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Abstract

It has been 50 years since the publication of Linda Nochlin’s renowned 1971
essay, “Why Have There Been No Great Women Artists?” On the 50th anniversary, the
question remains the same. Questioning the woman artist’s place in the art world has
become nuanced, and the restraints women experienced, as highlighted by Nochlin, still
have validity today. By exploring the last 20 years of the art market and the perception of
the woman’s place in the art world, it is clear progress has been made in certain
respects, especially regarding Women Old Masters. The canon of art history and the
subsequent study of it is based on a structure of exclusivity. Visibility for women artists
has always been difficult. Particularly for women artists in the Renaissance to Rococo
periods, where, were they to promote their work openly, they would be akin to other
professions not considered respectable in society. A study to recognize the perception of
how women artists were treated during their careers and how their work is now regarded
on the market showcases the subtle institutional bias and sexist structure the art market
has perpetuated since these Women Old Masters were creating their renowned works.
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The Case for Women Artists

It has been 50 years since the publication of Linda Nochlin’s renowned 1971
essay, “Why Have There Been No Great Women Artists?” On the 50th anniversary, the
question remains the same. Questioning the woman artist’s place in the art world has
become nuanced, and the restraints women experienced, as highlighted by Nochlin, still
have validity today. But as we explore the last 20 years of the art market and the
perception of the woman’s place in the art world, progress has been made in certain
respects, especially regarding Women Old Masters.
The woman artist isn’t new, nor is the concept. Women have been around as
long as men and, quite surprisingly I’m sure, women have expressed their talent through
art just as long. Does no one ever wonder who the Neanderthal was who depicted the
cave paintings? Why do we always assume it is a man with shaggy hair, an insane
unibrow, and the infamous loincloth?
Why not a woman?
In scholarship, women have been documented as artists from as early as Pliny
the Elder, who wrote a chapter in his Natural History on painting. He mentioned
countless women artists - Timarete, Irene, Aristarete, Olympia, and Iaia. Pliny found Iaia
to be of particular interest for the fact that she was a very fast and diligent painter and
her works were so well prized that she was priced higher than her male counterparts.1
The study of women artists in the art historical canon and their mention in
literature wasn’t until the late 1960s and early 1970s when American feminist historians
started to “discover” women artists from the dustiest shelves of art history’s past.2
1

“Female Painters in Antiquity,” Women in Antiquity (blog), Entry posted April 3, 2021.
https://womeninantiquity.wordpress.com/2021/04/03/female-painters/.
2
Linda Nochlin, “Why Have There Been No Great Women Artists?” ARTnews, January 1971.
https://www.artnews.com/art-news/retrospective/why-have-there-been-no-great-women-artists-42
01/.

1

Women are still not equal in the art world, especially Women Old Masters. In fact,
women aren’t even considered ‘masters’ and that is not due to the ill nature of their work,
or that these women are in any way lacking. This paper highlights four women artists
who had remarkable careers and yet their names were all almost lost to history.
When Artemisia Gentileschi’s Triumph of Galatea sold at Christie’s Old Masters
sale in November of 2020, it was the second highest-selling Old Masters painting sold
that night at $2.1 million ($1.1 million over the estimate).3 With news of Galatea’s
success, ARTnews wrote, “The sale was a signal that Gentileschi’s market is now
rivaling that of brand-name male artists who have long dominated the Old Masters
category.”4
This comment not only reminds readers of Gentileschi’s gender, but it takes away
from her success as an individual artist and once more lumps her into the whole
generalized category of “all women artists” instead of the individual artist she represents.
The way in which this simple line is written could have repercussions that perpetuate the
“other” concept of women as artists.
Nochlin chose Artemisia Gentileschi’s Judith Beheading Holofernes from 1614-20
[Figure 1] as the work of art readers first see when starting her article. It makes sense
she would choose something so bloody and aggressive. The attack on women in art
history has been just as severe.
The image of Holofernes beheaded by Judith is not something unique to
Gentileschi - in fact, it has been portrayed prior to her interpretation by Botticelli (1470),
Giorgione (1505), Lucas Cranach the Elder (1530), and Caravaggio (1598-99). The only
difference between these interpretations and Gentileschi’s is that they all show a prim
3

