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Panel 1: Operable Infrastructures 
Chair: Mora Beauchamp-Byrd 
 
Panel Chair: Mora J. Beauchamp-Byrd, Ph.D., is a Visiting Assistant Professor of Art and 
Design at The University of Tampa, where she teaches courses in Modern & Contemporary 
Art and in Museum Studies. An art historian, curator, and arts administrator, she specializes in 
the art of the African Diaspora; American Art; Modern and Contemporary art, including a 
focus on late twentieth-century British art; Museum & Curatorial studies; and representations 
of race, class and gender in American comics. She has organized numerous exhibitions, 
including Transforming the Crown: African, Asian and Caribbean Artists in Britain, 1966-
1996; Picturing Creole New Orleans: The Photographs of Arthur P. Bedou, and Little Nemo’s 
Progress: Animation and Contemporary Art. She is currently completing a manuscript that 
examines David Hockney, Lubaina Himid, and Paula Rego’s appropriations of William 
Hogarth’s eighteenth-century satirical narratives.   
 
 
From Resistance to Institution: The History of Autograph ABP from 1988 to 2007  
Taous R. Dahmani 
 
Since its creation in 1988, Autograph ABP has aimed at defending the work and 
supporting author-photographers from Caribbean, African and Indian diasporas, first 
in England and then beyond. Initially a utopian idea, then a very practical and political 
project and finally a hybrid institution, Autograph ABP has presented itself in turn as 
an association, an agency, an archive, a research centre, a publishing house and an 
exhibition space. To tell the story of Autograph ABP is to tell the story of its evolution, 
that of a militant space having become a cultural institution. To tell the story of 
Autograph ABP is also to tell the story of the people who created and crafted it.  

This paper is an initial proposal both to tell the story of the creation of the institution 
and begin to conceptualise its stages, and as such, recognise three essential moments in 
the history of the institutionalisation of Autograph: the first encompasses the 1980s 
and the events that introduced the creation and structuring of the project, which took 
the form of an association in 1988; the second, from 1991, corresponds to the 
restructuring of Autograph, its professionalisation and its progressive establishment in 
the British and international cultural landscape; the third and final period begins in 
2007 with its definitive installation as an artistic and cultural institution, and the 
inauguration of its building in East London.  

These three moments in the evolution of Autograph ABP have distinct — though 
sometimes overlapping — stakes. The early stages were mainly about the creation and 
formalisation of an artistic and intellectual community (identification of peers, 
grouping, joint projects); they fostered a sense of belonging, solidarity and nourished a 
strong opposition to the status quo imposed by traditional artistic institutions such as 
Tate or the V&A. The second moment existed primarily through the idea of giving 
back to its original community of photographers and making it known to the 



established art world. It focused on a long quest for legitimacy, since until the end of 
the 20th century, Black British photographers were practically absent from the official 
circuit as producers and authors. The third phase, inaugurated at the turn of the new 
millennium, was that of inscribing its space in the long term as an ‘established counter-
power’, oscillating between a formal artistic institution and the impediment of going 
against the grain.  
 
Taous R. Dahmani is a PhD candidate in the History of Art Department at Paris 1 Panthéon-
Sorbonne. She is doing a thesis in history of photography under the supervision of Prof. 
Michel Poivert and taught the history of 20th century photography for three years. She was a 
recipient of the Prix de la Chancellerie and was based in Oxford at the Maison Française 
(CNRS/University of Oxford) between September 2019 and November 2020. Her thesis is 
entitled : "Direct Action Photography":  a typography of the photographic representation of 
struggles and the struggle for photographic representations (London, 1958-1989). In 
November 2018, she published an article entitled "Bharti Parmar’s “True Stories”: Against the 
grain of Sir Benjamin Stone’s photographic collection", in PhotoResearcher (no°30). Her 
chapter on Polareyes, a 1987 Black British female photographic journal is forthcoming 
in Feminist and Queer Activism in Britain and the United States in the Long 1980s, SUNY 
(2021). In October 2020, as part of the Photo Oxford Festival, in collaboration with the 
Bodleian Libraries, she organized a conference entitled Let Us Now Praise Famous Women : 
women’s labour to uncover the works of female photographers. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



 
 
Do not Tape Over: AIDs Activist Video in the UK 
Ed Webb-Ingall 
 
By the mid-1980s, the introduction of compact and affordable video camcorders 
allowed for the democratisation of video production and distribution by those 
impacted by the HIV/AIDS epidemic. The prolific use of video as a tool to challenge 
the misrepresentation of People With AIDS (PWAs) by AIDS Activists in the USA has 
received critical and historical attention. This includes the establishment of a specific 
AIDS activist video archive, the publication of various books and a number of high 
profile documentaries about groups such as ACT UP. Conversely, the use of video by 
and for AIDS activists in the UK remains largely unexplored. In 1987, the distribution 
catalogue for London-based community video group Albany Video lists eleven videos 
available for hire under the heading ‘HEALTH, AIDS’. Since then, the majority of 
these have been lost or are no longer in circulation. 

In this paper, I will present my ongoing research collecting and digitising some of these 
alternative and activist UK AIDS videos, a number of which have not been screened in 
public since they were first made. I will explore how the production of these videos 
engendered new forms of representation that challenged the misrepresentation of HIV 
and AIDS; creating spaces for activism, discussion and reflection. Through the 
examination of a selection of the videos that were made in the UK, I will draw 
connections between alternative AIDS video on both sides of the Atlantic and diversify 
the history of AIDS activist video outside of North America. 
 
Ed Webb-Ingall is a filmmaker and researcher working with archival materials and 
methodologies drawn from community video. He collaborates with groups to explore under-
represented historical moments and their relationship to contemporary life, developing modes 
of self-representation specific to the subject or the experiences of the participants. He is the 
participation programmer for the London Community Video Archive and Senior Lecturer on 
the BA Film and Screen Studies course at London College of Communication. He is currently 
writing a book with the title BFI Screen Stories: The Story of Video Activism and developing a 
long-term video project on the role of video in response to the housing crisis. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



 
“their own kind of light”: The Caribbean Artists Movement and the Postcolonial Politics 
of Abstraction 
Maryam Ohadi-Hamadani 
 
The Caribbean Artists Movement (CAM) had to mediate, as Louis James put it, 
“between a creative forum and the growing political awareness at the time.” Formed 
in London in 1966, CAM was a necessity for artistic agency and creative exchange 
during a period when political and social freedoms, torn down by racialised 
immigration legislation and racist demonstrations in Britain, were being reconstructed 
in the countries of a newly decolonized, post-independent Caribbean. The group 
published a monthly newsletter, and regular meetings were held at the West Indian 
Student Centre in Earl’s Court, alongside annual conferences and art exhibitions. 
During meetings and studio visits, CAM attempted to define the parameters of a new 
literary and artistic tradition that encompassed the diasporic and transnational roots 
of a pan-Caribbean aesthetic. Alongside its founders, writers Eddie Kamau 
Braithwaite, John la Rose, and Andrew Salkey, CAM included among its membership 
sculptor Ronald Moody, painter Aubrey Williams, and textile designer Althea 
McNish. Transdisciplinary and transcultural, CAM also counted sociologists, cultural 
theorists, historians, and literary scholars from Britain, the Caribbean, and South Asia 
among its numbers. A constant topic of discussion was whether or not art should be 
an agent for social change, and the validity of abstraction or representation as a 
socially-conscious visual language. Within this context, this paper considers CAM’s 
discussions related to abstraction, and makes connections between visualizing 
environment and its destruction, the visibility of labour, and the historical, aesthetic, 
and cultural impact of colonialism and its afterlife on art-making in the Caribbean and 
in Britain.  
 
