture’ – was part of Non Grata’s most controversial issue.  
LSD made such images in order to represent themselves 
rather than submitting themselves to being represented  
by others. [CL]

F I E R CE  P U S S Y
I AM A lezzie butch pervert girlfriend bulldagger 
sister dyke AND PROUD!, 1994/2008
Photocopy on paper

Wheat-pasted to a wall outside the artist’s-book emporium 
Printed Matter in New York City in 2008, this image reprises 
an early 1990s explosion of dyke activism, when a shifting 
cadre of quick-thinking young queers posted their comments 
around the city. Active between 1991 and 1995, the collective 
fierce pussy brought a defiantly lesbian presence to the queer 
resistance sparked by the AIDS epidemic. They capitalized 
upon the zine aesthetic of the 1990s, churning out down- 
and-dirty, low-tech, trenchant and infinitely reproducible 
posters. (Indeed, the fact that the photograph in this book has 
been captured from a Flickr photostream demonstrates fierce 
pussy’s success at viral distribution.) Fierce pussy’s graphics 
made the ACT UP posters developed in the 1980s look 
positively commercial in comparison. ‘You’re too fucking 
straight to walk these streets,’ one poster baited. [CL]

J U D I E  B A M BER
Untitled I, 1994
Oil on wood
16.5 × 5 cm

During the late 1980s, Judie Bamber’s minutely detailed 
realist paintings depicted small objects sitting abjectly in  
the middle of large fields of colour. Shortly before coming 
out as a lesbian, Bamber made three small paintings based 
on photographs of the genitalia of her friends. Bamber is 
hardly the first lesbian artist to choose this subject matter, 
but these paintings are important in their witty positioning  
of the vaginal opening and labia to suggest a phallus and, 
even more importantly, in their lascivious, micro-realist use 
of paint to represent a membrane of desire. [CL]
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P I E R RE  E T  G I L LE S  
( P I E R RE  C O M M OY  A N D  G I L LE S  B L A N C H A R D)
Casanova (Enzo Junior), 1995
Colour photograph

Pierre et Gilles became romantic and creative partners in  
1977, beginning their prolific celebrity careers with advertising  
illustrations as well as photography for publications such  
as Gai Pied and Aktivist. Their division of labour remains 
constant: Pierre photographs, Gilles reworks the image  
with paint. In their portraits – characterized by delirious 
ornamentation and hyperbolic fluff – porn stars, transvestites,  
drag queens, actors, musicians and celebrities are mythologized 
through excessive hairstyles, makeup and costumes. Other 
sitters enact familiar tropes of gay culture: sailors, the 
brawny gardener, Saint Sebastian, and David and Jonathan. 
Celebrities such as Nina Hagen and Franck portray Jesus and 
Mary, while the artist Christian Boltanski poses as Saint 
Vincent de Paul, and Naomi Campbell plays the goddess 
Diana. In this image, the thief of female virtue whose name 
is synonymous with illicit pleasures stands naked. He admires 
his equipment in the mirror amidst the doubled glitter of 
beaded drapery and candlelight. Women are unnecessary  
to his homosocial universe; Casanova renounces them  
in order to seduce himself. [CL]

Within the art world, these years witnessed a complex  
dialogue between the affirmation of difference on the one hand  
and the disavowal of identity-based categories on the other.  
This dialogue informed a number of influential art exhibitions, 
including ‘Oh Girl, It’s a Boy’ at the Kunstverein München (1994),  
‘In a Different Light’ at the Berkeley Art Museum (1995), ‘Rrose  
is a Rrose is a Rrose: Gender Performance in Photography’ at  
the Guggenheim Museum in New York (1997), ‘The Eighth Square’  
at Museum Ludwig in Cologne (2006) and ‘Just Different’ at the 
Cobra Museum in Amstelveen (2008). The very title of a 2006  
New York gallery exhibition, ‘The Name of This Show Is Not  
Gay Art Now’, bespeaks the ongoing tensions between sexual 
affirmation and refusal within the production and display of 
contemporary art.
 Many sexually dissident artists hesitate to identify as gay, 
lesbian or queer for fear that it might limit the visibility of  
their work or the progress of their careers. Others have taken  
up queer as a subject position more expansive than either gay or 
lesbian, one that can accommodate heterosexual artists dealing 
with radical sexual perversity, for example, or transgender and 
bisexual artists, or those who are sexually questioning, undecided  
or experimenting with alternate genders. Still others have 
embraced ‘queer’ in the process of opening up virtual networks  
of expression and exhibition and formulating new cultural and 
aesthetic alliances. 
 The politics of sexuality in cross-cultural contexts has  
become increasingly generative for artists and writers. Depending 
upon the context, queer can be either an accepted identity that 
underlies artistic production or a route to protest against the 
increasing normalization of gay and lesbian culture by, for example,  
the struggle for marriage rights. 

G —  
Queer Worlds  
(1995 — 2009) 
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L AU R A  AG U I L A R
Nature Self-Portrait #7, 1996
Black and white photograph

Since the early 1990s, photographer Laura Aguilar has 
worked to create her own version of ‘queer raza’ by unsettling 
smugly positive depictions of both the Chicano and gay  
Los Angeles communities. In the series of nudes from which  
this photograph is taken, Aguilar adds to her representational  
challenges the resplendently overweight female body.  
In this photograph, woman occupies the space of nature  
with a body that is the polar opposite of the cultural ideal.  
The raking sun theatricalizes her flesh, producing a deeply 
shadowed indentation in the small of her back and a 
dramatic cleft between her buttocks. Aguilar both references 
and unsettles seventies lesbian-feminist goddess worship.  
The weight of her form echoes the weight of the boulders  
in the foreground, and they, in turn, tell us that the nature  
in which she sits is a road track in the desert partially 
blocked by boulders. [CL]

A A  B RO N S O N
Felix, June 5, 1994, 1994 – 99
Lacquer on vinyl
305 × 610 cm

AA Bronson, Felix Partz and Jorge Zontal (born Michael 
Tims, George Saia and Ronald Gabe) began to collaborate 
under the rubric General Idea in 1969. First based in 
Toronto, they moved to New York in the 1980s. Partz and 
Zontal died of AIDS in 1995. In this mural-sized portrait 
made a few hours after Partz’s death, Bronson confronts 
not only the passing of a beloved friend but also the genre  
of the death-bed likeness. 
 This is not a sober death. Partz’s eyes have not been 
closed for the comfort of the viewer. Television remote still 
within reach, his body forms a rather small part of a defiant 
composition of brightly coloured bedclothes and patterned 
fabric. The exuberance of the display is reminiscent  
of the tactics General Idea used for twenty-five years to 
mimic and critique commodity culture. Remarkably prolific 
in their output, the group applied punk, drag-queen 
finery, advertising savvy and superbly bad taste to whatever 
artistic medium suited their consistently subversive 
message, including prints, boutique shops, publications, 
sculpture, video, performance and painting. [CL]
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F R A N K  M O O RE
Release, 1999
Oil on canvas mounted on wood panel
57 × 241 cm

Frank Moore’s Release focuses on a fragment of the body:  
a single arm, outstretched and monumentally elongated. 
Here and there, small pools of blood cut into the surface  
of the skin, out of which sprout verdant blades of grass and 
variegated weeds. A mix-and-match swarm of brilliantly 
coloured butterflies flutter around the arm, gathering density 
on the painting’s left edge, just beside the open hand.  
With its distended veins, bluish cast and blood-filled puddles, 
the arm pictured by Moore cannot but suggest sickness, 
decomposition and imminent (or perhaps recent) death.  
And yet human death here gives way to other forms of natural 
life, to a veritable habitat of flora and fauna. For all their 
beauty, these butterflies and dandelions are also parasites, 
feeding on (and perhaps hastening the demise of) the body 
they surround and colonize.
 Moore signed Release not with his own signature but  
with the computerized bar code that identified him on health-
insurance forms. As a person living with AIDS, his access  
to medical treatment, and thus his very survival, was tied to 
this most impersonal of identifications. The inclusion of the 
bar code echoes some of the central tensions of his late work: 
between survival and dependence, self and other, health  
and death. [RM]

G REER  L A N KTO N
It’s all about ME, not you, 1996
Installation with various materials
Dimensions variable

At the age of twenty-one, Greg Lankton underwent  
sex-reassignment surgery and became known as Greer.  
A participant in the East Village art scene of the early 
1980s, Lankton created vibrantly detailed, often life-size 
dolls that challenged the conventions of gender, sexuality 
and social acceptance. Nan Goldin (who photographed 
Langton on multiple occasions) recalls that the artist 
‘constantly worked and reworked her dolls, changing their 
genders, identities, sizes and clothes. They were beautifully 
rendered, with complex substructures and movable joints.’ 
Lankton’s last work, a 1996 installation at the Mattress 
Factory in Pittsburgh, recreated the interior of her studio 
apartment, complete with shrines to Patti Smith, Candy 
Darling and Jesus, as well as numerous dolls, photographs, 
empty pill bottles and drug paraphernalia. A month after 
the opening, Lankton died of a cocaine overdose. [RM]
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G EO RGE  S TO L L
Untitled (wall mounted Scott, green puddling), 1997
Painted wood, silk chiffon, acrylic paint
67 × 60 × 46 cm

George Stoll remakes everyday objects of domestic life –  
cups, sponges, Tupperware containers – in unlikely materials 
such as beeswax, silk and burned balsa wood. In Untitled 
(wall mounted Scott, green puddling), a sheet of flamboyant 
teal chiffon unspools from a toilet-paper holder housed within 
a niche in the wall. In an earlier, closely related work, Stoll 
hand-quilted miniature roses onto a roll of unfurled white 
chiffon. In bestowing this meticulous craftsmanship on toilet 
paper (and Tupperware), Stoll demonstrates the ongoing 
allure of camp. ‘To be camp’, wrote Mark Booth in 1983,  
‘is to present oneself as being committed to the marginal with 
a commitment greater than the marginal merits.’ [RM]

DO U G  I S C H A R
Cul de Sac, 1996
Installation with video, photographs  
and various materials
Dimensions variable

Experiencing Doug Ischar’s installations of the 1990s 
entailed traversing in virtual darkness an obstacle course 
made up of precariously stacked electronic equipment – 
small film projectors, video monitors, tripods, decks and 
wires. The photographs or projected images were almost 
always small – the size of a hand, or a mouth. While offering 
some of the pleasures of the porn theatre, Ischar taunted  
his viewers, who had to grope in the dark for the queer body 
they expected, and wanted. Fascinated by the liberation 
politics of the 1960s, Ischar annexed figures who would seem 
inseparable from the bedrock of heterosexual masculine 
history: Fidel Castro, Mao Zedong, John F. Kennedy and, 
in the image shown here, Che Guevara. The revolutionary 
hero lies dead on a table, bare-chested, belt unbuckled,  
fly unbuttoned. His head has been propped up to offer  
a better view for the camera. Looking down upon him are 
a photographer who points at Che’s fly, a handsome young 
sailor who stands with his mouth agape, and an army 
officer who holds a handkerchief to his nose. Ischar suggests  
not that Che or the men surrounding him were homosexual  
but that the mechanism of creating heroes entails an 
erotic charge that can only partially be repressed. Queer 
desire, then, will inevitably be part of the equation. [CL]
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M A R I A  E LE N A  G O N Z Á LEZ
Self Service, 1996
Tiles, mirrors, chrome handles, rawhide
Dimensions variable

You step into a shower-like stall that is tiled, mirrored and 
equipped with a drain on the floor and two large chrome 
handles on the wall. There is no shower, sink or bathtub, 
however – indeed, no water at all. Instead, a rawhide phallus  
juts out from the wall between the chrome handles. Wittily 
titled Self Service, this installation by the Cuban-born sculptor  
Maria Elena González conjures a scenario of autoerotic 
penetration. At the same time, Self Service never specifies the  
gender or sexual identity of the self in question. Each viewer 
of the work is invited to imagine her or his own relation to  
the special plumbing that González has installed. [RM]

CA BELLO/CA RCELLER  
( H E LEN A  C A BELLO  A N D  A N A  C A R CELLER )
Promise, 1998
Installation with photographs and various materials  
La Gallera, Valencia

Dissatisfied with the stagnation of feminist studies in Madrid 
in the early 1990s, Helena Cabello and Ana Carceller 
embarked on their own investigation of gender and sexuality. 
They created the working partnership Cabello / Carceller  
to impose a strategic ambiguity around the issue of gender 
and to shine any morbid curiosity about the topic back upon 
the viewer. Their defiance extended to refusing to supply  
a conventional biography for the Promesa (Promise) catalog. 
Instead, they substituted a series of short texts supposedly 
penned by a frustrated studio assistant named Nora and 
purporting to be letters to critics and others anxious to extract 
the usual biographical information on the artists. ‘They tell 
me that they prefer to live in the future than to drag up the 
past.’ Promise, installed in a building in Valencia designed  
to host cockfights, was created after the artists had returned 
from a year in San Francisco. They were drawn there by the 
turquoise fantasies of David Hockney and tales of lesbian 
bars. Naturally, the reality did not live up to these fantasies. 
Instead, the artists photographed empty, dirty, abandoned 
sites of pleasure. Promesa is the result and record of some  
of these excursions. The photographs that circle the gallery 
above focus on swimming pools, which the artists see as 
a metaphor for desire and the unconscious. The project is 
also an oblique homage to the (unmarried) Californian 
architect Julia Morgan, whose magnificent swimming pools 
the artists chose to consider spaces of lesbian desire. [CL]
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J O C H EN  K LE I N
Untitled, 1996
Oil on canvas
76 × 101 cm

Jochen Klein’s paintings of the late 1990s depict 
photographically derived young bodies, male and female,  
in pastoral landscapes rendered in brushy fragments.  
Bodies and nature are both obvious quotations. With this 
perfect young man, shirtless and tucked into a perfect 
landscape, Klein appears to deploy a fantasy of childhood 
innocence to provoke the viewer’s erotic desire. This scene  
is part of a larger examination of utopia in public space  
that included texts and installations about cruising in public 
spaces. Before his death, Klein and his close collaborator 
Thomas Eggerer became members of Group Material. 
Though this may seem an unlikely injection of apolitical  
oil painters into a team of activist practitioners, Klein was 
of pivotal importance to the group. He expanded its idea 
of critique to include the understanding that to recognize 
the force of intimate desire in public space accords us the 
transformative power of imagining a different future. [CL]

N I K K I  S .  LEE
The Lesbian Project, 1997
1 of 14 colour photographs

Lee makes groups of photographs in which she assumes  
the identity of specific social groups – for example, seniors, 
tourists, young Japanese in the East Village, yuppies and 
lesbians. She costumes herself to blend into any given 
subculture, passing her camera to a member of the group  
to make the actual photograph. Her camouflage is so expert,  
in fact, that her presence is visible only by recognizing her 
from other photographs. Here, she is costumed as a lesbian, 
which is to say, with nose piercing, a tattoo, short hair,  
and tank top. The kiss would appear to be the identity 
clincher, but it is, of course, the most unstable sign of all.  
The terms of the collaboration represented by the kiss  
are as unknowable – and, ultimately, irrelevant – as the 
terms of Lee’s collaboration with, say, male swingers. [CL]

TAM MY  R AE  C A R L A N D
Ransom Letter, Alice B. Toklas from the series  
Random Letters to Ransom Girls, 1998
Collage on paper
21.5 × 28 cm

A zine pioneer (I [heart] Amy Carter, 1992 – 96), videomaker 
(Lady Outlaws and Faggot Wannabes, 1995) and independent 
music entrepreneur and distributor (Mr Lady Records), 
Tammy Rae Carland is also a visual artist who works  
in collage and photography. She has photographed herself  
in 1950s period costume as her gay father. She has 
photographed ‘lesbian beds’ from above, the results being 
little more than composed abstractions. She has mined the 
inscriptions on the backs of photographs for hints of queer 
content. In the sprightly collages that make up Random Letters 
to Ransom Girls, Carland cuts letters from glossy magazines 
to mimic the methods of a kidnapper. Each communication 
is accompanied by an envelope that reveals the implied 
recipient of the letter: the lesser-known, even overshadowed 
partner of an artist. But rather than exacting payment,  
this kidnapper confesses. Novelist Willa Cather, for example, 
writes the following to her partner Edith Lewis: ‘She dared 
not speak her name in books or public. 40 years of love  
& silence.’ In this image, Gertrude Stein writes to Alice B. 
Toklas, ‘Dear Alice, A wifely rose will not wilt. Tilt, maybe. 
We are adorably we. A rose & a rose. Yes yes yes.’ [CL]
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CO L L I E R  S C H O R R
Two Shirts, 1998
Colour photograph

‘How come you don’t take pictures of girls?’, someone once 
asked Collier Schorr. ‘I do,’ she said, ‘I just use boys to  
do them.’ Obsessed with both masculinity and the spaces 
that form masculinity, Schorr’s photographs and collages  
of adolescents and young men often disturb the surface  
of gender through a series of aliases: for example, having  
a German boy pose as Andrew Wyeth’s model Helga; 
presenting – as in this photograph – depictions in which 
conventional gender is unclear; slipping her own image  
into a series of portraits of young men; and through intimate 
explorations of the vulnerability of male bodies in male 
spaces, such as the military or sports. Schorr’s work  
unsettles hetero-normative representational expectations  
by focusing in extreme close-up on the details of normative 
masculine behaviour. Masculinity, neither an attribute nor  
a prerogative of the male body, is a performance. [CL]

J O H N  LO VE T T  A N D  A LE S S A N D RO  C O DAG N O N E
Prada, Via della Spiga, Milano, 1997
Colour photograph

What if gay subculture were no longer ‘sub-’? What if the  
queer pleasures of leather, kink and S / M spilled out, in plain 
view, into (so-called) mainstream society? This proposition 
animates the work of John Lovett and Alessandro Codagnone, 
a collaborative duo who frequently insinuate gay sexuality 
into unexpected public, commercial and residential contexts. 
In Prada, Via della Spiga, Milano, Lovett and Codagnone 
present an unlikely trio of variations on dressing in black. 
Outfitted in full-leather (including, in the case of the kneeling 
half of the duo, a bondage mask), the men appear on the street 
beside a Prada shop window in which two chic black dresses 
are on display. Entering the scene from the right edge of the 
composition is a nun holding an umbrella. With her gaze fixed 
firmly downwards, she admits neither to the lure of the gay 
leathermen nor to that of the couture dresses. [RM]
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Y I N K A  S H O N I B A RE  M BE
Gay Victorians, 1999
Wax-printed cotton textile
Height 165 cm

In his tableaux, Yinka Shonibare uses brightly coloured 
‘African’ textiles, appropriated as a sign of Nigerian 
nationalism in the 1960s, to rework canonical motifs 
in European culture. The wax-resist batiks are in fact 
contemporary fabrics, purchased in London, modelled  
on Indonesian-influenced textiles produced in the 
Netherlands and for sale in Africa during the nineteenth 
century. These two ladies, their modesty defended by 
layers of flashy colonial fabrication, make evident the 
hypocrisy of middle-class Victorian prudery, all the more 
so because ‘gay Victorian’ is usually a euphemism used 
to avoid discussion of male homosexuality of the period. 
Shonibare’s headless mannequins also sport Victorian 
bustles, possibly an appropriation of the European cultural 
obsession with Saartjie Baartman, the ‘Hottentot Venus’ 
exhibited throughout Britain in the early nineteenth  
century because of her genitalia and large buttocks. [CL]

ER N E STO  P U J O L
Levitation from the series Hagiography, 1999
3 colour photographs

Shortly after graduating from college, Ernesto Pujol 
entered a Roman-Catholic abbey, where he spent the next 
four years as a cloistered monk studying monastic and 
mystical texts. After receiving a dispensation from his 
vows from the Vatican in 1984, Pujol left the abbey for New 
York, where, he recalls, ‘I knew nothing and no one.’ The 
work he has created in the years since often returns, with a 
queer twist, to the history and regalia of Catholicism. In one 
part of his 1999 series titled Hagiography, Pujol embodies 
the character of a nun levitating in ecstasy. According to 
the artist, ‘These photographs subvert gender and religious 
propriety, but they are also careful visual essays in which  
I am consciously trying to preserve a certain sense of 
dignity, like the captain in a sinking ship.’ [RM]

A LM A  LO PEZ
Our Lady, 1999
Iris print on canvas
26 × 43 cm

Our Lady, Alma Lopez’s creative reworking of the Virgin  
of Guadalupe, set off a public furore when it was included  
in Cyber Arte: Tradition meets Technology, a 2001 exhibition 
at the Museum of International Folk Art in Santa Fe, New 
Mexico. Shortly after the opening of the show, Lopez was 
denounced by the Catholic Church, the exhibition’s curator 
received death threats, and state lawmakers threatened to 
pull funding from the museum unless the offending work 
was removed from view. 
 In place of the traditionally demure Virgin with downcast 
head, Lopez offered a physically confident and partially 
exposed Latina whose hands are planted defiantly on  
her waist. All but lost in the controversy over the ‘Madonna  
in a bikini’ and the ‘Madonna as a tart or call girl’ (as the 
collage was characterized by its opponents) was the presence 
of a bare-breasted woman beneath the Virgin, whom Lopez 
inserted in place of the clothed male angel of traditional 
iconography. Although the female homoeroticism implied  
by Our Lady is made explicit in Lopez’s related digital 
collages, it remained virtually unspoken during the conflict 
in Santa Fe. [RM]
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A LEX  D O N I S
Abdullah and Sergeant Adams, 2001
Ink and gouache on board
41 × 70 cm

Alex Donis specializes in unlikely, even impossible, 
pairings: an American marine performing a ballet with  
an Iraqi soldier, a Los Angeles police officer disco-dancing 
with a member of a South Central street gang, the Hindu 
god Rama kissing Jesus Christ on the lips. Donis places 
each of his couples against an undifferentiated white 
background, as though to suspend them in a space outside 
of historical context and political conflict. His dancers and 
kissers appear before us like lucid, Technicolor fragments 
from an otherwise indecipherable dream. In pictures such 
as Abdullah and Sergeant Adams, Donis takes adversarial 
relationships marked by hatred and violence and restages 
them as dances of joy and mutual pleasure. He forces  
deep-seated animosities to give way, however temporarily  
or tongue-in-cheek, to affection. [RM]

TO M  B U R R
Deep Purple, 2000
Wood, paint
2.5 × 250 m
Installation view at Kunstverein Braunschweig, Germany

Like many artists of the 1990s, sculptor Tom Burr 
deconstructs the architecture of public space, making objects  
and installations that reference or relocate sites of queer 
identity such as parks, porn theatres and bars. The apparent 
neutrality of Burke’s minimalist works is the result of  
a process of architectural subtraction that reduces queer 
locales to a set of constituent elements. Like the works of 
Donald Moffett or Elmgreen & Dragset, Burr’s sculptures 
hover in the space between lived memory and mediated relic. 
Deep Purple is both a homage to Richard Serra’s site-specific 
Tilted Arc (1981) and a playful subversion of its Cor-ten 
machismo. (Commissioned for the Federal Plaza in New 
York, Tilted Arc was greeted with a frenzy of criticism. It was 
eventually destroyed in 1989.) Deep Purple, mischievously 
citing the name of a heavy metal group, treats Serra’s 
behemoth as a found object, re-gendering it by clothing  
it in drag-queen colours, transforming it into a stage rather 
than an obstruction. [CL]
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J E A N-M I C H E L  OT H O N I E L
Kiosk of the Night-Walkers, 2000
Aluminium posts and rings, glass beads
560 × 600 × 200 cm
Metro Palais-Royal Musée de Louvre, Paris

Commissioned by the Paris Metro system, Jean Michel 
Othoniel’s Le Kiosque des Noctambules (Kiosk of the Night-
Walkers, or Impertinence in its early stages) adorns the Place 
Colette entrance of the Palais Royal Metro, near to the 
Comedie Française and the Ministry of Culture. Crowned 
by interlinked cupolas of Murano glass beads, from which 
rise the figures of two men, Kiosk suggests a double reading 
of cruising: the passage from one place to another and 
the passage from one life to another. Othoniel not only 
references the Parisian nightlife once recorded by Brassaï  
but also celebrates the contemporary meetings of those 
seeking sex in gardens and in clubs, on particular streets and 
on the banks of the Seine – conveniently, not far from the 
Place Colette. The small rings that Othoniel welded together 
to form a railing suggest cock rings, the thousands of glass 
beads a flamboyantly baroque performance of drag –  
the French word for which, drague, also means cruising. 
Othoniel’s work has often used the markers and materials of 
high European culture – Murano glass, embroidery, luxury 
fabrics – to declare and conceal queer readings. ‘Glass’,  
he wrote, ‘has a memory. If a glass ball is damaged by  
an incision while it is being made, the glass heals but when  
it cools the cut reappears.’ [CL]

N AY L A N D  B L A KE
Starting Over, 2000
Video projection with various materials
23 min.

Nayland Blake describes the objects that he annexes to his 
performances and sculptures as ‘props’, meaning that they  
have both function and symbolic meaning. In this case,  
the bunny costume is something to wear and something 
that sparks associations ranging from childhood toys to  
drag to non-stop sex. When Blake dons one of these suits,  
the associations multiply further. In Starting Over, the bunny 
anchors Blake’s search for a visual embodiment of, in his 
words, the ‘cooperation, conflict, […] push and pull’ of his 
relationship with Phillip Horvitz. The enormous white suit 
is filled with beans equal in weight to Horvitz’s body. In the 
live performance, and in the video that forms part of the 
subsequent installation, we hear Horvitz off-camera teaching 
his partner and collaborator the steps of a dance that he  
has choreographed. The complexities of the relationship  
are literally enacted. Blake dances until he collapses. [CL]
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T I M OT H Y  H O R N
Spunk (Boy Germs), 2002
Lead crystal, nickel-plated bronze,  
Easter egg foil, mirrored blown glass
138 × 50 × 20 cm

Drawing freely on Surrealism, Pop art and French rococo 
jewellery design, Australian artist Timothy Horn creates 
sculptures in which precious-looking gems expand to 
fantastical proportions. Horn’s oversized baubles are at 
once fabulously seductive and unapologetically vulgar.  
As though to draw out the latter tendency, the artist often 
gives his work sexually suggestive titles such as Golden 
Showers, Bump ’n Grind, Spunk (Boy Germs) and its 
companion Difficult to Swallow (Boy Germs). From blown 
glass and nickel-plated bronze to Easter-egg foil and 
crystallized rock sugar, Horn’s sculptural materials engage 
in a similarly shameless mixing of high and low. [RM]

LY LE  A S H TO N  H A R R I S
Billie #25, 2002
Polaroid photograph
51 × 61 cm

The sheer size and complexity of a 20 × 24 inch Polaroid 
camera obliges both photographer and sitter to bring intense  
attention to the performance that will be offered to the lens.  
Since Lyle Ashton Harris played both roles to make this 
photograph, the demands are doubly intense. The series  
of sepia-toned images in which he performs Billie Holiday 
is paralleled by another series in which he plays an almost 
naked boxer. Both series attempt the impossible: a visual 
representation of sound – and not just any sound but the 
controlled voicing of states of rage and loss. With the Billie 
series, the body that belts out Holiday’s lyrics – ‘Strange 
Fruit’ being her most haunting song – is not only in female  
drag but also in handcuffs. The reference is cunningly 
indeterminate; the icon of oppression is also a sex toy. [CL]

LTTR/EM I LY  R OY S D O N
Cover of LTTR no. 1, featuring a photograph from Emily Roysdon’s 
series Untitled (David Wojnarowicz Project), 2002

LTTR was a feminist genderqueer artist collective based  
in New York that produced five issues of a journal between 
2002 and 2006. Refusing fixed identities, LTTR was a 
shifting acronym that was continually redefined. The first 
issue of LTTR, of which this is the cover, stood for ‘Lesbians  
to the Rescue’. In the image, Roysdon wears a paper mask 
of Wojnarowicz’s face while lying on a bed and grasping 
a dildo strapped to her body. The work is an homage to 
Wojnarowicz’s series from 1978–79, Rimbaud in New York, 
in which he took photographs across Manhattan of friends 
and lovers wearing a mask of French poet Arthur Rimbaud. 
This image specifically mirrors Wojnarowicz’s photograph 
of John Hall masturbating on his bed. Roysdon’s restaging 
expresses a hunger for queer geneologies and the complexities 
of finding them. Fascinated with the idea of networks and 
intergenerational relationships, she explains: ‘My project was 
to bring [Wojnarwoicz] forward, to my times, to other bodies, 
and lay bare externalized impossibilities of my identification 
with him. It was an extremely productive identification 
for me.’ In substituting Wojnarwicz for Rimbaud, herself 
for Hall, and dildo for penis, Roysdon highlights both the 
affinities and disjunctures between gays and lesbians. [AJ]
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S A D I E  B E N N I N G
We Got the Beat, 2001
Flashe paint on paper
244 × 183 cm

Sadie Benning was a member and co-founder of the 
American feminist queer punk bank Le Tigre. Between  
1998 and 2001, she made drawings that were projected as 
slides during the band’s gigs. In the paintings that evolved 
from this period, she evokes the transitory moments in 
which a queer negotiates the loneliness of a world where 
identification is never a simple matter. Like her videos, 
which often use crude animation to reveal a provisional 
drawing process, Benning’s paintings are placidly awkward 
in their cut-and-paste zine aesthetic. She is as influenced  
by the self-fashioning of Andy Warhol and Cindy Sherman 
as she is by outsider art and anonymous graffiti. The gender 
of her monumental figures, positioned in garish fields of 
colour, is either unclear or irrelevant. Generally their gaze  
is slightly off-centre, making the viewer both complicit in 
and irrelevant to the complex performances depicted. [CL]

A M Y  A D LER
Amy Adler Photographs Leonardo DiCaprio, 2001
Unique Cibachrome print
127 × 152 cm

Amy Adler treads a precarious yet deadpan line between 
photography and drawing. She starts with photographs 
that she finds or makes. She produces a drawing based on 
the photograph she has selected, re-photographs the results, 
then destroys both the original drawing and the photographic 
negative. The result is a unique image on photographic 
paper that gives the unsettling impression of a photograph 
that has been so heavily retouched that it seems to have  
been re-photographed. Adler’s final image both displays and  
conceals her labour. Here she lays claim to the young 
Leonardo DiCaprio – rather like James Dean, a famously 
powerful object of desire for men and women. Celebrity  
is produced by the multiplication of recognizable images. 
Adler’s working process reverses this, effectively taking the 
actor out of circulation by funnelling the image into a single 
unique object upon which she can focus her own lesbian 
desire. Her work suggests that desire is the result of intricate 
manipulation, and that gender is irrelevant to the process. [CL]
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W O L FGA N G  T I L LM A N S
Exhibition view of ‘View from Above’  
at Castello di Rivoli, Italy, 2002

A man pissing on a green office chair, a young couple outside 
a bar, a pair of jeans drying on a radiator, and a sniffing 
contest between a sheep and a small dog. The hallmark of 
Wolfgang Tillmans’ photographic installations is the mixture 
of all kinds of pictures: black and white, colour, abstractions, 
portraits, photocopies, still lifes and staged scenes. His 
subjects also sprawl: fellow artists, gay scenes, youth culture, 
aeroplanes, garbage, food. Tillmans’ installations are 
specific to the gallery or museum in which he is exhibiting;  
his arrangements enlist the particular architectural 
attributes of a space. Almost always, photographs of different 
scales, framed and unframed, are dotted about on the 
wall from floor to ceiling. Tillmans links points in a web of 
non-hierarchical, intimate moments. The connections are 
pansexual rather than gay. In Tillmans’ words, ‘Things  
are not necessarily what they seem.’ [CL]

DA N I C A  P H E LP S
Making Love with D., January 9, 2003, 2003
Pencil, ink and watercolour on paper mounted on wood
46 × 61 cm

Danica Phelps has incorporated her erotic activities into  
the elaborate drawings and notations that reveal – hour by  
hour, day by day, week by week – the time and cost of every 
detail of her daily life. Subway fares, reading materials, 
groceries, cheap dinners, phone bills, video rentals, exercise, 
art sales and sex with ‘Debi’ are all methodically recorded. 
Green represents income from artwork sales, red indicates 
expenses, and grey stands for credit-card charges. Phelps 
‘comes out’ not from a closet of sexual shame but from  
the shame associated with money in relation to the lives  
of artists. The piece multiplies and inscribes its own income-
earning potential; the drawing of the two women having  
sex is copied whenever a buyer wishes it, and that  
transaction recorded. [CL]
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J AC K  P I E R S O N
Self-Portrait #4, 2003
Colour photograph
Collection, Hammer Museum, Los Angeles

