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Introduction

“I am Nature, the universal Mother, mistress of all the elements, primordial
child of time, sovereign of all things spiritual, Queen of death, queen also of
the immortals, the single manifestation of all gods and goddesses that are. ..
thoughlamworshippedinmanyaspects, known by countless names, and pro-
pitiated with all manner of different rites, yet the whole round earth venerates
me...andthey Egyptians excel in ancient learning and worship me with cere-
monies proper to my godhead, call me by my true name, namely, Queen Isis.”



Once upon a time, and Now! Invites you to redis-
cover the history of Women with the influence
of the Goddess Isis, an Ancient Egyptian deity.

Exalting the female image as the protagonist, con-
temporary artists propose new visions that con-
tradict the misconceptions of a patriarchal socie-
ty. Exploring the belief that gender equality is an
integral order of the divine, a visual discourse about
motherhood and womanhood is explored to open
contemporary debate, encompassing the impor-
tance of Women’s role in society, arts and politics.

Isis was an omniscient deity endowed with magi-
cal powers. Her supremacy over all the gods reflect-
ed the recognised status of Egyptian women. ‘Wiser
than a million gods’, Isis had a complete knowledge
of the heavens and the earth. She was the daugh-
ter, wife and mother of Egypt’s most powerful gods:
Geb, Osiris and Horus respectively. Yet she also in-
corporated human qualities — a natural balance of
good and evil — that ordinary women could relate to.

This exhibition combines and juxtaposes dif-
ferent historical cultures and beliefs in order
to rethink Women’s liberation by listening to
their glories and sufferings throughout history.

Inés Mourato
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Goddess Isis

The original Egyptian name for Isis

is Aset. She was represented with
the hieroglyphic sign of the throne:
f=d) ;4. Her name was also connect-
ed with her husband’s

(Osiris) =t .

name Usir

Isis was the living throne. She was com-
monly represented in Ancient Egyptian
art with a throne on her head. When
her cult was connected with the god-
dess Hathor, Isis adopted the crown of
a solar disc between two cow horns.
Isis’s maternal embrace of her son
Horus symbolized her role as protec-
tor of the living king of Egypt. The
seated pose of Isis, holding her infant
son on her knee, prefigures images of
the Virgin Mary with the infant Jesus.
Isis has a ‘double face’.
She is the deity that taught the wom-
en of Egypt feminine skills of weav-
ing, baking, and brewing as she is
the most

also the warrior woman,

powerful goddess of the pantheon.
This belief shows that women and men
were equal before the law in the an-
cient Egyptian culture. Egyptian wom-

en could live alone, bring cases before

law courts, purchase lands, work outside
the house and even rule a kingdom. Hat-
shepsut, for instances, was the mostimpor-
tant female queen ruling Egypt without a
male king by her side. She was commonly
depicted with the pharaoh’s adornments,
which made her appear male. In some of
her statues she would be a female figure
with a beard and a Pharaoh’s wig. This
is not to say the queen was trying to as-
similate herself with the male figure. In-
stead she was representing herself being
as powerful as a man. She reigned a king-
dom that was wealthy and great under

her power for almost twenty-two years.
Isis was described as cleverer than
her husband and worthy of reign-
ing over Egypt during the absence of
Osiris. This was reflected in the real
Egyptian world where the queen was,
in some cases, called to rule Egypt.

According to the myth of Isis and
Ra, she
extraordinary magical powers. The sto-

was known to possess
ry explained how Isis discovered Re’s
secret name to her own advantage. The
Egyptians believed that by knowing
the god’s real name, hegemonic pow-
ers would be conferer over him/her. Isis
was the only deity to discover the se-
cret name of Re, something that wasn’t

even mentioned in the written myth.
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Goddess Isis

The story began with Isis creating a snake
from the saliva of the god Re mixed with
mud. The snake bit the god and made
him suffer terrible pains from the ven-
om. Ra, in agony, asked the great ma-
gician Isis to help him, the only person
that could cure him from the curse. Isis
agreed but on one condition, the one of
knowing his real name. After debating
the offer, Ra accepted. Satisfied, Isis ad-
ministered the cure to the god, casting
the fiery poison out of Ra’s body. Her
knowledge of the name of the god of
the sun gave her immense wisdom: she
knew everything that could be known.

Isis absorbed over time the attributes of
other goddesses: Hathor, Mut, Maat and
during the late period she was also assim-
ilated with the greek goddesses Demeter,
Persephone, Athena, Hera, and Aphro-
dite. She was both Queen of the heav-
ens and mistress of the sea in this period.
Her cult survived even in Roman times

until the emperor Justinian in AD 535-7.

This
through a world that respected the role of

exhibition provides a journey
women, ensuring their full equality with
men. Women could manage their legacy,
participate in worship, and practice pro-
fessions, such as, medicine that were long
considered a male monopoly. This is an

exhibition that considers feminism in the

light of Isis, one of the most important
figures in the Egyptian pantheon, taken
as an emblem of the female condition
past and present. It is a reminder that per-
haps we must look to the past to overcome
social boundaries rooted in our minds.

Diletta D’Antoni



© Museo Archeologico Nazionale di Firenze
Busto della dea iside, 16 x 22 cm.

Su concessione del Museo Archeologico Nazionale di Firenze (Direzione Region-
ale Musei della Toscana). / Courtesy of the National Archaeological Museum of
Florence (Tuscany Museums Regional Directorate).
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The Dance is a limited edition print
of two hundred. This impression,
signed by the artist, is numbered
175. The artwork represents Nut,
the Ancient Egyptian sky God-
dess, arcing over four dildo dancers,
female figures found in Greek vases
of the 5th century BC. This deity is
pictured in her common position — a
youthful naked woman, usually bridg-
ing over earth. Her elongated arms
and legs symbolise an empowering
energy over what is found within the
female body. Nut was the mother of
Isis and Spero’s interest on this deity
derived from her capacities of birth
and rebirth as a metaphor to the recre-

ation of the anew history of Women.

Spero’s  referencing of  Ancient
Egyptian culture - as well as Greek,
Etruscan, Roman, and Asian cul-
tures — places the ‘ongoing story of
women’ in a large temporal frame-
work. Through drawing historical
parallels with contemporary femi-
nist struggles, Spero aims to recov-

er the power of the female voice.

Spero’s ‘feelings of exclusion and
alienation as a woman artist’ were
used to produce fascinating and ar-
gumentative works of art that ques-
tioned humankind and its political
morals. Thus, mainly focused on a



Plate 1

The Dance

1993
33x41cm
Print on rice paper

Signed by the artist

Nancy Spero

—_
—
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feminist perspective, Spero explored
the view of Women — the unheard
and the unseen. The artist mentioned
that ‘up to now men and the term
“man” have been used to symbolise
both women and men. I decided to
view women and men by representing
women, not just to reverse history but
to see what it means to view all this

through the description of women’.