Maryam Ohadi-Hamadani is a postdoctoral research associate at the Yale Center for British 
Art. Her research interests include transnationality and diaspora, and the politics of postwar 
abstraction and visual culture in Britain and beyond. She has curated exhibitions for the 
Cleveland Foundation and the Wichita Art Museum, and has held positions at the Cleveland 
Museum of Art; the Museum of Contemporary Art, Cleveland; the Ulrich Museum of Art; and 
Tate Liverpool. Currently, Ohadi-Hamadani is working on two upcoming exhibitions at the 
Center, a survey of work by Bridget Riley and an exhibition of prints and drawings from the 
permanent collection. She has published on artist Denis Williams in NKA: Journal of 
Contemporary Art (November 2019) and her chapter "The Commonwealth of British Pop: 
Race, Labor and Postcolonial Politics in Frank Bowling’s Mother’s House series" in Pop Art 
and Beyond: Gender, Race and Class in the Global Sixties (Bloomsbury, 2021) is 
forthcoming.  
 
 
 
 
 
 
 
 
 



 
‘Black Art’ Between the Waves 
Elizabeth Robles 
 
In a now oft-quoted lecture given in 2004, theorist Stuart Hall outlined the contours of 
the history of black and brown artists in Britain across the twentieth century. He 
marked out three distinct 'moments' which he - noting the significant breaks, ruptures 
and, crucially, continuities across them - characterised as 'waves'.  This paper, which 
arises from a British Academy funded research project entitled 'Making Waves: Black 
Artists and 'Black Art' in Britain from 1962-1982',  takes up Hall's notion of these 
generational waves to interrogate the places in which they ebb and flow into each 
other. It will look to the formation of the second wave, that milieu of artists and 
activities that has come to be known as a British Black Arts Movement and which, for 
Hall, was differentiated from their predecessors as 'race came home to Britain' in the 
late 1970s and 1980s. Here, we will examine and interrogate key critical and artistic 
moments of overlap as key figures of the first wave, including Frank Bowling and 
Aubrey Williams, actively engaged with the discourses of art and politics that swirled 
around the artists and activities of the 1980s. 
 
Dr Elizabeth Robles is a researcher and Lecturer in Contemporary Art in the History of Art 
Department at the University of Bristol. She is particularly interested in the formation of ideas 
around “black art” across the twentieth century and is currently a British Academy 
Postdoctoral Fellow working on a project entitled “Making Waves: Black Artists & ‘Black Art’ 
in Britain from 1962–1982.” 
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Panel 2: Collective Organisation 
Panel Chair: Alina Khakoo 
 
Panel Chair: Alina Khakoo is a PhD Candidate in Criticism and Culture at the University of 
Cambridge. She is interested in the South Asian diaspora in the British black arts movement, in 
British black intellectual production, and in British black feminist and lesbian organising from 
the 1950s. Her PhD – supervised by Priya Gopal, and advised by Amy Tobin – focuses on the 
1980s. Alongside her doctoral studies, she has worked as a Curatorial Assistant at Kettle’s 
Yard. 
 
Imaginative-Revolutionary Potential: Black Feminist Organising as Creative Practice  
Lola Olufemi  
 
This paper will argue that grassroots political organising is a form of creative practice 
and when read as such; it reveals the workings of the imagination as a tool that seeks 
to erode oppressive organisations of social life. Against the figure of the ‘individual 
artist,’ and the diagrammatic social field (Deleuze, 1988) defined by discipline, 
punishment, and individualism under Thatcher; black feminist formations from 1970-
80 – often communal in nature and orientated against state institutions illustrated how 
political struggle was inseparable from creativity through demands, sloganeering, 
public meetings and direct action which sought, above all, to bring that which did not 
exist into being. I argue that resistant cultural production is imbued with an 
imaginative-revolutionary potential and those objects carry with them, a frequency 
and resonance that is intimately connected to futurity. These cultural products 
evidence Campt’s notion that ‘the grammar of black feminist futurity is a performance 
of a future that hasn’t yet happened but must.’ (2017) 

Reading the cultural production and actions of black feminist organisations such as 
OWAAD, The Brixton Black Women’s Group and the Blk Art Group, this paper aims 
to demonstrate that artistic approaches that eschew the political or attempt to detach 
creativity from systems of oppression (namely race, class and gender) do so by 
ignoring that every political demand is already an artistic one. It seeks to explore the 
ways that the groups in question orientated themselves against the state whilst 
simultaneously thinking beyond it and in doing so cultivated a creative practice that 
helped them evade, confuse, destroy and subvert dire material conditions. 
 
Lola Olufemi is a black feminist writer and CREAM/Stuart Hall foundation researcher from 
London. Her work focuses on the uses of the feminist imagination and its relationship to 
cultural production, political demands and futurity. She is author of Feminism Interrupted: 
Disrupting Power (2020), Experiments in Imagining Otherwise, forthcoming from Hajar Press 
in 2021 and a member of ‘bare minimum’, an interdisciplinary anti-work arts collective. 
 
 
 
 



 
 
‘Working together as friends and lovers’ 
Laura Guy 
 
The title of Audre Lorde’s "biomythography" Zami names a Carriacou word for 
‘women who work together as friends and lovers’. Lorde invites her reader to consider 
the relationships that exist between these women. Each of their names signals a 
different location and this difference of location describes the work that it takes for 
them to meet one another. This paper turns to photographs taken by Ingrid Pollard 
that document activities and affinities of the black feminist movement in London in 
the 1980s and explores how these images contribute to contemporaneous critiques of 
documentary. Pollard’s photographs show collective work taking place at filmmaking 
workshops and bookfairs, on the stage and in the street. They circulated through black 
feminist infrastructures as well as those dominated by white feminists. Though these 
photographs could be understood solely as evidence that these activities took place in 
this period, I argue that the images together with the work that is shown constitute a 
revisioning of the politics of representation. This revisioning takes place as subjects 
traverse public and semi-public spaces together, engaging in various kinds of collective 
work through which politicised representations are shown in the process of being 
made. Doing so, I suggest that these images – specifically the interactions that take 
place in and through them – constitute a mode of documentary that exceeds what 
Lorde elsewhere identified as the limited contribution that documentation could make 
to political struggle. Showing women working together as friends and lovers, Pollard’s 
photographs act as locations between which differences of perception are named and 
shared, and from which a proposal about the place of documentary in the making of 
histories of collectivised practices of art and politics begins to unfurl. 
 