Something is being branded here – not a product but an 
identity constructed by Jack Pierson, an image that would 
sell as easily in a gallery as it would in a fashion magazine. 
The softly illuminated, quietly erotic picture of the naked 
torso of a young man is one in an ongoing series of images 
of unidentified men who are not Jack Pierson but are 
photographed by the artist to represent the narrative that  
is his identity. [CL]

K A RO L I N A  B REG U L A
Let Them See Us, 2003
Photograph on billboard
Dimensions variable

In 2003, photographer Karolina Bregula launched the  
first public-awareness campaign for gay and lesbian 
visibility in Poland. The campaign sponsored billboards  
in which photographs of same-sex couples holding hands 
were stamped with the slogan ‘NIECH NAS ZOBACZA’ 
(Let Them See Us). The slogan’s plea was not, however, 
to be granted. Denounced by the Catholic Church, the 
billboards were torn down or painted over within days  
of their installation. 
 Lest we assume that the Catholic Church enjoys an 
exclusive claim on such intolerance, or that it is confined  
to Poland, consider what happened to Bregula’s project 
three years later. In 2006, Real Art Ways, a not-for-
profit art centre, collaborated with the artist to bring her 
billboards (minus the Polish-language slogans) to Hartford, 
Connecticut. Citing the possibility of public controversy  
and vandalism, however, the local billboard company, 
Lamar Outdoor Advertising, refused to allow the work  
to be seen. [RM]
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S TE P H EN  A N D RE W S
Untitled (US forces make Iraqis strip  
and walk through public park), 2003
Crayon on parchment
48 × 61 cm

The Toronto-based artist Stephen Andrews scrambles the 
codes and conditions of visual information, forcing us to 
question the veracity of what we thought we knew. Since 
2002, he has been making crayon drawings on parchment 
based on pictures of the war in Iraq retrieved from the 
internet. In Untitled (US forces make Iraqis strip and walk 
through public park), Andrews’s blurry translation of the scene 
both distances and compels our attention. We strain to see 
more even as we recognize (thanks especially to Abu Ghraib) 
the spectacle of sexualized humiliation from this ‘theatre 
of war’. In reference to Andrews’s artistic strategies, critic 
Ara Merjian notes how these ‘hazy impressions […] evince 
a certain impotence of vision. There is something ultimately 
unrepresentable about the ideology with which and through 
which this war is being conducted, something more fleeting 
and fugitive than even Andrews’s gossamer images.’ [RM]

DE A N  S A M E S H I M A
Untitled (… Are Not Welcome), 2004
Colour photograph

The art of Dean Sameshima attends to the signs, spaces and 
archival history of gay desire. Untitled (… Are Not Welcome) 
of 2003 focuses on a hand-written sign posted outside the 
entrance to Cuffs, a leather bar in Los Angeles that has 
since closed. The sign identifies the establishment, however 
euphemistically (‘This Is An Alternative Lifestyle Business’), 
issues a warning to homophobes (‘If You Might Be Offended 
… DO NOT ENTER’), and sternly instructs patrons as to 
a governing law of the bar (‘Excessive Colognes Are Not 
Welcome You May Be Asked to Leave’). The prohibition on 
cologne was meant to preserve the scent of leather, sweat and 
beer that wafted through the bar’s modestly sized, darkly lit, 
frequently well-populated rooms. Untitled (… Are Not Welcome) 
asks us to consider how such prohibitions simultaneously  
enable and police the pursuit of pleasure. [RM]
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D O N A L D  M O F F E TT
Gold Landscape #2 from The Extravagant Vein, 2003
Video projection, oil and enamel on linen
1 of 8 parts
137 × 244 cm

For The Extravagant Vein, Donald Moffett covered eight 
paintings with drips and splotches reminiscent of Jackson 
Pollock and hung them in a darkened gallery. Projected  
on these canvases, exactly aligned with the edges, is 
footage of the Rambles, a gay cruising area in New York’s 
Central Park. Some of the projections depict the movement 
of branches; in others, a duck moves across a pond, or a 
shadowy male figure crosses the frame. Moffett layers twin 
worlds of pleasure: the artifice involved in the construction 
of a painting and the search for sexual partners in the 
‘natural’ world. [CL]

CAT H ER I N E  O P I E
Self-Portrait / Nursing, 2004
Colour photograph
102 × 76 cm

A woman breastfeeds a child. Were it not for the fact that the 
body of the mother reveals not just age but also the scars and 
tattoos of an S / M history, the image would be a competent 
cliché. The mother is photographer Catherine Opie, however, 
and upon her body we can read her own queer history. On 
her chest we can discern the ghost of an earlier self-portrait 
in which she displayed the word ‘PERVERT’ cut into her 
skin. Her intense gaze into the eyes of her son recognizes the 
physical pleasure obtained at the moment of the portrait’s 
making. An image that might suggest ‘progress’ in her work 
towards propriety is thus undercut by the traces of another 
history that she does not exclude from her representation of 
her own family. Opie treats herself as she has always treated 
members of the communities she photographs, not only by 
encouraging them to inhabit their own costumes but also by 
applying her technical sophistication and her knowledge of 
European painting to the portrait. [CL]
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M A RY  E L LEN  S T RO M
Nude #5, Eleanor Dubinsky and Melanie Maar, 2005
Video projection
201 × 135 cm

Mary Ellen Strom’s meticulous restaging of Gustave 
Courbet’s The Sleepers (1866), a classic depiction of lesbian 
sexuality for the benefit of the heterosexual male viewer,  
is projected at the size of the original painting. Strom’s  
intent is to re-embody, literally, a territory that was not  
only the location of male desire but also the prerogative  
of male artistic production. Strom’s models are her peers – 
contemporary women artists. Her nudes have names.  
They collaborate with Strom in making lesbian pleasures 
available to lesbians, among other viewers. [CL]

F R A N CE S CO  V E Z ZO L I
Trailer for a Remake of Gore Vidal’s Caligula, 2005
35 mm film transferred to video
Colour, sound
5 min. 15 sec.

In Trailer for a Remake of Gore Vidal’s Caligula, Italian artist 
Francesco Vezzoli publicizes an extravagant (if non-existent) 
remake of the sexually explicit 1979 film Caligula. With 
a stentorian introduction by Gore Vidal, fabulous togas 
designed by Donatella Versace, and cameo appearances by 
an international roster of stars ranging from Helen Mirren 
and Benicio del Toro to Milla Jovovich and Catherine 
Deneuve, the five-and-a-half minute trailer sparked a 
sensation at the Venice Biennale in 2005 and at the Whitney 
Biennial in New York the following year. ‘For me’, Vezzoli 
told The New York Times, ‘the art world has become a place 
that has turned itself, willingly or not, into some sort of 
entertainment industry.’ With this work, the artist wallows  
in the very spectacle (of publicity, celebrity and soft-core 
porn) that he so expertly satirizes. [CL]
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C I R I LO  D O M I N E
Boy of Night, 2005
Tattoo ink on rubber leaf  
mounted on paper and framed
41 × 51 cm

In a series of exquisitely fragile small sculptures, Filipino-
born artist Cirilo Domine uses ink to tattoo short texts  
onto the leaves of tropical plants. The capillary action of  
the veins pulls the ink further into the structure of the leaf.  
In this piece, Domine has tattooed into a rubber-plant leaf 
usernames drawn from an internet chat room (‘nofear805’, 
‘boyofthenight’). The digital technology that has redefined 
‘queer’ as both virtual and global is here imprinted into  
a living, analogue body, evoking the signifier of the tattoo 
in queer culture while suggesting the mortality of the bodies 
that carry these signifiers. The implications of Domine’s 
series unfold at the intersection of sex, anonymity, digital 
technology and the natural world. [CL]

A M Y  C O N GER
Queer Reader Mandorla, 2004
Collage
102 × 102 cm

Early in 2001, librarians at the main branch of the San 
Francisco Public Library began to discover that numerous 
books on lesbian and gay culture, AIDS and women’s 
health issues had been slashed and then shoved beneath the 
shelving units in the stacks. Over six hundred books would 
be destroyed before the vandal was identified by an off-
duty librarian and apprehended by the police. Rather than 
allowing the episode to end there, however, the library put 
out a public call inviting artists and community groups to 
create new works of art from the remains of the slashed books.  
Each artist or group was randomly assigned a single title. 
 San Francisco-based artist Amy Conger, for example, 
was given a slashed copy of A Queer Reader, the cover of which 
features a photograph by Pierre and Gilles of a sailor in 
lipstick posing before a flowery blue backdrop. The vandal 
had gouged out the sailor’s eyes and then sheared through 
the pages of the book. Conger responded by slicing off the 
book’s binding and cutting the now freestanding pages 
into triangular and petal-shaped fragments, many of which 
she then dyed in high-contrast colours and reassembled into 
a large, intricately layered collage. The shape of Conger’s 
collage echoes the vandal’s elliptical cut into the cover of the 
book. Although Conger’s work includes literally thousands  
of fragmented pages from the original book, only one word 
is clearly legible from a distance. That word, ‘queer’, has 
been inserted into the gash where the eyes of the sailorboy 
once were. The off-kilter fashion in which ‘queer’ has been 
restored both remembers and refuses the violence of the 
vandalism that preceded it. [RM]

E VE  FO W LER 
Untitled, 2005
Colour photograph

Eve Fowler’s photograph of friend and performance 
artist K8 Hardy immediately calls to mind the celebrated 
publicity photograph for Action Pants: Genital Panic, a 1969 
work by Austrian feminist VALIE EXPORT in which the 
artist paraded through an art-house cinema wearing jeans 
with the crotch cut away. VALIE EXPORT was critiquing 
male hypocrisy; the men in the audience didn’t actually 
have the courage to touch what they said they wanted.  
Her grainy, full-frontal, high-contrast publicity shot evokes 
porn. In contrast, Fowler presents Hardy as a working  
artist in her studio. Her steady, tender gaze compels the  
eye – almost but not quite drawing attention away from  
her crotch. Other elements of Fowler’s portrait engage  
a queer seduction: the technical skill, controlled lighting, 
saturated colour and the careful insinuation of props such 
as a rainbow mug and an inside-out T-shirt that inverts the 
letters of the word ‘BUZZ’. Fowler’s work was produced at 
the moment when the international art world was said either 
to have brought feminism into the present or condemned 
it to the past by mounting shows such as ‘WACK! Art and 
the Feminist Revolution’. Fowler’s photograph presents a 
counter-narrative that carries the erotic anger of feminism 
into the present – not as an art object but as a means of  
social change. [CL]
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A S S U ME  V I V I D  A S T RO  FO C U S 
HOMOCRAP #1, 2005 
Installation with various materials  
Dimensions variable

assume vivid astro focus (AVAF), a collective whose  
name amalgamates those of the band Ultra Vivid Scene 
with Throbbing Gristle’s album Assume Power Focus, was 
started by Brazilian-born Eli Sudbrack. Sudbrack and 
AVAF’s shifting teams of collaborators create a sensual 
overload of imagery from an inventory of magnificent 
cultural flotsam: Buddhism, 1960s psychedelia, Francis 
Picabia, Brazilian carnival, Aubrey Beardsley, anime, 
digital pattern and decoration, video projections and drag. 
AVAF’s aim is to build an immersive environment that 
remains dense yet flexible, mutating with time and place. 
This museum installation, made with the help of artists 
Christophe Hamaide-Pierson, Anna Sew Hoy, Giles Round 
and Paloma Mentirosa (otherwise known as Alfredo Piola), 
pays homage to the nightclubs of the 1970s and 1980s that 
AVAF views as ‘the birthplace of gay politics’. The disco floor 
is on the ceiling. A colossal plastic statue of a naked porn 
star, one head male, the other female, arches in a back bend. 
Images of George Bush and Tom Cruise are buried in the 
wallpaper pattern, while Pope Benedict can be decoded in 
a chain curtain. The soundtrack consists of the mix of ‘acid 
electro house, cosmic disco and neo-Italo-disco’ played on 
opening night. [CL]

J O N AT H A N  H O RO W I T Z
Three Rainbow American Flags for Jasper  
in the Style of the Artist’s Boyfriend, 2005
Oil and glitter on linen
79 × 116 × 13 cm

Glitter and glamour make up the surface of Jonathan 
Horowitz’s re-mix of Jasper Johns’ 1958 icon Three Flags. 
In the Johns painting, the culmination of a body of work 
in which the artist investigated common objects such as 
numbers and paint cans, each flag is smaller than the one 
behind it. In a reversal of the laws of perspective, however, 
the flags do not recede but rather move forward off the 
picture plane. The work also turns a symbol (the flag)  
into an object, making it impossible to decide whether the 
painting is a representation or an abstraction. Horowitz’s 
version, in keeping with the politics of gay pride, replaces 
the red, white and blue of the original with the colours of 
the rainbow flag but maintains this visual ambiguity and 
reversibility. Horowitz’s title is also deliberately ambiguous. 
Since his boyfriend, Rob Pruitt, often used glitter in  
his sculpture, the ‘boyfriend’ in question could be his own. 
But it could just as well be Johns’. In this way, Johns is 
mischievously outed, both visually and verbally. [CL]
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K A LU P  L I N Z Y
Conversations wit de Churen IV:  
Play wit de Churen, 2005
Video
Colour, sound
4 min. 9 sec.

Though Kalup Linzy’s performative videos have been 
screened in various art institutions, his spoofs on soap 
operas receive their widest distribution through YouTube, 
from where they have ricocheted around cyberspace. 
Conversations wit de Churen IV: Play wit de Churen (2005),  
for example, received almost 22,000 hits in the first year  
it was posted. In the Churen series, Linzy invents and plays  
all the members of the Braswell family (the grandmother, 
the sisters, the cross-dressing brother) by staging improvised 
conversations, inevitably on the telephone, between the 
artist and the character whom he plays. Linzy’s doubling 
and redoubling of characters laces a black storytelling 
tradition with queer subject matter, while turning the white 
world of daytime soaps upside down. [CL]

C H I  PE N G
I Fuck Me – Telephone Booth, 2005
Colour photograph

Putting Photoshop to good use, Chinese artist Chi Peng 
depicts a series of public and private encounters in which he 
appears to be having sex with himself. The artist imagines 
what it might look like if, as his title concisely puts it, ‘I fuck 
me’ in the shower, in a telephone booth, under a desk at the  
office, in a public restroom, and so on. Within the fictive space  
of these self-portraits, Peng is at once sexually active and 
passive, ‘top’ and ‘bottom’. I Fuck Me humorously plays on 
the association between homosexuality and narcissism by 
casting sex between men as the very image of self-mirroring 
– as an endless pursuit of more of the same. [RM]

KEH I N D E  W I LE Y
St Sebastian, 2005
Oil and enamel on canvas
152 × 183 cm

Kehinde Wiley locates his depictions of black masculinity 
within the European canon of Old Master painting, a 
history in which he is as complicit as he is critical. He finds 
his male models, ghetto-fabulous and young, on the street 
and asks them to imitate a figure in a painting that they 
choose themselves. He then photographs them posing as 
the saints and angels of Renaissance painting, or the male 
figures in historical allegories by Tiepolo, Velásquez, Rubens 
and Gainsborough, among others. The resulting paintings 
balance two delicately constructed masculinities: urban hip 
hop and white European aristocracy. This Saint Sebastian, 
a slightly bigger than life-size incarnation of the arrow-
riddled staple of homoerotic art, wears a white tank top and 
jeans. He stands ready to inflict damage on himself. The 
background of the original painting has been replaced with 
Wiley’s characteristic decorative patterns, stripping away 
the original allegory and restoring the saint to his previous 
historical context as a form of interior decoration. [CL]
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GAYE  C H A N  A N D  N A N D I TA  S H A R M A
Victoria, Canada from the series There There, 2005
Internet project

‘There is no there there,’ Gertrude Stein famously,  
and snobbishly, remarked of her home town, Oakland,  
California. If Stein’s acerbic comment laments the lack  
of a proper backdrop for her self-invention, Hawaii- 
based collaborators Gaye Chan and Nandita Sharma  
have taken this several steps further in a critique of what  
colonialism refuses to include within the frame. Many  
of their previous projects offered an activist critique of  
notions of ‘public’ in relation to property and land use  
in Hawaii, but as the artists travel throughout the world,  
they hire photographers to depict them in front of a series  
of artificial backdrops that inevitably depict a better  
place – a place that is not there. In Toronto, Chan and  
Sharma are photographed in front of ‘Italy’; in Delhi they  
are photographed in front of ‘New York’. Wherever they  
may be, the artists incorporate into the image a trace of  
the studio or the photographer photographing them. In  
this colour image, Chan and Sharma consider the portrait  
photographer’s black and white digital image, displayed  
on a monitor, that shows the pair garbed in cowboy outfits  
and posed in front of a backdrop depicting a nineteenth- 
century Western saloon. [CL]

M A R K  B R A D FO R D
Niagara, 2005
Video
3 min. 17 sec.

Mark Bradford’s three-minute video Niagara takes its name 
from a 1953 Hollywood film in which the camera lingers  
on a view of Marilyn Monroe seen from behind as she walks 
away. In Bradford’s updated version, the camera is trained 
on a young, African-American man with a certain bounce 
in his step as he saunters, alone, down a dilapidated stretch 
of South Central Los Angeles. According to Bradford 
he was inspired by the walker, who is well-known in the 
neighbourhood, for his fearless embodiment of flamboyance 
within an especially tough public sphere. [RM]
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A N I TA  S TEC KEL
Anita of New York Meets Tom of Finland, 2004 – 05
Mixed media on book pages
36 × 25.5 cm

A veteran feminist artist and anti-censorship activist,  
Steckel has explored female sexual expression since the 1960s,  
including and especially in terms of the eroticized male body. 
In a 2004 series of mixed-media collages entitled Anita of 
New York Meets Tom of Finland, she engages with explicitly 
homosexual images. The pairing of Tom’s strapping men 
and Anita’s even larger female nudes (a reference to her 
Giant Woman series of the late 1960s and early 1970s) is 
incommensurate, even irreconcilable. For that very reason, 
however, the series suggests how art exceeds the particular 
identities and desires of its makers and thereby opens onto 
unforeseen possibilities and pleasures. Within the space of 
her own collage, a straight feminist artist can freely work over 
homosexual imagery of phallic muscularity. [RM]

S H I G E Y U K I  K I H A R A
Samoan Couple, 2004 – 05
Colour photograph

Shigeyuki Kihara, of Japanese and Samoan descent,  
lives as a fa’a fafine, a status best described not as 
transgender but as third gender. Kihara recreates, in order 
to parody mercilessly, nineteenth-century colonial images 
made by white photographers in which Pacific Islanders 
are depicted as exotic and the women as all too happy to be 
seduced. Posing in front of a studio backdrop of tropical 
foliage, Kihara presents herself as both man and woman. 
To fabricate the ‘man’, she photographs herself in a wig 
and moustache, then digitally attaches her face to a man’s 
body. In so doing she slyly undercuts ethnographic projects 
about heterosexuality as a cultural universal and dislocates 
assumptions about what marriage could possibly mean 
when the same person performs both halves of the equation. 
Kihara’s work has been compared to that of Yasumasa 
Morimura and Cindy Sherman, but the artist is quick to 
point out that her status as third gender is not a performance 
that she abandons when she leaves the studio. [CL]

TEJA L  S H A H 
Southern Siren: Maheshwari, 2006
Colour photograph

A photographer, video-maker and installation artist, Tejal 
Shah often focuses on the crossing of genders, sexualities  
and cultures within a contemporary South Asian context.  
In Southern Siren: Maheshwari, Shah creates a vibrant fantasia  
of colour and pattern emanating from a central couple 
performing an intricate dance move in matching electric-blue 
costumes. The photograph was inspired by the female figure 
it showcases – Maheshewari, a hijira (transgender) identified 
woman whom the artist met while working with the MTF 
(male to female) community in Mumbai. In this photograph, 
Shah stages Maheshwari’s fantasy of Bollywood stardom, 
complete with a dashing leading man, a technicolour set 
and, if one looks closely at the purple centre of the largest 
roses, an endless array of miniature Maheshwaris dancing  
in formation. [RM]
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LU K A S  D U W E N H Ö GGER
The Celestial Teapot (Proposal for a memorial site  
for the persecuted homosexual victims of National  
Socialism in Berlin), 2006
Gouache, pencil and pen on paper
29.5 × 42 cm

This painting incarnates Lukas Duwenhögger’s proposal 
for a competition for a public monument in Berlin to 
commemorate homosexual victims of the Nazi regime.  
In a grove of trees, perhaps a cruising ground for public sex,  
a swishy, limp-wristed teapot sits on something that looks 
like a guard tower. Duwenhögger’s work is full of codes  
and literary references. The teapot, dressed in fetching green, 
one arm akimbo, wears a dashing cravat of the sort favoured 
by Berlin’s fashionable gay set of the 1920s and 1930s. 
Though Duwenhögger’s monument suggests a tenacious 
insistence upon the social spaces that made a gay culture 
possible in the Weimar Republic, it was purportedly rejected 
because, among other reasons, it was viewed as too frivolous. 
It may also have been interpreted as a stereotypical, even 
derogatory, representation. Duwenhögger lost the 
competition to the duo Elmgreen & Dragset but exhibited  
a copper model of Teapot in 2007 at Documenta 12. [CL]

ELM G REEN  &  D R AG S E T  
( M I C H A E L  E L M G R E E N  A N D  I N G A R  D R A G S E T )
Memorial for the Homosexual Victims of the  
Nazi Regime, 2008
Concrete, glass, film projection
366 × 190 × 491 cm
Tiergarten, Berlin

Masters of irony, Michael Elmgreen and Ingar Dragset 
describe themselves as ‘fags from the suburbs’ who entered 
the art scene by an alternative route. One trained as a mime; 
the other, in the tradition of Jasper Johns and Robert 
Rauschenberg, worked as a florist’s window dresser. Their 
extended series of Powerless Structures uses the intersection 
of architecture, art and design to scoff at the icons of queer 
culture. Their strategies are astutely urban, attentive to 
unravelling the possibilities of behavioural experiments in 
public consumption that are often slyly queer. Their proposal 
for a Holocaust memorial points to Berlin’s Tiergarten as  
a longstanding location for public sex and refers to previous 
works that use cruising as an embodiment of Michel 
Foucault’s understanding of power as something everywhere 
present and everywhere subject to subversion. It also draws 
attention to homosexual victims of the Nazis. In the park 
the artists have placed a massive, seventy-five-tonne cement 
stele with a window through which the curious can watch 
a small video projection depicting two men kissing. Every 
two years the projection will be replaced by a new video 
of a same-sex encounter, each made by a different artist, 
ensuring the work’s reading as a living memorial and 
allowing for the inclusion of imagery of and by lesbians – 
another group who were victims of the Nazis. The memorial 
opened in 2008 and was vandalized within months. [CL]
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T H U KR A L  A N D  TAG R A  
(J I T E N  T H U K R A L  A N D  S U M I R  TAG R A )
Put It On, 2007
Announcement card for the installation Put It On

The collaborative duo of Jiten Thukral and Sumir Tagra 
create work in multiple mediums and contexts: painting, 
installation, graphic design, video, websites, music and 
fashion. In 2007, they devoted a gallery exhibition in New 
York to the theme of safer sex. Among the works on display 
were custom-designed underwear with slogans such as  
‘I like my man covered’ and ‘Condoms are sexy’, as well 
as flip-flops imprinted with instructions for putting on a 
condom. Based in New Delhi, Thukral and Tagra have been 
especially concerned with the steep rise in HIV infection 
rates in India during the last decade. [RM]

M I C K A LEN E  T H O M A S
Feel Like Makin’ Love from the series  
Brawlin’ Spitfire, 2006
Enamel, rhinestone and acrylic on panel
213 × 244 cm

Resplendent in rhinestones and animal-skin leotards, 
Mickalene Thomas’s women wrestlers roll in tangles over 
furniture and around the fake-wood panelled house. 
The reference is to blaxploitation of the 1970s, Thomas’s 
formative decade. Her figures are composed from montages 
of photographs taken from popular-cultural images, 
album covers and the art-historical canon. In this dramatic 
painting, two women spitfires, one in yellow and black 
tiger print, the other in black and white zebra print, tumble 
on a red bedspread, becoming an indecipherable muddle 
of pattern. As in all the Brawlin’ Spitfire paintings, only 
one woman’s face is visible. With erotic gusto she sucks, or 
bites, on a body part that is even more erotically difficult 
to decipher. Underneath the glitz, or perhaps because of it, 
these women are fierce. They are fully in control of their 
sexuality and entirely comfortable in the domestic settings 
in which they enact their pleasures. [CL]
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S H E I L A  PE PE
Mr. Slit, 2007
Shoelaces, industrial rubber bands, yarn, hardware
305 × 467 × 91 cm

Sheila Pepe’s installations feminize high modernism with 
craft, permeate the materials of industrial fabrication with 
the secrets of domesticity, and tame the scale of architecture 
with the intimacies of the human body. Generally she works 
on a large scale, redefining interior space with the most 
economical of means, stretching and hanging lines of various 
sorts to make three-dimensional drawings that invite  
as much as they repel. Made from crocheted and knotted 
shoelaces, industrial rubber and scraps of hardware, Mr. Slit 
not only follows a trajectory of resistance and complicity but 
also sets two signifiers of gender at odds, rendering a giant 
vagina with heroic masculinity. In balancing irony with 
seduction, Pepe redefines ‘butch’ in sculptural terms. [CL]

RYA N  T RECA RT I N  
( W I T H  B RYA N  M C KELL I G OT T )
Vicky Veterinarian, 2006
Various materials 
112 × 97 × 64 cm 

Ryan Trecartin’s sprawling videos, the result of collaborative 
efforts of a shifting group of friends, are cult destinations  
on YouTube and Vimeo. His multimedia installations, made 
by a similar communal process, include videos, various  
props and, occasionally, figurative sculptures that raise the 
stakes for the cunning use of coded stereotypes: fat men,  
gay dads and earth mothers coated with fruit. Goofy puns 
are not only welcome but hypertheatricalized. In this work, 
at once tasteless and cunning, a veterinarian clad in dorky 
scrubs – the very stereotype of a white lesbian of a certain  
age – grins in bewildered resignation as she is penetrated  
by a pussy. [CL]

S U Z A N N E  W R I G H T
Rainbow Highway, 2007
Colour pencil on paper
366 × 213 cm

In the 1990s, artist Suzanne Wright was a member of  
several activist collectives: ACT UP, DIVA TV (Damned 
Interfering Video Activists Television) and fierce pussy.  
She also made the photographs for lesbian safe-sex 
brochures. In her later tour-de-force drawings, at once 
beautiful and comic, she superimposes the architecture 
of man-made industrial structures upon the man-made 
imaginary that subjugates the female body. Wright places 
these disparate subjects on a collision course, so that the 
scale of the drawing monumentalizes both the female  
body and the built environment, creating intricate overlays  
of biomorphic and inanimate architecture. The thrust,  
so to speak, of the architecture, is placed in such a way  
as to further masturbation fantasies, rendered in Hallmark- 
card pastels. The result is a provocative juxtaposition  
of being and having: lesbian identification with the male  
gaze and lesbian desire to possess the object of the  
male gaze. [CL]
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H EN R I K  O LE S E N
Some Faggy Gestures, 2007 – 08
Installation with various materials  
Dimensions variable
Book
29.5 × 20.5 cm
192 pages 

Drawing on a vast range of Western art and photography 
from the early Renaissance to the late nineteenth century,  
Danish artist Henrik Olesen has created a dazzling  
visual archive of homosexuality and its criminalization. 
At once a pictorial treasure trove of same-sex desire and 
a queer send-up of art-historical method, the archive 
has taken various forms, including an exhibition at the 
Migros Museum in Zurich and an artist’s book published 
the following year. Both the book and the exhibition 
are organized around thematic groupings, such as ‘The 
Appearance of Sodomites in Visual Culture’, ‘American 
Dykes in Rome’ and ‘Sex in America’, which consist of 
multiple pictorial examples. ‘Some Faggy Gestures’, the 
iconographic category from the show that gives the book  
its title, consists of, in Olesen’s words, ‘a series of picture  
of noblemen in particular postures and in certain getups 
which today would be regarded as stereotypically gay. […] 
Men’s legs can be seen in stockings, they wear dandified 
headgear, and their hands perform delicate gestures while 
other figures with dreamy expressions gaze off into the 
distance.’ By claiming portraits of Renaissance noblemen 
as ‘faggy’, Olesen insists on the pleasures of art-historical 
cruising and wilful anachronism. [RM]

BO R I S  TO R RE S
Buttons, Locked, Chair, 2007
Oil pastel on paper
3 of 16 seamless drawings from an accordion-style book
Each 25.5 × 18 cm

A suite of pastel paintings fills the pages of a Japanese 
accordion book. Each page offers a view of a particular 
object: a door handle, a plastic chair, a control panel  
with buttons pointing up and down, a towel, a key with  
a numbered tag, a wall with an oval-shaped hole, a dimly  
lit room with a single bed. Patrons of adult bookstores  
and gay bathhouses in particular are likely to recognize  
these objects and the uses for which they are intended.  
The pictorial attention lavished on them by the Ecuadorian-
born, New York-based painter Boris Torres, however, comes  
as something of a surprise. No one goes to a bathhouse,  
after all, to capture the play of light filtering across the  
floorboards or visits a peep show to consider the precise 
shade of pink in which the plastic chairs have been 
fabricated. By focusing on these details, Torres encourages  
us to linger in the space of sexual cruising and possibility.  
He focuses not on anonymous sexual acts but on the places 
and props that enable them. The buttons pointing up and 
down, for example, are taken from the control panel of a 
‘buddy booth’. If patrons in neighbouring booths both press 
the ‘up’ button, an opaque divider is raised, and a shared 
Plexiglas window becomes transparent. Torres portrays  
no ‘buddy’, however, in the pages of this illuminated book. 
As anyone who has ever paced the halls of a bathhouse or 
waited in vain for a handsome stranger to appear in an 
adjacent booth can attest, these sites of sexual exchange are  
also spaces of isolation, expectation and self-reckoning. [RM]
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GA B R I E L  M A RT I N E Z
Self-Portraits by Heterosexual Men, 2007
100 colour photographs

To create Self-Portraits by Heterosexual Men, the Philadelphia-
based artist Gabriel Martinez enlisted one hundred straight 
men (some friends or acquaintances, others contacted 
through internet postings) to photograph their legs and 
feet at the moment of self-induced orgasm. The artist 
furnished each man with a cable-release digital camera and 
instructed him to snap multiple shots (using his free hand) at 
the appropriately climactic moment. Martinez then selected 
one picture for each man (identified by first names only 
in the finished work), printed them at nearly life-size, and 
composed the aggregate into a giant grid of self-gratification. 
Created by an openly gay artist, Self-Portraits by Heterosexual 
Men unfolds at the border between private pleasure and 
public exposure, between the individual straight guys (‘Eric’, 
‘Benjamin’, ‘Brent’, ‘Dave’, et al.) and the homoerotic 
spectacle to which they contribute. [RM]

J E A N N I E  S I M M S
Pigy, Erendz, Angie and friend, Hong Kong
from the series Readymaids: Here or Where, 2007
Colour photograph

Readymaids: Here or Where is an extended series of 
photographs documenting the self-representations of some 
of the thousands of domestic workers in Hong Kong. The 
women have come to the city from Indonesia, the Philippines, 
Thailand, Sri Lanka and Malaysia to work as live-in maids 
for about $500 per month. On Sundays, they gather in 
Victoria Park near the photo vendors who use backdrops  
of scenes such as St Petersburg, Tiananmen Square and 
the Sydney Opera House. Many of the lesbian workers get 
their pictures taken with their girlfriends in front of the 
backdrops, and this photograph captures the moment of 
hipster performative fantasy. [CL]
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M A R LEN E  M CCA RT Y
Group 2 (Norman, Oklahoma, 1964 –  1977. Baboon Island,  
the Gambia, Africa, 1977 –  1987), 2007
Graphite and ballpoint pen on paper
284 × 508 cm