For these reasons, the artist decided to
follow different connotations materi-
al and thematic-wise. Contradicting
traditional painting methods — oil
paint on a canvas of large dimen-
sions — Spero adopted the fragility
of the paper as a comparison to the
patriarchal misconceptions that por-
trayed the female figure as innocent
and “fragile”. Arguing the inaccu-
rate characterisations of Women, and
by the linear and lateralised figures,
Spero portrayed relevant and power-
ful Women that didn’t fall into such
characterisations. Instead, Women
that have by their achievements influ-

enced contemporary feminism to-day.

Lastly, the use of a semiotic language
— a junction of prints, collages, ref-
erences from books, images, etc. —
create a pattern about women as the
‘protagonist’. Spero was interested in

the use of quotes in correlation with

images in order to analyse the com-
pletion created by such. She de-
scribed it as ‘a natural symbiosis,

the one an extension of the other’.

The ‘radical image/text conjunc-
tions’ and ‘her groundbreaking aes-
thetic approach’ have explored a si-
lenced topic — the capacities of the
female sex to be as equal as the man.
Indeed, Spero’s work has an ability to
shock and to open discussions around
difficulties that women have been fac-

ing throughout the history of time.

Inés Mourato



‘I have a dialogue within the art world, and sometimes beyond.
And this is utopian too, the hope that the work might generate
a discussion of sorts.” (Nancy Spero)

13
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Geb and Nut 1s a painting of intense
forms and patterns that portrays
two human figures and their intri-
cate relationship. The bodies’ posi-
tions and the anatomical references
invite the viewer to understand the
feclings and emotions within each
character. The predominance of
reds, blacks and purples mimic the
representationof human flesd, and
the curvilineal lines allows the view-
er to navigate through the inside of
the depicted person. Likewise, the
depicted charcoal lines, found under-
lining the bones of the body, are an
indication that the work, just like the
human body, works itself up in layers.

Deweedrt’s painting illustrates a naked
female body arching over a contract-
ed man, that painfully holds his head.
Contrarily, the woman is occupying a
comforting position imposed on the
crouching body which references the
image of Nut, ‘the female goddess of
heavenly bodies’ known for her great

protecting and re-birth symbolisms.

Thus, the contrast between the light-
ness of the women towards the body
that lays underneath references the
idea of a protecting capacity in Wom-
en. In fact, Ancient Egyptian god-
desses were commonly represented

with one arm around the husband’s



Plate 2

Geb and Nut

2019

70x100cm

Acrylic paint and ink in
plastic support

David Deweerdt

—
53]
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waist to symbolise physical support.
This pictorial description allowed his-
torians to rediscover the importance
that queens and goddesses of Ancient
Egypt possessed over the kingdom.
Moreover, this theory is undertaken
in the artwork. The artist affirms that
when painting Women ‘she is dream-
like, tenebrous and her body be-
comes the envelope that shelters our

most primitive fears and fantasies’.

Deweerdt’s worked most of his life
as a mental health educator. His art,
on the other hand, has only been
discovered in recent years. Deweerdt
explains that his interest in painting
grew from his fascination with ‘the
human being, on the body, on the
soul, and on the sensations that awak-
en something in the viewer.” Expos-
ing a very intimate view to the artists
mind, the energetic patterns demon-
strate his ability to see through the

mind and to capture its inner senses.

Thus his artwork evokes a visual rep-
resentation of feelings, dreams and
nightmares that confer it a magical
and mysterious language of expres-
sion. Isis herself was the Goddess of
great magic; the deity that controlled
all the Gods and all lands. Isis’ body,
like the body of her mother Nut,
was seen as the protecting womb of
Egypt as well as the place of creation.

Inés Mourato
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‘Brooch is a series of works themed by women. Breast is the central
language of this series. We want to express our love and respect for
women. We hope everyone can identify with the female gender from
the concept, and they don’t have to be shy, not to mention afraid’

Nooji Studio, 2020



|

Plate 3

Brooch

2015
3,5 cm
Ceramics and metals

IO

Nooji Studi

—
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‘The painting is inspired by the ancient symbolism of Nut, pro-
nounced ‘Noot. Nut represents the aspect of nature that is connected
to the cosmos and the constellations. The composition is influenced
by the zodiac of Cleopatra located on the ceiling in Hathor’s Temple
and this piece captures the imagination and deep understanding of
the ancient Egyptian symbolism of the sky, the stars and the zodiac.

Alaa Awad, 2020



Plate 4

Nut

2020
90x 105cm
Qil on canvas

Alaa Awad
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‘The beauty and power of Egyptian women are the focus of this paint-
ing. They are accompanied by the Borak, a modern Egyptian sym-
bol of strength in the form of a horse with a female face and wings.
The women are marching forward, gliding ahead towards the fu-

>

ture and together they stand in solidarity with peace and pride.



Egyptian Women

2020
100x 105¢cm
Qil on canvas

Alaa Awad
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Queen with Sistrum and Lotus is an acrylic
painting that depicts one of the most
important queens of Ancient Egypt,
Nefertari Meritmut (ca. 1303 — 1213
BC). Putnam has represented this
queen holding a sistrum, an object
mainly related with the female figure
— music, dance and joy. In addition
papyrus and lotus flowers are emerg-
ing from the sistrum, plants that were
immensely relevant in Ancient Egypt.
The papyrus flower was associated
with joy and youth and used as a type
of paper in the well known papyrus
scrolls. The lotus was, in its turn, the
most depicted flower in Egyptian art.
Its symbolism was related to the sun as
they closed and sank underwater every
night, reopening every morning to re-
produce the ‘natural symbol of the
sun and of creation’. Thus, symbolis-
ing birth and rebirth, many Pharaohs
and Queens were represented holding

these flowers, or emerging from them.

Nefertari’s name, like the flowers and
the sistrum, also had its meaning.
Nefertari, was translated to ‘beauti-
ful companion’; and Meritmut meant
‘beloved of the goddess Mut’, the
mother deity. Her headdress replicat-
ed the wings of a vulture also shown

in some representations of Mut.
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Plate 6

Queenwith Sistrumand
Lotus - C_lueen Nefertari 45,72 X 60.96 em
wife of Ramses Il Acrylic on canvas

James Putnam
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The relevance of this queen was en-
hanced by her husband, Pharaoh
Ramses II. He dedicated, to his fa-
vourite wife, one of the richest and
most colourful tombs in the Val-
ley of the Queens. In addition, the
queen’s statue was constructed with
the same scale as his; a privilege not
many other queens had had before.
Commonly, the Egyptian woman is
represented in the husband’s or in
the father’s tomb and her body scale

is reduced in comparison to the male.