Laura Guy is a writer, editor and curator based in Glasgow, Scotland. She holds the post of 
Academic Fellow in Art History at Newcastle University. Her research on post-1960s 
documentary photography and feminist and queer visual culture has appeared in various 
magazines and journals, recently Aperture, Women: A Cultural Review and Third Text. Since 
completing her PhD at Manchester School of Art in 2016, Guy has collaborated with 
individuals, community groups and cultural institutions to profile the work of photographers 
who documented queer lesbian community in the US and UK between the 1970s and 1990s 
and is currently working on a related book project. She is editor of Phyllis Christopher: Dark 
Room, forthcoming from Bookworks, and curator of an accompanying exhibition at BALTIC 
Centre for Contemporary Art, Gateshead, in 2021. With Glyn Davis, she is co-editor of Queer 
Print in Europe, a collection of essays, forthcoming from Bloomsbury. 
 
 
 
 
 
 
 
 
 
 



 
 
Responding to Women and Creativity 
Catherine Grant 
 
This paper explores a number of collaborative works by the British artist and 
filmmaker Annabel Nicolson, with a series of tape recordings known as ‘Women and 
Creativity’ (1978-80) being the focus. My thesis is in two parts: first that these tape 
recordings, alongside a number of collaborative exhibitions and publications that 
followed, continue the legacies of consciousness-raising from the women’s liberation 
movement. Second, but equally important, is that the artworks themselves created 
spaces for politicised feminist dialogue. To explore the implications of this, I have 
invited contemporary responses to the tapes, continuing the questions posed about the 
politics of being creative in a feminist context, as well as attending to the different 
political moments in which these questions are being asked. I will put these responses 
alongside the growing interest in Nicolson’s work by a number of feminist curators 
and artists.  

Central to my argument is that the move from feminist life to feminist art was not one 
way for artists during the 1970s and early 1980s whose practices were informed by 
feminist organising, and this holds true for our contemporary moment as well. 
Nicolson herself has noted how some of the feminist protests that took place in the UK 
were ‘art forms in themselves’ (Nicolson, notes on the 1983 ‘Stock Exchange Film’). 
Through collaborative works by Nicolson, the ways in which the legacies of 
consciousness-raising and group work fed into artistic practice will be explored, as 
well as the ways in which different vehicles (listening sessions, publications and 
exhibitions) were used to create artistic, feminist communities. The ways in which 
these works are being engaged with in the contemporary moment will form a 
counterpoint to my historical analysis, a response separated by time that reworks 
feminist communities for the present.  
 
Catherine Grant is Senior Lecturer in the Art and Visual Cultures Departments at Goldsmiths, 
University of London. She is currently working on the legacies of feminist histories in 
contemporary art. The project includes the essays “Fans of Feminism: re-writing histories of 
second-wave feminism” (2011) and “A letter sent, waiting to be received: queer 
correspondence, feminism and Black British art” (2019). She is the co-editor of Fandom as 
Methodology with Kate Random Love (2019), as well as the collections Girls! Girls! Girls! 
(2011) and Creative Writing and Art History (2012). She co-edited the questionnaire 
“Decolonising Art History” with Dorothy Price for Art History, February 2020. 
 
 
 
 
 
 
 
 
 
 



 
 
Power in Numbers: Black Artistic Networks and Collectives since the 1960s 
Anjalie Dalal-Clayton 
 
Collective action amongst visual artists has a long and varied history in the UK, and 
no less so than amongst black and Asian diaspora artists. Anjalie Dalal-Clayton 
discusses three key moments in this history - the 1960s, 1980s and 2010s. During 
these critical decades, black and Asian diaspora artists came together in variant 
formations and for divergent reasons, but all for the purpose of furthering their 
practices and, most crucially, claiming a space for themselves in the art world. Dalal-
Clayton focuses her discussion on the Caribbean Artists Movement, the Blk Art 
Group, Lubaina Himid’s work as a curator, QTIPOC Creative Collectivity, 
SorryYouFeelUncomfortable, Gal-Dem, Museum Detox and The White Pube. She 
considers what motivated the collective action of these artists and artist 
groups/networks, the strategies they employed, and what they were able to achieve 
through collaboration. 
 
Dr Anjalie Dalal-Clayton is an art historian with a specialism in the work of British artists with 
African and Asian heritage. She is a research fellow at University of the Arts London’s 
Decolonising Arts Institute (DeAI), where her research focuses on how anti-racist and 
decolonial modes of un/ thinking and un/doing can be taken up by public museums, collections 
and in the discipline of art history. Before joining the DeAI, Anjalie was a researcher on the 
Black Artists & Modernism project, where she led the first nationwide audit of work by artists 
with African and Asian heritage in UK public collections. She is currently working on an 
exhibition histories monograph, Curating Black British Art: Exhibition Cultures Since the 
1980s (Bloomsbury). 
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Panel 3: Work/Activism 
Panel Chair: Amy Tobin 
 
Panel Chair: Amy Tobin is a Lecturer in the Department of History of Art, University of 
Cambridge and Curator, Contemporary Programmes at Kettle's Yard. She has published her 
research in Tate Papers, MIRAJ, Women: A Cultural Review and Feminist Review, along with 
books chapters in numerous edited books. She is the co-editor of London Art Worlds: Mobile, 
Contingent and Ephemeral Networks 1960–1980 (Penn State University Press, 2018) with Jo 
Applin and Catherine Spencer and The Art of Feminism (Chronicle and Tate, 2018) with Lucy 
Gosling, Helena Reckitt and Hilary Robinson. In 2019–20 Tobin was the Terra Foundation 
for American Art–Paul Mellon Centre for Studies in British Art Anglo-American Art Fellow. 
She is currently working on a book project on Anglo-American Feminism and Art-making in 
the 1970s and another on Sisterhood and Art. 

 
Artists for Society, Society for Artists: The Artists’ Union (1972–1983) 
Neylan Bağcıoğlu İzgi 
 
The 1970s saw collaboration and local, grass-roots activism become common in 
radical art in Britain. Concomitant with anti-racist, anti-sexist and anti-nuclear efforts, 
a group of Leftist artists challenged social and financial elitism, patriarchy and 
inequality in both the art world and British society by producing praxis-led artist 
projects in lieu of art objects.  

In the early 1970s, there was a significant gap between cultural production as it was 
understood and practiced by artists, and the way in which it was supported by cultural 
policy. Founded by artists partly as a response to this discrepancy, the Artists’ Union 
(1972-83) promoted an ambitious project to make cultural labour part of the wider 
demand for unionization at the time. The intention was to recalibrate the social 
position of artists by bringing them closer to the working class, ultimately as a way of 
reorienting arts away from bourgeois institutions such as museums and commercial 
galleries. 

Although it came at a time when unionisation was waning, the foundation of the 
Artists’ Union was a significant effort that utilised collaboration and local, grass-roots 
activism to challenge social and financial elitism, patriarchy and inequality in both the 
art world and British society at large. While, the Artists’ Union had its shortcomings—
many of which were instrumental in its demise—I argue that shedding critical light on 
the radical and democratising art practice the Union promoted begins to accord proper 
recognition to artists and projects that have hitherto been marginalized in the existing 
scholarship. Furthermore, by contextualising the Union within the socio-cultural 
background of the 1970s with this paper, I hope to aid contemporary practitioners 
and current debates on the politics of participation. 
 