Marlene McCarty’s colossal drawings of primates 
 – meaning groups of apes and humans – accommodate 
the rich diversity of her interests: gender, sex, language, 
childhood, zealotry, comedy and violence. In a series  
of works based on specific chimps and gorillas who were 
subjected to atrocities of primatology, McCarty proposes 
scientific accounts of evolution as a sanitized fraud. This 
drawing derives from the story of a chimp named Lucy 
Temerlin, who was placed in a human family to test her 
ability to learn language, and then ‘rehabilitated’ to the 
Gambia when the family decided, thirteen years later, they 
had had enough. Lucy was eventually killed by poachers. 
The primate interaction depicted here is an orgy, at once 
hilarious and disturbing. Hands wander, penises multiply, 
nipples lie on skin like jewellery, fingers clasp, fur grows on 
the backs of infants, men kiss apes and apes kiss women, a 
woman suckles an infant chimp while giving birth to another. 
Without such antics, McCarty suggests, ‘man’ would not 
exist. Evolution means sex across boundaries. [CL]

I N E S  D O U J A K
Victory Gardens, 2007
Installation with flower bed on 146 sticks with  
69 seed packets, Documenta 12, Kassel, Germany
1 × 16 × 1 m
Carrier bag
45 × 35 cm

In an elegantly vengeful metaphor, this plastic carrier  
bag enlisted the cognoscenti who gorged on glossy picture  
books at the Documenta 12 shop to help disperse the  
spores of Ines Doujak’s installation Siegesgärten (Victory  
Gardens) around the world. A sixteen-metre seed bed  
on stilts, dotted with dozens of seed packets, Siegesgärten  
protested the theft of natural resources by transnational  
corporations. This modern form of colonialism depends  
upon staking claim to the reproductive processes of plants  
through genetic modification and claiming ownership  
of the ‘natural’. Doujak exposes this greed as ‘unnatural’  
by fabricating an assortment of queer frolics in gardens  
of plants culled from global trafficking. The image on this  
carrier bag has a nineteenth-century-style background  
design of garden flowers and a picket fence. In the midst  
of this confection, a bearded figure, perhaps male, perhaps  
female, rides a woman wearing nothing more than a  
black leather harness and a plumed tail. ‘Patents Instead  
of Bombs’, reads the yellow banner, referring to the  
techniques of biopiracy. [CL]

KENT  M O N KM A N
Si je t’aime, prends garde à toi, 2007
Acrylic on canvas
274 × 213 cm

Kent Monkman’s work not only reinstalls indigenous peoples 
within the narratives of European history but also makes 
certain that his revisions insinuate a campy queer presence 
in the myths of the frontier American West. In this imposing 
painting, Monkman reinterprets The End of the Trail (1915), 
the kitsch, colonialist bronze of an American Indian by  
James Earle Fraser. Here, a kiss from a fetching red-headed 
white youth, clad in a short tunic, causes the marble Indian  
to come to life. Or perhaps it is the Indian who will turn  
the youth into marble. At any rate, the youth, presumably, 
is the sculptor, who collects and takes inspiration from the 
Native American artefacts pinned to the wall. Either way,  
Si je t’aime, prends garde à toi (literally, ‘If I love you, watch 
out’), a quote from Bizet’s opera Carmen, suggests the  
romantic havoc wrought by the seductions of the heroine. 
Carmen, after all, works in a Spanish factory making 
cigarettes from the tobacco that American Indians introduced  
to European culture. [CL]
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S PE N CER  F I N C H
Sunlight in an Empty Room (Passing Cloud for  
Emily Dickinson, Amherst, MA. August 28, 2004), 2008
100 fluorescent lights, filters, clothes pegs
Dimensions variable

Spencer Finch is an artist of memory, of history and of  
light. He focuses on particular historical sites (the spot  
on the consulting-room ceiling at which Sigmund Freud’s 
patients stared, for example) and memory (the colour of 
Jackie Kennedy’s hat on the day JFK was assassinated)  
and then produces, in different mediums, renderings of the 
light at that site. Sometimes the renderings take the form  
of framed watercolours, sometimes stained glass, sometimes 
photographs. This lavender cloud represents the residue  
of Finch’s visit to Amherst, Massachusetts, where the  
poet Emily Dickinson lived. Dickinson, who never married, 
enjoyed a passionate friendship with her sister-in-law,  
Susan Gilbert. ‘If you were here – and Oh that you were,  
my Susie,’ Dickinson wrote in an 1852 letter, ‘we need not 
talk at all, our eyes would whisper for us, and your hand  
fast in mine, we would not ask for language.’ The sentiments 
Dickinson expressed cannot be interpreted to declare her a 
lesbian, in the contemporary sense of the label, but Finch’s 
cloud is the record of an afternoon spent measuring the light  
in Dickinson’s back yard as clouds passed overhead. This 
tribute, held together with clothes pegs, is a whirl of lavender, 
blue and violet filters lit by a bank of flourescent tubes whose 
colour temperatures exactly match Finch’s painstaking 
measurements on that summer day. [CL]

A N WA R  S A EED
A Book of Imaginary Companions, 2008
Drawings and collage on paper
Each 21 × 14 cm

In A Book of Imaginary Companions, the Pakistani artist 
Anwar Saeed paints onto and over the pages of his own copy  
of a book titled I Pierre Seel, Deported Homosexual. The 1994 
memoir of a French survivor of a Nazi concentration camp, 
the book becomes the unexpected site for the artist’s erotic 
renderings of Pakistani men. According to Saeed, ‘It was  
a book about pain and torture, so I thought I should make 
images of pleasure.’ A Book of Imaginary Companions defies 
both the historical persecution of homosexuals and the 
ongoing suppression of queer desire and imagery, not least  
in Pakistan, where, according to the artist, this work of  
art could not be shown because of the stigma attached  
to homosexuality. [RM]



24 4 245

I S A AC  J U L I E N
Still Life Studies Series, No. 1, 2008
Colour photograph in light box
120 × 140 cm

Isaac Julien’s photograph appears to be an innocuous 
representation of a cottage fronted by an eccentric garden.  
It is, rather, a memento mori, a gift, a morsel of a posthumous 
collage, a moment in the record of a mosaic of friendships. 
The cottage belonged to filmmaker Derek Jarman; the 
garden was one of his most celebrated works. Particularly 
after Jarman’s AIDS diagnosis in 1986, and certainly 
after his death in 1994, Prospect Cottage in Dungeness, 
England, and particularly its garden, became something of 
a pilgrimage site for queers wishing to pay tribute to the life 
of a groundbreaking figure not only in the struggle for gay 
liberation but also in the many intersecting creative worlds  
of the 1970s, 1980s and 1990s: art, fashion, independent film, 
theatre and music. Jarman was an old friend of Julien’s, 
whose work parallels his own: independent film and video, 
activism, photography and installation. [CL]

L I Z  C O L L I N S
Knitting Nation Phase 4: Pride, 2008
Action and site-specific installation

Knitting Nation, founded in 2005, is the project of fashion 
designer and textile artist Liz Collins, who deploys 
knitting machines, site-specific installation, performance 
and a small army of collaborators to manufacture comments 
on the interaction of humans and machines. On the fortieth 
anniversary of the Stonewall riots, Collins and her workers 
reconstructed the Gay Pride flag designed in 1978 by Gilbert 
Baker. The original rainbow flag, intended to represent  
the diversity of the gay community, featured eight colours 
representing ideals such as healing, nature, spirit and life. 
Among the original colours were hot pink and turquoise, 
representing sex and art. As the rainbow flag evolved into a 
marketing opportunity, sex and art were somehow deleted 
from the rainbow. Knitting Nation Phase 4: Pride restores 
these ideals to queer consciousness, theatricalizing their 
disappearance from community ideals and proclaiming  
the necessity of their presence. [CL]
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G I N G E R  B RO O K S  TA K A H A S H I  A N D  
DA N A  B I S H O P-RO OT
A graphic of the Island of Lesbos with icons  
depicting different sites and tourist activities,  
2009 – 12
Ink on paper
41 × 61 cm 

In remapping the Greek island of Lesbos, Ginger Brooks 
Takahashi and Dana Bishop-Root whimsically chart an 
all-female migration rooted in both collective fantasy and 
subcultural history. As the island itself takes on a vaguely 
human form, complete with a pair of legs, three streams  
of female swimmers approach from different sides. But  
not all the women seek a destination on shore. According  
to the text that dips below the swimmers on the upper right, 
‘Each has chosen a direction according to the climate she 
prefers. There are also wondering tribes. Several groups  
of companion lovers have decided to live on the sea  
and become fishers. Other have set out in search of islands.  
Some of them are still searching.’ In rendering Lesbos  
as a map inscribed with multiple fables, Takahashi and  
Bishop-Root pay light-hearted tribute to women who have 
searched out alternative tribes and ways of loving and  
living together. [RM]

Z A N ELE  M U H O L I
Puleng Mahlati, Embekweni, Paarl
from the series Faces and Phases, 2009
Black and white photograph

‘The reality’, says Zanele Muholi, ‘is that black lesbians 
are targeted with brutal oppression in the South African 
townships and surrounding areas.’ In Faces and Phases, 
the extended series that includes this image, Muholi uses 
portraiture to create an archive of resistance to hate crimes  
such as ‘curative rape’. She set out to make positive images 
of black South Africans – lesbians, women and transmen – 
in order to register a queer presence in the visual record and 
to honour the victims of hate crimes. (Indeed, some of her 
subjects died of anti-queer violence before the photographs 
were exhibited.) The individuals photographed represent 
various occupations and hail from various townships. They  
also trouble stereotypes of lesbian and female appearance. 
Muholi’s subject here – Puleng Mahlati – could be biologically  
female or a transman. We see only wide shoulders, a jacket 
usually worn by men, a stunning head and an utterly self-
possessed gaze aimed directly at the viewer. [CL]

ELL I OT T  H U N D LE Y
Ryan as Polyxena, 2009
Inkjet print in light box
52 × 75 cm

The mixed-media artist Elliott Hundley reworks classical 
Greek myth and Euripidean theatre through a decidedly 
contemporary lens. He periodically invites friends and 
family members to don costumes in his studio and mime 
mythical characters for the camera. In some cases, such as 
Ryan as Polyxena, the portraits that result from these sessions 
are editioned as photographs; in others, the portraits are 
incorporated into massive assemblages featuring thousands 
of individually cut-out pictures that have been carefully 
pinned or pasted onto the work.
 The title of this portrait refers to both the contemporary 
person posing in the studio (Ryan) and to the Classical 
role (Polyxena, the ill-fated Trojan princess with whom 
Achilles fell in love) he steps into. It is as though Ryan were 
pausing before resuming his or her performance as Polyxena 
– except that the pause and pose for Hundley’s camera are 
the performance. Costumes, lighting and décor are likewise 
savoured not for their verisimilitude but for their artifice. 
Ryan makes no effort whatsoever to stuff the bodice of his  
evening gown to simulate a woman’s bust line. And he 
grabs his fluffy helmet by the crown, as though to whip it  
off momentarily and change costume again. [RM]
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EL I Z A BE T H  S TE P H EN S  A N D  A N N I E  M .  S P R I N K LE
The Love Art Laboratory (detail, Blue Wedding to the Sea – an 
Ecosexual Performance Art Wedding 2009), 2005 – 11
Action

Beth Stephens and Annie M. Sprinkle describe themselves 
as ‘an artist couple committed to doing projects that explore, 
generate, and celebrate love’. They use a wide range of media 
– including visual art, theatre, lectures, printed matter and 
activism. Stephens and Sprinkle initiated the project The 
Love Art Laboratory in 2005 in response to the beginning of 
the war in Iraq, as well as to the California Supreme Court’s 
prohibition of gay marriage in California. They vowed to 
stage a commitment to their relationship each year for (at 
least) seven years as a way to ‘look hatred in the eye’, and to 
involve a queer community in an annual marriage ceremony. 
A changing roster of queer artists and sex activists officiates 
at each event. [CL]

Each historical period covered in this book has produced its own 
name for sexual minorities, whether they were called inverts, 
pansies, faggots, dykes, gays, lesbians or queers. When reclaimed 
in the first person, these monikers often assumed a defiant tone 
reversing the stigma imposed from without. 
 Since the original edition of Art & Queer Culture, published 
in 2013, the terms ‘trans’ and ‘transgender’ have come into 
increasingly wider use. The visibility of transgender and otherwise 
gender non-conforming people has risen dramatically, both in 
mass media and visual art. Transgender rights – and the backlash 
against them – have shaped political discourse, as for example in 
the ongoing battle over gender-neutral bathrooms, Donald Trump’s 
call for a purge of transgender people in the military, and the now 
common use of the term ‘GLBTQ’. As this last section of the book 
makes clear, ‘transgender’ is not simply a finite passage from one 
gender to another, but a challenge to the security of gender itself. 
Although the widespread use of the term is relatively recent, the 
crossing of gender runs throughout the modern history of queer 
culture, from Danish artist Lili Elbe in the nineteenth century to 
the ‘Street Transvestite Action Revolutionary’ (STAR) Marsha P. 
Johnson in the 1970s.
 The following pages feature a number of artists who identify 
as trans as well as those who see themselves as gay, lesbian, 
queer or otherwise sexually dissident. Several of these artists 
pursue multidisciplinary practices that involve some combination 
of art, music, performance and film/video. The blurring of the 
lines between different media has become more pronounced 
than ever before. The art world has never been as global as it is 
today, and the examples that follow show the wide reach of queer 
contemporary culture from Lima to Los Angeles and from Berlin  
to Beijing. 
 Queer culture does not move ever forward in a linear 
progression towards the new and the now. It is recursive, retrieving 
threads of the past to weave them into a present that remains 
dynamic and open to change. As we mark the fiftieth anniversary 
of the Stonewall riots, memorialize those lost in the ongoing 
AIDS crisis, and celebrate the birth of the modern gay-liberation 
movement, the dialogue between art and queer culture continues  
to transform before our eyes.

H —  
Here and Now  

(2010 — present)
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R I C H A R D  H AW K I N S
Edogawa Rampo #2, 2010
Acrylic, pencil and collage on paper
46 × 58 cm

The similarity between the names of Japanese master  
of crime fiction Edogawa Rampo and American master  
of the macabre Edgar Allan Poe is no coincidence. Cross-
cultural intersections, erudite as well as low, are central  
to Richard Hawkins’s practice of collage. In this series, he 
floats the heads of pretty Japanese hairstyle models clipped 
from magazines in the blackened rooms of haunted, almost  
gothic houses that evoke the decimated settings of Anglo-
European Romanticism. Such scavengings are merely  
two categories in the image archive he has amassed over 
two decades, which is dominated by objects of desire culled 
from classical sculpture as well as heavy metal, fashion 
and Hollywood. In his labyrinthine table constructions, 
Hawkins disassembles and recrafts doll's houses in order  
to cut up the architecture of memory, desire and narrative.  
In the Edogawa Rampo collages, it is as if we have been 
allowed to enter these constructions. [RM]

I N S  A  K R O M M I N G A
Das Defensive Organ, 2010 
Colour pencil and ink on paper 
38 × 41 cm

From the point of view of intersex artist and activist  
Ins A Kromminga, the binary system of sex and gender  
is punitive as well as preposterous. Why is sex determined 
by genitalia and the reproductive organs? What about 
chromosomes? What about hormone levels? Kromminga’s 
works are powerful comments on the pathologizing of gender 
ambiguity, especially by ‘sex reassignment’ – surgical 
castration followed by hormone ‘therapy’. Understanding 
that normative culture – heterosexual as well as homosexual 
– defines itself by creating its ‘other’ in order to exclude  
it, Kromminga’s drawings and installations unabashedly 
celebrate the beauty of the monstrous. [CL]

CA S S I L S  A N D  R O B I N  B L AC K
Advertisement (Homage to Benglis), 2011
from the series Cuts: A Traditional Sculpture
Colour photograph

Fascinated by Lynda Benglis’s notorious 1974 double-
headed dildo advertisement in Artforum, Cassils decided 
to turn her own body into the phallus rather than 
holding a phallus in front of her body. To sculpt the body 
photographed here, Cassils altered her diet to add twenty-
three pounds (5.4 kg) of muscle in as many weeks, took 
regular doses of steroids, and worked out relentlessly.  
In so doing, she not only paid homage to Benglis but also 
reversed the narrative trajectory of Eleanor Antin’s 1972 
conceptual piece Carved: A Traditional Sculpture, in which 
Antin recorded herself daily as she starved in order to chisel 
a thinner, more fashionable body. In Advertisement (Homage 
to Benglis), Cassils transforms a woman’s body into a riveting 
transgender spectacle of white hypermasculine androgyny, 
a confounding image that Cassils and Black then circulated 
by means of a zine, LadyFace / ManBody, which in turn 
moved through the internet on various transgender and  
gay blogs. [CL] 
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N A N CY  B RO O K S  B RO DY
Glory Hole, black on white (vibgyor), 2012
Oil on venetian plaster on wood panel
71 × 71 cm

The longer one stares at Brody’s grid painting, the more  
it begins to pulse with colour. To create this effect, she  
adds coloured oil paint to each black gridline – starting 
with violet and moving through the spectrum until she ends 
with red (vibgyor). Brody’s title refers to an opening in a 
wall through which a sex act, usually between men, takes 
place. As such, a glory hole is a site of hidden or illicit sexual 
pleasure. As a lesbian artist and activist, Brody’s allusion  
to gay sex, as well as the simultaneously visible and invisible 
rainbow of colours, implicitly raises the question of lesbian 
invisibility in mainstream representations. Her formalist 
grids are austere and cerebral but also, with their colour and 
undulating forms, sensuous and somatic. [AJ]

A .  L .  S TE I N E R
Angry, Articulate, Inevitable, 2010
Installation with colour photographs and photocopies
Dimensions variable

These walls of photographs – some modestly sized,  
some dramatic enlargements – are A. L. Steiner’s archive  
of sex as a radical political practice. The participants are 
members of Steiner’s community of queers – a term which, 
in Steiner’s case, does not mean mostly male. Her emphasis 
is on women, even ‘womyn’, understood here as a condition 
of desire rather than a biological imperative. In Angry, 
Articulate, Inevitable, huge photographs of bruised butts and 
bare pussies are interspersed with scenes in which naked 
bodies of all sorts cavort in spaces both public and private. 
Steiner expands our ideas on what acts of ‘sex’ might be, 
producing for the benefit of her community images that are 
inclusive, comedic, irreverent, sexy. [CL]
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PAU L I N E  B O U D RY  /  R E N ATE  LO RENZ 
No Future / No Past (still), 2011 
Installation with 2 Super 16mm/HD films
15 min. each
Collection, CNAP France

Based in Berlin, Pauline Boudry / Renate Lorenz create 
performance-driven video installations that reopen 
unfinished queer histories through long-term collaborations 
with performers. 

The two-part installation No Future / No Past engages 
with the question of whether queerness is oriented towards 
the future or the past. No Future (set in 2031) and No Past 
(set in 1976) look identical at first glance: both take place 
in the confines of a graffitied bunker, with the same cast. 
Performers/musicians Ginger Brooks Takahashi, Fruity 
Franky, Olivia Anna Livki and G. Rizo stylishly stand in  
for punk icons Darby Crash, Poly Styrene, Alice Bag and 
Joey Ramone. They are rigidly posed facing off-screen  
in a manner borrowed from Andy Warhol’s film of Ronald 
Tavel’s The Life of Juanita Castro (1965), one of the first 
examples of the Theatre of the Ridiculous, an underground 
movement epitomized by its camp absurdism. On-screen 
director/choreographer Werner Hirsch feeds the performers 
a series of ‘ridiculous’ lines and instructions, which the 
performers carry out blankly. A guitar is smashed, poses 
are struck, anarchy, utopia and apocalypse are sloganized 
with ennui and any hope of progress ‘drags’. This is the 
artists’ dystopian vision of what the nihilistic punk rallying 
cry of ‘no future’ might look like when staged as queer 
performance. [JD]

W U  T S A N G
Green Room, 2012
Installation with wood, linoleum, carpet, furniture,  
light fixtures, rope light, fabric, mirrors, Mylar 
600 × 500 × 300 cm
Whitney Museum of American Art, New York 

The room in this photograph was designed and furnished  
by Wu Tsang to offer a dressing room for the dancers, actors 
and musicians participating in the 2012 Whitney Biennial. 
When not needed for this purpose, Green Room is open to 
museum visitors, who can watch Tsang’s two-channel video, 
Que Paso Con Los Martes? (What Happened to Tuesdays?). 
Que Paso revolves around a transgender Honduran woman  
who finds a haven in Los Angeles at a dominantly transgender  
Latino bar called the Silver Platter. Talking-head shots  
and interviews are intercut with footage of the Silver Platter, 
which became for a period a site in which Tsang organized 
for transgender rights for people of colour. Green Room,  
just like the Silver Platter and other gay bars, blurs the line 
between public and private space. [CL]
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J O S H  FAU G H T
It Takes a Lifetime to Get Exactly Where You Are, 2012
Handwoven sequin trim, handwoven hemp, cedar blocks, cotton, 
polyester, wool, cochineal dye (made from ground up bugs), 
straw hat with lace, toilet paper, paper towels, scrapbooking 
letters, Jacquard woven reproduction of a panel from the AIDS 
quilt, silk handkerchief, indigo, political pins, disaster blanket, 
gourd, gold leaf, plaster cats, cedar blocks and nail polish
244 × 609.5 cm
Collection, Saatchi Gallery, London

Based in the Bay Area and drawing inspiration from its 
bohemian legacies, Josh Faught works in textiles to weave 
together ‘the sheets’ and ‘the streets’. He draws as much 
from personal history as from social history, incorporating 
his family’s domestic tchotchkes alongside the slogans and 
guidebooks of feminist and queer activist movements. With 
its vertical strata in shifting hues, It Takes a Lifetime to Get 
Exactly Where You Are can be read left to right as a loosely 
stitched-together biography that culminates in a woven 
reproduction of a panel from the NAMES Project AIDS 
Memorial Quilt (1987–ongoing). In the late 1980s, the Quilt 
was decried as overly tear-jerking by AIDS activists seeking 
more militant forms of mourning. By contrast, Faught’s 
work indulges both these unproductive ‘bad’ feelings of 
sentimentality as well as the Quilt’s ‘bad’, low-brow craft 
aesthetic. This work was the centrepiece of his 2012 solo 
exhibition ‘Longtime Companion’, which also included 
cedar ‘closets’ bearing woven PFLAG newsletters from 
1995, the year Faught himself came out. [JD]

C H R I S  E .  VA R G A S
‘Transgender Hiroes’ MOTHA promotional broadside, 2013
Offset print on newsprint
83.8 × 68.8 cm

The Museum of Transgender Hirstory and Art (MOTHA)  
is an archival project designed to bring together a visual 
history of transgender culture with a critique of the 
institutional forces that keep transgender people invisible. 
Though Vargas describes MOTHA as an imaginary 
museum that is forever under construction, it is also a 
platform for the exhibition series ‘Transgender Hirstory in  
99 Objects’, modelled after the books A History of the World 
in 100 Objects and American History in 101 Objects (Penguin, 
2012 and 2013). Each iteration of the exhibition is composed 
of a new set of objects. Many refer to major events in 
transgender history: a shot glass stands for the one that 
was reputedly thrown by transgender warrior Marsha 
P. Johnson at Stonewall in 1969; a T-shirt representing 
the group Transgender Menace transforms the name 
of the 1970s radical, feminist, lesbian group Lavender 
Menace to resist transgender exclusion from gay and 
lesbian organizations in the 1990s. The collage pictured is 
available to visitors to the 99 Objects exhibitions as a take-
away publication. It features, and identifies on its reverse 
side, a number of prominent figures in transgender history, 
like activist and philanthropist Reed Erickson, who funded 
much of the research on transgender identity in the 1950s 
and 1960s, and contemporary artist Genesis P. Orridge, 
who identifies as ‘third-gender’. [CM]
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The AIDS Memorial Instagram, 2016–ongoing
Internet project

The AIDS Memorial Instagram account has one central 
philosophy: ‘What is remembered lives’. Anyone wishing  
to memorialize someone who died of HIV/AIDS can submit 
images of that person, accompanied by a short biographical 
narrative. Stuart, who is based in Scotland and prefers to 
remain anonymous in order to keep the focus on the dead, 
aims to provide a platform for people to remember their loved 
ones, as well as a space for others to learn about the history of 
AIDS. His account, an unprecedented visual archive of those 
lost, echoes the NAMES Project AIDS Memorial Quilt, but 
can be accessed from anywhere in the world. The narratives, 
limited to 400 characters, are just as diverse in tone and style 
as the images. All of the submissions, however, share the 
heartbreak of loss. As of August 2018, nearly 5,000 stories 
have been posted. #whatisrememberedlives [DR]

G I O  B L AC K  PE TER
Bad Cops Make Good Snacks, 2016
Oil and acrylic on canvas
152.4 × 121.9 cm

Gio Black Peter’s paintings and drawings are as much in 
conversation with traditional art history as with queer sexual 
subcultures. A staple of New York’s underground clubs,  
he is also a performance artist, DJ and art curator. In 
Bad Cops Make Good Snacks he evokes a colourful pastoral 
setting reminiscent of the mystical dream-worlds of Henri 
Rousseau. The painting’s central figures are rendered in  
a greyish white, and are almost statuesque in their size and 
colouring. They might initially be read as a normative white 
heterosexual couple, but on closer examination register as  
a queer man of colour and a trans woman. The man caresses 
a snake that has devoured the ‘bad cop’ of the painting’s 
title, whose hand still clings to the handcuffs. The artist 
pays homage to the ‘Black Lives Matter’ and trans-visibility 
movements by placing them at centre stage and in direct 
alliance. ‘The painting is about retribution’, Peter explains.  
It is also about social justice and the possibilities enabled  
by coalition politics and sexual freedoms. [DR]
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R E I N A  G O S S E T T  A N D  S A S H A  W O RT ZEL
Lost in the Music, 2017
HD video installation, colour, sound
4 min. 20 sec.

Marsha ‘Pay it no mind’ Johnson was a self-declared ‘street 
queen’ who some say helped start the Stonewall riots with 
Sylvia Rivera in the early hours of 28 June 1969. One 
narrative of that now famous night describes Johnson as 
shattering a mirror with a shot glass in the Stonewall Inn in 
response to a sudden yet routine police raid. Lost in the Music, 
projected onto a broken mirror, is a video excerpted from 
Gossett and Wortzel’s short film Happy Birthday, Marsha!, 
which imagines Johnson in the hours just before the rebellion. 
The actress who plays Johnson, Mya Taylor, stands in front 
of a curtain of gold tinsel wearing an elaborate pink floral 
hat and a large white wig that threaten to engulf her smiling 
face. Holding a tattered diary, Taylor recites a cathartic 
poem of resistance against the tides of exclusion, poverty and 
violence that Johnson and her fellow street queens regularly 
endured. Interwoven archival footage of Johnson presents  
a painful reminder that she was found floating in the Hudson 
River in 1992 – and that the cause of her death has never  
been determined. [CM]

J O H N  KE L LY
Ethyl Eichelberger, Age 45 in 1990, 2018
Graphite, pastel and pigment pencil on paper on aluminum panel
28 × 35.5 cm

How does one honour an artistic generation decimated by 
AIDS? John Kelly has been addressing this challenge since 
the earliest years of the epidemic. In ‘Sideways into the 
Shadows’, his 2018 exhibition of excerpts from more than 
forty years of sketchbooks and journals, he included over 
fifty drawings of lovers and friends who have died of AIDS. 
Beginning with William Schwedler, a painter and former 
lover, who died in 1982, and continuing to the present day, 
these mixed-media portraits are drawn from photographs. 
Each is introduced by their name, age at the time of death, 
and the year they died. They include a who’s who of the 
1980s East Village scene – Charles Ludlum, Ron Vawter, 
David Wojnarowicz, for example – and many others who 
comprised Kelly’s artistic world. He draws his subjects  
from the shoulders up, as in classical portraiture. Sometimes 
they are shown in full costume, as in the portrait of the 
legendary performance artist Ethyl Eichelberger, which is 
based on a John Dugdale photograph. Others are rendered  
in more sketch-like fashion. Kelly, who has been living  
with HIV since the 1980s, sees himself as both a witness  
and a survivor. With these portraits, he carries the dead 
with him and celebrates their lives for all to see. [DR]
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LO L A  F L A S H
miss kimberley, 2011
Digital c-print
61 × 51 cm

miss kimberley stares directly at the viewer, confident and 
confrontational. Her body is turned sideways and she crosses 
her arms in front of her chest. She wears all black, except for  
a silver watch, red leather gloves, and matching red lipstick.  
A long reddish-brown wig frames her face. Her lips are 
parted, as if she is about to speak. miss kimberley belongs 
to Lola Flash’s series Surmise featuring individuals with a 
range of gender expressions that do not match normative 
assumptions: men who wear feminine clothing and long 
hair, women who dress in male clothing and have short 
hair, boys who wear tutus, and individuals who otherwise 
refuse gender-binaries. Flash is dedicated to the practice of 
portraiture, and to enhancing the beauty, pride and power 
of her sitters. Working with a 4 × 5 film camera, she carefully 
stages photographs of subjects against a white background, 
removing any surrounding distractions or context to focus 
on the individuals and their ability to control our gaze. 
Flash explains, ‘The series Surmise aims to encourage my 
audience to regard each model as a person first, and to not 
assume their sexuality, gender or pronoun. It also begs for 
us not to assume anything at all.’ [AJ]

J A M I L  H E L LU
Zulfikar Ali Bhutto (a.k.a. Faluda Islam) grew up in Pakistan. In 
Arabic poetry, a deer often symbolizes an effeminate young man. 
In Brazil, the word deer ('veado') is commonly used as a slang to 
insult gay men, 2017
Digital pigment print

In this image, Hellu stands resting his hand on the shoulder 
of drag performer, artist and curator Zulfikar Ali Bhutto Jr, 
who sits with his legs crossed, and with his own elaborately 
manicured hand resting on his thigh. On Bhutto’s right open 
palm is a deer, which symbolizes effeminate masculinity  
in both Brazilian popular discourse and Arabic poetry.  
By taking possession of this pejorative symbol, the pair at 
once defy and rework its negative associations. Since both 
men are queer and from Catholic and Muslim backgrounds 
that have historically shunned homosexuality, this image 
also highlights the contradictions that emerge through the 
union of religious, ethnic and cultural traditions with gender 
and sexual identity. Hellu’s position combines the role of 
photographer and subject to create what he calls an ‘us’ 
rather than an ‘other’ within the image. ‘Woven together’, 
the photographer has written, ‘our histories connect us to  
a larger dialogue about the complicated past we represent 
and the future we want to create’. [CM] 
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G I U S E P PE  C A M P U Z A N O
Letanía, 2012
Digital collage and silkscreen on paper
50 × 30 cm

Museo Travesti del Perú is both a performance project that 
evolved while Giuseppe Campuzano was alive and an 
archive that persists past his death in 2013. The characters 
that Campuzano performed are rooted in his research 
on Chinese transvestite opera singers in late nineteenth-
century Lima, paintings of sexualized black figures 
observed by scientist explorers, and reports of recent 
histories of homicide against transgender sex workers in 
Peru. The character pictured here is one that Campuzano 
developed to subvert normative binary genders within 
official Peruvian history. As a former Spanish colony, 
Catholicism runs deep in Peru. This character activates 
this religious history through the silver metallic crown 
that frames the head and face, which resembles the crown 
of the Virgin Mary. Her seven sorrows are traditionally 
symbolized by the impaled and flaming heart emblazoned 
on the figure’s chest. Phrases that encircle the figure – like 
‘in(ve)stigadora inventario inventado cronica/o geneología’ 
and ‘poscolonialidad del placer ciudadana no humana’ – 
which roughly translate as ‘in(ve)stigator inventory invented 
chronic genealogy’ and ‘postcoloniality of non-human 
civic pleasure’ – introduce rhetoric that resists the power 
of ideology and bureaucracy regulating the human body. 
For Campuzano, the body of the transvestite subject is 
a primary source of political power, and this image/text 
combination activates travesti as both sacred, mystical 
figures and figures subject to the violence and limitations 
imposed upon them by the largely Catholic, Peruvian 
nation-state. [CM]

S TE VE  R E I N KE  A N D  J A M E S  R I C H A R D S
What Weakens the Flesh is the Flesh Itself, 2017
Digital video, sound 
40 min. 
Archive of the Schwules Museum*, Berlin