Nefertari’s significance to her king
emphases the importance of wom-
en in society and their great power
of authority when ruling a king-
dom. The ‘Great Royal Wife’ was
the companion of the men and
her role in politics was just as rele-
vant. Nefertari, for instances, played

an active role in foreign politics.

There is not a lot of information
about this queen as her tomb, when
discovered, had already been robbed.
Through investigation, they could
however find two pairs of mummified
legs that belonged to a fully developed
female body of forty-fifty years of age.
Nefertari had around eight children
in total, four daughters and four sons.

Her ancestry, however, is unknown.

A queen in ancient Egypt was consid-
ered to have similar powers to a deity,
as she was born from a god (the father)
and married to another god (the hus-
band). Yet, even though married to a
Pharaoh, Nefertari didn’t carry the ti-
tle of ‘Daughter of a King’, which sug-
gestes she was not from the main royal
line. Nevertheless, Nefertari played an
important role in Ramses II’s king-

dom that lasted around twenty years.

The queen was depicted by many
names, such as, ‘lady of charm’,
‘sweet of love’, ‘beautiful of face’, ‘for
whom the sun shines’, which may ex-
plain the king’s preference for Nefer-
tari, among all his queens. However,
her beauty was not her only attribute.
She was also able to read and write
hieroglyphics, a talent that was not
common for women. Thus, the im-
portance of Nefertari alongside many
other queens, such as, Cleopatra,
Nefertiti, and Hatshepsut, inspired
contemporary culture to believe in
equality between sexes as the natu-
ral order of divine — to understand
the

and their complementing attributes.

differences between genders

Inés Mourato



Queen with Sistrum and Lotus - Queen Nefertari wife of

Ramses II, James Putnam, Watercolour on paper
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Burak

Pacheco takes her cue from the myth-
ological animals of Greek and Ro-
man culture which in turn had drawn
on the continuous connection with
Mesopotamian and Egyptian popula-
tions. This work provides an example
of the Chimera that owes its popular-
ity to the mythic accounts in Homer
and Hesiod. The Chimera is not the
only legendary creature she adopts
here, as the image of the Sphinx is
also invoked: an Egyptian god with
the role of guarding access to tem-
ples or tombs. In the Greek myth, the
Sphinx is defeated by Oedipus, who,
answering an enigma, frees Thebes
from the presence of the monster and
becomes king of the city. Moreover,
Pacheco connected these creatures
with a modern message in Burak:
the Koran records that Mohammed
was the third and final prophet of the
true faith of God, following Moses
and Jesus. Legend relates that Mo-
hammed was carried from Mecca
to Jerusalem on his milk-white steed
Burak, who is sometimes described
as having a human face, the body of
a horse with wings and the tail of a
peacock. Pacheco’s beautiful Bu-

rak flies above ideological conflicts.

Quetzalcoat/
Although Quetzalcoatl is known
by his Aztec name, he is a god of
such importance that he played a
role in the pantheon of virtually all
the
He is the god of sustenance, self-sac-
rifice, and rebirth. The snake that we
find in countless depictions of vari-

other Mesoamerican deities.

ous ancient cultures, not only the lat-
er Christian one but also as we have
seen Mesopotamian (the Ishtar Gate
with the goddess holding the snake
in her hand) or in the Cretan statu-
ettes called Potnia Theron, the God-
dess of snakes is often seen as the
Cretan Mother Goddess, a female
deity revered since at least 3000 BC
up to 1200 BC linked to fertility and
life, but also to death (Otto, 2004).
The snake was an ambivalent figure
in Egyptian culture. It was seen as
an evil force: the god Apophis was
represented as a snake, the god who
tries to kill Ra (the sun god) and bring
darkness into the world. But the snake
likewise was a representation of the
goddess Isis. In ancient times the
snake was the totemic animal of god-
desses since their constant changing
of skin was interpreted as the ability
to diec and be reborn and therefore

to generate life, just as women do.



pate7 Burak Quetzalcoat! piics

©Ana Maria Pacheco. All Rights Reserved
2020/ Bridgeman Images. Repro courtesy of
Pratt Contemporary

2000

11,8x9cm

From ‘Beasts’, a series of
ten drypoints printed on
Somerset Textured 300gsm
Edition of 25

Ana Maria Pacheco
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That’s why in every ancient myth
the female deities are always as-
In Egyp-
moreover, the

really means

book:

sociated with reptiles.

tian  mythology,
cobra  hieroglyph
‘Goddess’.

From Gardiners’

13 g cobra B\ I 12 on the Det. goddess
‘goddess’. As an element in the royal title X2 see G 16.

basket < V 30

1 Urk. iv. 246, 15.
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3 Urk. iv. 308, 6.

Diletta D’Antoni
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©Ana Maria Pacheco. All Rights Reserved
2020/ Bridgeman Images. Repro courtesy of

Pratt Contemporary
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2004
145x168,5cmcm
Qil pastel on paper
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The

in this scene results from a pain-

Transformation depicted
ful search, joining what has been
separated by force and brutality.
In this work, Pacheco showed the
power of life and regeneration.
The starting point for this work came
from ancient Egyptian religion, with
the story of the gods Osiris and Isis.
The most complete version of this sto-
ry was recorded by Plutarch: Seth was
jealous of his brother Osiris because
he held the throne of Egypt and had
the most beautiful wife, Isis. So Seth
came up with a plan to kill his brother.
During a dinner, Seth decetves Osiris
into entering a coffin specially created
for the occasion. Once the god enters
the coffin his brother Seth tears him
apart into fourteen pieces and scatters
the parts of the body into the Nile.
Seth becomes king of Egypt, but Isis
hearing of the tragedy, searches for
the scattered parts together with her
sister Nephthys, finding them one by
one until only the penis was missing,
This was never found because a fish
had eaten it. Isis with her magical
power was able to equip her husband
with a replica organ. She then band-
aged him and sang a spell to resurrect
Osiris. During this moment, Isis hov-
ered over Osiris in the form of a bird,

conceiving their son Horus. Osiris

was alive but he was no longer a living
king. He abandoned his family and
retreated into the underworld where
he becomes the king of the dead.
Pacheco drew Isis in the form of a
white hawk, while Osiris is not depict-

ed as a mummy but as a naked body.