Neylan Bağcıoğlu İzgi is an independent critic, copywriter, editor and translator for 
organizations such as Istanbul Foundation for Culture and Arts, Istanbul Modern Museum, 



Apple, and Radikal Newspaper, and is a member of the International Association of Art 
Critics (AICA). She has recently received her doctorate degree from the University of 
Cambridge with her dissertation titled “Politics of the Project: Radical Art in Britain (1972–
79)”. Currently based in London, Bağcıoğlu İzgi continues to contribute to publications and 
exhibition catalogues.  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



 
No one is free until everyone is free: The Case of Shirley Read 
Naomi Pearce 
 
In the early 1970s, artists in London worked together to establish studios in former 
industrial buildings across the city. This model, and its role within gentrification, has 
been well- documented in scholarship. Women administrators, often pivotal figures in 
the infrastructure of such organisations, and the impact of their work, has been largely 
ignored. This paper challenges their marginalisation from the perspective of Shirley 
Read; photographer and caretaker of two SPACE studio buildings: The Dairy, Prince 
of Wales Crescent (1971–76) and 10 Martello Street, London Fields (1979–1990). 

Using the format of an amateur crime scene investigation, I ‘make a case’ for Read, 
staging the studio as a crime scene complicit with violent acts of gentrification and 
sexual oppression, whilst using this narrative form to expose the disciplinary logic of 
historical knowledge production. Dividing material into Scenes and Exhibits, I explore 
how photographs and administrative documents created by Read are ‘material 
witnesses’ (Schuppli, 2019, p. 10) marked by tensions between personal liberation and 
collective action; from the agency afforded by the live-work studio and it’s defiance of 
heteronormative domestic life, to the lack of solidarity shared by artist and squatting 
communities. Punctuating these Scenes and Exhibits are extracts from Martello Street, 
a mystery novella which fabulates material from Read’s case to produce counter-
narratives. This strategy takes up Saidiya Hartman’s call for researchers to challenge 
archival loss by ‘imagining what cannot be verified’ (2008, p. 12). 

My investigation is conducted using a forensic feminist methodology, combining 
archival research, interviews, critical fabulation and situated writing. This approach 
connects my own experiences as an administrator to those of Read, with the aim of 
cultivating a somatic knowledge of cultural memory, working to impress feelings and 
sensations onto the reader as an act of commemoration. 

Drawing on Howard Becker’s analysis of standards in communities of cultural 
practice, I suggest Read troubled conventions by blurring the categories of 
administrative and artistic labour, home and studio. Contesting Read’s description of 
her own photography as a ‘thin thread’ through her career, I weave creative and 
administrative evidence together, producing a cloth that expands the category of what 
an artist and their place of work might be. 
 
Naomi Pearce is a writer and curator who collaborates with artists to produce exhibitions, 
books, performances and events. Projects include 56 Artillery Lane, Raven Row, London (co-
curated with Amy Budd) and OSTEON, Matt’s Gallery, London. Her essays, reviews and 
fiction have been published by The Happy Hypocrite, The White Review, Film and Video 
Umbrella, Art Monthly, Art Review and SALT Magazine, amongst others. In 2020 she 
completed an AHRC-funded practice-based PhD researching women administrators, artist 
studios and gentrification at Edinburgh University. She is a member of the Rita Keegan 
Archive Project, a social history and curatorial collective that seeks to preserve and share the 
collections of artist Rita Keegan, forthcoming activities include an exhibition at South London 
Gallery in September 2021. 
 
 



 
‘Slides, money, tell them what we’re doing’: The Beginnings of the Women Artist’s Slide 
Library  
Lily Evans-Hill  
 
This paper will examine primary materials relating to the founding of the Women 
Artist’s Slide Library (WASL). This includes the earlier constitutions of the collective 
and collection that are referred to as the slide collective and the slide registry 
respectively, which were later formalised as WASL. These materials are used to create 
a dossier of these primary documents that trace the history of the slide library as 
carried by various groups formed in London such as the Women’s Workshop of the 
Artist’s Union, The Women’s Art Collective and finally, the Women Artist’s Slide 
Collective and frames these as belonging to an impetus and desire for a slide collection 
that concluded as the WASL. I will also track the WASL through its residences at the 
Women’s Art Alliance and the Women’s Research and Resource Centre, as well as in 
the homes of the collective.  

Using the motive of desire, this paper will think about the ways in which the shared 
urgency for a slide registry can be traced through various sources that preside in the 
current collection of the Women’s Art Library. An analysis of these sources will also 
serve to write a history of the formation of the library through the people and places 
involved in the feminist art movement of the 1970s. In addition, this paper explores 
the founding of the slide library through the idea of the expanded notion of the group: 
I want to propose that the network of participants of the feminist art movement in the 
UK all contributed to the plethora of small group projects, including the formation of 
the slide collective and registry.  
 
Lily Evans-Hill is a Postgraduate Researcher and Associate Lecturer in the Art 
Department at Goldsmiths, University of London, where her research focuses on the 
politics of collaboration in feminist art. She is a member of Group Work: 
Contemporary Art and Feminism research network, the Feminist Library collective 
and the working group of the Feminist Duration Reading Group.  She convenes the 
Feminist and Queer Archives Research Network with Hatty Nestor. Her research is 
funded by CHASE/AHRC. 

 
 
 
 
 
 
 
 
 
 
 
 
 
 



 
Collective Grassroots Feminist Strategies Countering Media Images 
Na’ama Klorman-Eraqi 
 
This paper suggests that despite political differences among the feminist factions of the 
British Women Liberation Movement’s in the 1970s, media images were viewed as 
having significant impact on the socialization of women and therefore as a necessary 
target of feminist politics. 

My study centres on feminist counter-media practices and presents them as a potent 
strategy for feminist empowerment. I argue that photography in particular served as 
an activist tool for emancipation from mainstream media portrayal of women and 
from their oppressive gender stereotypes. My presentation addresses feminist 
opposition against media images, raised for example by the photography collective 
The Polysnappers that criticized adverts such as the Gigi underwear billboard which 
was accused by feminists of being an invitation to rape. This ad depicted a woman 
walking in the street at night and looking defiantly at the camera, and the same 
woman unbuttoning her coat and revealing her underwear. The Polysnappers response 
was producing a work in which dolls aim ammunition at the Gigi ad and at other 
similar ads. Also explored is the socialist feminist collective The Hackney Flashers that 
used photography to expose the ideological underpinnings of media images of working 
class women and to raise public awareness to their social needs. Also addressed is 
Format Photography Agency that used photography and feminist collective tactics to 
humorously disrupt gendered expectations from various professions. 

This paper concludes that the time’s feminist counter-media activity employed 
grassroots strategies that wished to cultivate collective feminist identification. This 
activity intended that feminist photographs would encourage women to expand and 
subvert their social possibilities. My analysis is situated within the political role of 
photography in 1970s Britain, the critique of the ideological functioning of 
advertisements, debates on ‘the sexual politics of representation,’ and social historical 
events.  
 