Chicago-based Steve Reinke and Berlin-based James 
Richards may be artists separated by twenty years of age 
and the Atlantic Ocean, but they share a fascination with 
psychically haunting images that ‘elicit, fulfill or negate some 
desire’. Their collaborative videos combining various media 
clips are deeply unsettling, producing ambiguous, often 
visceral sensations rather than straightforward knowledge. 
What Weakens the Flesh is the Flesh Itself originated in 
production designer and actor Albrecht Becker’s (1906–2002) 
auto-erotic photo collection held by the Schwules Museum* 
in Berlin. In these staged and manipulated self-portraits, 
Becker both poses in his street clothes and shows off his 
radically modified, tattooed body – including a sculptural 
penis. The video evolves into a profound meditation on 
masculine self-fashioning and the materiality of flesh and 
of analogue and digital images, where the double identity 
of the artists commingles with Becker’s split personas in the 
shadows of the archive. For film scholar Erika Balsom, the 
video is ultimately ‘a means of feeling out how generations 
of men shape each other – in care and cruelty, pain and 
pleasure – as they live and die’. [JD]
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A S H LE Y  H A N S  S C H E I R L
Golden Shower (L’origine du monde) (detail), 2017
Acrylic on canvas and cardboard
240 × 160 × 192 cm

Vienna-based trans filmmaker and artist Ashley Hans Scheirl 
created the eye-popping, experimental sci-fi features Flaming 
Ears (co-director, 1991) and Dandy Dust (1998) before turning 
to painting. Scheirl sees her shift in media during the late 
1990s as a ‘transition’ akin to her physical metamorphosis 
via testosterone at the time. Scheirl consistently figures 
the self as a messily performative work-in-progress. The 
subject is always multiple and transgressive, with the body 
shaped not only by desire and corporeal flesh but by the 
forces of neoliberalism. Golden Shower (L’origine du monde) 
is a camp reimagining of Gustave Courbet’s scandalous 
1866 painting and the centerpiece of Scheirl’s installation at 
documenta 14, Kassel (2017). The paintings – and the video 
loops placed below them, in which she dances mockingly with 
the canvases – queer the vocabulary of finance capitalism, 
forging a libidinal economy of liquid assets, towering growth 
and fiscal stimuli. Two slim legs wearing sparkly platform 
heels stretch out from the eye of a dark storm, while a ‘shower’ 
of gold coins floods down upon the viewer. This fierce drag 
glamazon, perhaps a member of the world’s oldest profession 
– she who gets the world’s juices flowing while rarely earning 
her fair share of the profits – stands as the origin of all 
wealth and value. [JD]

Z AC K A RY  D R U C KER
A Wall Inside Flawless Sabrina’s Apartment, 2014
Digital photograph

In an eloquent obituary on the platform them, Los Angeles-
based artist and cultural producer Zackary Drucker  
expressed how drag pioneer Mother Flawless Sabrina  
(a.k.a. Jack Doroshow, 1939–2017) ‘taught me how to live’. 
In works like the films At Least You Know You Exist (2011) 
and She Gone Rogue (2012, with Rhys Ernst), Drucker and 
her ‘grandma’ Flawless staged not only their intensely close 
artistic and personal relationship, but the intergenerational 
kinship bonds formed as a matter of survival in trans and  
queer communities. Their matrilineal vocabulary originated 
in drag balls, where ‘houses’ of ‘children’ are mentored  
by strong ‘mothers’, often after being rejected by biological 
families. Flawless taught Drucker that ‘We are ancient, 
magical survivors, and we are infinite’. Often working 
collaboratively, Drucker traces the shaping of trans identities 
and relationships as audacious acts of self-creation taking 
place within transfeminine legacies that resist misogyny and 
transphobia. At the centre of this image is a double-portrait 
from Drucker’s 5 East 73rd Street (2005–7) – a photographic 
series set in Flawless’s New York apartment – nestled among 
the bric-a-bric she accumulated over fifty years. [JD]
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PAU L  M PAG I  S E P U YA
Darkroom Mirror (_2050038), 2017
Archival pigment print
81.2 × 61 cm

Two shirtless men, one seated, the other standing, seem to  
photograph the viewer, so that even as we look at it, the 
picture looks back. The standing man rests his hand on the 
shoulder of the seated man, who in return grazes the belly  
of his companion. In a tiny gesture of intimacy, the seated 
man places a single finger on that of his companion atop  
the camera. The seated man is also the maker of the picture, 
the Los Angeles-based photographer Paul Mpagi Sepuya. 
His photograph is from a series called Dark Room, a double 
entendre that refers both to the dark room of photography 
and to the low-lit back rooms in gay bars reserved for cruising 
and casual sex. Both dark rooms are places of physical 
contact, whether between chemically sensitive paper and 
developing agents or between the bodies of men. Sepuya 
attends to the smallest of visual details and differences: the 
sheen and sweat on the face of the standing man, the black 
and grey hair on the photographer’s chest, the folds and  
crush of the black velvet backdrop against which the men 
appear. The space of the photograph delineated by the black 
velvet scrim suggests a third ‘dark room’: one in which  
desire develops before our eyes. [RM]

REN  H A N G
Cover of Aperture magazine 218, featuring Untitled, 2014

Ren Hang almost always photographed the nude, individually 
or in pairs, with props (snakes, roses, disco balls) or on its 
own. In some cases, as in Untitled (2014), his pictures combine 
intimacy and ambiguity. At first glance, it appears that 
the androgynous Asian figure’s head is resting on his or her 
knees. It only takes another moment to notice that there are 
in fact two bodies on display, one of which leans upon the 
lower body of the other. Queerness is here suggested not by 
homosexual exchange but by the ways in which two naked 
bodies come together in an unexpected and indeterminately 
gendered configuration. 

Ren’s photographs were exhibited throughout the world 
during his short career, which ended with his suicide in 
Beijing at the age of twenty-nine. For all his international 
success, he was repeatedly censored by Chinese authorities 
and arrested for photographing nudes in outdoor spaces. 
Even as he denounced intolerance, Ren insisted that his 
work was the product of creative expression rather than social 
protest: ‘My pictures’ politics have nothing to do with China. 
It’s Chinese politics that wants to interfere with my art’. 
As they continue to be published and exhibited worldwide, 
Ren’s photographs are testimony to the power of art over 
censorship. Untitled (2014), for example, was used as the 
cover image of the ‘Queer.’ issue of US-based, photography 
magazine Aperture, published in spring 2015. [RM]



270 27 1

FA B I A N  G U E R RERO
Portrait of Jaime, 2018
35mm colour photograph
16 × 20 cm

Guerrero’s photographs document the lived experiences  
of queer brown lives. His work gives representation to a new 
generation of queer Mexicans and Mexican Americans  
who invest in the ranchero and vaquero lifestyle without refuting 
their sexuality. As in Portrait of Jaime, they embrace their 
intersectional identities without a sense of conflict. Guerrero 
shoots Jaime in the bright light of day and in the centre of the 
public sphere, framing him in an honorific position in front  
of the tricolor Mexican flag. His stylishly groomed facial  
hair, along with his traditional floral print jacket and Tejana 
hat, project elegance and pride. He looks confidently back  
at the camera while continuing to move forward with a sense 
of purpose and belonging. [DR]

R A FA  E S PA R Z A ,  W I T H  S E B A ST I Á N  H E R N Á N DEZ
Cumbre: look as far as you can see in every direction – north 
and south, east and west, 2018
Performance
Collection, Geffen Contemporary at MOCA, Los Angeles

Rafa Esparza’s multi-disciplinary installations and 
performances address the embodied experience of brown 
queerness. His work is usually collaborative, often with  
other queer Latinx artists. In Cumbre, the artist explores  
the power of water to unite and divide us. The piece is  
a haunting meditation on immigration and the history  
of brown bodies at risk. Spectators enter the space through  
a bridge paved with adobe bricks – which he often uses  
in his work – unwittingly stepping over the artist, who lies 
beneath it, while a video of the Los Angeles River is projected 
on the wall. Esparza then cuts his hands and mixes his  
blood with the water dripping down from a fountain. The 
gender non-binary performer Sebastian Hernandez enters 
the space, undresses and dances to Esparza’s text about  
river crossings, his parents’ migration, the overt and subtle 
racisms of the art world, and his place within it. ‘I am not 
your bridge; I am water’, he states, as they depart. [DR]

E VE LY N  TAO C H EN G  WA N G
Dusk, 2017
Video installation, 12 min. 40 sec. 

Dusk is a video installation that returns again and again  
to the uncomfortable space between easily recognized poles: 
day and night; now and then; reality and fantasy; man  
and woman; young and old; beauty and undesirability.  
The transitive nature of the film is set from the start: it opens  
with illustrations of dinghies turning in all directions and 
Wang struggling against a setting sun to steer a small boat 
with a single oar while an engine hangs flaccidly off the  
stern. In another scene, Wang seems to struggle to reconcile 
her position within a binary gender structure. She sits silently 
and somewhat awkwardly between a beautiful heterosexual 
couple, this time in a motorboat scuttling down a placid river. 
As the vessel proceeds down river, the relaxed, semi-naked 
couple take in the quaint surroundings, catching each 
other’s hair as it blows in the breeze. Wang coyly mimics 
their movements while text reads: ‘you’re always more 
authentic than me’. The video still pictured above, from a 
2017 exhibition at De Hallen Haarlem, portrays the end of 
that scene, as Wang ambivalently abandons the couple on 
a grassy riverbank, seemingly rejecting that which she can 
never be, or perhaps never wishes to be. [CM]
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J I M  C H U C H U
Untitled 
from the series Pagans, 2014 
Archival digital print
100 × 100 cm

Chuchu’s photographic series Pagans imagines a pre-
Christian and pre-Muslim Kenya far removed from the 
contemporary moment. In an image of beauty, power  
and spirituality, a being with lustrous skin and sculpted 
muscles looks upwards as fire and feathers emerge from  
his face. As Chuchu explains, Pagans is ‘a reconstruction  
of future-past anonymous African deities, their devotees 
and forgotten religious rites’. He is interested in pre-colonial 
Africa, before Christian missionaries and Islamic beliefs 
imposed strict views about homosexuality. To create 
his images, Chuchu watercolours or draws in pencil on 
his original shot and then scans and digitally alters the 
photograph. He remixes past and present in an effort to 
suggest a new way forward that reshapes the viewer’s 
relationship to blackness, homosexuality and patriarchy. 
Several photographs from this series were featured in 
Dak’Art, the 11th Biennial of Contemporary African Art 
as part of the exhibition ‘Precarious Imaging: Visibility 
and Media Surrounding African Queerness’. The show was 
one of the first on the continent to focus on homosexuality 
and also featured work by Zanele Muholi, Amanda 
Kerdahi M., Andrew Esiebo and Kader Attia. Mounted 
in a country where homosexuality is illegal, the exhibition 
was closed after the Raw Material Gallery that hosted it 
was vandalized and pressured by Muslim fundamentalist 
organizations. [AJ]

PAU L  M A H EKE
Seeking After the Fully Grown Dancer *deep within*, 2016–18
Performance, 20 min.
Collection, Walker Gallery Liverpool, UK

Performed in multiple venues, each iteration of this work 
is unique. Within a delineated space, Maheke performs 
physical movements that are alternately slow and 
measured, then rapid and dynamic. By moving both with 
and against gravity, he attains positions that are awkward 
yet graceful, distancing himself from prescribed and 
habitual ways of being in a body. As a queer, black, male 
subject, Maheke seeks through movement to free himself 
from the stereotypes and assumptions imposed on bodies 
like his. Each performance unfolds as if he is learning  
to move for the first time by listening and responding to his 
own core and rhythm. He acknowledges the influence of 
dance clubs – spaces that nurture the LGBTQ community – 
on his understanding of the body as a political entity.  
He explains his process as one that is ‘grounded in decolonial 
and emancipatory thought with a focus on how history, 
memory and identity are formed and constituted.’ For 
Maheke, physicality is a means to access memories and 
repositories of alternative knowledge and experience 
archived in the body. [AJ]
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VAG I N A L  DAV I S
Heraclitus, 2015
Clay, stucco fragments, Wet N Wild Brickhouse nail varnish, neon 
nail lacquer, Rival de Loop nylon nail enamel, hydrogen peroxide, 
glycerin, witch hazel, Pam, Aqua Net extra-strength hair spray, 
Jean Nate perfume
15.2 × 45.7 × 11.4 cm

Part of a series of wall-mounted sculptures, Heraclitus sits  
at the intersection of queer resistance, feminist critiques  
of idealized gender representation, and a punk commitment 
to working-class aesthetics. Its heavy clay base invokes  
the brick that was thrown through the window of the 
Stonewall Inn in 1969 during the riots that led to the gay-
liberation movement. The blood-red nail polish that coats 
its surface recalls both the fierce nails of the drag queens 
at Stonewall and Davis’ own style of ‘terrorist drag’, which 
defies digestible and formulaic drag practices. By citing 
cheap drug-store brands like Wet N Wild and Aqua Net  
as materials, Davis roots the sculpture in everyday beauty 
rituals. Stucco and Pam cooking spray further situate  
this object within a discourse of working-class domesticity,  
while the roughly modelled surface suggests blue-collar 
labour. It also evokes a constantly changing sea or river, 
which chimes with the work’s title, since Heraclitus 
described persistent change as the essence of the universe. 
Thus queer history and working-class aesthetics coalesce 
in a way that refuses stasis and perhaps warns against 
pursuing fixed and monolithic notions of gender or sexuality 
untouched by class positioning. [CM]

F. M A RQ U E S PENTE A D O
FH – Frederic Hauser, 2016
Tennis rackets with hand-embroidery on PVC, leather books  
and marble trophy 
Dimensions variable

To create FH – Frederic Hauser, the artist f.marquespenteado 
combines embroidery and found objects in an installation 
of items representing an imagined character. The artist 
carefully stitches Hauser’s likeness into a vintage tennis 
racket from which the strings have been removed. Rackets  
on either side of the central portrait continue the background, 
a body of water dotted with red rocks. The subject’s initials, 
‘FH’, are penned in the upper left of the installation’s pink 
panelled background. Placing the racquets on a shelf with 
books and trophies, the installation creates an arrangement 
that looks like a typical personal display of pictures and 
objects associated with a loved one. f.marquespenteado has 
chosen to use a name with undefined gender and to work  
with materials – needle, thread and fabric – that are typically 
associated with femininity. The artist is interested in the 
friction created by presenting a male subject with feminine 
materials and in challenging assumptions about who utilizes 
or is represented by what medium. f.marquespenteado’s 
delicate and excessively detailed tableau represents the 
lengths to which one might go in order to fulfill a fantasy  
that resides beyond conventional gender and sexual 
definition. [AJ]
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N A B I L  V EG A
Visiting Thahab, ongoing
Multimedia project with performance, video and photography

Visiting Thahab emerges out of queer Muslim identity in a  
post-9/11 United States. In this image, the faceless character 
that the artist calls Thahab (‘gold’ in Arabic) sits on a rock 
as crisp white waves rush in from the turbulent grey sea 
behind. For Vega, the draped gold lamé not only conjures 
the traditional Burqa, but also constructs a figure that 
flamboyantly resists gendered associations. Muslims in the  
US are frequently treated as outsiders and potential subversives 
– a status that Vega queers here with a figure isolated against 
the sea rather than assimilated into contemporary American 
culture. Situated in ordinary American spaces – hotel 
rooms, supermarkets and city squares – in other iterations  
of this project, this queer character attracts attention  
by being a glittering but strange ‘other’. [CM] 

P H R A N C
Red Dress (Please don’t make me wear this), 2018
Kraft paper, paint, cardboard and thread
91.4 × 106.7 × 93.9 cm

The butch-lesbian, multi-disciplinary artist Phranc, works 
on the front lines of queer and feminist politics, creating  
a place for lesbians in a homophobic and misogynist world. 
Her work is full of charm, humour and joy. Calling herself 
the ‘cardboard cobbler’, she makes sculptures of quotidian 
life out of cardboard and paper that she then sews together 
and paints. In her exhibition Swagger (2018), she displayed 
a series of outfits that she wanted to wear – butch garments 
like Chinese lantern shirts, tomboy trunks, sailor hats –  
as well as the brightly coloured dresses she had once been 
forced to wear. For all its oppressiveness, Red Dress (Please 
don’t make me wear this), is rendered as a thing of beauty. 
Phranc presents it in motion, as if inhabited by some  
ghostly figure, perhaps a femme lover, anyone but Phranc. 
‘The dresses I was forced to wear when I was young only  
made me more determined to dress the way I do today’,  
she explains. ‘I wear outfits that make me feel strong, strong 
enough to walk out the door and into the world with my  
head held high.’ For Phranc, the personal remains political, 
and she dresses the part. [DR]
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A K R A M  Z A ATA R I 
Beirut Exploded Views, 2014 
HD video, colour, sound
28 min. 20 sec.

In 1997, Beirut-based artist and filmmaker Akram Zaatari 
co-founded the Arab Image Foundation to collect, preserve 
and study photographs from the Middle East, North Africa 
and the Arab diaspora. His practice draws both from this 
historical archive of over 600,000 photographs and from  
his own fictional scenarios. Zaatari persistently explores  
the relationship between images and desire, and he is highly 
attentive to how rituals of seduction often manifest in  
subtle gestures. Beirut Exploded Views is an abstract portrait  
of a waterfront zone in the artist’s beloved Beirut, where 
developers erect sample fragments of their building projects. 
As the camera methodically tracks through this surreal 
construction park, we glimpse the young men – allusions 
to Syrian refugees – who inhabit its vacant lots, learning 
to live in ‘an unlivable place’. While their bodies are in 
close proximity, their most intimate relationships are with 
their mobile phones – vital lifelines to family and friends. 
The figures are depicted in reverie and the trauma of 
displacement remains latent throughout the film, of which 
Zaatari notes: ‘They can’t speak to each other, but are  
still able to dream.’ The film ends with the camera taking  
on a position of aerial surveillance over the area, a 
perspective that evacuates the possibility of warmth and 
desire, instead calling to mind how deeply the city has  
been shaped by war. [JD]

CELE STE  D U P U Y-S PE N CER
Sarah, 2017
Oil on linen
165 × 127 cm

Sarah is a love letter from the artist to her girlfriend, who 
spreads her legs and bends her knees in order to cradle  
her partner. She supports Dupuy-Spencer’s neck with one 
hand and runs her fingers through her hair with the other. 
The artist, naked except for her briefs, seems completely 
relaxed in Sarah’s lap – she rests her weight against her 
and presses her thumb into her thigh. The foreshortened 
perspective, tilted ground and patches of colour, such as 
the green on Dupuy-Spencer’s chest, give the painting an 
almost grotesque quality. Painted with thick brushstrokes, 
this love letter is rough and messy rather than tied with  
a bow and sprayed with perfume. Dupuy-Spencer’s hairy 
leg pushes through the frame of the window, her pubic 
hair spills outside her underwear, and the two women are 
off-centre. Dupuy-Spencer explains that ‘the painting [...] 
has a personal note painted for her on the back. I wanted to 
make it really clear that I wasn’t making that painting to talk 
about gender or sexuality, or to shock anyone or tell anyone 
anything’. In revealing this personal detail, the artist 
questions what is considered public as opposed to private. 
She plays with this dichotomy by positioning the two women 
on the threshold between interior and exterior space. [AJ]



281

BEREN ICE ABBOTT [b. 1898, Springfield, 
Ohio, USA; d. 1991, Blanchard, Maine,  
USA] documented the landscape of New  
York. Training her camera on the city’s 
diverse residents and its changing 
architecture, her work became a study  
in urban design. Abbott began her 
photographic career as a darkroom 
assistant to Man Ray in Paris, with  
whom she later exhibited at the Salon  
de l’Escalier, Paris. She is credited  
with saving the work of Eugène Atget  
by purchasing his archive and tirelessly 
promoting his work. 

AMY ADLER [b. 1966, New York] lives  
in Los Angeles. Her paintings examine 
notions of authorship by exploring  
the relationships between artist, 
subject and viewer. Solo exhibitions 
include ‘Director’ at the Museum of 
Contemporary Art in San Diego [2006]  
and ‘Amy Adler Photographs Leonardo 
DiCaprio’ at the Hammer Museum of  
Art in Los Angeles [2002].

GÖSTA ADR IAN-N ILSSON [b. 1884, Lund, 
Sweden; d. 1965, Stockholm] belonged  
to the early modernist school and was 
influenced by Fernand Léger. The 
undisguised homoeroticism of his work 
interfered with his critical success 
during his lifetime. His work is included  
in the collections of the Ateneum Art 
Museum in Helsinki and the Moderna 
Museet in Stockholm.

LAURA AGU ILAR [b. 1959, San Gabriel, 
California, USA; d.2018, Long Beach, 
California, USA] used black and  
white photography and video to make  
work about her identity and status  
as a lesbian Hispanic-American. Her  
work was included in ‘Shifting Terrains’  
at Zone Gallery in Newcastle, England  
[1997] and ‘Sexual Politics: Judy 
Chicago’s Dinner Party in Feminist  
Art History’ at the Hammer Museum  
of Art in Los Angeles [1996].

STEPHEN ANDREWS [b. 1956, Sarnia,  
Canada] uses mediated materials, including 
obituaries and images disseminated on  
the internet or television, to comment  
on the transmission of information and 
memory. His subject matter, including  
war crimes and AIDS-related deaths,  
calls into question objective truth and 
dehumanizing behaviour. His work has been 
featured in solo exhibitions at the Power 
Plant in Toronto [2007] and the Cue  
Art Foundation in New York [2004]. 

PATR ICK ANGUS [b. 1953, North 
Hollywood, California, USA; d. 1992, Los 
Angeles] is considered an important 
contributor to American social realism. 

His paintings and drawings reveal the 
goings-on of the 1980s-era New York gay 
underground and hint at the loneliness  
of urban life. The Leslie - Lohman Gay Art 
Foundation in New York organized the 
exhibition ‘Slave to the Rhythm: Patrick 
Angus and the Gay 80s’ [2004] as a 
tribute to the artist. 

ASCO was a performance art collective 
active from 1972 to 1987 in East  
Los Angeles. Taking its name from the 
Spanish word for nausea, its core 
members were Harry Gamboa Jr, Gronk, 
Willie Herrón and Patssi Valdez. Through 
multimedia and performance work,  
the group lambasted not only high art  
and cinema but also the nationalism  
of the Chicano arts movement. 

ASSUME V I V ID  ASTRO FOCUS [AVAF ]
is an art collective comprising Brazilian-
born artist Eli Sudbrack, French-born 
Christophe Hamaide-Pierson and a 
shifting cast of collaborators, working  
in a variety of media, creating wallpaper 
designs, music videos, large-scale 
installations, T-shirts and floor stickers. 
In 2005 AVAF enlisted the artists  
Anna Sew Hoy, Giles Round and Paloma 
Mentirosa to create HOMO CRAP #1,  
an immersive installation at the Museum  
of Contemporary Art in Los Angeles. 

AL ICE AUSTEN [b. 1866, New York;  
d. 1952, New York] was one of the first 
American women to be recognized as  
a photographer and to work outside the 
confines of a studio. Born to a life of 
privilege in Staten Island, she documented 
both family life in the Gilded Age and the 
circumstances of immigrants and workers 
in Manhattan, while her photographs  
of her circle of independent female 
friends include many signifiers of the 
‘new woman’. In 1899 Austen met Gertrude 
Tate, who would become her lifelong 
companion. Both women died in poverty. 
Austen gained some recognition for her 
photographs before her death when  
some were published in Oliver Jensen’s 
book The Revolt of Women [1951]. 

R ICHARD FAYERWEATH BABCOCK  
[b. 1887, Denmark, Iowa, USA; d. 1954, 
Evanston, Illinois, USA] was an American 
illustrator known for his military 
recruiting posters. He was associated 
with the Art Students League and  
the Works Progress Administration.  
His work has been exhibited at the Art 
Institute of Chicago.

FRANC I S  BACON [b. 1909, Dublin; d. 1992, 
Madrid] captured the anxieties of the 
modern condition, emphasizing images  
of sexuality, violence and isolation. The 

individuals in his Surrealist-influenced 
paintings often possess animal-like 
qualities. He represented Britain at  
the Venice Biennale [1954], and important 
retrospectives of his work have been 
presented by several major museums, 
including the Musée National d’Art 
Moderne in Paris [1996] and Tate Modern 
in London [2008].

LÉON BAKST [b. 1866, Grodno, Russia; 
d. 1924, Paris] was a Russian portrait 
painter and revolutionary costume and 
set designer for theatre productions 
and ballets. With the artist Sergei 
Diaghilev, Bakst founded the Ballets 
Russes and the periodical World of Art. 
Later in his career he taught in a  
Saint Petersburg school at which Marc  
Chagall was a student.

ALV IN  BALTROP [b. 1948, New York; 
d.2004, New York] cruised the area 
around the Hudson River piers in 
Manhattan and photographed the 
landscape, sex and crime that unfolded 
there in the 1970s. Group exhibitions 
include ‘Darkside: Photographic  
Desire and Sexuality Photographed’  
at Fotomuseum Winterthur [2008]  
and ‘Homomuseum’ at Exit Art in New 
York [2005].

JUD IE  BAMBER [b. 1961, Detroit] lives  
in Los Angeles. Drawing and painting 
from photographic sources, she blurs 
the boundary between mark-making  
and the mechanically reproduced image. 
Her work encompasses a range of 
cultural and autobiographical content, 
including female genitalia, seductive 
seascapes and photographs of  
her father. Exhibitions include ‘Judie 
Bamber: Further Horizons’ at Pomona 
College Museum of Art in Claremont, 
California [2005].

DJUNA BARNES [b. 1892, Cornwall-on-
Hudson, New York, USA; d. 1982, New 
York] was a key figure in New York’s 
Greenwich Village bohemian life in the 
1910s, as well as a mainstay of the Paris 
expatriate lesbian scene in the 1920s 
and 1930s. Barnes played an important 
role in the development of modernist 
writing with lesbian themes. Her books 
include The Book of Repulsive Women 
[1915]; Ladies Almanack, published under 
the pseudonym ‘A Lady of Fashion’ 
[1928]; Ryder [1928], dedicated to her 
longtime companion, Thelma Wood;  
and Nightwood [1936]. Barnes’s writing 
was often stunningly bawdy in its 
representations of lesbian sex. The  
US Postal Service refused to ship  
Ryder, and T. S. Eliot himself excised 
parts of Nightwood. 

Artists’ 
Biographies
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JOE BRAINARD [b. 1942, Salem, Arkansas, 
USA; d. 1994, New York] created 
assemblages, designed theatre sets, 
appropriated the comic book form for his 
drawings and paintings, and collaborated 
with New York School poets. His published 
memoir, I Remember, is a vivid account  
of his own working process and his circle 
of friends and collaborators, and his  
life has been documented in a biography 
[2004] and a documentary film [2012]. 
Retrospectives of his work have been 
organized by Tibor de Nagy Gallery in New 
York [1997] and the Berkeley Art Museum 
[2002 and tour]. 

BRASSA Ï  [Gyula Halász, b. 1899, Brassó,  
Hungary (now Romania); d. 1984, Beaulieu-
sur-Mer, France] moved to Paris in  
1924, where he learned photography. His 
nocturnal images were compiled in Paris 
de Nuit [1933], a book that helped launch 
his career. During the 1920s and 1930s 
he photographed the Paris demi-monde, 
recording prostitutes, transvestites, 
homosexuals, pimps, johns and madams,  
as well as bars and masked balls. 
Exhibitions include retrospectives at  
the Museum of Modern Art in New York 
[1968] and the Centre Pompidou in  
Paris [2000 and tour].

KAROL INA BREGULA [b. 1979,  
Katowice, Poland] is a Warsaw-based 
artist, videographer, film director and 
photographer. She has shown widely  
in Eastern Europe as well as in Germany 
and the United States. Bregula moved  
to Sweden in 1999 to study photography  
at Folkuniversitet in Stockholm and worked 
in 2002 as the official photographer  
of the rock festival Popaganda. She has 
since returned to Poland and dedicates 
much of her art and film work to fighting 
various forms of intolerance.
 
DEBORAH BR IGHT [b. 1950, Washington,  
DC] lives in Boston. Her groundbreaking 
anthology of images and writings on 
photography and sexuality, The Passionate 
Camera: Photography and Bodies of 
Desire, was published in 1988. Bright is 
professor of photography and art history 
at the Rhode Island School of Design.  
Her photographs have been included in 
‘Only Skin Deep: Changing Visions of the 
American Self’ at the International Center 
of Photography in New York [2003]  
and ‘Photography and the Feminine’ at 
Senac University’s Photography Gallery 
in São Paulo [2006].

AA  BRONSON [Michael Tims, b. 1946, 
Vancouver, Washington, USA] lives in  
New York. In 1969, with Jorge Zontal  
and Felix Partz, Bronson founded 
General Idea. The group remained active 
until 1994, when Zontal and Partz died  
of AIDS. Much of Bronson’s solo work 
deals with trauma, loss and death. He 
has had solo exhibitions at Secession  
in Vienna [2000] and at the Power  
Plant in Toronto [2003]. He has also  
been active as a curator, writer and 
publisher, and from 2004 to 2010  
he was Executive Director of Printed 
Matter in New York.

KAUCYILA BROOKE [b. 1952, Oregon City, 
Oregon, USA] lives in Los Angeles. Using 
photographs and text, she produces 
narratives that address sexuality,  
as well as the enculturation of nature 
and the naturalization of culture. She 
teaches in the photography programme 
at the California Institute of the Arts. 
Her solo exhibitions include Kunstverein 
Springhornhof at Neuenkirchen, Germany 
[2005], Platform in Berlin [2004],  
Michael Dawson Gallery in Los Angeles 
[2001 and 2005] and Art Resources 
Transfer in New York [2001 and 1999].

ROMA INE BROOKS [Beatrice Romaine 
Goddard, b. 1874, Rome; d. 1970, Nice] 
specialized in portraiture, rendering  
her friends and lovers in shades of  
grey, which she used in protest against 
the prevailing Victorian aesthetic. 
Briefly married, she enjoyed flings with 
figures such as Gabriele d’Annunzio and 
Ida Rubenstein. Brooks is known for her 
depictions of figures in the lesbian Paris 
of the 1920s, including her own lovers. 
She had a fifty-year relationship with 
poet and novelist Natalie Clifford Barney 
[1876 – 1972]. Brooks’ solo exhibitions 
include Galeries Durand-Ruel in Paris 
[1910], Galerie Jean Charpentier in Paris 
[1925] and ‘Amazons in the Drawing Room: 
The Art of Romaine Brooks’ at the 
National Museum of Women in the Arts  
in Washington, DC [2000].

NANCY BROOKS BRODY [b. 1962, New 
York, New York, USA] works in painting, 
drawing and sculpture. She has been a 
member of fierce pussy, a queer women’s 
artist collective, since 1991. Her work has 
been shown and collected internationally. 
Most recently, she was included in 
‘Trigger: Gender as a Tool and a Weapon’ 
at the New Museum, New York [2017]  
and ‘FOUND: Queer Archaeology; Queer 
Abstraction’ [2017] at the Leslie Lohman 
Museum, New York. 

TOM BURR [b. 1963, New Haven, 
Connecticut, USA] lives in New York.  
His work in sculpture, installation, 
drawing and photography addresses 
architecture and public space and their 
tangential psychological and social 
affects. Solo exhibitions include ‘Black 
and Blue’ at Galerie Almine Rech in  
Paris [2008], ‘Tom Burr: Extrospective:  
Works 1994 – 2006’ at Musée Cantonal  
des Beaux Arts in Lausanne [2006] and 
‘Moods’ at Secession in Vienna [2007].

JOHN BUTTON [b. 1929, San Francisco;  
d. 1982, New York] and MARIO DUBSKY  
[b. 1939, London; d. 1985] were 
commissioned in 1971 by the Gay Activists 
Alliance [GAA] to paint a mural at the  
New York Firehouse, the organization’s 
headquarters. Public images with gay 
themes, such as their mural, became 
more prevalent following the 1969 
Stonewall riots.

HELENA CABELLO [b. 1963, Paris]  
and ANA CARCELLER [b. 1964, Madrid]  
live and work in Madrid as Cabello /  
Carceller, an artistic partnership 
initiated around 1994. Their combined 
education includes stints at Complutense 

University and Autonoma University, 
Madrid, as well as studies in new genres 
at the San Francisco Art Institute.