Diletta D’Antoni
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‘In this self-portrait, I depict myself as Isis. I have used my own body as
a tool that can have many meanings. On one side I connect myself with
Isis, my body is strong, in full force and ready to fly and fight for my
love, Osiris. On the other side, I'm still a human being, I will probably
get sick and old until I die. The hands covered by gloves remind me of
my human condition. In the background there are some couples hav-
ing sex, a tribute to the mother goddess and generator of life. You can
also see the Oxyrhynchus fish who ate the penis of Osiris. The painting
is questioning the female role in our society, the female strength and
the power of her body but also her condition as a human being’

Silvia Paci, 2020



Plate 10

Self-portrait as Isis

2020
150x120cm
Qil on canvas

Silvia Paci
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The artist depicts Hapi as an an-
drogynous figure, male and female
at the same time with drooping
breasts as in the original Egyptian
iconography. Indeed, Hapi was of-
ten seen as an androgynous and
hermaphrodite deity, according to
these aspects in Egyptian myth.
In reality, Hapi is a male divinity
who in the processions alternat-
ed with female figures and is obese

because he symbolized prosperity.

In the modern era, some people
claim androgyny as gender iden-
tity, that is, for a person who feels
neither totally male nor female, but
something between the two, with
a mixture of traditionally male
or female characteristics. Virgin-
ia Woolf maintains that a male
and a female part coexist in every
human being. In men, the male
predominates, in women the fe-
male, but only a total androgynous
mind can analyze the world in all its

aspects.

Diletta D’Antoni

‘This painting depicts my interpretation of Hapi. Hapi was the god of the
annual flooding of the Nile. He was the divinity representing the Nile. It is
not about the deified river, but rather about its spirit, its dynamic essence.
He was represented as a man with heavy breasts and a prominent belly,
symbolizingabundance; thedeity always carried gifts, flowers,and plants.



Plate 11

Hapi

2020
150x 120 cm
Qil on canvas

Silvia Paci
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T like to experiment, searching for new path and new meanings on my
videos. I am passionate about the complexity of visual communica-
tion as a language of dissent, a vehicle to express one’s ideologies, phi-
losophies, and politics and how it has still the power to touch people’

Claudia Niarni, 2020

2019

Video with the recording voice

of Greta Thunberg from the

speech to world leaders at UN

Au set Climate Action Summit.

larni

Claudia N
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Blue Body takes the female body as its theme setting it against a blue
background. It tries to use the free and easy temperament and last-
ing appeal in the lines to express the silky feeling and broad vitality
of the ocean. Lines, like warp and weft, separate and connect spac-
es, showing different worlds. The human body is wonderful, but
there are still scientific and aesthetic rules to be broken. Breath flows
through the lines of the body, awakening our intuition and thinking

Bin Luo, 2020

Plate 12



Plate 13

Blue Body

2019

10* - 20* cm each
Porcelain, clay molding,
colour painting in the
glaze.

Bin Luo
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And somehow we’re meant to be perfect is
a gold mirror sculptural piece that al-
lows the viewer to visually and cogni-
tively reflect over her own image. The
artwork is constituted of three golden
icon boards, ‘that reference the tra-
ditional spirit of the saint’ which is
present in icon paintings, they are dis-
played vertically next to each other and

incorporated in a gilded box frame.

Yet, this sculpture shows an interest-
Ing aspect in its composition — the
three icon boards find themselves situ-
ated towards the left side of the frame,
leaving an empty space perfectly dis-
posed for another board. Here the
placement is obviously intentional in
order to arouse decper thinking. In
Wassall’s book, The law of unplanned
consequence, she demonstrates her spe-
cific interest in Felix Gonzales-Tor-
res’ Perfect Lovers and the positioning
of the two clocks touching each oth-
er at one single point. The artist af-
firms that ‘he used ordinary tangible
wall clocks to comment on intangible
emotions’. In this piece, the concept
is no different. The lacking compo-
nent raises feminist arguments on the
deprivation of women’s liberation
and image, a concept also explored in

works such as Thank you and Equality.

Through these pieces, we comment

on themes put in place by second
wave feminists. They reflect on how
patterns of exclusion between gen-
ders developed ‘impossible ideals for
women’ and the way they look. Susan
Brownmiller explains that women are
‘never quite satisfied, and never secure,
for desperate, unending absorption in
the drive for a perfect appearance —
call it feminine vanity — is the ulti-

mate restriction on freedom of mind’.

Thus the How

are we meant to be perfect...?

question  1s:

Wassall explains how Isis is reflect-
ed in her work as a power image of
womanhood. Isis was herself merged
with classical goddesses — Demeter
and Aphrodite — and the influence
of pagan artistic representations
on the Madonna and Child (so of-
ten the theme in icon paintings) can
be compared to representations of
Isis and Horus. Thus, the ‘feminine
vanity’ 1is interestingly connected
with the mirror object, and the dy-
namic gold reflections reference the
living spirit of the saint represent-
ed in the icon, or in this instance

the reflection looking back at you.

These elements were highly symbolic
in Ancient Egypt — the mirror a sym-

bol of beauty, and gold a reflection on



Plate 14

And somehow we’re meant
to be perfect

2019

40x85x%x2.5¢cm

Icon boards with 24ct gold,
mounted on gesso board
witht text under each icon

in gilded box frame.

Nicole Wassall
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the power of brightness and brilliance.
However, if seen from a feminist point
of view the mirror has lost its compel-
ling symbolisms. The mirror has now
become a reflection of Women’s feel-
ings of inadequacy towards the way
they look, as it highlights the feeling
that trying to be perfect is impossible.

In the process of making this piece
the perfect imperfections are ex-
plored. The icon boards were indi-
vidually glazed in 24ct gold using
the technique of water gilding, also
used for religious purposes in Ancient
Egypt. The technique is complex and
requires immense precision, taking a
‘lifetime to master’. Ironically, in at-
tempts to create the perfect mirror,
Wassall found interest in the imper-
fections and incoherent results, as
seen in Plate 15. Nicole explains the
‘key dialogue within the piece is that,
as the technique improves life lessons
can be taken from the process and
(...) despite the attempt at perfec-
tion, each board is unique and it is

the imperfections that are enticing’

Furthermore, the art of curating also
presents an important part in Was-
sall’s practice. One of her main in-
terests lies in neuroscience and the
activation of different parts of the

brain through art and sensation. The

artist showed preference in exhibit-
ing the piece lit with candles as ‘Gold
is particularly beautiful when dim-
ly lit’ and it brought to life the idea
of ‘the spirit of the saint’ depicted
in them. In presenting the piece she
also made the decision to add scent
with a mix of benzoin oil and fen-
nel, the former of which is tradi-

tionally used to clear out evil spirits.