Na’ama Klorman-Eraqi is a lecturer in the Department of Art History at the University of 
Haifa.  Among her publications: The Visual Is Political: Feminist Photography and 
Countercultural Activity in 1970s Britain, New Brunswick, New Jersey: Rutgers University 
Press, 2019; she also published articles, in journals such as Feminist Media Studies and 
Photography and Culture. Her research interests include political intersections between 
feminism, protest movements and photography, as well as social-political aspects of 
contemporary art.   
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Panel 4: Health/Therapy 
Panel Chair: Catherine Spencer 
 
Panel Chair: Catherine Spencer is a Lecturer in the School of Art History at the University of 
St Andrews, with a particular focus on performance art since the 1960s in Latin America, 
Europe and the United States. Her essays have appeared in Art History, Tate Papers, British 
Art Studies, and Oxford Art Journal. She is the co-editor with Jo Applin and Amy Tobin of 
London Art Worlds: Mobile, Contingent and Ephemeral Networks, 1960–80 (Penn State 
University Press, 2018). 

 
Surviving the Blitz: Jo Spence and Simon Watney in Conversation  
Jackson Davidow 
 
This paper will examine the interlinked cultural politics of breast cancer and 
HIV/AIDS, with a focus on the photography of Jo Spence and the criticism of Simon 
Watney. Against the backdrop of 1980s London, a rich dialogue developed between 
Spence, a socialist-feminist photographer, writer, and the co-originator (with Rosy 
Martin) of phototherapy, and Watney, an art historian, photo critic, and gay activist. 
Though the two cultural practitioners had been close friends since the late 1970s, their 
personal experiences with disease from the early 1980s onward reshaped not only their 
distinct creative and intellectual projects, but also their interdisciplinary conversations. 
Diagnosed with breast cancer, Spence was researching holistic approaches to health 
and grappling with the dehumanizing and sexist medical treatment she received at the 
local clinic. Meanwhile, Watney, alarmed by the devastating effects of the AIDS 
pandemic on his gay community, was quickly becoming a leading activist and expert 
on the disease. Together, they insisted that photography was a powerful vehicle for 
therapy and health-related activism. In the face of the concurrent biomedical crises of 
cancer and HIV/AIDS, a crucial reference point for the two of them was the experience 
of growing up in and in the wake of World War II. As Watney expressed in a public 
conversation with Spence at the Institute for Contemporary Arts in 1986, ‘I’m living 
through what feels like the Blitz. People are dropping dead all around me, and 
terrified.’ Investigating this potent simile, my paper will elucidate how photography 
served as a tool of survival during a tumultuous decade of epidemics and political 
transformation. 
 
Jackson Davidow is an art historian whose work examines the relationship between culture, 
politics, and health. His scholarship, criticism, and interviews have appeared in American 
Art, Art in America, ASAP/J, Boston Review, Critical Inquiry Review, Thresholds, Urban 
Omnibus, and X-TRA Online, as well as in the book Otherwise: Imagining Queer 
Feminist Art Histories. He is writing a book about global AIDS cultural activism. 
 
 
 
 
 
 



 
‘An aesthetics of protection’: Screening the Queer Body from Harm 
Evelyn Whorrall-Campbell 
 
This paper’s title is a re-wording of Simon Watney’s call for an alternative erotic 
economy in the face of HIV/AIDS: ‘We need to develop a culture which will support 
the transition to safer sex by establishing the model of an erotics of protection, succour 
and support within the framework of our pre-Aids sex lives.’ (Watney, Policing Desire, 
1996, p. 131). This is an economy which both includes and surpasses the specific 
devices and practices of safer sex, to inculcate a more diffuse ethics of risk, protection, 
and relationality. This paper takes up the instruction to protect, turning it back 
towards the question of representation which forms Watney’s original field of 
discussion, to trace what I hesitantly term an ‘aesthetics of protection.’  

This aesthetic practice, emerging out of the demands of the AIDS crisis and debates 
over censorship, will be traced across Tessa Boffin’s Angelic Rebels: Lesbians and 
Safer Sex (1989) and Isaac Julien’s Looking for Langston (1989). These angelic images 
serve as exemplary figures for this paper’s reframing of the historiography of AIDS 
artworks, re-inscribing contemporary debates over the politics of representation, 
‘positive image’ strategies and ‘cultural activism’ with the risks involved in such erotic 
imaginaries (Crimp, ‘AIDS: Cultural Analysis/Cultural Activism,’ October, pp. 3-16). 
Moving through Kaja Silverman’s model for a new political cinema, based in an 
ethical reading of the Lacanian mirror image which ‘cloaks’ the subject in ideality 
(Silverman, The Threshold of the Visible World, p. 37) the paper finds value in the 
non-essentialism of this sartorial claim. This ‘cloaking’ leads to a reading where Boffin 
and Julien’s theatrically adorned bodies are protected, ‘screened’ by their simultaneous 
display and covering, like the film-barrier of a condom which allows for erotic 
entanglements without harm. 

 

Evelyn Whorrall-Campbell is a PhD Candidate in Film and Screen Studies at the Centre for 
Film and Screen, University of Cambridge. Their doctoral research focuses on the work of 
contemporary queer/trans artists, with an interest in the politics of visibility, risk, and 
protection. Evelyn’s critical and creative writing has been published in various journals, 
including Another Gaze, FDBN…Publications and Cambridge Literary Review. They also co-
convene the Paul Mellon Centre’s Doctoral Researchers Network (DRN) for 2020-2021.  
 

 
 
 
 
 
 
 
 
 
 
 
 
 



 
Rotimi Fani-Kayode: Yoruba Religion, AIDS, Kinship, and Care in the 1980s 
Greg Salter 
 
At the end of the 1980s as the AIDS crisis continued to escalate with no apparent end 
in sight, the photographer Rotimi Fani-Kayode, in collaboration with his partner Alex 
Hirst, declared that, through his art, ‘We aim to produce spiritual antibodies to HIV’. 
Drawing on ‘trans-cultural and trans-historical techniques’ that were rooted in the 
Yoruba religion and culture in which Fani-Kayode was raised in Nigeria, he developed 
a practice that he described as a ‘technique of ecstasy’. A consideration of the 
references to Yoruba objects, practices, and outlooks has been a consistent feature of 
scholarship on Fani-Kayode, contributing to readings of his work that have 
emphasised the ways in which his photographs resist static conceptions of racial and 
sexual identity and transgress the limits imposed on black queer bodies by viewers, 
other artists, and institutions. 

Building on this work, this paper explores how Fani-Kayode adapted Yoruba 
practices, through his ‘technique of ecstasy’, in ways that spoke directly to the context 
of the AIDS crisis in 1980s Britain and also evoked longer histories of kinship and 
care. It uncovers how, in photographs like Sonponnoi, 1987, the practices and 
philosophical implications of spirit possession were adapted to counter prevailing 
assumptions about HIV/AIDS and the marginalisation of gay men in British public 
consciousness. Additionally, it places Fani-Kayode’s tactics in the context of networks 
of kinship and care work around HIV/AIDS, performed by medical professionals in 
public hospitals and by expansive queer networks and communities in public and 
private spaces. As a result, this paper argues that Fani-Kayode’s photographs can be 
read productively as ruminating on the possibilities, limits, and ambivalences of 
kinship and care from within this late 1980s moment. 
 