Angelica Villa, “The Most Expensive Works by Artemisia Gentileschi Ever Sold At Auction,”
ARTnews, August 27, 2021.
https://www.artnews.com/list/art-news/artists/most-expensive-artemisia-gentileschi
-works-1234602498/.
4
Villa, “Most Expensive Works,” 2021.
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and proper woman standing over the already severed head. There is hardly any blood in
sight, and even in Caravaggio’s picture where Judith is technically in the act of
beheading, Judith’s face looks as though she’s questioning if she’s doing the right thing,
or queasy at the sight of blood.
Gentileschi doesn’t have time to be squeamish in her depiction. Judith’s hands
are strong and purposeful as she grasps Holofernes’s blood-matted hair in one hand and
the swords in the other. Her knuckles are white with rage, but her face is calm and
calculated. She is demanding her place over Holofernes with no remorse and taking
action. Gentileschi had the gift to depict women as they wanted to be seen - powerful
and in control.
“In the field of art history,” Nochlin writes, “the white Western male viewpoint,
unconsciously accepted as the viewpoint of the art historian, may - and does - prove to
be inadequate not merely on moral and ethical grounds, or because it is elitist, but on
purely intellection ones.”5
Where does the first great list of ‘Top 100 Artists You Should Watch Out For!’
come from? One of the answers that is most commonly noted is Georgio Vasari. In 1550,
Vasari, an artist himself, composed three volumes of who he considered to be the artists
who were of relevant study to the shaping of art and art history. He called it The Lives of
the Most Excellent Painters, Sculptors, and Architects and of the 159 artists he wrote
biographies about, only one of them was a woman.6
“Greatness” has been measured by the scholarship and credibility one has in
their field. To return to Artemisia Gentileschi, her name is now synonymous with High
Renaissance Masters. However, she was not considered a “master” until in recent years

5

Nochlin, “No Great Women Artists,” 1971.
Karen Chernick, “The Only Woman in the Renaissance’s Most Famous Record of Art History,”
Artsy, September 14, 2018. https://www.artsy.net/article/artsy-editorial-woman-renaissances
-famous -record-art-history.
6
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when the story of her rape trial and subsequent overcoming of the horrible experience
was praised and brought into the art historical canon by the #MeToo movement.
Gentileschi has become a hero and role model to this brave new world where women
matter. She has reached celebrity status equal to that of many of her male counterparts.
Caravaggio, meet Gentileschi, your younger, female, and bloodier equal.
The term “master” itself is even in debate. “Master” has oppressive and sexist
roots that have recently been called into question. When trying to find a place for women
among these masters, the concept of calling a woman “master” seemed out of the
question, as if a woman holding the same title would be unheard of. The solution? To call
these women “Old Mistresses.”
The degrading term speaks for itself.
The canon of art history and the subsequent study of it is based on a structure of
exclusivity. Visibility for women artists has always been difficult. Particularly for women
artists in the Renaissance to Rococo periods, where if women to promote their work
openly, they would be akin to other professions not considered respectable in society.
These roles - consisting of actresses, courtesans, and sex workers - were coined under
the term of ‘spectacular’ women. 7
But why shouldn’t women artists strive to be spectacular? If women artists cannot
achieve the term “great” due to institutional bias, then to be spectacular sounds like a
good deal. However, Nochiln’s paper urged academics to understand the complexity
behind the study of women and how biased the art history canon has been. Women
were prevented through institutional bias and oppression from gaining the recognition
allotted to their male peers. Unless a woman was the daughter of an already established
artist (their father), the wife of a famous artist (their husband), or promoted through a
7

Melissa Hyde and Jennifer Milam, “Art, Cultural Politics, and the Woman Question,” Introduction
to Women, Art and the Politics of Identity in Eighteenth-Century Europe,” pg. 7: Ashgate
Publishing, 2003.
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wealthy male patron, women were not granted any of the privileges or base level of
teaching many male artists of their time were provided. Women were discouraged from
becoming artists, and even the successful women artists were then ridiculed and
degraded for their work as compared to their male peers.
Where the fault lies is with who deems art to be “great” based on the artist and
their background i.e. their gender.
This paper will explore recent sales on the market that have influenced how the
Old Masters market has changed since the inclusion of women in the canon. In the past
20 years since large exhibitions of Women Old Masters have started to flourish, the
market has shifted. The shift, however, might not be as monumental as one would think.
Everything in the art world is connected - if works by women artists are not curated by
museums, their names will not sell at higher prices at auction in the market due to lack of
visibility. If works do not sell at a high price at market or do well, museums will not invest
in promoting those women because they have not been deemed “great” enough.
Underrepresentation and institutional bias are perpetuated in a cyclical battle,
and through analytics, statistics, and case studies highlighting attempts that museums,
auction houses, and academics have taken to promote women, this paper will answer
the question - why are there still no great women artists, and why have we apparently
learned nothing about how to support women artists since Nochlin’s article 50 years
ago?