In conclusion, the three mirrors are,
in a sense, a self-reflective notion of
individual beauty that she invites
the viewer to experience. One al-
ways has a reaction when perceiving
themselves and others in a mirror.
The consequence of this is that the
art-work manifests a performance
value when you interact with it. The
viewer 1s aware of the sculpture as an
object, as well as themselves with the
object. The interesting connection of
the day-to-day, presented differently
in an exhibition context, creates dif-
ferent emotions and feelings evoked
by the uncomfortable explosion of
such personal aspects of our life.
And somehow we’re meant to be perfect re-
flects on the history of Women, the
insecurities and uncertainties when
believing in their own capacities.

Inés Mourato
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And somchow were meant to be perfect

Plate 15

Detail (And somehow were meant to be perfect), 2019
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Shining new light,
from an ancient sun

Nature and Nurture caught a glimpse of
themselves in the mirror and adjusted their
hair and makeup. Their characters were
not as straightforward as theyd been de-
scribed. They were dressed for a night on the
town, adorned with fashionable enhance-
ments, not exactly misrepresentations of
their true selves, but not entirely representa-
tional either. Here the impact of fashion, in
its broadest sense, can be unpicked in the
context of history to explore social and cul-
tural illusions relevant to feminist debate.

What I am alluding to is the implicit under-
standings of nature and nurture as problemat-
ic, because socially constructed assumptions
are mistaken for truths. So, bylooking at things
froma cross cutural and multi-time coded per-
spective confined mindsets can be opened up.

In this context art is useful as its value is social
and cultural (beyond market terms), yet it is
inter-discursive, formative and agenda set-
ting or at least self-exposing. Therefore it be-
comes relevant for a female artist to ask, ‘Can
I just make art, like a man can just make art?’
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Context does not leave us alone; we are still
the ‘other’ So, I call a metronome Equality
and gild it with 24carat gold. My reflection
stands witness as I wind the key on the side.
Its shape sits comfortably with ancient pyr-
amids and artefacts and yet its simple lines
and conceptual undertones are relevant to-
day and I ask, Aren’t we there yet?” The an-
swer is of course ‘No’ and the piece, through
sound and movement, swings between past
and future. Neither the question nor the
answer is that simple, or that complicated.

And somehow we’re meant to be perfect stands
alone as an art object of three golden mirrors
with a gap for a fourth, and yet it is also process
art. The process takes the act of learning the
ancient technique of water gilding and com-
pares it to the process of learning to become,
or trying to become, perfect at life. To start
with I researched many (often contradictory)
methods for mastering the technique, in the
end I found my own way. I then realised as I
improved in one area, weaknesses in others be-
came more apparent. However, in working on
the third board, I came across an unexpected
dynamic, the base layer of gesso started to bub-
ble when I was applying the bole (the soft clay



you apply before you add the gold). I
had no idea what I was doing wrong.

After a flurry of research and calls with mas-
ter gilders I understood that the problem
was fairly common. The bubbles were in the
gesso on the board, there is no technique to
get around this and it was not my fault - I
had not applied the gesso. The process took
over and I made the best of it. Looking at
the boards now, the third is my favourite.
The gilding is indeed better than the other
two boards and the imperfect surface creat-
ed by the bubbles is the most interesting. The
bubbles rose to the surface opening the
unexpected depth of the piece, an in-
sight into life and the feminine journey.

Nicole Wassall, 2020
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Equality 1s a piece that resonates in the
context of disasters like the London
Grenfell Tower fire that disastrous-
ly killed seventy-two people in 2017.
The metronome is exhibited playing
a long and slow rhythm as a meta-
phor for the painful wait for justice, as
Wassall describes the wait for equal-
ity as being ‘as old as time, wheth-

er it be feminism, slavery, etc...’.

This triangular shaped object ref-
erences Ancient Egyptian pyramids
and, like And somehow we’re meant to be
perfect, the water gilding technique is
used to apply gold over wood. The
reflective characteristics allow the
viewer ‘to see themselves in the piece
and in history’. This perspective is
extremely important to understand
the artwork. The aim is to stimulate
our brain to think beyond what we
see and to demonstrate the nature of
change, which seems unreasonably
slow. It makes the point that the femi-
nist fight against inequalities between
gender and characterisations of sim-
ply the ‘Other’ in society is not new.
A perspective also shared in Christine
Battersby’s Gender and Genius book.

Nevertheless, the fascinating aspect
of the piece lies in the music or, in
the sound of the metronome that

becomes hypnotising. It is for us to

navigate through the history of soci-
ety, and our place in it, as the sound
quickly dissolves into the background
noise. The metronome relates to
dance, music, rhythm, movement
and time which, consequently allows
us to see it from a different perspec-
tive — how to learn about the his-

tory of Women throughout time.

Wassall’s works have an intriguing
magic to them. They make you re-
flect and wonder. They arouse var-
lous questions about us as people,
us as soclety, and what changes we
could be doing. Female equality still
has a long “dance” of adjustments,
and works of art like these two
pieces are here to question, think,
and question again. As Wassall ex-
plains, her work is not looking for
answers but rather a conversation.

Inés Mourato



Plate 16

2019
12wx231x12dcm
Wooden metronome,

water gilded with gesso
& Ligurian Yellow bole

Equality and 24ct gold leaf.

Nicole Wassall
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The women delineated in Menlibaye-
va’s photographs are resilient, mysti-
cal and often nomadic, in empty land-
scapes with abandoned buildings as a
background. The photographs offer
a privileged glimpse into the cultural
and social change of Kazakhstan, and
her subjects, often with the glamour
of fashion models, lend their expres-
sions to history. Her works extend our
limits and knowledge and she always
adopts subjects about her country. Her
work is populated by the people of the
Steppes in Central Asia, and focused
on women and the costumes and sen-

suality that characterizes their being.

The photographs open onto back-
grounds that represent her origins,
including the ruins of former empires
that have imposed their dominion over
the population. She presents architec-
ture seen as oppression which frames
figures that represented Kazakh life
(present and past). Through her pho-
tographs, we have a window on a
world of which we know nothing or lit-
tle. Moreover, a picture about a world
that remains untouched by modernity
and at the same time it is a ‘nostalgic
elegy to a disappearing age’. Menli-
bayeva displays a place where myths
are an integral part of the culture as a
part of memory, history, and culture.

She dressed her models in the nation’s



Plate 17
© Almagul Menlibayeva

Architecture as the Fabric |

2017
71x107cm
C-PrintEd.5+2A.P

Almagul Menlibayeva
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cultural and religious wardrobe, in-
cluding Islamic veils, nomadic cos-

tumes, and soviet military uniforms.