CATHY CADE [b. 1942, Hawaii] is an 
author, publisher and photographer based 
in Oakland, California. She is a longtime 
activist who participated in the civil rights, 
gay liberation and women’s liberation 
movements, and her photographs are 
intricately linked to her work for social 
justice. She is the author of A Lesbian 
Photo Album: The Lives of Seven Lesbian 
Feminists [1987]. 

PAUL CADMUS [b. 1904, New York; d. 1999, 
Weston, Connecticut, USA] was a 
figurative painter who came to national 
attention as a result of the US Navy’s 
confiscation of his 1934 painting The 
Fleet’s In!. Though his work of the late 
1940s and 1950s was somewhat eclipsed 
by the rise of Abstract Expressionism,  
he enjoyed a loyal collecting base 
[including Cole Porter, Lincoln Kirstein 
and, later, Malcolm Forbes] throughout 
his long career. In the 1970s, he  
was reclaimed by the gay press as a 
pioneering figure whose homoerotic art 
had cleared the way for Tom of Finland 
and Robert Mapplethorpe, among many 
others. Cadmus continued to make art, 
including numerous nude sketches of his 
lover Jon Andersson, until his death a 
few days shy of his ninety-fifth birthday.

M IKE CAFFEE worked as a graphic 
designer for many San Francisco gay 
businesses and publications. He 
produced art for Vector Magazine  
and designed the logo for Febe’s bar  
by modifying Michelangelo’s ‘David’  
into a 1960s gay biker.

CLAUDE CAHUN [b. Lucy Schwob, 1894, 
Nantes, France; d. 1954, Jersey, Channel 
Islands] made almost all of her work  
in collaboration with her partner, and 
stepsister, MARCEL MOORE [b. Suzanne 
Malherbe, 1892; d. 1972].The couple 
worked together to produce books [Vues 
et visions, 1919] as well as an extended 
series of performative, staged portraits 
that are complex manifestations of a 
shared subjectivity. Both were involved, 
for a time, with avant-garde theatrical 
troupes, Moore as a set designer  
and Cahun, occasionally, as an actor. 
Cahun translated Havelock Ellis’ writings 
about sexuality into French in 1929. 
Exhibitions include ‘Claude Cahun: 
Photographe: 1894  – 1954’ at the Musée 
d’Art Moderne de la Ville de Paris  
[1995] and a retrospective at Institut 
Valencià d’Art Modern in Spain [2001 – 02].

JEROME CAJA [b. 1958, Cleveland;  
d. 1995] painted as a way to celebrate 
sexuality and meditate on loss. His  
used nail polish, glitter, lipstick, ashes, 
bones, fast-food wrappers and rags  
to create scenes of pageantry, religious 
rites and other spectacles of mystery. 
Posthumous exhibitions include Gallery 
Paule Anglim in San Francisco [2007], 
‘Made in California’ at the Los Angeles 
Country Museum of Art [2000] and  
‘In a Different Light’ at the Berkeley  
Art Museum [1996].

R ICHMOND BARTHÉ [b. 1901, Bay St Louis, 
Mississippi, USA; d. 1989, Pasadena, 
California, USA] was educated at the Art 
Institute of Chicago and relocated to  
New York, where he became affiliated 
with artists of the Harlem Renaissance.  
His sculptural works often depicted 
African-American figures and explored 
racial politics, religion and sexuality.

CRAWFORD BARTON [b. 1943, Georgia,  
USA; d. 1993, San Francisco] documented 
gay culture in San Francisco in the  
1960s and 1970s. His work was featured 
in the exhibition ‘New Photography’  
at the city’s M. H. de Young Memorial 
Museum [1974] and in periodicals such  
as The Advocate and the Bay Area 
Reporter. A book of his photographs, 
Beautiful Men, was published in 1976.

AUBREY BEARDSLEY [b. 1872, Brighton, 
England; d. 1898, Menton, France]  
was an illustrator and author known  
for his homoerotic line drawings. He 
illustrated Oscar Wilde’s play Salomé  
and a privately printed edition of 
Aristophanes’ Lysistrata. Beardsley  
also served as art editor for art and 
literature quarterlies such as The  
Yellow Book and The Savoy.

CEC IL  BEATON [b. 1904, Hampstead, 
England; d. 1980, Broadchalke, England]
immersed himself in the worlds of high 
society, fashion and theatre as a  
stage and costume designer and fashion 
photographer. His penchant for unusual 
poses and props is considered an early 
manifestation of camp. His photographs 
appeared in Vanity Fair, Vogue and 
Harper’s Bazaar, and he became the 
Royal Family’s official portraitist. 

AL I SON BECHDEL [b. 1960, Lock Haven, 
Pennsylvania, USA] is a cartoonist best 
known for her comic-strip Dykes to 
Watch Out For. First published as a  
one-off cartoon by Womannews in 1983, 
the strip was picked up by other  
outlets and acquired a regular cast  
of characters. Bechdel later produced 
a short-lived strip titled Servants  
to the Cause for The Advocate, as  
well as the graphic memoir Fun Home:  
A Family Tragicomic [2006].

HARRY BENJAM IN  [b. 1885, Berlin, 
Germany; d. 1986, New York] was a 
physician who worked with progressive 
sexologist, Dr Magnus Hirschfeld.  
His method, outlined in his book The 
Transsexual Phenomenon [1966, Julian 
Press], was the first internationally 
recognized model for the treatment of 
transsexuals. Christine Jorgensen was 
among Benjamin’s long-time patients. 

SAD IE  BENN ING [b. 1973, Madison, 
Wisconsin, USA] began making videos on  
a Pixelvision camera when she was 
fifteen years old, using diaristic text 
and imagery to convey the complexities 
of adolescence. Her more recent work 
has moved into animation, film and 
painting. Solo exhibitions include ‘Suspended 
Animation’ at the Wexner Center for the 
Arts in Columbus [2007] and ‘Play Pause’ 
at the Power Plant in Toronto [2008].

RUTH BERNHARD [b. 1905, Berlin; d.2006, 
San Francisco] created photographs 
ranging from studio-based still lifes to 
complex nudes and commercial portraits. 
A colleague of Minor White, Edward 
Weston and Imogen Cunningham, she 
produced work for over seven decades. 
Her photographic career and her  
often-speculated-about love life is  
the subject of Margaretta K. Mitchell’s 
biography Ruth Bernhard: Between  
Art and Life [2000]. 

FORREST BESS  [b. 1911, Bay City, Texas, 
USA; d. 1977, Bay City] believed that his 
artistic imagery formed a blueprint for 
an ideal human state. He attempted  
to advance his medical and psychological 
theories, which sought immortality via 
pseudo-hermaphroditic alteration. His 
relatively small body of paintings was 
periodically exhibited at Betty Parsons 
Gallery, New York.

DANA B I SHOP-ROOT [b. 1981] lives  
and works in Bradrock, Pennsylvania.  
She is an artist and designer interested  
in public space, sustainability and 
community engagement. She is a member 
of the arts-based community organization 
Transformazium. Originally based in  
New York City, the group relocated to 
Bradrock, Pennsylvania to deconstruct  
a parish house they acquired after it  
had been abandoned. She participated  
in The People’s Biennial in Haverford, 
Pennsylvania in 2012. 

ROB IN  BLACK [b. 1975] is a photographer 
based in Los Angeles, who has published  
in magazines such as Butt, Color, Dossier, 
and Blend. She is the editor and  
founder of The New Tough zine. She has 
shown at the Ronald Feldman Gallery, 
New York [2012] as well as Los Angeles 
Contemporary Exhibitions [2012].

NAYLAND BLAKE [b. 1960, New York]  
is an artist, writer and curator who lives  
in New York. His sculptural installations 
and performances use playful and 
subversive tactics to address the 
complexities of identity, health and 
relationships. With Lawrence Rinder, 
Blake curated the pivotal exhibition  
‘A Different Light’ at the Berkeley  
Art Museum in 1995. Solo exhibitions 
include ‘Some Kind of Love: Performance  
Video 1989 – 2002’ at the University  
of Maryland’s Center for Art and Visual 
Culture in Baltimore [2003 and tour]  
and ‘Three photographs, three mirrors,  
a sculpture and a sign’ at Gallery  
Paul Anglim in San Francisco [2007].

ROBERT BLANCHON [b. 1965, Boston,  
USA; d. 1999, Chicago] employed a variety  
of media and conceptual strategies  
to plumb tropes and concerns of gay  
life in the 1990s. His materials included 
hankies, sympathy cards, stains,  
tattoos and references to plagues.  
Solo exhibitions have included White 
Columns in New York [1995] and Artists 
Space in New York [1994].

ROSS  BLECKNER [b. 1949, New York]  
lives in New York and Sagaponack, Long 
Island. Bleckner’s paintings, though 

formally shifting over the course  
of his career, express his continued 
interest in light and mortality. Often 
using abstraction or organic forms,  
he creates works that are seductive  
and hypnotic. His first solo museum 
exhibition was organized by the San 
Francisco Museum of Modern Art [1988]. 
His work has since been the subject  
of numerous solo exhibitions, including  
a mid-career retrospective organized  
by the Solomon R. Guggenheim Museum  
in New York [1995].

G IOVANN I  BOLD IN I  [b. 1841, Ferrara, 
Italy; d. 1931, Paris] was an internationally 
recognized portrait painter who settled  
in Paris in 1871. He was nominated 
commissioner of the Italian section  
of the Paris Exposition [1889]. 

ROSA BONHEUR [b. 1822, Bordeaux; d. 1899, 
Thomery, France] painted landscapes  
and animals in the realist tradition. Her 
most famous painting is the monumental 
Le Marché aux Chevaux [Horse Fair, 
1855], almost 5 metres in width. Bonheur 
sought a police permit to wear men’s 
clothing, nominally to better perform her 
work, and, after debuting in the Paris 
Salon of 1841, her artistic career often 
eclipsed her male counterparts. She  
was the first woman to be awarded the  
Légion d’Honneur [1894].

PAULINE BOUDRY and RENATE LORENZ  
have worked together in Berlin since 
2004, collaborating with performers  
to produce moving-image installations 
that choreograph the tension between 
visibility and opacity. They are 
particularly interested in restaging  
the fraught relationship between  
non-normative bodies and the gaze, 
reimagining both the violent history  
of representation and images of 
companionship, glamour and resistance.

ANDREA BOWERS [b. 1965, Wilmington,  
Ohio, USA] lives in Los Angeles. Her  
work reflects both her aesthetic and 
political concerns. Her drawings and 
videos often centre around the idea  
of bearing witness to history and civil 
disobedience in the context of political 
activism. Solo exhibitions include ‘The 
Weight of Relevance’ at Secession in 
Vienna [2007] and ‘Nothing is Neutral’  
at REDCAT in Los Angeles [2006].

MARK BRADFORD [b. 1961, Los Angeles] 
lives in Los Angeles, CA. He primarily 
works at the intersection of collage and 
painting, framing scavenged materials 
through discourses of abstraction. His 
large-scale works frequently explore 
underground economies, migration, public 
space and political activism. His works 
have been included in exhibitions such  
as the São Paulo Biennial [2006]; the 
Whitney Biennial [2006] and ‘inSite: Art 
Practices in the Public Domain’ [2005]. 
He received the Joan Mitchell Foundation 
Award in 2002, the Louis Comfort  
Tiffany Award in 2003, the Bucksbaum 
Award in 2006 and a MacArthur 
Fellowship in 2009. 
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VAG INAL DAV I S  [b. 1969; Los Angeles, 
California, USA] lives in Berlin. Davis  
is an intersex drag performer, painter, 
sculptor, curator, composer and writer 
who has been working and showing 
between the US and Europe since 1979.

F .  HOLLAND DAY [b. 1864, Norwood, 
Massachusetts, USA; d. 1933, Norwood] 
was a photographer and publisher  
who advocated for photography as fine 
art. His platinum prints often referenced 
classical antiquity and featured  
nude figures. His later work involved 
elaborately staged scenes, including a 
re-enactment of the crucifixion in which 
Day portrayed Jesus. Solo exhibitions 
include a retrospective at the Boston 
Museum of Fine Arts [2000], and group 
exhibitions include ‘Photography and  
the Self: The Legacy of F. Holland Day’ 
at the Whitney Museum of American Art  
in New York [2007].

BEAUFORD DELANEY [b. 1901, Knoxville, 
Tennessee, USA; d. 1979, Paris] lived  
in New York in the 1930s and 1940s and 
reacted to the simultaneous grimness  
of the Depression and excitement of the 
Harlem Renaissance. In 1953 he relocated 
to Paris, where he developed a style of 
Abstract Expressionism and befriended 
James Baldwin and Henry Miller. Exhibitions 
include a retrospective at the Studio 
Museum in Harlem in New York [1978] and 
‘Beauford Delaney: From Tennessee to Paris’, 
Philippe Briet Gallery in New York [1988].

CHARLES DEMUTH [b. 1883, Lancaster, 
Pennsylvania, USA; d. 1935, Lancaster] 
developed a style of painting known as 
Precisionism. He was celebrated primarily 
for his exacting watercolours, the 
subjects of which ranged from figures 
to botany to industrial landscapes,  
and his visual work was often influenced 
by his literary interests. Exhibitions 
include ‘Chimneys and Towers: Charles 
Demuth’s Late Paintings of Lancaster’  
at the Amon Carter Museum of Art  
in Fort Worth, Texas [2007 and tour].

OTTO D IX  [b. 1891, Untermhaus,  
Germany; d. 1969, Singen, Germany] was 
profoundly affected by his service in  
the German Army during the First World 
War. His subsequent prints and paintings  
depict the harsh realities of Weimar 
society, National Socialism and war. Along 
with George Grosz and Max Beckmann,  
Dix became one of the most important  
artists of the Neue Sachlichkeit [New 
Objectivity] movement. Exhibitions include 
the Fundación Juan Marc in Madrid [2006] 
and ‘Otto Dix und die Kunst des Porträts’ 
at Kunstmuseum Stuttgart [2007 – 08].

C IR ILO DOM INE [b. 1969, Pagasinan, 
Philippines] lives in Tokyo. Domine 
received his BA from the University  
of California, Los Angeles, and his MFA 
from the University of California, Irvine. 
Exhibitions include ‘MAMA-SAN’ at 
Glendale College Art Gallery in California 
[2009], ‘Humor Us’ at Barnsdall Municipal 
Art Gallery in Los Angeles [2007] and 
‘EPIC: Visualizing Heroes Within’ at SOMA 
Arts Cultural Center in San Francisco, 
CA [2009]. He currently lives in Tokyo.

ALEX DON I S  [b. 1964, Chicago] lives  
in Los Angeles. His paintings and 
drawings imagine enemies communing with 
one another. His work was featured in 
‘Pas de Deux’ at Sherry Frumkin Gallery 
in Los Angeles [2006], Watts Tower Art 
Center in Los Angeles [2001] and ‘My 
Cathedral’ at Galeria de la Raza in San  
Francisco [1997]. 

H ILDA DOOL ITTLE [HD ]  [b. 1886, 
Bethlehem, Pennsylvania, USA; d. 1961, 
Zurich] was a poet and novelist. She 
attended the University of Pennsylvania, 
where she met Ezra Pound and William 
Carlos Williams, and later became  
a leader of the Imagist movement. Her 
writing, much of which was published 
posthumously, includes The Gift  
[1982] and Tribute to Freud [1956]  
and is characterized by an economy  
of language and the influence of 
classical mythology.

INES  DOUJAK [b. 1959, Klagenfurt, 
Austria] lives in Vienna. In her 
installations and photographs, Doujak 
presents scenes that allow us to 
examine norms and their effects.  
She has often focused on the ways in 
which sexism and heteronormativity 
structure desire, language, family and 
economy. Exhibitions include Secession  
in Vienna [2002] ‘Dirty Old Women’ at  
the Salzburger Kunstverein in Salzburg 
[2005] and Documenta 12 [2007].

ZACKARY DRUCKER [b. 1983, Syracuse, 
New York, USA] lives in Los Angeles.  
She is an artist and cultural producer 
who has performed and exhibited  
her work in photography and film/video 
internationally. Her photographic 
project with Rhys Ernst, ‘Relationship’, 
was shown at the 2014 Whitney Biennial. 
She is also a television producer best 
known for her work on Transparent 
[2014–ongoing].

JOHN DUGDALE [b. 1960 Connecticut, 
USA] lives in New York and Ulster County, 
New York. Working in a state of near-
blindness after an AIDS-related stroke, 
Dugdale uses historical photographic 
processes, such as cyanotype and 
albumen prints, to create his portraits, 
figure studies and still lifes. Exhibitions 
include ‘In the Twilight of Memory’ at 
Holden Luntz Gallery in Palm Beach [2006] 
and ‘The Poetics of Vision’ at the 
Houston Center of Photography [1996].

CELESTE DUPUY-SPENCER [b. 1979, 
Brooklyn, New York, USA] is an American 
painter who grew up in the Hudson Valley 
and lived in New York and New Orleans 
before moving to Los Angeles. Most 
recently, her work was included in the 
2017 Whitney Biennial in New York and  
in Los Angeles as part of the Hammer’s 
show, ‘Made in LA’ in 2018.

LUKAS DUWENHÖGGER [b. 1956, Munich] 
lives in Istanbul. His architectonic 
painting installations draw upon literary 
and art historical references, depicting 
intimate social interactions in order to 
create a tableaux of gay life. Exhibitions 
include ‘Prinzenbad’ at Kunstverein 

Hamburg [2004], ‘Next to Kin’ at Galerie 
Daniel Buchholz in Cologne [2006] and 
Documenta 12 [2007].

THOMAS EAK INS  [b. 1844, Philadelphia; 
d. 1916, Philadelphia] was known for  
his work as a figurative painter and 
photographer. He apprenticed in Paris 
with Jean-Léon Gérôme, and returned  
to America in 1870. He became Director 
of the Pennsylvania Academy of Fine 
Arts, from which he was dismissed in  
1886 for removing a loincloth from a male 
model in a class that included female 
students. Solo exhibitions include a 
retrospective exhibition at the Whitney 
Museum of American Art in New York 
[1970] and ‘Thomas Eakins: American 
Realist’ at the Philadelphia Museum  
of Art [2001 and tour].

SERGE I  E I SENSTE IN  [b. 1898, Riga, 
Latvia; d. 1948, Moscow] influenced cinema 
with his innovative use of montage, 
particularly in his film Battleship Potemkin 
[1925]. Both in his films and his 
theoretical writings, he promoted the 
notion of montage as the centre of 
cinema. Juxtaposition and ‘collision’  
of shots, he proclaimed, were essential 
for directing emotion, creating  
metaphors and advancing political ideas.

ELMGREEN & DRAGSET [Michael 
Elmgreen, b. 1961, Copenhagen; Ingar 
Dragset, b. 1969, Trondheim, Norway] live 
in Berlin and began their collaboration  
in 1995. Since then they have created a 
wide range of installations, performances 
and environmental works. They reorganize 
or alter architectural and social spaces 
to draw attention to desire, perception 
and control in relation to the built 
landscape. Exhibitions include the Danish 
and Nordic pavilions at the Venice Biennale 
[2009], ‘Home is the Place you Left’  
at the Trondheim Kunstmuseum in Norway 
[2008] and the Bawag Foundation in  
Vienna [2005].

PEPE ESPAL IÚ  [b. 1956, Cordoba, Spain; 
d. 1993] lived in Madrid and Cordoba.  
He was first known for his paintings  
and writings for the Seville-based  
art magazine Figura. His later work in 
performance and sculpture was informed 
by his experience of AIDS. He was 
included in ‘Rites of Passage’ at the 
Tate Gallery in London [1995]. Solo 
exhibitions include Brooke Alexander, 
New York [1989].

RAFA ESPARZA [b. 1981, Los Angeles, 
California] is a Los Angeles-based 
multimedia artist, performer, and curator. 
Esparza exhibits and performs in both 
traditional and non-traditional venues 
including major museums and site-
specific locations including nightclubs, 
public parks and natural environments. 
He is known for his commitment to 
collaboration; nearly every Esparza 
exhibit, installation or performance 
includes other queer Latinx artists.

F .MARQUESPENTEADO [b. Fernando 
Marques Penteado, 1955, São Paolo, 
Brazil] is a Portugal-based artist who 
has removed gender identifiers from 

G IUSEPPE CAMPUZANO [b. 1969, Lima, 
Peru; d. Lima, 2013] was a transgender 
multidisciplinary artist who founded  
the Museo Travesti del Perú in 2003. 
Compuzano continued to develop  
the characters, performances, objects  
and exhibitions that make up this 
project until his death in 2013. He used 
vernacular codes and pre-columbian 
imagery in his work to forefront physical 
and institutional violence committed 
against the transgender community,  
to explore how this perception relates 
to the treatment of migrants and 
indigenous communities in Peru, and to 
interrogate how regulation of gender 
translates into biopolitical assertions  
of power more broadly.

TAMMY RAE CARLAND [b. 1965, Portland, 
Maine, USA] is a San-Francisco- 
based artist who works primarily with 
photography and experimental video.  
She was the creator of the zine I [Heart] 
Amy Carter and co-founder and owner, 
from 1997 – 2005, of Mr Lady Records,  
an independent record label and video 
art distribution company dedicated  
to the production and distribution  
of queer and feminist materials. Solo 
exhibitions of her visual art include  
‘An Archive of Feelings’ at Silverman 
Gallery in San Francisco [2008] and 
‘Beds and Letters’ at Spring Street 
Gallery in New York [2002].

FLÁV IO  DE CARVALHO [b. 1899, Brazil; 
d. 1973] trained as an architect and 
channelled his interests in psychoanalysis, 
sociology and anthropology into  
an eclectic mix of artistic pursuits.  
Via writing, architectural proposals, 
performances, mail art, fashion and media 
interventions, he merged art and life  
in ways that enriched São Paulo culture 
and challenged the definitions of art.

CASSILS [b. Toronto, 1975], based in Los 
Angeles, incorporates elements of film, 
video, performance and photography in 
her work. From 2000 – 08 she was a member 
of the Los Angeles-based performance 
collective Toxic Titties. Cassils often 
uses her body as a medium for endurance 
pieces that interrogate the relationship 
between the physical and cultural 
constructions of gendered physique.  
Her work has been included in exhibitions 
such as ‘Speculative Technologies, Modify’, 
the Hammer Museum, Los Angeles [2002]; 
‘A Certain Tendency in Representation’, 
Thomas Dane Gallery, London [2005]; 
‘Have We Met Before?’, Ronald Feldman 
Gallery, New York City [2012] and ‘Los 
Angeles Goes Live: Exploring a Social 
History of Performance Art in Southern 
California’, Los Angeles Contemporary 
Exhibitions, [2012].

GAYE CHAN [b. 1957, Hong Kong], a 
conceptual artist, and NANDITA SHARMA 
[b. 1964, Bhopal, India], an activist 
scholar, collaborated to plant papaya 
seedlings on public land near their  
house in Kailua, Hawaii in 2003. While 
growing and sharing food, the gesture 
simultaneously problematized the 
concept of ‘public’ space and the laws 
governing its use.

MARK I .  CHESTER [b. 1950, Milwaukee] 
lives in San Francisco. In 1979 he began 
to photograph San Francisco’s radical 
gay sex underground, a practice  
that he still continues. His work raises 
questions about health, death, pleasure 
and ecstasy, and how to negotiate 
desire with its consequences. His book, 
Diary of a Thought Criminal, was  
self-published in 1995. 

PHYLL I S  CHR I STOPHER [b. 1963, 
Buffalo] is a San Francisco-based 
photographer of lesbian communities  
and the butch, femme, kink, glamour, 
rebellion, art and erotica found  
therein. Her work has been published  
in books and periodicals such as  
Quim, On Our Backs, Cupido and Photo 
Sex: Fine Art Sexual Photography 
Comes of Age.

J IM  CHUCHU [b. 1982, Nairobi, Kenya]  
is a singer-songwriter, film director  
and photographer. He directed Stories 
of Our Lives, a feature-length film 
comprised of five short films that depict 
true stories of LGBT life in Kenya.  
He is also the co-founder of the Nest 
Collective, a multidisciplinary arts 
collective in Nairobi, and the Heva  
Fund, an East African fund for creative 
businesses. 

L IZ  COLL INS  [b. 1968, Alexandria, 
Virginia, USA; lives in New York] is an 
internationally recognized artist and 
designer known for innovative apparel, 
textiles and installations. She is  
also a founder of KNITTING NATION,  
a collaborative performance and site-
specific installation group / project. 
Exhibitions featuring her work include 
‘Radical Lace and Subversive Knitting’  
at the Museum of Arts and Design in  
New York [2007] and ‘SAFE: Design Lab’ 
at the Knoxville Museum of Art [2005]. 

MOLLY MALONE COOK [b. 1925, 
San Francisco; d.2005, Provincetown, 
Massachusetts, USA] was a photographer, 
gallerist, literary agent and bookseller.  
In early 1950s Provincetown she opened 
the East Coast’s first gallery dedicated 
to photography, where she presented the 
work of such figures as Edward Steichen, 
Berenice Abbott and Eugène Atget. Her 
own photographs included portraits of 
political and artistic luminaries, including 
her then lover, the playwright Lorraine 
Hansberry. After Hansberry’s death, Cook 
went on to establish her own literary 
agency, representing her partner, the 
poet Mary Oliver, among other clients.

TEE COR INNE [b. Linda Tee Cutchin, 
1943, St Petersburg, Florida, USA;  
d. 2006, Jackson County, Oregon, USA] 
began exhibiting and publishing art  
and writing in the mid-1960s. She 
published The Cunt Coloring Book [1975], 
was a co-facilitator of the Feminist 
Photography Ovulars [1979–81] and  
a co-founder of The Blatant Image,  
A Magazine of Feminist Photography 
[1981–83]. She is the author of Courting 
Pleasure: A Collection [1994] and 
numerous artists’ books and small-
edition publications.

HONEY LEE COTTRELL [b. 1946, 
Astoria, Oregon, USA; d.2015, Santa Cruz, 
California, USA] photographed her friends, 
lovers and herself from 1968. Exhibitions 
include 848 Community Space in San 
Francisco, The Gay and Lesbian History 
Society of Northern California, and  
Name Gallery in Chicago. Her images  
have also appeared in such publications  
as On Our Backs.

PATR IC IA  CRON IN  [b. 1963, Beverly, 
Massachusetts, USA] lives in New York, 
where she manipulates gendered art 
historical forms, such as watercolour 
and marble statuary, to address 
contemporary issues of sexuality, 
gender, power and class. Solo exhibitions 
include ‘An American in Rome’ at the 
American Academy in Rome [2007] and 
‘Memorial to a Marriage’ at Grand  
Arts in Kansas City [2002]. 

BÉATR ICE CUSSOL [b. 1970, Toulouse, 
France] lives in Paris. Her watercolours 
present bodies, full of excesses and 
limits, acting out queer and surreal 
scenarios. Solo exhibitions include Envoy 
Gallery in New York [2007], and group 
exhibitions include ‘Global Feminisms’  
at the Brooklyn Museum of Art [2007].

HENR I  DE TOULOUSE-LAUTREC 
[b. 1864, Albi, France; d. 1901, Malromé, 
France] was a post-Impressionist painter 
and illustrator who depicted the Parisian 
nightlife of cafés, bars and brothels. His 
life and art have been the subject of 
numerous publications and international 
museum exhibitions.

STEVEN F .  DANSKY is an activist, 
photographer and writer who was a 
founder of the modern LGBT movement  
in 1969 after the Stonewall riots. In the 
twenty-first century, he emerged as 
documentarian with a full-length film 
From Trauma to Activism. His project 
Outspoken: Oral Histories from LGBTQ 
Pioneers is an extensive collection  
of interviews archived at ONE: National  
Gay and Lesbian Archives.

D IANA DAV IES  [b. 1938] began her 
career as a musician in the early 1960s, 
and became a noted photographer  
of fellow musicians and gay and lesbian 
activists. Davies’s photographs have 
been published in The New York Times, 
The Washington Post, The Boston Globe, 
Life, Time, Newsweek, The Journal of 
Women in Music and The Village Voice and 
collected by the Smithsonian Institution, 
Howard University and the Swarthmore 
College Peace Library. 

JUAN DAV ILA  [b. 1946, Santiago, Chile] 
lives in Melbourne. He studied law 
before going to art school in Chile  
and is an advocate for art that tackles 
social and political issues in an 
international context. His paintings 
critique the Australian political system, 
capitalism, the structures of the art 
world and sexuality. They have been 
included in the Sydney Biennial [1982 
and 1984], the São Paulo Biennial  
[1998] and Documenta 12 [2007].
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an obscenity trial in San Francisco  
the year after its publication. A friend  
and probable lover of Jack Kerouac  
and William Burroughs, Ginsberg used  
his celebrity to promote the writers  
in his circle and to speak out on political 
issues. In 1974, with Anne Waldman,  
he founded the Jack Kerouac School  
of Disembodied Poetics at the Naropa 
Institute in Boulder, Colorado. Ginsberg’s 
life partner was Peter Orlovsky.

G IO BLACK PETER [b.1979, Guatemala]  
is based in New York City. He has  
a vibrant ongoing presence in New  
York’s downtown and underground queer 
subcultures. He also curates queer 
exhibitions, including his 2018 show, ‘The 
Violators’, a group exhibition of queer 
artists whose work has been censored 
on social media.

GLUCK [Hannah Gluckstein, b. 1895, 
England; d. 1978] trained at the St John’s  
Wood School of Art. She patented the 
‘Gluck Frame’ to show her work in a way 
that became an integral part of the 
architecture of the rooms in which they 
hung. Her best-known paintings are  
of stylized floral arrangements inspired 
by the creations of an early lover.  
A retrospective exhibition was held at 
the Fine Arts Society in London [1978].

ROBERT GOBER [b. 1954, Wallingford, 
Connecticut, USA] lives in New York  
and creates psychologically charged 
installations and sculptures. Informed  
by Surrealism, Minimalism and Conceptual 
art, he presents familiar objects in 
unfamiliar and disconcerting ways to 
activate themes of sexuality, religion, 
memory and politics. Exhibitions include  
a retrospective at the Schaulager  
in Basel [2007] and ‘Robert Gober: 
Sculpture + Drawing’ at the Walker Art 
Center in Minneapolis [1999 and tour].  
He represented the USA at the 49th 
Venice Biennale [2001].

DAV ID  GOLDBLATT [b. 1930, Randfontein, 
South Africa; d. 2018, Johannesburg] 
photographed South African people  
and landscapes, creating extended 
documentaries that address apartheid, 
environmental damage, dislocated 
workers, and cemeteries that are 
evidence of the impact of HIV and AIDS. 
Exhibitions include Museu Serralves in 
Porto [2008], Galerie Paul Andriesse  
in Amsterdam [2008] and ‘Intersections 
Intersected: The Photography of  
David Goldblatt’ at the New Museum  
of Contemporary Art in New York  
[2009 and tour].

NAN GOLD IN  [b. 1953, Washington,  
DC] lives in New York and London. Her 
diaristic photographs of New York’s 
downtown New Wave scene in the 1970s 
and 1980s document amorous and abusive 
couples, drug addiction, AIDS-related 
illness and the homes and clubs where 
she and her ‘extended family’ spent  
time. Her numerous solo exhibitions 
include the mid-career retrospective  
‘I’ll Be Your Mirror’ at the Whitney 
Museum of American Art in New  
York [1996] and ‘Devil’s Playground’,  

a travelling retrospective organized  
by the Centre Georges Pompidou in Paris 
and Whitechapel Art Gallery in London 
[2001]. Goldin was the recipient of the 
2007 Hasselblad Award.

DAN IEL GOLDSTE IN  [b. 1950, Mount 
Vernon, New York, USA] lives in San 
Francisco. He is especially known for  
the Icarian series, which re-used the  
leather coverings of workout machines  
from a San Francisco gym. The elegiac 
sculptures became meditations on  
AIDS, fetish, bodies and public space.  
His woodblock prints, collages  
and sculptures can be found in the 
permanent collections of museums 
including the Fine Arts Museums of San 
Francisco, the Art Institute of Chicago 
and the Brooklyn Museum of Art. 