5

The Outliers
Case Study: Salvator Mundi, Sensationalism, and Artemisia Gentileschi

The Renaissance is synonymous with the name Leonardo da Vinci. Even
amateurs to the art world know Leonardo. More specifically, they know the Mona Lisa.
Presented behind bulletproof glass, Mona Lisa has been the most famous
painting in the world for years. She has been in and out of the news, subject to theft,
vandalism, and used as a prop to many celebrities (just think of Beyoncé and Jay-Z’s
2018 Apeshit Louvre music video).8 Though probably not considered such at the time of
her creation, Mona Lisa has become the epitome and definition of a “masterpiece.” She
captures the zeitgeist of the time and is considered representative of Leonardo’s grand
talent.
But is she?
In Leonardo’s oeuvre, one can find less than 20 attributed paintings. The
question is, would Leonardo’s name carry weight on the art market as well? Mona Lisa,
and all of Leonardo’s known paintings are in museums or collections.
Enter the Salvator Mundi.
When asked what the big fuss was when the Salvator Mundi [Figure 2] hit the
market at Christie’s in 2017, Eric Beard, a Market Investment Executive at the Bank of
America spoke, saying, “This is the most improbable story that has I think ever
happened in the art market.”9
This “improbable story” of the Salvator Mundi is a long route through a few
sketchy avenues to finally end up at Christie’s in New York. The Salvator Mundi made its

8

APESHIT, Performed by The Carters, Parkwood Entertainment LLC, under exclusive license to
Sony Music Entertainment, and SC Enterprises, under exclusive license to Roc Nation, 2018.
9
The Lost Leonardo, Directed by Andreas Koefoed, Sony Picture Classics, 2021.
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mark as not only the “lost” and “last” Leonardo but eventually coined the term the “Male
Mona Lisa.”10
But when you ask Artnet News journalist Kenny Schacter of the Salvator Mundi’s
existence, he doesn’t see the journey as the grand event many considered it to be.
“This is simply a matter of economics when you boil down to it. And greed. Basic
human foibles. Money.”11
How much money? Only $450.3 million dollars. The highest selling work of art at
auction. A 19-minute bidding war. 12 A scandal. This story truly has everything - a lost
work, a mysterious foreign prince, an even more mysterious French buyer, and an angry
Russian out for revenge. Oh, and a Leonardo da Vinci that may or may not be a
Leonardo da Vinci.
This story is long, and the background history is wild from beginning to end. For
the purpose of this paper, there are a few points that are most important to note. This is
a story of sensationalism, and putting power to a name.
One name - Leonardo.
It is possible that around 1500, Leonardo da Vinci allegedly painted Salvator
Mundi for King Louis XII of France and Anne of Brittany. 13 The only scholarship Leonardo
specialists had prior to its discovery were two drawings available in the Windsor archives
showing red chalk sketches of the chest gathered in drapery, and then the arm and
sleeve. There are over 20 different copies of the painting from various artists or students
in the canon of art history.14

10

The Lost Leonardo. Koefoed, 2021.
The Lost Leonardo, Koefoed, 2021.
12
Christie’s, “Leonardo’s Salvator Mundi makes auction history,” Christie’s, November 17, 2017.
https://www.christies.com/features/Leonardo-and-Post-War-results-New-York-8729-3.aspx.
13
Christie’s, “Salvator Mundi - The rediscovery of a masterpiece: Chronology, conservation, and
authentication,” Christie’s, November 3, 2017. https://www.christies.com/features/SalvatorMundi-timeline-8644-3.aspx
14
Christie’s, “Salvator Mundi - The rediscovery,” 2017.
11
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The timeline does not pick up again until 1625 in England and then 1958 at
Sotheby’s in London. Salvator Mundi is not seen again until the 2005 Louisiana auction,
where the sensationalism begins.15
It is here that New York-based art dealer Alexander Parrish found the Salvator
Mundi online in an American estate sale. Parrish considers himself to be somewhat of a
detective when it comes to finding “sleeper” paintings, or, a work of art by a famous
artists that has been lost to time or misattributed to another lesser-known artist.16 Parrish
enlisted the financial aid of dealer Robert Simon and together they purchased Salvator
Mundi for $10,000.17
Simon did his research into the provenance of the picture and was able to trace
the painting to the year 1900 when it was sold at a London auction attributed to Bellini,
Salvator Mundi’s second misattribution.18 There were a few British inventories where he
found two possible citations but Simon says, “It seems possible, but not prove-able, that
it is the same painting. But we still don’t really know.”19
It was with this information that Simon and Parrish contacted Dianne Dyer
Modestini, a New York University paintings conservator. She first attributed the painting
to Leonardo during this process before Simon and Parrish worked to have the picture
authenticated. A team of specialists at the National Gallery in London then deemed
Salvator Mundi to be a Leonardo in 2011.20
This authentication caused unease and doubt to arise among scholars and
specialists, but the questionable provenance did not stop the National Gallery from
running a huge exhibition unveiling Salvator Mundi as a Leonardo. They provided
15