‘The female figures in my work, are
in some ways feministic. Control is
a force that permeates everything,
We felt oppression under the Soviets.
But any ideology we choose, whether
religious or cultural, might also con-
trol us, and control is an issue for the
struggle of women socially. After the
ideology fell, there was a fresh start.
This is represented by the empty
landscapes of my work. Different ide-
ologies, whether communist, religious
or political, can be worn and then
shed like clothes, but I felt there
was common ground with nomad-
ic culture that the Soviets had trag-
ically wiped out and eliminated’.

In this image, the artist displayed
her models in front of the mauso-
leum of Aisha Bibi. Aisha was an
1 1th-century Kazakh princess who
was killed by snakebite on the way to
meeting her fiancé, a nobleman. Af-
ter her death, the nobleman built a
mausoleum for her and, he was said
to have never married. The mauso-

leum has become a monument to love

and faithfulness, Menlibayeva embrac-
es this building as a monument to reli-

gious unity and local cultural values.



The building is a symbol of love for
a woman that overcame adversity, as
her father did not approve of her lov-
er. This is reminiscent of the story of
Isis who fought against her brother
Seth for her lover Osiris. Or, indeed
of the story of another powertful
queen, Cleopatra a smart and intelli-
gent woman. Plutarch explained how;,
defeated by Octavian, Mark Anthony
chose suicide, leaving his lover Cleo-
patra and the twins she had at the
mercy of the Roman army. Her fate
would have been to end up in chains in
Rome as a prisoner of war, so she pre-
ferred suicide. The historian Plutarch
had collected several accounts of the
death of the Queen, but the most
plausible was that of the snakebite
by a cobra whose powerful poison
paralyzes the victim’s nervous system

and gives a quick and painless death.

Diletta D’Antoni
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‘The overall shape of Survival and fantasy is similar to the shape of a
pineapple, ornamented with floating female buttocks, symbolizing the
interweaving of reality and fantasy, affecting and changing people’s lives.

Bin Zhao, 2020



Plate 18

Survival and fantasy

2019

110 I x110w x 130 hcm
Grounting molding bone
China

Bin Zhao
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This is my letter to you. | began writing it in the womb of a wom-
an who didn’t know | was in there.

| wrote it deep in the tissue for my skin not to betray it.

I've learnt it by heart afterwards ‘cause every cell changes every
seven years, they say.

(I wrote it with the hope, suspicion and fear that you exist.)

.exist uoy taht raef dna noicipsus ,epoh eht htiw ti etorw |

2020
30 x 80 cmeach
Letter to you Clay on canvas

Crisia Constantine
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To any poem there are multiple in-
terpretations, thus, it is for the read-
er to discover her own. In Letter to you
Constantine looks for this conceived
message that interconnects the artist,
the work and the public. Through
an autobiographical narrative, the
artist challenges and contradicts ide-
alised rules of society, more specifi-

cally, the mother-child relationships.

In Ancient Egypt, poems were con-
sidered to express the ‘word of God’.
Nonetheless, these didn’t necessari-
ly seek a religious view. On the oth-
er hand, poems would mostly talk
about love, humans and their rela-
tions within. The British Egyptolo-
gist, Richard Parkinson, describes
it as being one of the greatest in-
sights for the reality of ‘human na-
ture and its imperfections’, in which

Constantine’s poem 1is no stranger.

Doll (Plate 22)1s the beginning of Letter
to you. Constantine’s thought process
have developed from a message that
was written on a doll — ‘the little, dirty
doll was the paper for my letter’. This
was the message of the artist to us, to
‘you’. A message that urged to be sent
away. Thus, it’s intricate complexity is
based on a story of universal stories

— the reality of an unwanted child.

The artist’s mother didn’t wish to
have children and for five months
the pregnancy was unknown — I
began writing it in the womb of a
woman who didn’t know I was in
there.” In this part of the verse the
use of the noun ‘woman’ instead of
‘mother’ outdo and enhances the
distance of the mother from the foe-
tus. To understand this relation Mo
Yan explains the difference between
‘motherhood’ - the institution, and
‘mothering’” - the experience; and
their dissimilar characteristics. Thus,
to be a mother is not necessarily to go

through the experience of mothering.

In a challenging disorder of letters
and words, this installation piece pre-
sents a vision upon a connection be-
tween nature (the body) with culture
(the object). Clay, as mentioned by the
artist, was ‘the most evocative medi-
um ... as it investigates the symbolism
of creation, responds to the mak-
ing of our own bodies (to the tissues
and cells that are ‘woven’ in mothers’
wombs) and explores intersections be-
tween biological and organic’. Con-
stantine 1is interested in the physical-
ity of the letter-object as it suggests
different perspectives depending on
the beholder’s point of view. Thus,
the connection between object-cul-

ture and nature-body is formulated



— “The word becomes a tool to stim-
ulate unsettling meanings’. The audi-
ence is the artist’s viewer, reader and
lover; and by the use of the pronoun
‘you’, the artist physically and psy-
chologically engages the public with
the poem — to ‘you’ that is reading
and to whom understands the poem.
The whizomatic arrangement of the
verses — wonky, unlined, distorted
and wavy — abandons the tradition-
al order of writing acting as a meta-
phor for the subjective beliefs about
motherhood and Women that are far

from strait, coherent and objective.

Feelings and emotions evoked by this
poem provoke the sense of wonder
and unknown. The wonder of being
a Woman pressured by society labels
— “fear”. The wonder of everything
around us and its psychological im-
pacts— “suspicion”. And nevertheless,

the wonder of ‘becoming’ — “hope”.

This poem opens unspoken complex-
ities of motherhood and issues in a
contemporary society. Arousing to
feminist discussions abortion, postpar-
tum depression, unwanted childhood,
etc., it is understood that the mother
has not always performed the act of
mothering in a state of unquestion-
able joy. The womb is it self unique
and complex; a powerful force that

self unique and complex; a power-
ful force that women posses. Never-
theless, a difficult topic to position
idealised

Constantine was mostly raised by her

within characterisations.
grandparents. This letter experiences
the life of many children in the same
position. The insightful feelings give
the poem its captivation and intensity;
and the viewer is what makes it real.

Inés Mourato
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Plate 22

Doll, Crisia Constantine.
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(age 3.5) X IS FOR X. He calls it "a cross”. He sub-
stitutes different letter names for the

same marks. It seems o mean writing in gen

eral rather than any particular letter. X IS FOR
ALLIGATORS X-ING X'S. X IS FOR A XENURUS
PLAYING A XYLOPHONE, GOOD NIGHT LITTLE X.