MAR IA  ELENA GONZÁLEZ [b. 1957, 
Havana] lives in New York and Basel, 
Switzerland. Her sculptural works tackle 
the inaccuracies and inconsistencies  
of memory. She has received numerous 
prestigious awards, including grants 
from Anonymous Was A Woman, the 
Pollock-Krasner Foundation, the Tiffany 
Foundation and the Joan Mitchell 
Foundation. She has had solo exhibitions 
at El Museo del Barrio in New York 
[1996], The Project Gallery, New York 
[2006] and The Contemporary Museum, 
Honolulu [2006].

FÉL IX  GONZÁLEZ-TORRES [b. 1957, 
Cuba; d. 1996, Miami] is known for his 
minimal installations, photographs and 
conceptual sculptures using prosaic 
materials such as lightbulbs, clocks, 
candies and paper. Much of his work 
involves viewer interaction, which means 
that it changes with each exhibition, 
context or owner. In a subtle way, he 
reflected the sense of urgency, fear 
and passion about the severity of  
the AIDS crisis, the efficacy of politics, 
historical memory, love and loss. 
Retrospectives of his work have been 
organized by the Solomon R. Guggenheim 
Museum in New York [1995], the Sprengel 
Museum in Hannover [1997] and the 
Serpentine Gallery in London [2000].

AGNES NOYES GOODS IR  [b. 1865, 
Victoria, Australia; d. 1939, Paris] was a 
portrait painter and part of the lesbian 
scene in Paris in the 1920s and 1930s.  
She often painted androgynous women or 
women wearing men’s clothing. Exhibitions 
of her work include the Salon Nationale 
des Beaux Arts in Paris [1924] and the 
Fine Arts Gallery in Melbourne [1927].

RE INA GOSSETT [b. 1983, Boston, 
Massachusetts, USA] and SASHA WORTZEL 
[b. Fort Myers, Florida, USA] live in New 
York. Gossett is an activist, artist and 
filmmaker recognized as Soros Justice 
Fellow, a Stonewall Community Foundation 
Honoree, and an Ackerman Institute 
Community Awardee. Wortzel is an artist 
activist whose work has been supported 
by institutions like the Robert Rauschenberg 
Foundation and the New York State Council 
on the Arts.

GRAN FURY was an activist / artist 
collective that emerged from the ranks 
of ACT UP in 1987 to produce the 
installation ‘Let the Record Show…’ for 
the window of the New Museum in New 
York. Named after the brand of Plymouth 
car favoured by the New York police 
department the group was active until 
1995. Serving as ACT UP’s unofficial 
propaganda ministry Gran Fury created 
work that used commercial advertising 
strategies to disseminate political 
information and incite awareness about 
the AIDS epidemic and sexuality. Its 
members included Marlene McCarty, Mark 
Simpson, Donald Moffett, Tom Kalin  
and John Lindell.

DUNCAN GRANT [b. 1885, Rothiemurchus, 
Scotland; d. 1978, Aldermaston, Scotland] 
was the husband of painter Vanessa  
Bell, and the sometime lover of economist 
John Maynard Keynes and historian 
Lytton Strachey. A painter, fabric 
designer and ceramicist, the prolific 
artist was a member of the Bloomsbury 
Group; Charleston, the Sussex house 
that he shared with Bell became the 
group’s country retreat and remains  
a testament to the couple’s art and 
decorative style. Grant was one of  
the founders of the Omega Workshops 
[1913  – 19] a laboratory of radical and 
exuberant design ideas that challenged 
the ‘stupidly serious’ mainstream 
Edwardian aesthetic. 

PA IGE GRATLAND [b. 1978, Ontario, 
Canada] explores issues of sexuality, 
celebrity and resistance in her visual  
art and music. Her work has been 
exhibited internationally and can be 
found at the National Gallery in Ottawa 
and Tate Modern in London. She is  
a member of the Blocks Recording  
Club, an artist-owned worker’s 
cooperative based in Toronto.

NANCY GROSSMAN [b. 1940, New York] 
uses industrial materials in unusual 
combinations to create sculptures that 
address the physicality and vulnerability 
of the body. She rose to prominence  
in the 1960s and had five solo shows by 
the age of thirty. A retrospective was 
organized by the Hillwood Art Museum, 
Long Island [1990]. Recent solo shows 
include ‘Nancy Grossman: Heads’ at  
MoMA PS1 in New York [2011] and ‘Nancy 
Grossman’ at the Frances Young Tang 
Museum, Saratoga Springs, NY [2012  
and tour].

GROUP MATER IAL was an art collective 
whose members included Julie Ault,  
Tim Rollins, Mundy McLaughlin, Doug 
Ashford and Félix González-Torres.  
The group was founded in New York  
in 1979 as a response to what members 
found to be the unsatisfactory ways 
that art was being taught, exhibited  
and distributed. By organizing temporary 
exhibitions and public interventions,  
they invited everyone to question the 
culture they took for granted. Active 
until 1995, their exhibitions included  
‘The People’s Choice’ at 244 East 13th 
St in New York [1980], ‘AIDS Timeline’  
at the University of California, Berkeley 

their name. Their work was included as 
part of the exhibition ‘Boys Who Sew’  
at several venues in England in 2004–05. 
They are also the co-editor of 
Masculinidades: Teoria, Crítica e Artes 
[2011] and more recently co-curated 
‘Objectos Estranhos’ at CIAJG in 
Portugal in 2017.

ROT IM I  FAN I-KAYODE [b. 1955, Lagos; 
d. 1989, London] created work that 
engaged issues of diaspora, spiritual 
identity and sexuality. He was educated 
and lived in Nigeria, the United States 
and London. He co-founded Autograph, 
the British association of black 
photographers, and collaborated with 
Alex Hirst on the publication Black 
Male / White Male [1988]. His photographs 
have been shown at the Solomon R. 
Guggenheim Museum in New York [1996] 
and the Venice Biennale [2003].

JOSH FAUGHT [b. 1979, St Louis, 
Missouri, USA] lives in San Francisco and 
teaches at the California College of the 
Arts. His work combines textile, collage, 
sculpture and writing to draw on 
legacies of feminist and queer activism, 
domestic dysfunction, ornamentation, and 
desire. His work appeared in ‘Trigger: 
Gender as a Tool and a Weapon’ at the 
New Museum [2017–18].

F IERCE PUSSY was an art collective, 
active from 1991–95, whose core members 
included Pam Brandt, Nancy Brooks 
Brody, Joy Episalla, Alison Froling, Zoe 
Leonard, Suzanne Wright and Carrie 
Yamaoka. Together the queer women who 
collaborated as fierce pussy created 
public art and performed direct action  
to advance lesbian visibility in New York, 
utilizing low-tech, low-budget means  
to bring their message to the streets  
in response to the political urgency  
of those years.

SPENCER F INCH [b. 1962, New Haven, 
Connecticut, USA] works in a wide  
range of mediums, including light, glass, 
electronics, video and watercolour,  
to address notions of visual perception 
and memory. Solo exhibitions include 
‘What Time Is It on the Sun?’ at the 
Massachusetts Museum of Contemporary 
Art in North Adams [2007] and ‘As if  
the sea should part’ at the Queensland 
Gallery of Modern Art in Brisbane [2009]. 
His work has also been included in the  
Venice Biennale [2009].

HAL F I SCHER [b. 1951] worked as a 
photographer and critic throughout  
the 1970s. He published in journals  
such as Artforum and Artweek, and  
his photographs were widely exhibited 
throughout the United States, though  
he remains best known as the author  
of Gay Semiotics [1977]. Fischer is now 
an independent consultant for the  
non-profit sector in San Francisco. 

LOU I SE F I SHMAN [b. 1939, Philadelphia] 
lives in New York. Trained as an 
abstract painter at the Pennsylvania 
Academy of Fine Arts and the University 
of Illinois. In late-1960s New York she 
became involved in the feminist art 

movement and gay liberation, turning  
to practices that reflected women’s 
traditional tasks, such as cutting, 
tearing, wrapping and stitching, before 
returning to abstract painting in the 
late 1970s. Her work has been included 
in ‘WACK! Art and the Feminist Revolution’ 
at the Museum of Contemporary Art  
in Los Angeles [2007 and tour] and 
‘Significant Form: The Persistence  
of Abstraction’ at the Pushkin State 
Museum of Fine Arts in Moscow [2008].

BOB FLANAGAN [b.1952, New York; 
d.1996, Los Angeles] was a performance 
artist and poet. One of the longest-
living survivors of cystic fibrosis, 
Flanagan made work that was centred  
on his battle against the illness. During 
his 1994 solo exhibition at the New 
Museum, New York, he spent time talking 
to visitors while lying in a hospital bed 
installed in the gallery, surrounded  
by sculpture and video works.

JANET FLANNER [b. 1892, Indianapolis; 
d. 1978, New York] departed the United 
States for Paris in 1921 with her lover 
Solita Solano, with whom she maintained  
a lifelong relationship. In 1925, under the 
pen name Genet, she became the Paris 
correspondent for The New Yorker, a 
position that she held for the next fifty 
years. Her column, ‘Letter from Paris’, 
not only provided trenchant commentary 
about the politics and culture of the 
period but also regularly included news 
of goings-on in gay Paris.

LOLA FLASH [b. 1959, Montclair, New 
Jersey, USA] is a photographer who has 
been active since her work for Act Up  
in the late 1980s. Her ongoing series 
include ‘[Sur]passing’, which investigates 
the idea of passing and black identity, 
‘Surmise’, which focuses on queerness 
and presentation, ‘Legends’, documenting 
LGBT icons, ‘Salt’, where women over 
seventy are featured, and ‘Incarceration’, 
which challenges the mass imprisonment  
of people of colour.

MARTHA FLEM ING [b. 1958, Toronto]  
and LYNNE LAPO INTE [b. 1957, Montreal] 
have produced site-specific projects, 
often enveloping and responding to  
entire architectural structures. A ferry 
terminal in Manhattan, a library in Madrid 
and a vaudeville theatre in Montreal are 
among the many sites for their ephemeral 
installations. The exhibition ‘Studiolo: 
Martha Fleming & Lyne Lapointe’ at the 
Musée d´Art Contemporain de Montréal 
[1998] introduced a wide audience to 
their collaborative work.

CHARLES HENR I  FORD [b. 1913, 
Brookhaven, Mississippi, USA; d.2002, 
New York] edited the Surrealist  
magazine View in the 1940s. His creative 
production ranged from novels and 
poetry to photography, painting and 
collage. His novel The Young and  
Evil [1933], co-authored with Parker 
Tyler, was a candid portrait of queer 
life. His visual art exhibitions include  
‘Thirty Images from Italy’ at the 
Institute of Contemporary Arts in 
London [1955].

EVE FOWLER [b. 1964, Philadelphia]  
lives in Los Angeles, where she makes 
photographic portraits that explore 
issues of questionable and fluid identity. 
Exhibitions include ‘Small Things Fail, 
Great Things Endure’ at New Langton 
Arts in San Francisco [2008] and  
‘The Way That We Rhyme: Women, Art  
& Politics’ at the Yerba Buena Center  
for the Arts in San Francisco [2008].

JARED FRENCH [b. 1905, Ossining,  
New York, USA; d. 1988, Rome] was  
a magic-realist painter who employed  
the painstaking medium of egg tempera  
to create mystical, often erotically 
charged compositions. A lover of Paul 
Cadmus in the 1930s, and a lifelong 
friend thereafter, French married  
the painter Margaret Hoening in 1937. 
Throughout the late 1930s and 1940s 
Cadmus and the Frenches worked 
together as an informal photographic 
collective called PaJaMa [for Paul, Jared 
and Margaret]. PaJaMa photographs 
document the summers the three artists 
shared on Fire Island and the various 
men [including George Platt Lynes, 
Truman Capote and George Tooker]  
with whom they socialized.

GENERAL IDEA , an art collective 
consisting of Felix Partz, Jorge Zontal 
and AA Bronson, was formed in Toronto 
in 1969. Inhabiting and subverting forms 
of popular and media culture, including 
beauty pageants, boutiques, television 
talk shows, trade fair pavilions and mass 
media, their work was often presented  
in unconventional formats such as 
postcards, prints, posters, wallpaper, 
balloons, crests and badges. From  
1987 through 1994 they addressed the 
AIDS crisis, with work that included  
some seventy-five temporary public-art 
projects. Solo exhibitions include the 
retrospective ‘General Idea Editions: 
1967  – 1995’ at the Centro Andaluz de 
Arte Contemporáneo in Seville [2007  
and tour] and ‘One Day of AZT / One Year  
of AZT’ at the Museum of Modern Art  
in New York [1996].

ANDREA GEYER [b. 1971, Freiburg, 
Germany] lives and works in New York  
City. She works primarily in photography 
and video, through which she often 
incorporates text, sculpture and 
installation. Her work investigates 
imperialism, history and historiography, 
war, landscape and narrative. In 2007 
she collaborated on ‘Nine Scripts from  
a Nation at War’ with David Thorne, Kayta 
Sanger and Ashley Hunt, a commission for 
Documenta 12, which has since travelled 
to the Museum of Modern Art, New York 
City, 2012. Her work has been shown 
internationally at institutions such as 
the Whitney Museum of American Art,  
New York City; Central House of Artist, 
Moscow, Russia; and Museum of Modern 
Art, Vienna, Austria. 

ALLEN G INSBERG [b. 1926, Newark,  
New Jersey, USA; d. 1997, New York] 
attacked conformity and materialism in 
his poetry. His best-known poem, ‘Howl’ 
[1956], marked the beginning of the  
Beat literary movement and sparked  
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from the ancient to the contemporary, 
revisiting established historical narratives.

DOUG I SCHAR [b. 1948, Honolulu] lives  
in Chicago and produces installations, 
videos and photographs around issues  
of male intimacy, psychological and social 
loss, and private fantasies coinciding 
with public space. His documentary 
photographic work from the 1980s focused 
on Chicago’s Belmont Rocks gay beach 
and the San Francisco S / M leather scene 
at the height of the AIDS crisis. 

EUGÈNE JANSSON [b. 1862, Stockholm; 
d. 1915, Stockholm] was a painter little-
known outside of Sweden during his 
lifetime. His early paintings focused  
on nocturnal Stockholm landscapes. He  
later turned his attention to the figure, 
enlisting models from the Swedish Navy, 
whom he painted nude or semi-nude  
while training with weights or performing 
other athletic activities.

JEB [Joan E. Biren, b. 1944, Washington, 
DC] has documented the lives of lesbian, 
gay, bisexual and transgender individuals 
for more than thirty years. JEB’s films 
include No Secret Anymore: The Times  
of Del Martin and Phyllis Lyon; Removing  
the Barriers, which was used to train 
healthcare providers to improve service 
to lesbian clients; and Solidarity, Not 
Charity, on relief efforts in New Orleans 
following Hurricane Katrina. For Love 
and For Life and A Simple Matter of 
Justice documented the 1987 and 1993 
gay rights marches on Washington.  
In 1997, George Washington University 
mounted the retrospective ‘Queerly 
Visible: 1971 – 1991’, a retrospective that 
later toured the nation.

JESS  [Burgess Collins, b. 1923, Long 
Beach, California, USA; d.2004,  
San Francisco] turned to art after  
a disillusioning career in the military, 
during which he worked as a chemist  
for the Manhattan Project. Many of  
his paintings and collages have themes 
drawn from chemistry and the occult. He 
had a long-term relationship, creative 
and romantic, with the poet Robert 
Duncan [1919 – 88], author of the landmark 
essay ‘The Homosexual in Society’, with 
whom he lived in San Francisco after the 
early 1950s. The retrospective ‘Jess:  
A Grand Collage, 1951 – 1993’, toured the 
USA in 1993 – 94 and was accompanied  
by a catalogue of the same name.

JASPER JOHNS [b. 1930, Augusta, 
Georgia, USA] lives in Sharon, 
Connecticut. He rose to prominence 
after his first exhibition at the Leo 
Castelli Gallery in 1958, becoming one  
of the most significant figures in 
American Pop art. Johns is known for  
his use of imagery of targets, flags, 
maps and other familiar two-dimensional 
subjects. His working process combines 
experimentation with intense deliberation 
and obsessive craft. Solo exhibitions 
include a retrospective at the Museum 
of Modern Art in New York [1996 – 97]  
and ‘Jasper Johns: An Allegory of Painting, 
1955 – 1965’ at the National Gallery of  
Art in Washington, DC [2007].

RAY JOHNSON [b. 1927, Detroit; d. 1995, 
Sag Harbor, New York, USA] was a 
member of American Abstract Artists 
from 1949 to 1952, exhibiting alongside 
such painters as Ad Reinhardt. In  
the mid-1950s, after meeting Robert 
Rauschenberg and Cy Twombly, Johnson 
began making collages from newspaper 
and magazine images. In the mid 1960s  
he pioneered mail art, founding the New 
York Correspondance [sic] School. Solo 
exhibitions include a retrospective at 
the Museum of Modern Art in New York 
[1999]. He is the subject of the award-
winning documentary How to Draw  
a Bunny [2003].

FRANCES BENJAM IN  JOHNSTON  
[b. 1864, Grafton, West Virginia, USA; 
d. 1952, New Orleans, USA] was an American 
photographer and photojournalist. She 
opened a studio in Washington, DC, where 
she photographed political luminaries and 
artists. She was the official White House 
photographer through five successive 
administrations. Her later work focused 
on her interest in architecture.

G .B .  JONES [b. 1965, Bowmanville, 
Ontario, Canada] lives and works in 
Toronto, Canada. She is a visual artist, 
performer, filmmaker, musician, writer 
and publisher of zines. She is known  
as an innovator in the queer-core 
movement in the visual and performing 
arts. She collaborated with Bruce 
LaBruce on the queer-punk zine JD’s 
(short for juvenile delinquents) which 
ran from 1985 to 1991 and spawned movie 
nights, compilation cassette tapes  
and the spin-off zine Double Bill. Jones  
also makes super-8 films, including  
The Lollipop Generation [2008], which 
she worked on for thirteen years.  
She has shown her work internationally  
in exhibitions including ‘Explosion LTTR: 
Practice More Failure’, Art In General, 
New York City [2004]; ‘Smell it!’ In 
Kunsthalle Exnergasse, Vienna [2009]; 
and ‘This Will Have Been: Art, Love and 
Politics in the 1980s’ at the Museum  
of Contemporary Art Chicago [2012].

MATHEW JONES [b. 1961, Melbourne]  
lives in London. His paintings, 
photographs and installations address 
obsession, sexuality and desire alongside 
fate and the passage of time. His  
work has been featured at the Museum  
of Contemporary Art in Sydney [2002], 
Toronto Photographers Workshop  
[1995] and the Institute for Modern  
Art in Brisbane [1991].

M ICHEL JOURN IAC [b. 1935, Paris; 
d. 1995, Paris] studied theology as  
a trained priest but left the church 
when he could no longer reconcile  
his homosexuality with Catholic doctrine.  
He became a painter and then, in the 
late 1960s, a pivotal force in French 
body art. Exhibitions include the  
Musée d’Art Moderne et Contemporain  
de Strasbourg [2004] and the Centre 
Pompidou in Paris [2008].

I S SAC JUL IEN [b. 1960, London] lives  
in London. He is a filmmaker, videomaker 
and installation artist known for his 

meditations on popular mythology, race, 
sexuality, history and diaspora. Julien 
was a founder of the Black Audio Film 
Collective (active 1982 – 98) and the 
Sankofa Film Collective, founded in 1983. 
He curated the exhibition ‘Derek Jarman: 
Brutal Beauty’ at the Serpentine Gallery 
in London [2008], and his work has 
been featured in solo shows at the 
Centre Pompidou in Paris [2005], the 
Museum of Contemporary Art in Miami  
[2005] and the Kerstner Gesellschaft  
in Hanover [2006]. 

DEBORAH KASS  [b. 1952, San Antonio, 
Texas, USA] lives in New York. In her 
work, much of which incorporates text, 
she deals with the intersection of the self, 
popular culture, contemporary art and 
art history. Solo exhibitions include  
the Andy Warhol Museum in Pittsburgh 
[2012] and the Kemper Museum of 
Contemporary Art in Kansas City [1996]

MIKE KELLEY [b. 1954, Wayne, Michigan; 
d.2012, South Pasadena, California] 
created multimedia works and installations 
that provide a poignant commentary on 
popular culture, with an overall anarchic 
tone, and a sometimes scatological or 
sadomasochistic character. During his 
life time, he had retrospective shows  
at the Whitney Museum of American Art  
in 1993, at the Museum of Contemporary 
Art in Barcelona in 1997 and at Tate 
Liverpool in 2004. In 2013, the largest 
exhibition of Kelley’s works was held in 
MoMA PS1 in New York City.

JOHN KELLY [b.1959] is a visual  
and performance artist based in New 
York City. He is also a singer, actor, 
choreographer and director. He 
emerged in the early 1980s in the 
downtown East Village scene performing 
in clubs including the legendary 
Pyramid. Since then he has created 
dozens of critically acclaimed full-
evening performances that have toured 
nationally and throughout the world.

BHUPEN KHAKHAR [b. 1934, Bombay; 
d.2003, Baroda, India] made work  
that combined his concerns regarding 
sexuality and gender identity with  
an interest in Indian mythology. His 
figurative paintings were included in 
‘Horn Please. Narratives in Contemporary 
Indian Art’ at Kunstmuseum Bern [2007] 
and ‘Pictorial Glimpses’ at the National 
Gallery of Modern Art in Mumbai [2006].

SH IGEYUK I  K IHARA [b. 1975, Upolu, 
Samoa] lives in Auckland, New Zealand.  
A Samoan-born multimedia and performance 
artist, Kihara uses photography  
to explore themes of Pacific culture, 
identity, colonialism, indigenous 
spirituality, stereotypes, gender roles 
and consumerism. Exhibitions include 
‘Living Photographs’ at the Metropolitan 
Museum of Art in New York [2008 – 09].  
She is the winner of the Creative  
New Zealand Emerging Pacific Artist  
Award [2003]. 

K I S S  AND TELL was a Vancouver- 
based performance and art collective 
whose work addressed lesbian sexuality. 

[1989], and ‘Americana’, which was  
part of the Whitney Biennial in New  
York [1995].

FAB IAN MART ÍN  GUERRERO [b. 1988, 
Dallas, Texas, USA] is a first-generation 
Mexican American based in Los Angeles. 
He works primarily in photography, 
especially the genre of portraiture,  
and his subjects are generally under-
represented members of the LGBTQ 
communities.

SUN IL  GUPTA [b. 1953, New Delhi] lived 
and worked in Canada and the United 
Kingdom before returning to New Delhi  
in 2005. Gupta’s photographs draw upon 
his experiences as an immigrant and  
as a gay man of colour. After his AIDS 
diagnosis in 1995, his work turned to  
the issues of living with HIV. His 1990 
anthology Ecstatic Antibodies: Resisting 
the AIDS Mythology [1990], co-edited  
with Tessa Boffin, was a groundbreaking 
activist contribution. Exhibitions include 
Bombay Art Gallery in Mumbai [2009], 
‘Looking for Langston [with Issac Julien]’ 
at Metro Pictures in New York [2006] 
and ‘Make Art /Stop AIDS’ at UCLA Fowler 
Museum in Los Angeles [2008].

HARMONY HAMMOND [b. 1944, Chicago]  
is an artist, writer and curator who  
lives in Galisteo, New Mexico. She was a 
founding member of AIR, the Manhattan-
based feminist art collective initiated  
in 1972, as well as, in 1977, the feminist 
journal Heresies. In 1978, Hammond 
curated the first American exhibition  
of lesbian art, ‘A Lesbian Show’, at 122 
Greene St, New York. Hammond’s large-
scale work in painting and sculpture, 
generally abstract, addresses issues of 
the female body, class and labour. She  
is the author of Lesbian Art in America: 
A Contemporary History, and her work 
has been featured in solo exhibitions at 
Center for Contemporary Arts in Santa 
Fe [2005] and Site Santa Fe [2002].

KE ITH HAR ING [b. 1958, Reading, 
Pennsylvania, USA; d. 1990, New York]  
had a brief but intense career that 
spanned the 1980s. His early painted 
murals and chalk drawings in the New 
York subway led to public works created 
in cities throughout the USA and Europe, 
advertising campaigns, high-profile 
collaborations with other artists, and 
the opening of his own store, the Pop 
Shop. His thickly outlined and energy-
emanating figures enacted scenes of 
birth, death, love and sex. He participated 
in international survey exhibitions such 
as Documenta 7 [1982], the São Paulo 
Biennial [1983] and the Whitney Biennial 
[1983], and his work has been the 
subject of numerous retrospectives 
since his death in 1990.

CHARLES ‘TEENIE’ HARRIS [b. 1908, 
Pittsburgh; d. 1998, Pittsburgh], 
photographically chronicled minority 
communities for the Pittsburgh Courier, 
one of the oldest black newspapers  
in the USA. The Carnegie Museum of Art 
created the Teenie Harris Archive 
Project in 2005 and opened a major 
touring retrospective in 2011.

LYLE ASHTON HARR I S  [b. 1965, New  
York] lives in New York. His photographs  
question fictions of race, gender and 
sexuality. He was included in ‘Black  
Male: Representations of Masculinity  
in Contemporary Art’ at the Whitney 
Museum of American Art in New York 
[1994]. Solo shows include ‘Self / Portrait’  
at the Studio Museum in Harlem [2011].

MARSDEN HARTLEY [b. 1877, Lewiston, 
Maine, USA; d. 1943, Ellsworth, Maine] 
studied art in Cleveland but moved  
to New York in his twenties. There he 
became affiliated with Alfred Stieglitz’s 
Gallery 291, where he had his first 
exhibition in 1909. His early works were 
mostly abstract, but he later returned 
to representational techniques. Settling 
in Maine in the 1930s, he produced 
‘memory portraits’ of Nova Scotia seamen 
and landscapes of the Maine shoreline. 
Exhibitions include ‘Marsden Hartley and 
the West: The Search for an American 
Modernism’ at the Amon Carter Museum  
of Art in Forth Worth [2008] and ‘Marsden 
Hartley: American Modern’ at the Joslyn 
Art Museum in Omaha [2000].

R ICHARD HAWK INS  [b. 1961, Mexia, Texas, 
USA] lives in Los Angeles. His work  
in collage, sculpture and painting often 
explores desire, the relationship between 
popular culture and transnational 
histories, and the body. He combines 
history and fantasy in projects such as 
his 2006 – 09 collage series Urbis Paganus, 
a queered art historical account of  
Roman sculpture. His work has been the 
subject of the retrospectives ‘Of Two 
Minds, Simultaneously’ at de Appel in 
Amsterdam [2007] and ‘The Third Mind’  
at the Art Institute of Chicago [2010].

SHARON HAYES [b. 1970, Baltimore]  
lives in New York, where she engages  
in an art practice that moves between 
video, performance and installation.  
She investigates the relations of history, 
politics and space to the process  
of individual and collective subject 
formation. Solo exhibitions include  
‘In the Near Future’, Warsaw Museum of 
Art, Poland [2008] and ‘I march in the 
parade of liberty, but as long as I love 
you I’m not free’, at the New Museum  
in New York [2007], and the Whitney 
Museum [2012].

JAMIL HELLU [b. 1976, Curitiba, Paraná 
State, Brazil] is a visual artist based  
in San Francisco. Using photography, 
video and installations, his projects 
address queer sexuality in relation  
to racial and cultural identity. His work  
has been featured in publications such 
as The New York Times, the Guardian  
and The Advocate. He is the recipient  
of the Fleishhacker Foundation’s  
Eureka Fellowship Award.

FRANK ‘T ICO ’  HERRERA [b. 1941, 
Beckley, West Virginia, USA] is a West 
Virginia-based photographer who 
teaches at Shepherd College and the 
Corcoran School of Art. He has received 
both a Guggenheim Fellowship and  
a grant from the National Endowment  
for the Arts.

JUAN H IDALGO [b. 1927, Las Palmas, 
Gran Canaria, Spain; d.2018, Ayacata, 
Spain] was an experimental musician  
and the first Spanish composer to 
participate in the Darmstadt festivals  
in 1964. He was one of the founders of 
Madrid’s Fluxus-related Zaj group. 
Hidalgo was also a prolific performance 
and visual artist, whose work extends  
to postal art, photography and object-
making. He lives in the Canary Islands.

DAV ID  HOCKNEY [b. 1937, Bradford, 
England], arguably the best-known 
British artist of his generation, lives  
in Los Angeles and Bridlington, East 
Yorkshire. He achieved international 
attention in the 1960s for paintings and 
prints that playfully referenced popular 
culture while retaining a strong sense  
of colour, geometry and composition. 
After relocating to California in 1964,  
he incorporated images of young men 
(often naked), swimming pools and  
sun-drenched landscapes. Hockney is 
also known for his photocollages, which  
are comprised of dozens of Polaroids 
and commercially processed 35 mm 
prints. His numerous solo exhibitions 
include the Royal Academy of Art in 
London [2011], Nottingham Contemporary 
[2009] and the Los Angeles County 
Museum of Art [2006 and tour].

T IMOTHY HORN [b. 1964, Melbourne]  
lives in New Mexico. His sculpture 
removes jewellery from the territory  
of the body to recast it as monumental 
sculpture. Horn’s work was featured  
in solo exhibitions including ‘(in)discrete 
objects, Sub-Urban Series’ at the 
Knoxville Museum of Art [2006] and 
‘Bitter / Suite’ at the de Young Museum  
in San Francisco [2008].

JONATHAN HOROW ITZ [b. 1966, New 
York] lives in New York State. He often 
uses iconic imagery and media, such  
as the American flag, the cross and the 
television, in a way that deflates them  
so that viewers can reconsider their 
value and meaning. Solo exhibitions include 
‘And / Or’ at MoMA PS1 in New York 
[2009], ‘Apocalypto Now’ at the Museum 
Ludwig in Cologne [2009] and ‘Time,  
Life, People’ at the Kunsthalle St Gallen 
in Switzerland [2001].

PETER HUJAR [b. 1934, Trenton,  
New Jersey, USA; d. 1987, New York]  
was a fixture in New York underground 
circles in the 1970s and 1980s. Using 
black and white photography, he 
documented New York’s architecture, 
nightlife, notable artists, intellectuals 
and anonymous residents. Attention to 
his work has grown steadily since his 
death in 1987, and he has been the 
subject of major retrospectives at PS1  
in New York [2006] and the Institute for 
Contemporary Art in London [2007 – 08].

ELL IOTT HUNDLEY [b.1975, North 
Carolina, USA] lives in Los Angeles  
and creates dense works using collage, 
painting, photography, sculpture and 
found objects. Reflecting his interest  
in reinterpretations and decentralised 
cultural mappings, his assemblages move 
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ALMA LOPEZ [b. 1966, Los Mochis, 
Sinaloa, Mexico] is an artist and activist 
who lives in Los Angeles. Via paintings, 
photographs, public murals and videos, 
she addresses issues of representation 
and social justice, and deconstructs and 
refigures cultural icons. She co-founded 
the Los Angeles organizations LA Coyotas, 
Tongues and Homegirl Productions.

FEDER ICO GARC ÍA  LORCA [b. 1898, 
Fuente Vaqueros, Spain; d. 1936, Spain] is 
remembered as one of the most important 
Spanish poets of the twentieth century. 
He was also a painter, composer and  
key member of the avant-garde group 
Generation of ’27. His work addresses 
themes of love, pride, passion and violent 
death. His play, El Público, remained 
unpublished until the 1970s because of its 
gay themes. He was murdered by members 
of Franco’s militia in 1936, probably in 
part because of his homosexuality.

LOVETT AND CODAGNONE [John Lovett, 
b. 1962, USA; and Alessandro Codagnone 
b. 1967, Italy] have worked together since 
1995. Their video works, performances and 
photography projects combine elements  
of gay S / M with literary and cinematic 
references that point to lust, endurance 
and power dynamics. Their work has 
been shown at Museo Nazionale del 
Cinema in Turin [2007], Participant Inc. 
in New York [2007] and Museum Ludwig 
in Cologne [2006]. They live in New York.

LSD [Jose Belbel, Maria Diaz Merlo, 
Azucena Vieites, Estibaliz Sadaba, Liliana 
Couso Dominguez, Katuxa Guede Garcia, 
Floy Krouchi Zafarrano, Fefa Vila Nunez, 
Virginia Villaplana Ruiz, Marisa Maza, 
Arantza Gaztanaga, Itziar Okari, Beatriz 
Preciado, and Pilar Vazquez] was an 
activist collective that was active  
in Madrid from 1993 – 98. The group’s 
multidisciplinary project facilitated 
sociopolitical debate, artistic creativity, 
sociability, and visibility for lesbians.
 