Salvator Mundi Revisited, “History of the Salvator Mundi.”
https://salvatormundirevisited.com/History-of-the-Salvator-Mundi
16
The Lost Leonardo, Koefoed, 2021.
17
Christie’s, “Salvator Mundi - The rediscovery,” 2017.
18
The Lost Leonardo, Koefoed, 2021.
19
The Lost Leonardo, Koefoed, 2021.
20
The Lost Leonardo, Koefoed, 2021.
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enough press and prestige that the question of its original conception was no longer an
issue. Salvator Mundi was brought into the public’s eye and the public deemed it a
Leonardo.
Salvator Mundi sold in 2013 when Parrish, Simon, and associates sold the
picture to Yves Bouvier in a private Sotheby’s sale for $75 million.21 Bouvier then sold the
picture to Russian billionaire Dmitry Rybolevlev for $127.5 million. This series of sales
and transactions later became known as the Bouvier Affair.
It was not until 2017 that Christie’s acquired the picture from Rybolevlev when he
was selling his collection, and Christie’s sold the painting at auction for $450.3 million
dollars to an anonymous buyer.
So how does this Old Masters sale compare to sales of other male Old Masters
from the Renaissance? For starters, the Salvator Mundi wasn’t even sold in an Old
Masters sale. It was sold in a Contemporary sale. Artnet journalist Kenny Schacter said
that the “joke circulating around the contemporary art world is that it is a contemporary
painting because 90% of it was painted within the last ten years during the restoration
process.”22
A high level of restoration and murky provenance would be enough to keep a
picture from doing well at auction, let alone being accepted by an auction house in
general. There are a few differences with the Salvator Mundi that allowed for its success.
The biggest, of course, being the name - Leonardo.
When you look at the marketing Christie’s did for Salvator Mundi, there was one
goal in mind - to show collectors that Salvator Mundi already had a mass following. The
painting was infamous, and therefore whoever owned this piece of history would also be

21

Nina dos Santos, “$1B feud involving Leonardo’s ‘Salvator Mundi’ reveals dark side of the art
world,” CNN, June 3, 2021.
https://www.cnn.com/style/article/salvator-mundi-scandal-bouvier-rybolovlev-intl/index.html.
22
The Lost Leonardo. Koefoed, 2021.
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infamous by default. Christie’s is in the business of selling, not authenticating, so the
provenance became irrelevant when the impact and subsequent fame of the picture
overpowered all other avenues.
Christie’s worked to make Salvator Mundi a pop icon. This was not just a regular
sale, it was a cultural event. The tagline?
“The Last Leonardo.”
This wasn’t your average sale. No one was writing about the provenance or its
composition. The focus was not on the technique of the picture, but on the legacy this
picture held. It was a sale of power. Christie’s never established a set estimate, stating
that there would available “upon request.” But thinking back to marketing - the “Male
Mona Lisa” - and that puts the painting into context. The Mona Lisa is ensured for $100
million, so Christie’s was most likely not expecting anything lower.23
Most negative press about the Salvator Mundi was overshadowed by its extreme
fame. However, one art critic Jerry Saltz made his opinion known.
“Those paintings are heavily documented and all of a sudden we have this one. It
disappears for hundreds of years and then it turns up in America? In New Orleans? ‘Oh.
I see!’” he mocked, pretending to puff on a cigar, “‘Here’s the lost Leonardo someone
once mentioned once in a book.’”24
To date, Salvator Mundi is the highest selling work of art by a male artist. Not only
that, but it is the highest selling work in history. There were certain factors that fed into
Salvator Mundi’s success: Leonardo’s name, the “lost work” element, and dedicated
marketing.
Another painting that falls into the same category is Artemisia Gentileschi’s
Lucretia [Figure 3]. Sold at auction in 2019 with an estimate of $770,000 - $1 million,