January 25, 1977. Parents (i.e, mothers) are required to
help supervise children at the playgroup once

fortnight. How I read it I don't really want to know

what he's like at school. I will only worry about it if

he doesn't get along with the supervisors or the other chil-
dren. Today, I noticed they blamed one by constantly

for starting trouble and I felt sorry for him. Two little

girls (twins) seem to need special attention back the super-
visors usually became impatient with them, no wonder, that
were just too many children. Another little

girl (barely 3 yrs old) was trying to write her name. I was
amazed. I told her how clever she was and made quite a
fuss over her. Kelly watched very intently and that

evening he asked Pauline to show him how to write.



Plate 23

©Elizabeth Cowie
O©Mary Kelly

Prototype (Post-partum doc-
ument — Documentation VI)

1973-1979
25.4x20.3cm

Perspex units, white card,
and letter inscription on
slates (Experimental unit)

Mary Kelly

(o))
93]
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Prototype 1s a unique slate unit used
as a preparatory test for the five year
project:  Post-Partum Document (1973-
1978). This artwork resulted in six
consecutive sections that present an
intimate view of Mary Kelly’s son,
in the first five years of life and his
development as a child. This slate is
part of the last section (Documenta-
tion VI) and presents an intersubjec-
tive view of women as a mother and

her place in an idealised patriarchy.

Its visual aesthetic references the An-
cient Egyptian Rosetta stone that like-
wise contains three scripts — Egyp-
tian hieroglyphics at the top, Demotic
script in the middle, and Ancient
Greek writings at the bottom. In Kel-
ly’s Slates her son’s letters are in the
place of the hieroglyphics, followed by
the mother’s commentary ‘identifying
the letter as material support of a con-
crete discourse’, as the Demotic script.
The ‘diary’, in the place of the Greck
writing, ‘inserts the intersubjective
discourse of the letter into a complex
of institutional practices and systems
of representation which produce the

social subordination of the mother’

To achieve the illusion of these in-
scriptions, the artist’s process followed
various steps. Firstly the artist trans-

terred by hand her son’s marks (hiero-

glyphics) and her own ‘Exerque’ to a
piece of foil. Then by adding a piece
of card behind the foil for support, the
artist composed the ‘Diary’ on a type-
writer. The foil was then cast with resin

and filler and transferred to the slate.

Out of a group of fifteen, this unit
joints the Alphabet’ of the last slate
with the ‘Exerque’ and the Diary’
of the first section. Named as the
‘formative phase’, it corresponds
to Kelly’s alphabet learning that
he developed throughout eighteen
months. The process had its end af-

ter his full name was fully completed.

In this slate, Kelly learns how to write
his last name for the first time — the
father’s last name, Barrie. Here the
role of the paternal is foreground-
ed, and thus the interrelations be-
tween mother-father, woman-man,
the

dominance

womb-phallus in context of

patriarchal that gives
the father’s name precedence over
the mother’s name. Even the son’s
first name, Kelly, is a paternal
name - the artist’s father’s name.
In the ‘Exerque’ Kelly comments on
the letter arrangements of her child.
It starts with the symbol followed by
its combination — ‘X IS FOR X’

— and then a imaginary discourse



is developed around the chosen let-
ter — X IS FOR ALLIGATORS
(...) X IS FOR A XENURUS PLAY-
ING A XYLOPHONE’. The middle
part of the documentation, not only
allows the son and the artist to con-
nect letters but to explore imaginary
combinations of symbols and imag-

es, also used in Ancient Egyptian art.

Lastly, the ‘Diary’ relates an auto-
biographical description of the art-
ist-mother-woman’s thoughts, fetish-
es, wishes and desires. The traditional
connotations of mother—child rela-
tionship are here exposed by its ‘scan-
dalous accuracy’. The problems and
difficulties of being a mother and
the ‘lack of discourse of the mater-
nal subject’ is indeed portrayed both
inaccurately and insensitively against
women. Thus, Prototype and its au-
tobiographical discourse expresses
‘an interplay of voices — the moth-
er’s experience, feminist analysis, ac-

ademic discussion, political debate’.

Yet, even though presenting a self-re-
flective thinking, the artist’s body is
never visually shown. Instead, Kelly
1s present, and thus ‘seen’, through
her words, sayings, and her feel-
ings. In my opinion, the exclusion
of the artist’s body metaphorically
presents the negative signification

of the female figure that was objec-
tified into its physical appearance
rather than the woman’s intelligence.

Kelly’s work, is also political in its
exposure of the hidden realities of
femininity, motherhood and wom-
anhood. By an ‘autonomous indi-
vidual’ project, a ‘universalising life
story’ is projected. The phenome-
non of being a mother falls aways
from the classical idealised concep-
tions of the Virgin and the child.
The goddess Isis, on the other hand,
was a powerful influence on women
due to her relatable human charac-
teristics — the balance between the
good and the evil, a natural aspect of
human mentality.

Inés Mourato
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Nancy Spero (1926 - 2009) was born in in
Ohio were she graduated from the School
of the Art Institute of Chicago in 1949. The
following year was spent at the Ecole des
Beaux-Arts in Paris to study painting. In
1964, Spero decided to move to New York
where she took part of movements such as
the ‘Women Artists in Revolution’ (WAR)
and the ‘Art Workers Coalition’ In 1972 she
opened A.LR. Gallery, the first space restrict
to women artists in the U.S. As one of the
major feminist influences of her time, Nan-
cy Spero has been featured in many exhibi-
tions throughout her life in which her most
recent one consisted in a retrospective of her
work — ‘Paper Mirror, at MOMA. The exhi-
bition shown more than 100 works of the
artist demonstrating the artist’s progressing
and inspiring fight for Women in History.

David Deweerdt (1967-) was born in Belgium
were he still currently lives. He graduated
in the Academy of Braine I'Alleud, and it is
working now as a plastic artist and animator
of workshops of artistic expressions around
psychiatry and carrying mental disability
organisations. His work has only recently
been shown as he kept his paintings on his
studio for years. His thematic explores the
figure of the human body by the feelings and
emotions kept within, which consequently
are emphasise by the artist’s anew picto-
rial representation of forms and colours.

Dr. Alaa Awad (1981-) is an Egyptian painter
and muralist, a Ph.D. student at the South
Valley University (SVU), Faculty of Fine
Arts. Inspired by ancient Egyptian heritage
and contemporary society, some of Awad’s
most popular work includes scenes of cele-
bration, victory, Sufism, Egyptian social life
and culture. ‘Tt is important to me to convey
and express a modern message in ancient
Egypt, all of which are part of my values of
respect.