LTTR is a feminist, genderqueer  
artist collective founded in New York  
in 2001 by Ginger Brooks Takahashi, K8 
Hardy and Emily Roysdon. Between 2002 
and 2006, LTTR produced five issues  
of an eponymous independent art journal, 
with the titles Lesbians to the Rescue, 
Listen Translate Translate Record, 
Practice More Failure, Do You Wish to 
Direct me?, and Positively Nasty. Their 
exhibitions, events and performances 
are a continuing practice.

MAR IETTE LYD I S  [Marietta Ronsperger, 
b.  1894, Vienna; d. 1970, Buenos Aires, 
Argentina] lived in Paris and Argentina. 
Briefly married, she fled the Nazi 
invasion of Paris for rural England  
with her lover, Erica Marx. Her erotic 
drawings illustrated luxury editions  
of works by Charles Baudelaire, Colette 
and Pierre Louÿs. 

GEORGE PLATT LYNES [b. 1907,  
East Orange, New Jersey, USA; d. 1955, 
New York] began photographing his 
circle of artist friends in Paris and New 
York. The attention he garnered 
eventually led to fashion shoots for 

major magazines and department stores. 
In the 1930s, he began to work with  
the Kinsey Institute, which now holds the 
largest collection of his male nudes.

PHYLL I S  LYON [b. 1924, Tulsa, Oklahoma, 
USA] and DEL MART IN  [b. 1921, San 
Francisco; d.2008, San Francisco] were 
activists who, after fifty years together, 
married in San Francisco in June of 
2008. In 1955 they founded the Daughters 
of Bilitis, the first major lesbian 
organization in the USA. Both served as 
editor of the organization’s newsletter, 
The Ladder. The couple is the subject of 
Joan E. Biren’s documentary No Secret 
Anymore: The Times of Del Martin and 
Phyllis Lyon [2003].

PAUL MAHEKE [b. 1985, Brive-la-
Gaillarde, France] is a performance, 
installation and video artist who lives 
and works in London. He completed an 
MA in Art Practice at École nationale 
supérieure d’arts de Cergy [2011]. 
Maheke was granted the South London 
Gallery Graduate Residency in 2015–16. 
His work has been shown internationally, 
including at the Venice Biennale as  
part of the Diaspora Pavilion in 2017.

MON ICA MAJOL I  [b. 1963, Los Angeles] 
lives in Los Angeles. Her figurative 
paintings engage issues of identity, 
intimacy and mortality. By depicting 
people engaging in physical or sexual 
acts, Majoli addresses the quest for 
emotional closeness and connection.  
Her work was featured in the  
Whitney Biennial [2006] and ‘Eden’s 
Edge: Fifteen LA Artists’, Museum of 
Contemporary Art, Los Angeles [2007].

JEANNE MAMMEN [b. 1890, Berlin; 
d. 1976, Berlin] emerged as an artist  
and illustrator during Germany’s Weimar 
period. Her style was antithetical to  
the harsh realism of the period. She 
sympathetically represented residents 
of Berlin, paying special attention to 
changing social roles for women and 
newly visible lesbians.

MAN RAY [b. Emmanuel Radnitzky, 1890, 
Philadelphia; d. 1976, Paris] contributed 
to the Dada and Surrealist movements.  
His work includes painting, film, sculpture 
and collage, but he is best known for his 
experiments in photography. Along with 
Katherine Dreier and Marcel Duchamp, 
Ray created the Société Anonyme. His 
autobiography, Self-Portrait [1963], was 
republished in 1999 and solo exhibitions 
include the Metropolitan Museum of Art, 
New York [1973] and ‘Man Ray: Photography 
and Its Double’, Centre Georges Pompidou, 
Paris [1998 and tour].

ROBERT MAPPLETHORPE [b. 1946, 
Queens, New York; d. 1989, New York]. 
During the 1970s and early 1980s, 
Mapplethorpe produced severely elegant 
photographs of flowers, celebrities  
and socialites alongside equally stylized 
pictures of gay sadomasochism and 
naked black men. Mapplethorpe’s work 
— and very name — became inextricably 
linked to the ‘culture wars’ over 
homoeroticism and federal funding to  

the arts when a museum retrospective 
of his work, ‘The Perfect Moment’ was 
cancelled by the Corcoran Gallery of 
Art under pressure from religious and 
political conservatives in 1989. When the 
exhibition opened at the Contemporary 
Art Center in Cincinnati the following 
year, both the museum and its director, 
Dennis Barrie, were indicted on charges  
of obscenity and child pornography. 
Though both Barrie and the CAC were 
acquitted, the trial marked the first 
time an American art museum faced 
criminal charges for presenting an 
exhibition to the public.

V IRG IL  MART I  [b. 1962, St Louis, 
Missouri, USA] lives in Philadelphia. 
His hybrid environments and sculptures 
create a dialogue between the Baroque, 
science fiction, and psychedelia, pushing 
ideas of the decorative to an extreme. 
Solo exhibitions include Hirshhorn 
Museum, Washington DC [2007], ‘I Repeat 
Myself’, Memphis College of Art, Memphis  
[2005], ‘The Flowers of Romance’, 
Institute of Contemporary Art, Philadelphia 
[2003], and the Whitney Biennial, Whitney 
Museum of American Art, New York [2004].

GABR IEL MART INEZ [b. 1967, Miami]  
is a Cuban-American, Philadelphia-based 
artist who works across a range of 
media including photography, installation, 
performance and video. His work often 
focuses on questions of sexuality,  
the male gaze and memorialization. 
Exhibitions include ‘Out, Loud, & Proud’, 
William Way Community Center, Philadelphia 
[2007], ‘The Studio Visit’, Exit Art,  
New York [2006], and ‘HOMOMUSEUM’, 
Exit Art, New York [2005].

MARLENE MCCARTY [b. 1957, Lexington,  
Kentucky, USA] lives in New York. She 
explores sociopolitical issues as an 
artist and commercial designer. She was  
a member of the AIDS activist collective 
Gran Fury in the 1980s. In 1989, along 
with Donald Moffett, she founded Bureau, 
a multidisciplinary design studio dedicated 
to producing art, film titles, and brand 
identities. Solo exhibitions include ‘Young 
Americans Part 2’, Neue Kunsthalle  
St Gallen, Switzerland [2004], and ‘CANDY.
CRY.STINKER.HUG. (some drawings 
concerning absorption, reflection, 
inversion, and progression)’, Sikkema 
Jenkins & Co., New York, [2008].

FRED MCDARRAH [b. 1926, New York; 
d.2007, New York] was a photographer 
for the Village Voice. He also documented 
Beat Generation artists and the New 
York art scene of the late 1950s. Many 
of his photographs were published as 
book-length compilations, among them 
The Beat Scene [1960], New York, N.Y. 
[1964] and, in collaboration with his  
wife, Beat Generation: Glory Days in 
Greenwich Village [1996]. 

MCDERMOTT & MCGOUGH [David 
McDermott, b. 1952, Hollywood, California, 
USA; and Peter McGough b. 1958, Syracuse, 
New York, USA] began collaborating in  
the 1980s and became known for living, 
dressing and making art as if they were 
Victorian dandies. Their work continues  

The group is best known for the 
photographic exhibition ‘Drawing the 
Line’, which responded to debates  
in the 1990s in the feminist community 
around acceptable sexual practices, 
morality and pornography. The  
group – Susan Stewart, Persimmon 
Blackbridge and Lizard Jones – also 
produced the collaborative book Her 
Tongue on My Theory: Images, Essays 
and Fantasies [1994]. 

JOCHEN KLE IN  [b. 1967, Giengen, 
Germany; d. 1997, Munich] painted 
impressionistic landscapes featuring 
young men and women in various  
states of daydreaming and awareness. 
Exhibitions include a retrospective  
at the Pinakothek der Moderne in  
Munich [2008].

JOHN KOCH [b. 1909, Toledo, Ohio, USA; 
d. 1978, New York] chronicled intimacy 
and relationships in his realist paintings. 
Populated with musicians, socialites, 
models, intellectuals, lovers and friends, 
his paintings reflected changing social 
attitudes, spaces and events in New 
York, and defied the prevalent abstract 
style of the time. His painting Siesta 
[1962] appeared on the cover of Time 
magazine in 1964 to accompany the 
article ‘Sex in the United States: Mores 
and Morality’. A retrospective of his 
paintings was organized by the New York 
Historical Society [2001 – 02].

I NS  A  KROMM INGA [b. 1970, Emden, 
Germany] is an intersex activist whose 
visual work traces gender classification 
systems, notions of othering and the 
abject. Exhibitions include ‘sh(OUT)’  
at the Gallery of Modern Art in Glasgow 
[2009], ‘Just Different’ at the Cobra 
Museum in Amsterdam [2008] and ‘Normal 
Love’ at Studio 1 Bethanien in Berlin [2007].

EL I SAR VON KUPFFER [b. 1872, Tallinn, 
Estonia; d. 1942, Minusio, Switzerland] 
used the pseudonym Elisarion for  
much of his writing and visual art.  
After studying in Russia and Germany,  
he established himself as a painter  
and muralist in Switzerland, where he  
lived with his partner, the philosopher 
and historian Eduard von Mayer. His 
publications include Lieblingminne und 
Freundesliebe in der Weltliteratur [1900], 
an anthology of homoerotic literature 
created as a protest against the 
imprisonment of Oscar Wilde in England.

KAY TOB IN  LAHUSEN [b. 1930, 
Cincinnati] lives in Kennett Square, 
Pennsylvania. With her life partner, 
writer Barbara Gittings, she helped  
to found the New York chapter  
of the Daughters of Bilitis. She is 
considered the first photojournalist  
to document the gay rights movement. 
Her photographs have appeared in  
The Ladder and A Lesbian Review, 
among other publications. 

THOMAS LAN IGAN-SCHM IDT [b. 1948, 
Elizabeth, New Jersey, USA] was raised  
in a religious immigrant community,  
and his work explores the relationship 
between religious devotion and sexual 

freedom. Employing materials such as 
artificial flowers, foil, glitter and beads, 
his collages are nods to kitsch, glamour 
and Baroque excess. His work was 
included in ‘The American Century: Art & 
Culture 1900 – 2000’ at the Whitney Museum 
of American Art in New York [1999].

GREER LANKTON [Greg Lankton, b. 1958, 
Flint, Michigan; d. 1996, Chicago, USA] 
created lifelike dolls and figures that 
have been compared to the Surrealist 
works of Hans Bellmer. Lankton, who  
had sexual reassignment surgery at  
the age of twenty-one, focused on the 
malleable aspects of gender, sexuality, 
distress and glamour. Exhibitions include 
the Whitney Biennial in New York [1995] 
and the Venice Biennale [1995]. Her  
final show, ‘It’s All About Me, Not You’, 
has become a permanent installation  
at the Mattress Factory in Pittsburgh.

MAR IE  LAURENC IN  [b. 1883, Paris; 
d. 1956, Paris] was a Cubist painter who 
explored themes and representations  
of femininity in her visual work. She also 
produced stage designs and illustrated 
books, such as Lewis Caroll’s Alice’s 
Adventures in Wonderland. Her work and 
archives are housed in the Musée Marie 
Laurencin in Nagano Prefecture, Japan.

N IKK I  S .  LEE [b. 1970, South Korea] 
lives in New York and investigates 
questions of identity through the 
vernacular use of photography. She is 
known primarily for her Projects, which 
consist of snapshots of her posing with 
and attempting to pass as a member of 
various ethnic groups and subcultures. 
Solo exhibitions include the Gesellschaft 
für Aktuelle Kunst in Bremen [2007], the 
Kemper Museum of Contemporary Art  
in Kansas City [2005] and the Cleveland 
Museum of Art [2003]. 

CARY LE IBOW ITZ / CANDYASS  [b. 1963, 
New York] lives in New York. His artwork 
addresses ideas of self-doubt and 
cultural assimilation, paying particular 
attention to issues surrounding Jewish 
and queer identity. Exhibitions include 
‘In a Different Light’ at the Berkeley  
Art Museum [1996] and ‘Bad Girls’ at  
the New Museum for Contemporary Art  
in New York [1994].

ZOE LEONARD [b. 1961, Liberty, New 
York, USA] lives in New York. During the 
course of her artistic career, she has 
examined natural and cultural structures, 
such as museums, neighbourhoods, trees 
and fences, in order to point out their 
connections and contradictions, as well 
as what we take for granted. In the early 
1990s she was a member of the collective 
fierce pussy. Solo exhibitions include 
Pinakothek der Moderne in Munich [2009], 
Hispanic Society of America in New York 
[2009] and the Centre National de la 
Photographie in Paris [1998]. 

LEONE AND MACDONALD [Hillary Leone, 
b. 1962, Miami; and Jennifer MacDonald, 
b. 1958, New York] made art together 
from 1988 to 1998. The duo produced 
installations, drawings, sculptures and 
videos that examined issues such as  

AIDS, abuse, identity and censorship. 
Exhibitions include ‘Such as We: Leone & 
Macdonald, Ten Years of Collaboration’ 
at the North Dakota Museum of Art in 
Grand Forks [1999 and tour] and ‘Stung 
by Splendor’ at the Cooper Union in  
New York [1997].

JOSÉ LEON ILSON [b. 1957, Ceará, Brazil; 
d. 1993, São Paulo] created sculptures, 
paintings, drawings and embroidery.  
From 1984 on, his work was increasingly 
autobiographical and incorporated 
organic forms, language and sewing. Solo 
exhibitions include ‘Leonilson: São tantas 
as verdades’ at Galeria de Arte do SESI 
in São Paulo [1995] and ‘Projects 53’ at 
the Museum of Modern Art in New York 
[1996]. The Leonilson Project, initiated 
by the artist’s family and friends, archives 
and promotes scholarship of his work.

N INA  LEV ITT [b. 1955, Toronto] lives  
in Toronto. Her photography, 
installation and video works examine  
the representation of women in popular 
culture and often rely on the recovery 
and manipulation of existing images. 
Exhibitions include ‘The Uncanny: 
Experiments in Cyborg Culture’ at  
the Vancouver Art Gallery [2003] and 
‘Little Breeze’ at the Doris McCarthy 
Gallery at University of Toronto 
Scarborough [2004].

ANNIE LEIBOV ITZ [b. 1949, Waterbury, 
Connecticut, USA] is a noted portrait 
photographer who has worked for 
magazines including Rolling Stone and 
Vanity Fair, and has been commissioned to 
photograph major advertising campaigns. 
She had a long-term relationship with  
the writer and cultural critic Susan 
Sontag and documented Sontag’s battles 
with cancer. A retrospective of her 
work originated at the Brooklyn Museum 
of Art [2007]. 

GLENN L IGON [b. 1960, New York]  
lives in New York and works in multiple 
media that explore race, sexuality, 
identity, representation and language. 
He is perhaps best known for a series  
of paintings and drawings begun in  
the early 1990s, for which he selects 
fragments of text  –  from works of 
literature by authors such as James 
Baldwin, Zora Neale Hurston and Walt 
Whitman, or from other sources – and 
stencils them onto sheets of paper  
or canvas. The Whitney Museum of 
American Art in New York organized  
a major mid-career survey exhibition 
[2011 and tour].

KALUP L INZY [b. 1977, Clermont, Florida, 
USA] appropriates the soap opera  
format for his video-based work, in 
which he creates dramatic storylines  
and portrays most of the characters 
himself. The campy behavior of the 
characters and the campy quality of  
the soap format allow the artist to 
reveal more complicated issues of race, 
gender and sexuality via humour. Solo 
exhibitions include LAXART in Los 
Angeles [2006] and PS1 in New York 
[2006]. Linzy was named a 2007 – 08 
Guggenheim Fellow.
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New York Public Library, the James  
C. Hormel Gay and Lesbian Center  
at the San Francisco Public Library  
and the Schwules Museum, Berlin.

N ICHOLAS N IXON [b. 1947, Detroit] is 
known for his portraiture and documentary 
photography projects including ‘The 
Brown Sisters’ and ‘People with AIDS’. 
Solo exhibitions include the Museum of 
Modern Art [1976], the Art Institute  
of Chicago [1985] and the Sprengel 
Museum in Hannover, Germany [1994].

R ICHARD BRUCE NUGENT [b. 1906, 
Washington, DC; d. 1987, Hoboken, New 
Jersey, USA] was a painter and writer 
who lived at the centre of the Harlem 
Renaissance. A protégé of Alain Locke, 
Nugent was one of the few African-
American writers of the time to indicate 
his same-sex desire in print. In 2002  
Duke University Press released Gay Rebel 
of the Harlem Renaissance: Selections 
from the Work of Richard Bruce Nugent, 
which included examples of his writing 
and artwork.

HÉL IO  O IT IC ICA  [b. 1937, Rio de 
Janeiro; d. 1980, Rio de Janeiro] was  
a painter, sculptor and performance 
artist. He was a key member of the  
Neo-Concretist movement, and his work 
ranged from abstract compositions to 
environmental installations. The retinal 
and physical experience of colour became 
a major focus of his work. Exhibitions 
include ‘Hélio Oiticica: The Body of 
Colour’, Museum of Fine Arts, Houston 
[2006 and tour] and ‘Hélio Oiticica’, 
Witte de With, Rotterdam [1992].

HENR IK  OLESEN [b. 1967, Esbjerg, 
Denmark] lives in Berlin. His works range 
from posters, fliers, text, collages  
and found-object sculptures to spatial 
interventions. His wide-ranging 
investigations into structures of power, 
systems of knowledge and social rules 
often focus on the criminalization and 
persecution of homosexuality and the 
unacknowledged expressions of same-sex 
desire in Western art history. Recent 
works include a series of portraits of 
the British mathematician Alan Turing  
and a site-specific work for the 
‘Projects: 94’ series at MOMA [2011].

CATHER INE OP IE  [b. 1961, Sandusky, 
Ohio, USA] lives in Los Angeles,  
where she teaches at UCLA. She has 
investigated aspects of community  
in her photographic work, making 
portraits of LGBT. individuals, surfers, 
and most recently high-school football 
players. She has also focused on how 
identities are shaped by our surrounding 
architecture. Solo exhibitions include 
‘Catherine Opie: American Photographer’, 
Guggenheim Museum, New York [2008], 
and ‘In and Around Home’, Aldrich Museum, 
Ridgefield, CT [2006 and tour].

JEAN-M ICHEL OTHON IEL [b. 1964, 
Saint-Etienne, France] lives in Paris. His 
sculptural work and installations often 
feature glass and allude to sensuality, 
the body, dreams, celebrations and 
myths of the American West. Solo shows 

include ‘Secret Americana’, Sikkema, 
Jenkins & Co., New York [2008], 
‘L’Edredon Cellulique’, Musée du Feutre, 
Mouzon, France [2008], and ‘Crystal 
Palace’, Fondation Cartier, Paris [2003].

ULRIKE OTTINGER [b. 1942, Konstanz, 
Germany] lives in Berlin. In addition  
to being a photographer, theatre 
director and set designer, she has 
produced a series of pivotal feminist  
and lesbian films: Madame X [1977],  
Freak Orlando [1981], Dorian Grey in  
the Mirror of the Yellow Press [1984], 
and Johanna d’Arc of Mongolia [1989].

THOMAS PA INTER [b. 1905, New York; 
d. 1978] participated in the homophile 
movement as a community sex researcher. 
Beginning in the 1930s, and in association 
with the Kinsey Institute, he researched, 
interviewed and photographed hundreds 
of gay men from coast to coast. Painter 
devoted particular attention to the 
culture of male prostitution while also 
documenting the homosexual bars, parties 
and drag shows, as well as the possibilities 
afforded by attendance at the ballet, 
theatre and concerts.

BETTY PARSONS [b. 1900, New York; 
d. 1982, New York] opened the Betty 
Parsons Gallery in 1946 and directed it 
until her death. In the years after WWII, 
she identified, promoted, and nurtured  
a generation of American artists,  
with a special interest in abstract 
expressionism. Parsons herself was  
a painter and her work is held in the 
collection of the National Museum  
of Women in the Arts, Washington,  
DC and the Smithsonian Museum of 
American Art, Washington, DC.

CH I  PENG [b. 1981 Yantai, China] fuses 
reality and fiction in his digitally 
generated photographs. He uses and 
multiplies his own image, often with  
a backdrop of imagined Chinese 
cityscapes, to address consumerism, 
urban architecture and social stigmas. 
He was featured in a solo exhibition  
at He Xiangning Art Museum, Shenzhen, 
China [2009] and the group exhibitions 
Guangzhou Photo Biennial [2009]  
and the International Triennale of 
Contemporary Art, Prague [2008].

VALENT INE PENROSE [b. 1898 Valentine 
Boué, Mont-de-Marsan, France; d. 1978, 
England] was a Surrealist writer and 
collagist who married the English painter 
Roland Penrose in 1925. The couple helped 
to introduce Surrealism to England, and 
were friends with Max Ernst and Joan 
Miró. Penrose left her husband in 1936 to 
go to an ashram in Indian with Alice Rahon. 
In 1962, she published the novel The Bloody 
Countess: The Atrocities of Erzsebet 
Bathory. Penrose remained in relative 
obscurity even during her association  
with noted Surrealists. 

SHE ILA PEPE [b. 1959, Morristown,  
New Jersey, USA] lives in New York  
and creates site-specific installations  
shaped from ready-made materials  
such as shoelaces, yarn, gigantic rubber 
bands and nautical line. Exhibitions 

include ‘Sheila Pepe: Red Hook at 
Bedford Terrace’, Smith College Art 
Museum, Northampton, MA [2008], ‘Sheila 
Pepe: Mind the Gap’, University Gallery, 
University of Massachusetts, Amherst 
[2005], and ‘Greater New York’,  
MOMA PS1, New York [2000].

DAN ICA PHELPS [b. 1971, New York] lives 
in New York. She chronicles her personal 
life with an extensive system of lists and 
charts, accompanied by diagrams of 
coloured stripes. Solo exhibitions include 
‘Stripe Factory’, Sister, Los Angeles 
[2008], and ‘Zach Feuer’, New York [2008].

PHRANC [b. Susan Gottlieb, 1957, Santa 
Monica, California, USA] is a musician  
and artist whose career spans several 
decades, beginning in the 1970s during 
the Los Angeles punk music scene. In 
the 1980s, she launched her solo career 
as Phranc the Folksinger. Phranc writes 
original music and tours internationally. 
She is also known as the ‘Cardboard 
Cobbler’ for her playful cardboard 
sculptures and designs.

PABLO P ICASSO [b. 1881, Málaga, Spain; 
d. 1973, Mougins, France] co-founded  
the Cubist movement and is one of the 
most recognized figures in twentieth-
century art. His paintings, drawings and 
sculptures represent a fluctuating range 
of artistic styles. Settling in Paris for 
many years, Picasso surrounded himself 
with other visual artists and writers, 
many of whom became subjects in his 
work. Solo exhibitions include Museum  
of Modern Art, NY [1939], Musée des 
Arts Décoratifs, Paris [1955]. The Museu 
Picasso, Barcelona; Musée Picasso, 
Paris; and the Museo Picasso, Málaga,  
are all dedicated to showcasing his  
life and work.

P IERRE ET G ILLES is Pierre Commoy 
[b. 1949, La Roche-sur-Yon, France]  
and Gilles Blanchard [b. 1953, Le Havre, 
France]. Since 1976, they have 
produced highly stylized portraits and 
self-portraits by building their own 
sets, creating costumes, and retouching 
the finished prints. Their work often 
features images from popular culture, 
gay culture and religion. Exhibitions 
include ‘Pierre et Gilles: double  
je 1976 – 2007’, Galerie Jérôme de  
Noirmont, Paris [2007], and Museum  
of Contemporary Art, Shanghai [2005]. 

JACK P IERSON [b. 1960, Plymouth, 
Massachusetts, USA] lives in Joshua 
Tree, California and New York. His 
photographs, drawings, text pieces and 
installations reflect an undercurrent  
of emotional experiences bound up in 
loss, love and lust, and draw upon our 
response to memory, nostalgia and 
cultural symbolism. Recent exhibitions 
include the group show ‘Stripped  
Bare’, C / O, Berlin [2007], and a solo 
exhibition at the Irish Museum  
of Modern Art, Dublin [2008].

GEORGE PLANK [b. 1883, Pennsylvania, 
USA; d. 1965, Sussex, England], self-
taught artist and illustrator, moved  
to London in 1914, where he circulated 

to question contemporary society  
and contemporary events by recalling 
and referencing imagery from previous 
historical periods. Solo exhibitions include 
‘Please Don’t Stop Loving Me!’, Galerie 
Jérôme de Noirmont, Paris [2007], and  
‘An Experience of Amusing Chemistry: 
Photographs 1990 – 1890’, Irish Museum  
of Modern Art, Dublin [2008]. 

ANN MERED ITH [b. Hot Springs, 
Arkansas, USA] photographed and 
recorded the oral histories of women 
who were HIV-positive or had AIDS  
in San Francisco. She initiated the 
project in 1987 to shed light on an 
underrepresented aspect of the AIDS 
epidemic. The exhibition, ‘Until That Last 
Breath: Women With AIDS’, was presented 
at the New Museum of Contemporary Art, 
New York [1989]. Meredith has tackled 
other social issues in her work, 
including breast cancer, gay marriage, 
women in the military, and injustices 
faced by women internationally. Other 
exhibitions include ‘The Global Face  
of AIDS’, Brooklyn Museum, NY [1994]  
and ‘Don’t Call Me Honey: Photographs  
of Women and Their Work’, City Hall,  
San Francisco [2002].

DUANE MICHALS [b. 1932, McKeesport, 
Pennsylvania, USA] lives in New York,  
and is known for photo-sequences that 
combine image and text. Employing the 
technique of double and triple exposure 
to depict individuals in what appear to 
be dream-like or surreal scenes, Michals 
incorporates hand-written narratives, 
text fragments, or painted images on the 
final prints. The Museum of Modern Art, 
New York, hosted Michals’s first solo 
exhibition [1970]. More recently, he has  
had one-person shows at the Odakyu 
Museum, Tokyo [1999], and at the 
International Center of Photography,  
New York [2005].

KATE M ILLETT [b. 1934, St Paul, 
Minnesota, USA; d.2017, Paris, France].  
A feminist writer and activist, she was 
best known for her book Sexual Politics 
[1970]. Sexual Politics motivated many 
women to engage in the second-wave 
feminist movement and propelled Millett’s 
notoriety. She was also the author of  
The Prostitution Papers [1973], Flying 
[1974] and Loony-Bin Trip [1990]. She 
founded the Women’s Art Colony Farm in 
Poughkeepsie, New York, as a residency 
and workshop space for artists.

BOB M IZER [b. 1922, Hailey, Idaho,  
USA; d. 1992, Los Angeles] created an 
underground industry of photographs, 
films, and publications featuring 
homoerotic content. He set up the 
Athletic Model Guild as an agency to 
photograph would-be film stars in 
Hollywood after WWII. The mail-order 
publication Physique Pictorial developed 
out of the nude and semi-nude images  
he made in his studio. 

DONALD MOFFETT [b. 1955, Texas, USA] 
lives in New York. He was a founding 
member of the AIDS activist collective 
Gran Fury. In his personal work, Moffett 
often combines traditional painting 

techniques with sculptural and  
video elements, while ruminating on  
death, desire, power and scandal.  
He collaborated with Marlene McCarty  
in Bureau, the design studio that they 
co-founded. Recent solo exhibitions 
include ‘Impeach’ and ‘Hippie Shit’, 
Marianne Boesky Gallery, New York  
[2006, 2005], ‘Paintings from a Hole’, 
Anthony Meier Fine Arts, San Francisco 
[2004], and ‘Donald Moffett: What 
Barbara Jordan Wore’, Museum of 
Contemporary Art, Chicago [2002].

P IERRE MOL IN IER [b. 1900, Agen, 
France; d. 1976, Bordeaux]. His 
photographic work depicts an autoerotic 
relationship with his own body, usually 
costumed and made up as a woman. 
Molinier was included in ‘Transformer: 
Aspekete der Travestie’, Kunstmuseum, 
Lucerne [1973]. Solo exhibitions  
include l’EtoileScellée (André Breton’s  
Surrealist gallery), Paris [1956], and  
a retrospective at the Musée National 
d’Art Moderne, Centre Georges 
Pompidou, Paris [1979].

KENT MONKMAN [b. 1965, Winnipeg, 
Canada] lives in Toronto. He draws 
inspiration from the histories depicted 
in nineteenth-century art, colonial 
portrayals of Aboriginal peoples,  
and cinematic genres such as classic 
Hollywood Westerns. Using these 
conventions he constructs new stories 
that take previously missing narratives 
and perspectives into account and 
explores stereotypes of masculinity  
and queer culture. Exhibitions include 
‘Kent Monkman: The Triumph of Mischief’, 
Art Gallery of Hamilton [2007 and tour], 
and Walter Phillips Gallery, Banff  
Centre, Canada [2005].

FRANK MOORE [b. 1953, New York; 
d.2002, New York] was profoundly 
affected by the AIDS crisis and the 
losses that he experienced as a result. 
Health, science, ecology and sexuality 
merged in his figurative, colourful 
paintings. His work was featured  
in the Whitney Biennial, Whitney Museum  
of American Art, New York [1995].

YASUMASA MOR IMURA [b. 1951, 
Osaka] lives in Osaka. Using photography, 
overpainting and computer imaging 
Morimura makes self-portraits in which  
he deconstructs categories of race, 
gender, age and culture, undermining 
both European art history and American 
popular culture by positioning his  
own costumed body as an element  
in the image. Solo exhibitions include 
‘Yasumasa Morimura: My Life Through  
A Looking-Glass’, Reflex New Art Gallery, 
Amsterdam [2007]; ‘Yasumasa Morimura: 
Reflections’, John Michael Kohler Arts 
Center, Sheboygan, WI. [2007] and  
the group exhibition ‘Rrose is a Rrose  
is a Rrose’, Solomon R. Guggenheim 
Museum, New York [1998]. 

MARK MORR I SROE [b. 1959, Malden, 
Massachusetts, USA; d. 1989, Jersey 
City, New Jersey, USA] is known for  
his performance, photography and 
active involvement in the formation  

of the Boston and New York punk 
scenes. His photographs were often 
portraits of himself or friends rendered 
through experimental exposure  
and printing techniques, sometimes 
incorporating handwritten text. His 
photographs have been included in 
group shows such ‘Split Vision’ (curated 
by Robert Mapplethorpe in 1985) and 
‘Witnesses: Against Our Vanishing’ 
(curated by Nan Goldin in 1989). After 
his death, Morrisroe was the centre  
of the survey exhibition ‘Boston School’  
at the Institute of Contemporary Art, 
Boston 1995. 

N ICOLAS MOUFARREGE [b. 1948, 
Alexandria, Egypt; d. 1985, Bronx,  
New York] was an artist, critic and 
curator. His visual work, consisting  
of paint and thread on needlepoint 
canvases, involved appropriated and 
juxtaposed motifs from high and low  
art and Eastern and Western cultures. 
Solo exhibitions include Gabrielle 
Bryers Gallery, New York [1983] and  
Fun Gallery, New York [1985].

CARR IE  MOYER [b. 1960, Detroit] lives  
in New York and is one half of the public 
art project Dyke Action Machine! [DAM!]. 
She is a painter who mixes the graphic 
influences of rock and pop posters  
and political and social movements with 
modernist painting gestures. Exhibitions 
include ‘That Was Then This Is Now’ at 
PS1 New York [2008] and ‘Sister Resister’ 
at Diverseworks, Houston [2004].

ZANELE MUHOL I  [b.1972, Umlazi,  
South Africa] is an artist and  
visual activist working primarily with 
photography. Her portraits focus  
on gender and sexuality, as well as  
race and apartheid, and are deeply 
intertwined with her advocacy on  
behalf of the LGBTI community in her 
native South Africa. She co-founded  
the Forum for the Empowerment of 
Women (FEW) in 2002, and lives and 
works in Johannesburg.