Greg Salter is a lecturer in art history at the University of Birmingham. His first book is Art 
And Masculinity In Post-War Britain: Reconstructing Home, published in 2019. His current 
research project traces the transnational histories of queer art in Britain since the 1960s, with a 
particular focus on kinship. 
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Panel 5: Confrontations 
Panel Chair: Ana S González Rueda  
 
Panel Chair: Ana S González Rueda is an art historian, curator, and researcher. She obtained 
her PhD in Museum and Gallery Studies from the University of St Andrews with a thesis 
entitled ‘Inherent Pedagogies: Critical Approaches to Exhibition Making in the 2000s’ (2019). 
Her recent publications include: ‘Disorienting the Gaze: Ngozi Onwurah's Early Films’ 
(Decolonising Arts Institute, UAL, 2021); ‘Decolonial Exhibition Making: Mafavuke’s Trial 
and Other Plant Stories’ in Museums, Community Action and Decolonisation (Paris: ICOM, 
ICOFOM, 2020); and ‘Possessing Nature: The Mexican Pavilion as a Site of Critical Analysis’ 
in the Journal of Curatorial Studies (2020). Ana has taught at the University of Essex and the 
University of St Andrews. She is currently working as Research Assistant at the School of Art 
History, University of St Andrews.  

 
 
How To Make A Lesbian, Gay and Black Art Show On Almost Nothing A Year: Ecstatic 
Antibodies, ‘Democratic Accountability’, and artistic censorship in Thatcher’s Britain 
Theo Gordon 
 
The exhibition Ecstatic Antibodies: Resisting the AIDS Mythology was due to open at 
the Viewpoint Gallery of Photography in Salford in October 1990, but was pulled that 
summer by the local council’s Arts and Leisure Committee, allegedly because of the 
controversy surrounding its explicit depiction of sex upon its opening at Impressions 
Gallery of Photography in York. According to Jane Brake, Exhibitions Outreach 
Officer at Viewpoint, ‘Section 28 was mentioned’, as the gallery received local 
authority funding from Association of Greater Manchester Authorities. 

Section 28 was one of many ways the Thatcher government in the later 1980s 
attempted to instill ‘democratic accountability’ in the use of local authority funds, the 
other most notorious being the community charge, or ‘poll tax’, replacement for the 
proportionate domestic rates. Viewpoint had been subject to critique from 
Conservative members of Salford’s Labour majority council, as it had not been 
established as a commercial enterprise, apparently to the detriment of the ideological 
figure of ‘the ratepayer’. 

This paper provides an account of the development and censorship of Ecstatic 
Antibodies, attending to how curators Tessa Boffin and Sunil Gupta initiated a new 
model of grassroots exhibition organising in London, based on the coalescence of 
black, gay and lesbian artistic community around the issue of AIDS. Initially supported 
by Arts Council GB, the project found itself caught in Thatcher’s fiscal choke of sexual 
minorities and reforms of the rates. The aims of this paper are threefold: to articulate 
the material implications of funding reform on the production and reception of 
Ecstatic Antibodies; to explore the extent to which the show’s sexual aesthetics of 
‘race’ contributed to its censorship in Salford; and to consider the particularity in 
British art history of the 1970s and 1980s of this moment of coalition between 
‘lesbian’ ‘gay’ and ‘black’ artists. 
 



Theo Gordon received his PhD from The Courtauld Institute of Art in 2018, on the subject of 
art, psychoanalysis and the ethics of destruction in the context of the American AIDS crisis. He 
has since held two postdoctoral fellowships, at The Courtauld and at the Smithsonian 
American Art Museum in Washington D.C., where he is working on a new project on 
sexuality, aesthetics and coalitions of lesbian and gay artists in the USA in the 1970s. He has 
published in Art History, Oxford Art Journal, RA Magazine, Burlington 
Contemporary and The Conversation. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



 
 
Fall Down and Be Counted: Stephen Dwoskin and Disablement 
Henry K. Miller 
 
In 1981 the critic Allan T. Sutherland and the filmmaker Stephen Dwoskin 
programmed a season at the National Film Theatre called ‘Carry On Cripple’, a 
polemical survey of the cinematic representation of disablement – unprecedented in 
this country. In the same year Sutherland, author of a screenplay titled Fall Down and 
Be Counted, published his book Disabled We Stand, important in advancing the social 
model of disability, and Dwoskin premiered his autobiographical film Outside In, 
which is concerned with his experience of disablement since childhood.  

As the programme notes stated, all the films ‘were made by able-bodied film-makers 
for able-bodied audiences’ except one, Behindert (1974), the film with which Dwoskin 
had ‘come out’ as disabled. It was conceived in isolation from any movement or 
organization; by the end of the decade, as Dwoskin’s collaboration with Sutherland 
signifies, there were the beginnings of a change, and Dwoskin began to take on a more 
public role. The ‘earliness’ of this moment is suggested by the fact that he and 
Sutherland had to co-write an accessibility guide for the venue from scratch. 

A decade later, in 1992, Dwoskin directed a personal compilation film, Face of Our 
Fear, that has its origins in ‘Carry on Cripple’. Shown on the opening evening of 
Channel 4’s ‘Disabling World’ season, it marks Dwoskin’s partial inhabitation of the 
role of activist or spokesperson in a somewhat changed environment. The limits of 
that role were revealed by his next film but one, Pain Is, where Dwoskin’s 
characteristic focus on sexuality made him a pariah among funding bodies and 
broadcasters. This talk explores Dwoskin’s multifaceted engagement with disablement 
on film, in the sometimes uneasy intersection of grassroots movements and official 
initiatives, particularly within the cultural sector.  
 
Henry K. Miller is a postdoctoral research associate at the University of Reading, working on 
the AHRC-supported Stephen Dwoskin project. In this capacity he is the co-editor with Rachel 
Garfield of the forthcoming DWOSKINO (working title), to be published by the LUX. He is 
also an honorary research associate at the Slade School of Fine Art, and co-director with 
Brighid Lowe of the Slade Film Project. He has taught film at the University of Cambridge and 
Anglia Ruskin University. His research has appeared in Screen, Framework, MIRAJ, and 
Critical Quarterly, and he is a contributor to Sight and Sound. In 2014 he edited The Essential 
Raymond Durgnat for BFI/Palgrave Macmillan, and he is the author of The First True 
Hitchcock, to be published by University of California Press in 2022. 
 