James Putnam is a well known curator and
writer that have produced exhibitions relat-
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ted to Ancient Egyptian culture in the past,
naming the most relevant, “Time Machine’
(1994). Putnams studies on Art History
(London University), and his general inter-
est on art, allowed him to accomplish many
curated exhibitions that took a start when
working in the British Museum in London,
both independent projects or for the muse-
um. Putnam’s interest in the Ancient Egypt
developed when exploring the British Mu-
seumy’s collection of Egyptian antiquities
that allowed him to be in close contact with
this culture. In 1999, he founded the Brit-
ish Museum’s Contemporary Arts and Cul-
tures Programme, a project that aimed the
examination of ‘history, art and artefacts in
the light of current cultural-related issues.
Furthermore, Putnam has also pub-
lished ‘Art and Artifact - the Museum
as Medium’ (2001), a book that de-
velops a survey around the relation-
ship within artist and museum, and the
critical interventions created by such.
Putnam has been involved in many oth-
er projects with the New York Univer-
sity; Bowes Museum and he was Senior
Lecturer of Criticism, Communication
& Curation at the University of London.
He is currently Senior Research Fellow
at the University of the Arts in London.

Ana Maria Pacheco is a Brazilian art-
ist (born 1943) who works in the Unit-
ed Kingdom. Following degrees in both
Sculpture and Music in Goids and Rio de
Janeiro, she taught and lectured for several
years at universities in Goias before she
moved to London in 1973 to study at the
Slade School of Art. From 1985 to 1989,
she was Head of Fine Art at the Norwich
School of Art. At the Slade School of Art,
Pacheco studied printmaking under Bar-
tolomeu dos Santos, in particular the in-
taglio processes of etching, aquatint and
drypoint. Moreover, painting in oil and
tempera has enabled her to experiment with
pictorial space and color. Her work is rec-
ognized as a remarkable cohesion of histo-

ry, myth, folklore, ‘high culture’ and hu-
mor. Typical of her work are the com-
pact bodies and the expressive face of
the characters that populate her engrav-
ings, sculptures, and paintings. Pacheco’s
works reflect the rich diversity of cultures
modern but above all ancient, in fact, we
can appreciate references to Mesopota-
mian (Sumerian, Assyrian or Akkadian)
Roman, Greek and Egyptian cultures.

Silvia Paci (1990) studied in the Academy
of Fine Art in Florence. She works between
Florence and Berlin. Paci is an artist who
engages with social problems, particularly
from a feminist perspective. Her paintings
evoke elements of destruction alterna-
ing with pleasing elements. She contrasts
positive and negative forces. She creates
ambiguous images where everybody can
create their own stories. The female fig-
ures are imperfect in response to the clas-
sic canons of perfection. In her paintings,
bodies and faces are consumed by life and
emotions. Paci wrote on her website: In
general, I believe that art communicates
emotions not for the object represented but
for the feelings that are activated through
the viewer. Painting makes the invisible vis-
ible by reminding us that what we see does
not arrive already full of meaning’ . Her
first sources of inspiration are Jenny Sav-
ille, Adrian Ghenie, Lars Elling, Otto Dix,
Daniel Pitin and the photographer James
Nachtwey. Paci explores the following sub-
jects: the image of women in society, how
women see themselves as a reflection of
modern society, the loss of innocence,
and self-discovery in the sexual sphere.
Paci’s works explores cultural difference,
group spirit, and attention to the prob-
lems of others as a social theme. She is an
artist who tries to break down the bar-
riers between cultures and prejudices.

Claudia Niarni is an Italian video editor based
in Florence, working with photogr phy and
video art. Born and raised in Florence, she
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has traveled to many different countries.
She spends most of her time editing videos
for musicians and for her Vimeo Channel.
In her newest body of work, she is exploring
the connection between ancient Egyptians
and nature. Hieroglyphic characters explain
the rhythm of the Nile as its annual flood
contributes greatly to the fertility of the land.

Bin Luo is a young artist who is now study-
ing for a master’s degree at the Jingdezhen
Ceramic Institute in China. She graduat-
ed from China’s Hubei Institute of Fine
Arts with a bachelor’s degree. She is pro-
ficient in making various kinds of ceram-
ic sculpture works and has participated
in many competitions and exhibitions.
For example, in 2017, she participated
in the “White Night” of the fifth Hubei
province modern ceramics exhibition.

Nicole Wassall is a contemporary artist that
works and lives in London. Her interest
in Neuroscience has taken her to explore
different art media, such as, photography,
sculpture, film, installations, etc. She affirms
that her interest on Neuroscience doesn’t
rely in its answers but rather in the means
to alert different parts of the brain trough
emotions and feelings that art releases in us.
Wassall graduated with an MA in Fine Art
(Central Saint Martin, London) and since
has been featured in various solo and group
exhibitions, as well as, been awarded with
many prizes. Her mostrecent exhibition took
part at London gallery Fiumano Case and
it was named ‘Precious Mettle’ (2019). She
has also published her own book, “The law
of unplanned consequence’ and taken part
on ‘What is an Artbook?, a book published
by The Modern Language Experiment.

Almagul Menlibayeva is a Kazakhstan-born
artist and curator who lives and works
in Kazakhstan and Berlin. Her educa-
tional background came from the So-
viet Russian, avant-garde school of Fu-
turism, which she combines with the

nomadic aesthetic of post-Soviet, con-
temporary Kazakhstan, explored through
photography and video work. Menli-
bayeva uses photographs and videos as
a vehicle to investigate her ‘personal ar-
chaic atavism as a certain mystical an-
thropomorphism’. She said in an inter-
view ‘In other words, I explore the nature
of a specific Egregore, a shared cultural
psychic experience, which manifests it-
self as a specific thought-form among the
people(s) of the ancient, arid and dusty
Steppes between the Caspian Sea, Bai-
konur and Altai in today’s Kazakhstan.
Menlibayeva’s works discuss issues such
as critical explorations of Soviet mo-
dernity (social and economic), political
transformations in post-Soviet Central
Asia, decolonial reimaginings of gender,
environmental  degradation,  Eurasian
nomadic, indigenous cosmologies and
mythologies economic), political trans-
formations in post-Soviet Central Asia,
decolonial reimaginings of gender, envi-
ronmental degradation, Eurasian nomadic,
indigenous comologies and mythologies.
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Painting, which she completed in Italy.
After graduating Kelly taught art in Beirut
until 1968, when she moved to London to
complete her postgraduate studies at St.
Martin’s School of Art. After, Kelly became
a member of the Berwick Street Film Col-
lective and the founder of the Artists’ Un-
ion and throughout this time, she started
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‘Post-partum document’. In 1989 Kelly
joined the faculty of the independent Study
Program at Whitney Museum of American
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has received many Honorary Doctorates by
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