23
24

The Lost Leonardo, Koefoed, 2021.
The Lost Leonardo, Koefoed, 2021.
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Lucretia was a lost Gentileschi found in a private Lyon collection after missing for over
40 years.25
Gentileschi’s oeuvre is much larger than Leonardo’s so her sales are more
common. She’s lesser known than him but her story has started to become as
sensational as Leonardo’s when Judith Beheading Holofernes went viral in response to
the Brett Kavanaugh hearings at the U.S. Supreme Court.26 After years of being
sidelined in favor of her male contemporaries, her work has sparked a higher interest on
the market. Italian art historian Robert Longhi even goes as far to say she is “the only
woman in Italy who ever understood what painting was.”27
Gentileschi was in the shadow of her own father’s work for the majority of her
career. In 2001, the Metropolitan Museum of Art even featured her in an exhibition
focused on comparing her works to her fathers.28 But her time has recently come with
the National Gallery in London, the same museum that unveiled Salvator Mundi,
acquiring Gentileschi’s Self-Portrait as Saint Catherine of Alexandria (1615-17) [Figure 4]
for $4.6 million.29 An interesting note - Catherine of Alexandria is the first work acquired
permanently by the National Gallery in 27 years.30 To date, in their collection of 2,300
paintings only 21 of those works are by women.31
Lucretia had many of the same elements Salvator Mundi did. She was a lost
work, painted by a relatively well-known artist for the time, and was even quoted as

25

Tess Solomon, “Artemisia Gentileschi Painting Sells for $6.1 M., Setting New Auction Record,”
ARTnews, November 14, 2019. https://www.artnews.com/art-news/news/artemisia-gentileschi
-auction- record-paris-13579/.
26
Benjamin Sutton, “Artemisia Gentileschi’s Market Gains Steam as Collectors Catch up with Art
Historians,” Artsy, October 23, 2018. https://www.artsy.net/article/artsy-editorial-artemisia
-gentileschis- market-gains-steam-collectors-catch-art-historians.
27
Rebecca Mead, “A Fuller Picture of Artemisia Gentileschi,” The New Yorker, September 28,
2020. https://www.newyorker.com/magazine/2020/10/05/a-fuller-picture-of-artemisia-gentileschi.
28
Mead, “A Fuller Picture,” 2020.
29
Sutton, “Artemisia Gentileschi’s Market,” 2018.
30
Solomon, “Artemisia Gentileschi Painting Sells for $6.1 M.,” 2019.
31
The National Gallery, “Women in our collection,” The National Gallery.
https://www.nationalgallery.org.uk/paintings/women-in-our-collection.
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being “worthy of the great museums of the world” while at auction.32 If Salvator Mundi
was estimated around $100 million, then it sold for over four times its estimate. Lucretia
ended up selling six times its estimate for $6.1 million at Artcurial auction house in Paris.
The comparison here is the norm at auction. Women’s works sell for much
cheaper because they are deemed as lesser. Leonardo was an anomaly at auction so
the hype was larger. This comparison is technically unfair because Leonardo could never
be topped. But Artemisia is the Leonardo of the women’s Renaissance, so why was the
marketing and promotion so much more subtle? Christie’s is a mega auction house, and
Artcurial operates on a smaller scale. They are centered in Paris, so Lucretia did not go
on a worldwide tour the way Salvator Mundi did.
The point is these two sales are not technically comparable because they are
existing in different spheres. Gentileschi’s sales didn’t break $1 million on the market
until 2014, and her breakthrough year on the market wasn’t until 2018 when critics
started to call it her “banner year.”33 Women on the market are always playing catch up
with their male counterparts. Even big names like Gentileschi.
There is growing interest in Gentileschi’s life and work, but interest will not be
enough unless scholarship, continued research and attribution continue. The art market
and the world of art history feed into one another and have significant impact on the
other’s success. The questions is, what is the order of impact? Does the art market
initiate interest, or does it follow the interest from other avenues?
Lucretia was recently acquired by the J. Paul Getty Museum in Los Angeles and
she will be a staple in their permanent collection. Timothy Potts, the Director, said,