 
 
 
 
 
 
 
 
 
 



 
 
Mining ‘Community’: The Workshop Declaration and Tory Rule 
Ash Reid 
 
In 1982, an agreement known as the Workshop Declaration was set up between the 
British trade union ACTT, the BFI and the newly commissioned Channel 4 to fund 
groups of film and videomakers under a model of ‘integrative practice.’ Providing a 
regular and sustained source of income and equipment for several socially-engaged, 
community-led projects, the declaration would radically shift the output of national 
broadcasting throughout the decade, creating a network of production groups whose 
documentary, experimental and artist moving image works, taken together, provide a 
rich document of activism and organising work that sought to record and critically 
address the embodied effects of the Thatcher government’s destructive austerity 
policies, policies that will eventually find them again unfunded by the end of the 
decade. 

Focussing specifically on the Declaration’s effect on the activities of two feminist 
collectives who came to operate under its terms, WITCH in Liverpool and the 
Sheffield Film Co-op, I want to ask with this paper what happens in these 
contradictory interactions with the state, particularly as we see once again the arts 
attempting to confront their inherent cultural, racial and economic biases with funding 
drives ultimately facilitated by an increasingly far-right oppressive ruling class. 
Exploring the implementation of ‘community’ in terms of policy frameworks, and how 
ideas of access have been used somewhat conversely to widen the scope of neoliberalist 
production models that dismantle the more radical forms of sociality they base 
themselves upon, this paper will address what remains in spite of and against such 
attempts to subsume these groups into value-driven forms of social reproduction.   
 
Ash Reid is a MPhil/PhD candidate at Goldsmiths, University of London, researching the 
histories and presents of feminist film distributor Cinenova. She also makes music, video and 
performance work, often in conversation with others, with recent shows at Cafe OTO and 
Kunsthall Gent. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



 
 
Beyond Monuments: The Women’s Peace Camp at Greenham Common as Feminist 
Heritage 
Alexandra Kokoli 
 
The women’s peace camp at Greenham Common (1981-2000), established in protest 
against the storage of nuclear warheads at a US Air Force base in the English 
countryside, hosted a range of visual and performative actions and famously 
transformed the perimeter fence of the airbase into an impromptu gallery of art and 
visual activism. The camp deployed visual and performative strategies knowingly, 
regularly, and with widely recognised impact, leaving behind a rich archive of 
documentation. Strangely, however, monuments to the peace camp commissioned 
during and after its closure, on and off site, stand in contrast to the thoroughly 
postmodernist, experimental, participatory, and often ephemeral aesthetics of the 
camp’s actions: such monuments include a mother-and-child life-size statue by Anton 
Agius installed in Cardiff Town Hall, and Broken Symmetry by Michael Kenny, an 
abstract large-scale sculpture of two forms of different sizes. Executed by well-known 
male artists, these sculptural twosomes promote the alleged maternalism of pacifist 
movements while downplaying the alternative kinships and queer intimacies of the 
camp, explored in Nina Wakeford’s multimedia performance an apprenticeship in 
queer I believe it was (2016-), among other contemporary artistic engagements with 
the unfinished histories of Greenham.  

While this paper contributes to the preservation of feminist activist heritage, it also 
troubles cultural deployments of ‘heritage’ with the toolkit of feminist art history. It 
seeks to disentangle the collective work of activist transmission, often performed by 
artists and visual activists, from the compromised habit of memorialisation, 
showcasing specific alternatives to the commissioning of sculptural monuments. By 
exploring the tensions between Greenham’s commissioned monuments and the 
aesthetics of its visual activism, contemporary art practices like Wakeford’s are shown 
to complicate the aspiration of commemoration with the labour of reactivation. From 
the perspective of feminist transmission, artistic evocations of Greenham hold greater 
promise for nurturing its afterlife and evade the ideological pitfalls of public 
monuments. 
 
Alexandra Kokoli is an art historian who researches aesthetic mobilisations of discomfort to 
political ends, focusing on art practices informed by and committed to feminism. She works as 
Senior Lecturer in Visual Culture at Middlesex University London, and Research Associate at 
VIAD, University of Johannesburg. Her research into the aesthetics of feminist anti-nuclear 
activism at Greenham Common is supported by the Paul Mellon Centre (2019) and the 
Leverhulme Trust (2020). She has published widely in Art Journal, Oxford Art 
Journal, Women and Performance, and Hypatia, among other journals. Her books 
include The Provisional Texture of Reality, a collection of texts by Susan Hiller (JRP Ringier 
2008); the monograph The Feminist Uncanny (Bloomsbury, 2016); and, co-edited with 
Deborah Cherry, Tracey Emin: Art into Life (Bloomsbury, 2020). 
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Panel 6: Production, Circulation, Distribution 
Chair: Eva Bentcheva 
 
Panel Chair: Eva Bentcheva is an art historian and curator with a focus on transnational 
archives, conceptualism and performance art histories in South/ Southeast Asia and Europe. 
She is currently Associate Lecturer in Art History at the Centre for Transcultural Studies at 
Heidelberg University in Germany, and researcher for the international project ‘Worlding 
Public Cultures: The Arts and Social Innovation.’ She completed her PhD in Art History at 
SOAS, University of London, on ‘The Cultural Politics of British South Asian Performance Art, 
1960s to the Present.’ Her previous positions have included Adjunct Researcher at the Tate 
Research Centre: Asia, and the Goethe-Institut Fellow at Haus der Kunst in Munich where she 
co-curated the exhibition Archives in Residence: Southeast Asia Performance Collection in 
2019.  

 
 
Mukti, South Asian Feminist Art and Activism  
Alice Correia 
 
By the early 1980s there was significant engagement with social and political activism 
amongst South Asian communities in Britain. Against a backdrop of institutional 
racism and social unrest, a generation of young South Asian women artists were driven 
to challenge hegemonic, racist and misogynist stereotypes in their work. This paper 
will consider the work of Chila Kumari Burman, Zarina Bhimji and Mumtaz Karimjee 
within the context of their contributions to, and involvement, with the grassroots 
magazine, Mukti.  

Established in 1983, the Mukti Collective published a magazine, initially in six South 
Asian languages, aimed at a broad female audience, which not only disseminated 
information about readers’ rights as British residents or citizens, but also acted as 
forum for debate and self-expression. Although only seven issues of the magazine were 
produced, articles addressed such topics as the strictures of arranged marriage; 
deportations and citizenship rights; female sexual fulfilment; perceptions of lesbianism 
in South Asian cultures; and incest and child sexual abuse, all presented in a tone of 
defiant feminism.  

I will argue that in works such as Militant Women (1981), She Loved to Breath - Pure 
Silence (1987) and My Mothers My Sisters (1987-8), by Burman, Bhimji and Karimjee 
respectively, each artist demonstrated an active engagement with the issues addressed 
in Mukti; Making close visual readings of individual artworks, I will consider how 
these artists deftly weave together anti-colonial and feminist issues and provocations to 
considerable affect.  

Cumulatively, the activities of the Mukti Collective, and the artistic endeavours of 
Burman, Bhimji and Karimjee, may be regarded as significant interconnected moments 
in the challenge to widely held perceptions of South Asian women in Britain as 
‘abjectly submissive’ (Brah, 1996, p.81). 
 