B ILLY NAME [Billy Linich, b. 1940, 
Poughkeepsie, New York, USA; d.2016, 
Hudson, New York, USA] was a 
photographer, filmmaker, and archivist  
of the Warhol era. His images of Edie 
Sedgwick, Lou Reed, Nico, and the cast 
of characters at Andy Warhol’s Factory, 
are iconic Pop-era images. His work  
was featured in ‘Ten Years After:  
The Warhol Factory’, Audart, New York 
[1997], and in the book All Tomorrow’s 
Parties: Billy Name’s Photographs of  
Andy Warhol’s Factory [1997].

DAN IEL N ICOLETTA [b. 1954, New York] 
lives in San Francisco and has been 
documenting the gay, lesbian, bisexual, 
and transgender communities since 1975. 
He was hired by Harvey Milk to work  
at Castro Camera and later worked on 
Milk’s campaigns for city supervisor. 
Nicoletta’s work has been featured in 
books including Gay by the Bay [1996] 
and The Mayor of Castro Street [1988] 
and films including The Times of Harvey 
Milk [1984] and Sex Is [1993]. His work  
is in the Berg Collection at the  
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SONJA SEKULA [b. 1918, Lucerne, 
Switzerland; d. 1963, Zurich] moved  
with her family to New York when she  
was a teenager. Sekula was an abstract 
expressionist painter who showed at  
the Betty Parsons Gallery in the 1940s 
and 50s. The confident marks of her 
paintings contrasted with her own 
mental instability; she was frequently 
institutionalized and eventually committed 
suicide. In 1996 a retrospective of  
her work was organized by the Swiss 
Institute, New York.

PAUL MPAG I  SEPUYA [born 1982,  
San Bernardino, California, USA] is a  
Los Angeles based photographer and 
installation artist whose work explores 
the erotics of studio photography and 
often focuses on queer men of color, 
including the artist himself. Sepuya 
earned a BFA from NYU in 2004 and  
an MFA from UCLA in 2016 and his  
work was included in the New Museum’s 
groundbreaking exhibition ‘Trigger: 
Gender as a Tool and Weapon’ in 2017.

TEJAL SHAH [b.1979, Bhilai, India]  
is a multidisciplinary artist working 
towards ‘queering everything’ through  
a practice that uses video, photography, 
performance, food, drawing, sound, 
installation, fiction, poetry and mythology. 
The work presents propositions on the 
relationship  between interspecies, 
ecology, gender, post-porn, sexuality 
and consciousness. 

Y INKA SHON IBARE MBE [b. 1962,  
London] moved to Lagos when he was 
three years old, and at age sixteen 
returned to London, where he still  
lives. His work interrogates colonialism 
and post-colonialism within the current 
context of globalization through 
painting, sculpture, photography, film 
and performance. His works have been 
included in major international exhibitions, 
including Documenta 10 [2002]. After 
receiving the Most Excellent Order of  
the British Empire in 2004, he officially 
added the title to his professional  
name. In 2008, he was the subject of  
a major mid-career survey at the Museum 
of Contemporary Art in Sydney, which 
toured to the Brooklyn Museum [2009].  
He had a retrospective at the Museum  
of African Art at the Smithsonian 
Institution, Washington, DC [2009]. 

S ILENCE=DEATH PROJECT was a group  
of six gay activists in New York who 
collaborated in 1986 on the design and 
public distribution of a wheat-pasted 
protest poster. The poster featured  
an iconic pink triangle and the slogan 
‘SILENCE=DEATH’ floating against a black 
monochrome backdrop. Though it predated 
the formation of ACT UP in 1987, the 
SILENCE=DEATH graphic (variously 
reproduced as button, T-shirt, crack-
and-peel sticker, even a neon sign) 
would become closely associated with 
the passionate activism of street 
protests of ACT UP. Though anonymous 
at the time, the SILENCE=DEATH 
Project included Avram Finklestein, 
Oliver Smith and Chris Lione.

JEANN IE  S IMMS [b. 1967, Boston] lives  
in Boston and New York. She uses 
stories, texts and biographies from  
real and fictional individuals to  
explore the interconnections between 
subjectivity, language, environment  
and representation. Her works have 
screened at the International Film 
Festival, Rotterdam [2006], Courtisane 
Video and New Media Festival, Belgium 
[2006] and the Institute of Contemporary 
Arts, London [2002].

JACK SMITH [b. 1932 Columbus, Ohio, USA; 
d. 1989, New York] was a filmmaker, 
photographer, performer and artist.  
After moving to New York in 1953, he met 
the filmmaker Ken Jacobs, whose Blonde 
Cobra [1959] is a portrait of Smith.  
Smith’s Flaming Creatures [1962], with  
its transvestite orgy, immediately became  
a cult classic and was the subject of  
an obscenity trial in 1964. Warhol met Smith 
in 1963; they shared a star, the performer 
Mario Montez. Retrospectives have been 
organized by PS1, New York [1997], Reina 
Sofía, Madrid [2008] and the Institute  
of Contemporary Arts, London [2011].

LEE SN IDER [b. 1939; d.2017] was  
a New York-based photographer who 
specialized in travel photography  
and American history. 

ANN IE  M .  SPR INKLE [Ellen F. Steinberg, 
b. 1954, Philadelphia] is a multimedia 
artist who has toured one-woman 
theatre performances about her life 
since 1989. She was a formative figure  
of the sex-positive feminist movement  
in the 1980s, and her work has long 
championed sex education and equal 
rights. She is the author of Post Porn 
Modernist [1998] and Hard Core From  
the Heart: The Pleasures, Profits and 
Politics of Sex in Performance [2001]. 
She collaborates with Elizabeth M. 
Stephens on the ‘Love Art Laboratory’.

AN ITA STECKEL [b. 1930, New York; 
d.2012, New York]. A veteran feminist 
artist, Steckel addressed sexual politics 
through a combination of painting, 
drawing, collage and photomontage. In 
1973, she founded the ‘Fight Censorship’ 
group of women artists working with 
sexually explicit imagery. The group 
included, Louise Bourgeois, Martha 
Edelheit, Joan Semmel and Hannah Wilke. 

A .  L .  STE INER [b. 1967, Miami] uses 
photography, video, installation, 
performance and curatorial work to 
question sexuality, feminism, androgyny 
and ecological concerns. Steiner,  
who collaborates with numerous visual 
and performing artists, is a member  
of the collectives Chicks on Speed  
and W.A.G.E., as well as the co-curator  
of Ridykeulous. The collaboration, 
‘C.L.U.E.’, with robbinschilds, was on view 
at the New Museum, New York [2008].

EL IZABETH M .  STEPHENS  [b. 1960, 
Montgomery, West Virginia, USA] is  
an interdisciplinary artist, activist  
and educator who has explored themes  
of sexuality, gender, queerness and 
feminism through art for over twenty 

years. Her current project, 
‘SexEcology’, addresses environmental 
degradation, environmental healing,  
and pleasure. She is also involved  
in an ongoing collaboration with her 
partner, Annie Sprinkle, called the  
‘Love Art Laboratory’. 

FLOR INE STETTHE IMER [b. 1871, 
Rochester, New York, USA; d. 1944,  
New York] was a painter, designer  
and poet. She gained recognition  
for the sets and costumes she devised 
for ‘Four Saints in Three Acts’, an  
opera by Virgil Thompson with a libretto  
by Gertrude Stein. Posthumous 
retrospectives include the Museum  
of Modern Art, New York [1946], and  
the Whitney Museum of American  
Art, New York [1995].

HAROLD STEVENSON [b. 1929,  
Idabel, Oklahoma, USA], a Pop artist  
and occasional actor in Warhol films, 
Stevenson created The New Adam,  
a monumental male nude, for a 1963 
exhibition at the Guggenheim Museum 
titled ‘Six Painters and an Object.’  
When curator Lawrence Alloway saw  
the painting, he rejected it from the 
exhibition on the grounds that its size 
and subject matter would ‘detract’  
from the work of the other artists in  
the show (including Warhol, Johns and 
Rauschenberg). After spending several 
decades rolled up in storage, The  
New Adam was exhibited by the Mitchell 
Algus gallery in 1992 and by the Andy 
Warhol Museum in 1998. The Guggenheim 
Museum acquired the work for its 
permanent collection in 2005, thereby 
reclaiming the homoerotic nude it had 
long ago rejected. 

GEORGE STOLL [b. 1954, Baltimore] 
recreates everyday objects such as 
sponges, Tupperware and paper towels, 
out of sculptural and painted materials. 
Interested in the relationship of high 
art to consumer culture, his trompe 
l’oeil works create links between Pop art, 
Minimalism and monochromatic painting, 
and reconsider domestic materials that 
are often taken for granted. Exhibitions 
include ‘I Won’t Grow Up’, Cheim and 
Read, NY [2008] and ‘Here’s the Thing’, 
Katonah Museum of Art, NY [2008].

MARY ELLEN STROM [b. 1955, Butte, 
Montana, USA] makes work in the form of 
video installations, single channel videos, 
performance and public art projects.  
Her work is project based and is most 
often temporal. Strom’s single channel 
videos and installations have been 
presented at the Museum of Contemporary 
Art, Los Angeles, the Museum of Modern 
Art, New York, and the Wexner Center  
for the Arts, Columbus. Her collaborative 
work with Ann Carlson was featured  
in ‘Carlson / Strom: New Performance’, 
DeCordova Museum and Sculpture Park, 
Lincoln, MA [2009]. 

G INGER BROOKS TAKAHASH I  [b. 1977 
Huntington, West Virginia, USA] is a visual 
artist and musician living and working  
in Brooklyn, NY. Her work uses social 
practice to investigate new forms of 

among fellow artists, actors, and 
writers. He contributed several witty 
cover designs to Vogue magazine as well 
as numerous illustrations for books 
(including those by his friend E. F.  
Benson), stationery, posters for the  
Red Cross, as well as stage sets and  
costumes for the theatre and ballet.

J ILL POSENER [b. 1953, London] lives  
in Berkeley, California. She was a founder 
and partner of the publishing company 
Picture This. She was the first female 
member of Britain’s gay professional 
theatre company Gay Sweatshop, and 
wrote the company’s first lesbian play  
in 1974. From 1988-89, she was the 
photo editor for the feminist pro-sex 
publication On Our Backs. Her books  
of political graffiti photographs include 
Louder Than Words and Spray It Loud.

ERNESTO PUJOL [b. 1957, Havana] lives 
in New York. A former monk, Pujol 
produces photographs, installations  
and performances that address individual 
and collective memory, spirituality, 
ecological issues, war and mourning. Solo 
exhibitions include ‘Memorial Gestures’, 
Chicago Cultural Center, Chicago [2007], 
‘Becoming the Land’, Salina Art Center, 
Kansas [2003], and group exhibitions 
including ‘Rewind… Rewind…’, Instituto 
de Cultura Puertorriqueña, San Juan, 
Puerto Rico [2005].

MONTE PUNSHON [Ethel May Punshon, 
b. 1882, Ballarat, Australia; d. 1989]  
was known in the 1980s as the oldest 
living lesbian. She was a member of the 
Australian Women’s Army Service during 
WWII and worked in Japan at the Tatura 
internment camp. Her autobiography, 
Monte-San: The Times Between, Life  
Lies Hidden, was published in 1987.

ROBERT RAUSCHENBERG [b. 1925,  
Port Arthur, Texas, USA; d.2008, Captiva 
Island, Florida, USA] studied in Paris 
[1948 – 49] and at Black Mountain College 
in North Carolina [1948 – 52], where he 
met composer John Cage, choreographer 
Merce Cunningham and artist Cy Twombly. 
Their shared ideas led him to explore 
‘the gap between art and life’ in his 
‘combines’ of the mid-1950s as well as  
in his collaborations with performance 
and dance companies. At the start of  
his career Rauschenberg worked with  
his one-time partner Jasper Johns as  
a window dresser for Manhattan stores 
under the name of Matson Jones. In 1963 
Rauschenberg was awarded the Grand 
Prize for painting at the Venice Biennale. 
His work has been collected by many of 
the world’s largest museums, and the 
Guggenheim Museum in New York organized 
a major touring retrospective in 1997. 

CHARLES RAY [b. 1953, Chicago] lives  
in Los Angeles. In early work he  
introduced his body into sculptural 
installations, forcing the monumentalism  
of the Minimalist tradition back to  
human scale. Subsequent series include 
mannequins in which the figure is 
enlarged, reduced or replicated.  
His work was included in the Whitney 
Biennial, New York [1993]. Major solo 

shows include the Newport Harbor  
Art Museum [1990], and the Rooseum 
Center for Contemporary Art, Malmo 
[1990 and tour].

STEVE RE INKE [b. 1963, Eganville, 
Ontario, Canada] and JAMES RICHARDS  
[b. 1983, Cardiff, Wales, UK] work both 
independently and collaboratively, 
across the Atlantic, in video and other 
media. They completed their first 
collaborative video, Disambiguation, in 
2010. Their work What Weakens the Flesh 
is the Flesh Itself premiered in Richards’ 
exhibition ‘Music for the Gift’ at the 
2017 Venice Biennale.

REN HANG [b.1987, Changchun,  
China; d.2017, Beijing] was a Chinese 
photographer and poet. Best known  
for his intimate portraits of friends  
and acquaintances, Ren challenged his 
severely censored, Chinese context  
with images that showed playful nudes 
and sculptured, sexual poses. During  
his short career, he participated  
in important exhibitions and was widely 
regarded as one of China’s most 
important young photographers.

HUNTER REYNOLDS [b. 1959] is a  
visual artist and AIDS activist. He was  
a founding member of ACT UP and ART-
Positive. He has performed extensively 
in his Patina du Prey Memorial Dress, 
and has created mixed-media work  
that is often a tribute to deceased 
friends. Exhibitions include ‘Patina  
du Prey’s Memorial Dress: 1993 – 2007’, 
Artists Space, New York [2007], and  
a retrospective at Mary Goldman  
Gallery, Los Angeles [2006].

LARRY R I VERS [Yitzok Loiza Grossberg, 
b. 1923, New York; d.2002, Southampton, 
New York, USA]. After changing his name 
when working as a jazz saxophonist  
at the age of seventeen, Rivers studied 
music at The Julliard School, New York, 
and initiated what would become a lifelong 
friendship with Miles Davis. At around  
the same time, he took up painting and 
gradually shifted his creative energies 
and professional ambitions from jazz to 
visual art. Rivers incorporated figurative 
elements, popular images, stencilling, and 
photography into his art. Openly bisexual, 
Rivers addressed various forms of 
eroticism, desire and embodiment in his 
paintings. Solo exhibitions include a 
retrospective at the Corcoran Gallery  
of Art, Washington, DC [2002].

EM ILY ROYSDON [b. 1977, Easton, 
Maryland, USA] lives in New York and 
Stockholm, Sweden. Her interdisciplinary 
practice encompasses performance, 
photography, installation, printmaking, 
video, collaboration, writing and 
curating. She is an editor and co-
founder of the queer feminist journal 
and artist collective LTTR. Her work  
has shown internationally, including at 
the Whitney Museum of American Art  
in New York, Museo Tamayo in Mexico 
City, and the Power Plant in Toronto.

IRARE SABASU helped found NAPS, the 
first black lesbian performing arts 
group, along with Ntozake Shange, Aida 
Mansuer and Sapphire.

ANWAR SAEED [b.1955, Lahore, Pakistan] 
worked for over thirty years in the 
National College of Arts in Lahore, 
where he introduced lithograph and 
etching in the printmaking department. 
His paintings and prints explore issues 
of homosexuality, challenging society’s 
norms with works that he claims ‘are 
about love, pleasure and decadence’.  
He has exhibited in Australia, Egypt, 
Jordan, India, Norway, UAE, UK and USA.

DEAN SAMESH IMA [b.1971, Torrance, 
USA] lives and works between Los 
Angeles and Berlin. By accumulating  
and reworking imagery of queer culture, 
porn, punk and underground movements, 
he conserves the fragile narratives  
of subcultures. In 2017, he participated 
– among other institutional exhibitions –  
in ‘Histories of Sexuality’ at MASP,  
São Paulo.

JOHN S INGER SARGENT [b. 1856, 
Florence; d. 1925, London] studied in 
Paris under Emile Auguste Carolus-Duran, 
and regularly exhibited portraits at the 
Paris Salon. His facility for referencing 
the masters in a contemporary manner 
resulted in a steady stream of 
commissioned portraits, and led many  
to consider him the most successful 
portrait painter of his generation.  
Solo exhibitions include a retrospective 
at the Whitney Museum of American Art,  
New York [1986], and Museum of Fine 
Arts, Boston, [1999 and tour].

ASHLEY HANS SCHE IRL [b. 1956, 
Salzburg, Austria] is a trans artist who 
began working in Super-8 film in 1979. 
After two decades of making films, 
Scheirl turned to painting, developing  
a cosmology of balls, faeces, dildos  
and other symbols. Now using female 
pronouns and ‘Ashley’ as a gender 
variable name, her work continues to 
construct and probe multiple selves.

COLL IER SCHORR [b. 1963, New York] 
works in New York and Germany. Best 
known for her portraits of adolescent 
men and women, Schorr’s pictures often 
blend photographic realism with elements 
of fiction and youthful fantasy. Her work 
was featured in the 2002 Whitney Biennial 
and the 2003 International Center for 
Photography Triennial, New York.

GEORGE SEGAL [b. 1924, New York; 
d.2000, New Brunswick, New Jersey, 
USA]. Segal began making life-size 
figures with plaster over burlap and wire 
in 1958, and casting from live models in 
1961. Segal often set his figures in urban 
locations such as diners, buses or street 
corners. His figures often demonstrate 
minimal colour and detail, adding to the 
ghostly, melancholic nature of his work. 
Solo Exhibitions include ‘George Segal: 
Street Scenes’, Madison Museum of 
Contemporary Art [2008] and travelling, 
and a retrospective at The Jewish 
Museum, New York [1998].
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FRANCESCO VEZZOL I  [b. 1971 Brescia, 
Italy] lives in Milan. His works in film  
and performance make heady reference 
to the power of celebrity culture and 
concomitant depictions of decadent 
lifestyles, and include collaborations  
with the director Roman Polanski, actors 
Helen Mirren, Natalie Portman and 
Michelle Williams and the pop star Lady 
Gaga. Recent exhibitions include 
‘Francesco Vezzoli: Scarilegio’ at 
Gagogsian Gallery in New York [2011], 
‘Marlene Redux: A True Hollywood Story 
(Part One)’ at Tate Modern in London 
[2006] and ‘Francesco Vezzoli – 
Triologia della morte’, Fondazione  
Prada, Milan [2005].

DANH VO [b. 1975, Vietnam] lives in  
Berlin. He explores the porous divide 
between public and private, sometimes 
focusing on traces of Vietnam in the 
overlooked details of larger historical 
events. His work takes ideas of 
appropriation and ownership to an 
extreme, and it has involved marrying  
and divorcing several people, curating 
shows with well known artists in his 
parents’ house, collaborating on projects 
without declaring his co-authorship,  
and stealing ideas from his boyfriend. 
Solo exhibitions include Stedelijk Museum, 
Amsterdam [2008], Kunsthalle Basel 
[2009] and Kunsthaus Bregenz [2012].

DEL LAGRACE VOLCANO [Debra  
Dianne Wood, b. 1957, California, USA]  
is an intersexed individual, a ‘gender 
abolitionist’ who amplifies hermaphroditic 
traces to address the performance  
of gender. Publications include  
Sex Works [2005], Sublime Mutations 
[2000], The Drag King Book [1999],  
Love Bites [1991]. and Femmes Of  
Power: Exploding Queer Femininities  
(with Ulrika Dahl) [2008]. 

BARON W ILHELM VON GLOEDEN [b. 1856, 
Mecklenburg, Germany; d. 1931, Taormina, 
Italy]. Born into Prussian nobility, von 
Gloeden (whose official title was Baron  
of the Court of the Hohenzollerns) 
studied antiquity, aesthetics and painting 
before being diagnosed with tuberculosis 
at the age of twenty. Advised by doctors 
to live in a warmer climate, von Gloeden 
settled in the Sicilian town of Taormina, 
Drawn to the town’s young men and 
adolescent boys, Von Gloeden contrived  
to photograph them against Arcadian 
backdrops. Von Gloeden variously posed 
the young men individually and in groups, 
among columns and fountains, in togas  
and laurel crowns, and, quite frequently, 
altogether naked. Passed by hand and 
posted through an international, if largely 
underground, network of discerning 
consumers (including Oscar Wilde and 
German industrialist Friedrich Krupp),  
the photographs helped establish 
Taormina as a tourist destination at  
the turn of the twentieth century.

EVELYN TAOCHENG WANG [b. 1981, 
Chengdu, China] lives and works  
in Rotterdam. Her work is rooted in 
traditional Chinese painting as well  
as being an intimate account of her 
experiences as an Asian transgender 

woman working in massage parlours, her 
reflections on being a Chinese outsider 
living in the Netherlands, and international 
politics of class and labour.

ANDY WARHOL [Andrew Warhola, b. 1928, 
Pittsburgh; d. 1987, New York] worked  
as a commercial artist and illustrator 
before turning his creative efforts to 
his own avant-garde films, paintings and 
writing. He became the central figure  
in the Pop art movement, attracting  
a following of collaborators, celebrities 
and hangers-on to his Factory. His work 
has been the subject of several major 
retrospectives including the Museum  
of Modern Art, New York [1989] and the 
Metropolitan Museum, New York [2012], as 
well as the exhibition ‘Andy Warhol: Other 
Voices, Other Rooms’, Wexner Center  
for the Arts, Columbus [2008 – 09]. 

WEEGEE [b. Arthur (Usher) Fellig, 1899, 
Złoczów, Austria; d. 1968, New York]. 
Weegee’s one-word professional moniker 
evoked both the Ouija board game and  
the squeegee used to remove excess ink 
from newspaper printing presses. A New 
York news photographer throughout the 
1930s and early 40s, he seemed to appear 
wherever there was a breaking story, 
especially if it involved a grisly crime 
scene, deadly fire or nocturnal disaster. 
He was the first reporter in New York to 
secure a permit for a police-band radio, 
which may explain Weegee’s success in 
arriving at crime scenes before other 
photographers and reporters. His first 
book of photographs, Naked City, was 
published in 1945 and became a surprise 
best-seller.

ALBERT WE I SBERGER [b. 1878,  
St Ingbert, Germany; d. 1915. Fromelles, 
France] was a graphic artist and 
commercial designer. He taught at  
the Royal Bavarian Arts and Crafts 
Academy in Munich where he influenced 
artists such as John Heartfield.

M INOR WH ITE [b. 1908, Minneapolis; 
d. 1976, Cambridge, Massachusetts, USA] 
photographed seemingly mundane objects 
and textures with the intention of 
triggering an emotional response in 
viewers. He also trained his camera on 
the male body — images that were not 
exhibited until after his death. With  
Ansel Adams, he co-founded the magazine 
Aperture, and later worked as a curator 
at George Eastman House. 

KEHINDE W ILEY [b. 1977, Los Angeles]  
lives in New York. He has gained acclaim  
for his portraits that combine art 
historical and pop culture references  
to comment on the image and status  
of young African-American men in 
contemporary culture. Solo exhibitions  
include ‘FOCUS: Kehinde Wiley’, Modern 
Art Museum of Fort Worth [2008], ‘New 
York States of Mind’, Queens Museum  
of Art [2007] and ‘Infinite Mobility’, 
Columbus Museum of Art [2006].

FRED W ILSON [b. 1954, New York] 
examines and questions the biases  
and limitations of cultural institutions 
and how they shape our understanding  

of artistic value and historical truth.  
He received a MacArthur Foundation 
grant [1999] and represented the  
USA at the Biennial Cairo [1992] and  
the Venice Biennale [2003]. His work  
was the subject of the retrospective  
‘Fred Wilson: Objects and Installations,  
1979-2000’, Center for Art and  
Visual Culture, University of Maryland,  
Baltimore [2001] and travelling. 

DAV ID WOJNAROW ICZ [b. 1954, Red Bank, 
New Jersey, USA; d. 1992, New York]  
used his artwork and writing to express 
his outrage at the federal government’s 
indifference to the AIDS epidemic.  
He also initiated successful litigation 
against conservative political action 
groups in the 1980s that misrepresented 
his art as pornography. Exhibitions 
include the Whitney Biennial, Whitney 
Museum of American Art [1987, 1991,  
1995 and 2018], ‘Witnesses: Against  
Our Vanishing’, Artists Space, NY [1989], 
‘Fever: The Art of David Wojnarowitz’, 
New Museum of Contemporary Art, NY 
[1999] and ‘Rings of Saturn’, Tate 
Modern, London [2006]. 

MART IN  WONG [b. 1946, Portland, Oregon, 
USA; d. 1999, San Francisco] was raised  
by his Chinese-American parents in San 
Francisco. His compositions chronicle 
survival in his drug-and-crime-besieged 
Lower East Side neighbourhood.  
In addition to his painting, Wong also 
experimented with poetry and prose, 
much of which he recorded on long  
paper scrolls. Solo exhibitions include:  
‘Martin Wong’s Utopia’, Chinese Historical 
Society of America Museum of Art, San 
Francisco [2004], and ‘Sweet Oblivion: 
The Landscapes of Martin Wong’, The 
New Museum, New York [1998]. 

T IM  WOOD [b. 1924], a retail salesman  
for the Sears department store, created 
a remarkable series of sexually explicit 
scrapbooks in the late 1950s and early 
1960s. In the course of amassing an 
extensive collection of male physique 
photographs, nudes and ‘action’ shots, 
Wood visited gay beaches, cruising 
grounds and private parties in and 
around San Francisco, often accompanied 
by one or two friends who were amateur 
photographers.

V IRG IN IA  WOOLF [b. 1882, London; d. 1941, 
East Sussex, England] was a novelist, 
essayist, and member of the Bloomsbury 
Group. Her books include Mrs Dalloway 
[1925], To the Lighthouse [1927] and  
A Room of One’s Own [1929]. With her 
husband, Leonard Woolf, she founded  
the Hogarth Press. Woolf had a significant 
relationship with Vita Sackville-West 
throughout the 1920s, during which time 
she wrote Orlando [1928]. 

SUZANNE WR IGHT [b. 1968, New London, 
Connecticut, USA] is a visual artist who 
lives in New York. She has been involved 
in several collectives, including ACT UP, 
DIVA TV and fierce pussy. Solo exhibitions 
include ‘The Forest’ at Monya Rowe, New 
York [2004] and group exhibitions at 
Los Angeles Contemporary Exhibitions 
[2007] and Participant, NY [2006].

building and sustaining community.  
She is an editor and co-founder of  
the queer feminist journal and artist 
collective LTTR and co-founder of 
Mobilivre Bookmobile, a traveling exhibit 
of zines and artists’ books. She has 
exhibited work at Documenta 12, Kassel, 
Germany in 2007; Serpentine Gallery, 
London, Textile Museum, Toronto, Canada 
and the New Museum, New York in 2009. 
She is also an original member of the 
queer techno pop group MEN. 

PAVEL TCHEL ITCHEW [b. 1898, Moscow; 
d. 1957, Rome] was a painter, stage-
designer, and partner of Charles Henri 
Ford. He is known for his surrealist works 
that are full of ambiguity and figures in 
states of metamorphoses. He contributed 
illustrations for the Surrealist magazine 
View, and exhibited work at the Museum  
of Modern Art, New York [1930].

MASAM I  TERAOKA [b. 1936, Onomichi, 
Japan] lives in Hawaii. His early  
work critiqued the traditions of both 
Japanese and European art and often 
involved imagery of cultures colliding.  
In the 1980s, Teraoka turned his 
attention to AIDS as a subject, moving 
his ukiyo-e influenced paintings  
into a more sombre, political realm. 
Exhibitions include Asia Pacific Triennial  
of Contemporary Art, Queensland Art 
Gallery, Australia [2006], and ‘The Holy 
Terrors’, a travelling career survey 
originating at the Honolulu Academy  
of Arts, Hawaii [2009].

PAUL THEK [b. 1933, Brooklyn; d. 1988 
New York] worked in painting, sculpture  
and performance, and was one of  
the early innovators of installation 
environments. He became known in  
the early 1960s for his ‘meat pieces’, 
sculptures resembling decomposing flesh 
and body parts placed in Plexiglas boxes 
that referenced minimalist sculpture.  
In 1967, he left New York City for 
Europe, where he travelled and exhibited 
extensively, developing his style of 
ephemeral and collaborative site-specific 
environments. He returned to New York 
in 1976, where he experienced little 
commercial recognition but continued  
his work in painting and sculpture. ‘Paul 
Thek: Diver, A Retrospective,’ originated 
at the Whitney Museum of American Art, 
New York in 2010, and then travelled 
throughout the USA.

M ICKALENE THOMAS [b. 1971, Camden, 
New Jersey, USA] lives in New York.  
Her work, permeated by an interest  
in the 1970s, is full of self-assured, 
glamorous women. Thomas received  
a MFA from Yale University in 2002. 
Recent solo exhibitions include Susanne 
Vielmetter Los Angeles Projects  
[2007], and the Indianapolis Museum  
of Contemporary Art [2007].

THUKRAL AND TAGRA [Jiten Thukral, 
b. 1976, New Delhi; Sumir Tagra, b. 1979, 
New Delhi] live and work in New Delhi. 
They work collaboratively in a variety  
of media including painting, sculpture, 
installation, video, music and graphic 
design. Their work responds to the  

contemporary politics of India, and 
raises awareness of global concerns 
such as HIV / AIDS. Recent exhibitions 
include Art Basel 38, Basel [2007], 
Gallery Nature Morte, New Delhi, [2007], 
and Teatro Armani, Milan, [2006]. 

WOLFGANG T ILLMANS [b. 1968, Remscheid, 
Germany] lives in Berlin and London.  
Since the mid-1980s, he has developed  
a distinctive style of image-making that 
embraces a broad range of subjects from 
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TOM OF F INLAND [Touko Laaksonen, 
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Massachusetts, USA] lives and works  
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intersections between social spaces, 
embodiment and transgender. His 2012 film 
WILDNESS presents a portrait of the Silver 
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provided a home for Latin / LGBT immigrant 
communities since 1963. His work  
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‘Re:New / Re:Play’, New Museum, New York 
[2011] and has been featured in such 

group exhibitions as ‘Our Bodies Our 
Selves’, Montehermoso Cultural Center, 
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Whitney Biennial [2012]. In 2018 he 
recevied the John D. and Catherine T. 
MacArthur Foundation’s ‘MacArthur 
Genius Grant’.

N ICOLA TYSON [b. 1960, London] lives  
in New York. She was the co-proprietor  
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strike a balance between figurative and 
abstract elements in her paintings and 
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gender and sexuality. Forms appear  
as androgynous mutations of familiar 
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include Sadie Coles HQ, London [2008], 
and Kunsthalle Zurich [1998].

JAMES VAN DER ZEE [b. 1886, Lenox, 
Massachusetts, USA; d. 1983, Washington, 
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portrayals of Harlem as a ghetto,  
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Renaissance and an emergent black 
middle class. He often retouched  
his negatives to stress the glamour  
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the subject of a retrospective at the 
National Portrait Gallery, Washington,  
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funerals are compiled in The Harlem  
Book of the Dead [1978].

CARL VAN VECHTEN [b. 1880,  
Cedar Rapids, Iowa, USA; d. 1964, New 
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African-American artists. As the literary 
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Whiffle: His Life and Works [1922], The 
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the Great War [1915]. Exhibitions include 
‘Extravagant Crowd: Carl Van Vechten’s 
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Book and Manuscript Library, Yale 
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California, USA] is a video maker and 
interdisciplinary artist based in Bellingham, 
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mainstream idioms to explore the complex 
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negotiate spaces for themselves within 
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popular culture.

NAB IL  VEGA [b. 1990, Dhaka, 
Bangladesh] is a Chicago-based,  
gender non-conforming artist working 
with new media, photography, socially 
engaged art and performance. Vega 
immigrated to the US from Bangladesh  
at eleven years old, just a few days 
prior to the 9/11 attacks on the World 
Trade Center. Their works have been 
exhibited nationally and internationally  
in museums, festivals and galleries.
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flash-illuminated, snapshot-like images 
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curator and co-founder of the Arab 
Image Foundation; he lives in Beirut. 
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theatrical self-portraits that hint at 
autobiographical events while raising larger 
social and political questions. His first USA 
museum exhibition was ‘Nahum B. Zenil: 
Witness to the Self’, Mexican Museum,  
San Francisco [1997].
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