Dr Alice Correia is an art historian. Her research examines late twentieth-century British art, 
with a specific focus on African, Caribbean and South Asian diaspora artists. In 2017 she was 
a mid-career Fellow at the Paul Mellon Centre for the Study of British Art, where she initiated 
her on-going research project, Articulating British Asian Art Histories. Her articles and reviews 
have appeared in Art History; British Art Studies; British Visual Culture; and Nka: Journal of 
Contemporary African Art. She is the Chair of Trustees of Third Text and co-Chair of the 
British Art Network’s Black British Art Research Group. She has worked at the, Tate, the 
Government Art Collection, and universities of Sussex and Salford. She is currently working as 
a Research Curator at Touchstones Rochdale on a major project examining the history of 
Rochdale Art Gallery during the 1980s. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



Feminist Collectivism In and Out of Art World Spaces 
Jennifer Sarathy 
 
In the late 1970s feminist collectives in Britain established a dynamic discourse on the 
constitution of gender and gendered labour in the public sphere, mobilizing collective 
methodologies and the circulation of media to explore and contest societal norms. 
Some artists chose to work within existing artworld spaces, as with COUM’s 
Prostitution (1976) and the Women’s Postal Art Event – Feministo: Portrait of the 
Artist as a Housewife (1977) at the Institute of Contemporary Art (ICA), London. 
These exhibitions utilized networked tactics and a critical approach to media within an 
institutional setting to force public discourse on gender. Others like the Hackney 
Flashers and See Red Women’s Workshop created alternative infrastructure that 
operated on the fringes of the art world to support grassroots activism. Posters by See 
Red from the late 1970s and Hackney Flashers’ Who’s Holding the Baby? (1978) 
exemplify how alternative networks of production, the dissemination of media and the 
subversion of advertising aesthetics augmented feminist political action, while See 
Red’s address of both race and gender demonstrates how alternative organizations 
attempted to address larger structural inequities in British society. By examining these 
diverse collective endeavours in and out of art world spaces this paper charts the 
multifarious connections between established institutions, alternative feminist 
organizations and grassroots activism and their strategic use of circulating media, 
aesthetics and collective methodologies. 
 
Jennifer Sarathy is a PhD Candidate in Art History at the CUNY Graduate Center, New York. 
Her doctoral research addresses artistic interventions in rural and urban landscapes in 1960s 
and 1970s Britain. Her work considers the impact of the fall of Empire on representations of 
the land, drawing parallels between representations of space and contentious postcolonial 
debates over borders and citizenship. Using the landscape to historically and thematically 
connect a wide range of artists and media her writing establishes a dialogue between the 
London avant-garde, feminist activism, and early Black British Art. Her chapter “Remapping 
the Public Sphere: Conceptual Art in 1970s London” is forthcoming in the volume Charting 
Space: The cartographies of conceptual art (Manchester University Press, 2021). 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



Reading Aesthetics: magazines and the women’s art movement 
Victoria Horne 
  
My current research tracks the creative and intellectual networks that feminist art 
periodicals coalesced in 1970s and ‘80s Britain. Magazines, newsletters, pamphlets: 
these throwaway serial publications are usually produced in response to an 
informational lacuna, to fill a gap by sharing knowledge and resources among a 
community of interested readers. The ‘new’ art historical landscape of that time was 
built on such politicised periodical networks, and studying these magazines means 
studying that intellectual history in the very moment of its production. 

This paper will offer a close visual reading of the magazines associated with the UK 
women’s art movement (such as FAN: Feminist Arts News and WASL: Women Artists 
Slide Library Newsletter). These anti-aesthetic, grassroots publications had more in 
common with punk zines than the glossy magazines and journals of the mainstream 
art-world, and their jagged pages evidence a deep suspicion of the visual realm, of 
representation and mass media. This DIY aesthetic was partly determined by financial 
constraints and lo-fi production technologies such as stencils, stapling, Letraset, 
xerography and early desktop publishing. Yet, I want to formally consider these print 
materials, reflecting on the extent to which they had a determining role in shaping how 
the UK women’s art movement looked at art and its history, and how feminist art 
looked to audiences. 
 
Victoria Horne is a senior lecturer in art and design history at Northumbria University 
Newcastle. Her writing has been included in Art History, Feminist Review, Journal of Art 
Historiography, Third Text and the Journal of Visual Culture. She is the editor of ‘Danger! 
Women Reading: Feminist Encounters with Art, History and Theory’, published by Women: A 
Cultural Review (2019), and co-editor of Feminism and Art History Now (IB Tauris, 2017). 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



The Status and Future(s) of Queer Photography in Britain in the Eighties 
Flora Dunster 
 
In 1986, Creative Camera printed a roundtable titled ‘What is the Status and Future of 
Documentary Photography in Britain in the Eighties?’ Four years after the publication 
of Thinking Photography, Victor Burgin’s gesture towards mapping the burgeoning 
field of photo theory, Creative Camera’s interlocutors offer a less congruent outlook. 
Picture editors and Magnum photographers argue for hard-hitting photojournalism, 
contrasted by figures like Simon Watney and Jo Spence, who interrogate 
‘documentary’ on terms harmonized with Burgin’s critical anthology. 

Thinking about how visual culture was used to re-imagine social relations during the 
long 1980s, and in response to British state policy, this paper takes the rift which 
occurred around the meaning of ‘documentary’ as its fulcrum. Considering the legacy 
of forums like Thinking Photography, and that in Creative Camera, the paper will 
unpack how the task of re-figuring the term ‘documentary’ spilled into a broader re-
figuring of the social, focusing on queer art and politics. Faced with pressures 
including Section 28 and the Primarolo Bill, I propose that assessing the meaning of 
documentary practice became a crucial tool for organising and re-imagining queer 
community. 

Attending to publishing projects – including Stolen Glances: Lesbians Take 
Photographs, Ecstatic Antibodies: Resisting the AIDS Mythology, and Love Bites – 
this paper reflects on the circulation of images through print media, and in the wake of 
such contemporary debates. I will explore instances within these books, including 
Tessa Boffin’s adherence to Stuart Hall’s proposal that marginalised communities 
might produce documentation in the face of representational paucity, rather than 
grasp for non-existent precedent, and the controversy surrounding the ‘truth’ of Del La 
Grace Volcano’s sex scenes. The paper argues that conversations pertaining to the 
nature of documentary practice were atomized and disseminated through photography 
publications, impacting the shape and tone of queer culture in the UK during the long 
1980s.  
 
Flora Dunster is a writer and researcher, working on queer and feminist British photography in 
the 1980s and '90s. She lectures on art history, critical theory, and photography at institutions 
across the UK. In 2019, she completed a PhD titled "Hurled Toward the Future: The Queer 
Subjunctive in British Lesbian Photography, 1987-1996.” As a 2020 Paul Mellon Postdoctoral 
Fellow, she is adapting this research for publication. Recent publications include the essay "Do 
You Have Place? A Conversation with Sunil Gupta" in Third Text (2021), and a chapter on 
the pamphlet series "Lesbians Talk" is forthcoming in an edited collection on feminist and 
queer activism in the 1980s, from SUNY Press. 

 
 
 
 
 
 
 
 