32

Caroline Goldstein, “The Getty Museum Just Acquired the Recently Rediscovered Artemisia
Gentileschi Painting That Set a New Record at Auction,” Artnet News, March 30, 2021.
https://news.artnet.com/art-world/artemisia-gentileschi-acquisition-1955765.
33
Sutton, “Artemisia Gentileschi’s Market,” 2018.
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“Artemisia’s Lucretia will open a window for our visitors onto important issues of injustice,
prejudice, and abuse that lie below the beguilingly beautiful surface of such works.”34
Mark MacDonnell, Dorotheum’s Old Masters specialist, commented that Lucretia
“has a natural force and power that somehow goes beyond this concept of female and
male artists.”35 If that is the case, then shouldn’t it be priced and promoted as such? In
January 2014, Gentileschi’s Self-Portrait as a Lute Player was put to auction at Christie’s
with an estimate of $3-$5 million. It failed to sell, and since then there has been a sense
of safe, not too aggressive, estimates for Gentileschi’s work.36 Gentileschi’s work has
been underpriced so that it will sell, and with these lower prices all of her works have
been selling much higher than the estimated amount. For instance, in 2018 at Koller
Auktionen AG, a painting of Mary Magdalene was estimated to sell at 8,000 to 12,000
Swiss francs. It sold for 16 times that amount at SF192,500.37
MacDonnell also touched upon an interesting point that interest in Gentileschi’s
work and her status as an Old Master has coincided with a subtle rise in Old Master
market interest.38 Is there a connection? Regardless, Gentileschi is having her moment.
But this moment can’t be a one-off if women Old Masters are going to finally regain their
place within the art history canon. Women artists - especially women Old Masters who
have been lost to history - are severely underrepresented. To increase their
representation and visibility would be one thing, but to maintain this visibility means
sustaining long-term academic dedication.
Each market is different, but the societal pressures women faced in different
artistic epicenters through time remain the same. Barred from practice rooms, unable to
34
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make headway without the support of a man, or overlooked for their feminine gaze in a
male-dominated world, this next section will address three women artists and the
struggles they endured. The setbacks they faced during their careers have been
perpetuated into their market success today, but that does not make their stories any
less spectacular.
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Art History
Three women from three very different backgrounds, Angelica Kauffman,
Élisabeth Vigée Le Brun, and Lavinia Fontana represent triumphs over obstacles many
women artists were struggling against at the time. Kauffman in England, Vigée Le Brun
in France, and Fontana in Italy - three different art markets and three different countries
with different societal norms. Yet, when studying these three women in close proximity it
is easy to see similar threads each woman shared with the other in regards to their
artistic upbringing and following career.
All three women started their art careers from a young age while supported by
their fathers - all of whom were also artists. All three women were part of academies that
provided some support but mostly closed doors. And all three women, though extremely
well-known for their time and respected in the art world, all dealt with prejudice.
In the following case studies, this paper will highlight the rigid systems women
worked within and the obstacles they overcame to be exhibited today. Nochlin wrote of
the systematic oppression women faced on a daily basis when working as artists, and
the stories of these three women show the personal ramifications women endured during
their careers.
There are also specific unique qualities each artist possessed that were of
interest when researching each woman’s individual career. Kauffman was not only a
member of her academy, but a founding member. Vigée Le Brun had a well-known
woman patron which was uncommon, yet highly beneficial to her career. And Fontana’s
family social structure was not as common as societal norms dictated.
All three women were and still are spectacular artists, but not great, and this
paper will explore why.
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Angelica Kauffman
England; mid-18th century

When looking at the 1771-72 Academicians of the Royal Academy [Figure 5] by
Johan Joseph Zoffany, 34 men are presented in a “boys’ club” style. Joshua Reynolds,
the founding president, stands proudly in the middle. There are 34 men present, but
there were 36 founders. So the question remains, where are the other two?
Looking closely to the right upper corner of the painting, two portraits of women
are mounted to the wall. There, immortalized as objects of portraiture, are Angelica
Kauffman and Mary Moser - the two women founding members of the Royal Academy.
Brilliant artists in their own right, Kauffman was revered for her self-portraits and
classical paintings while Moser had a well-known reputation for her flower paintings.
Though established artists, they were still women. And in the culture and etiquette of the
18th-century, what was provided to women was not to the same standard as the glorified
white male.
Kauffman was trained from a young age by her father Joseph Johann Kauffman.
He was a muralist who, originally from Switzerland, would eventually travel to Italy where
his daughter worked as his assistant.39 Kauffman was said to be so talented that the
Uffizi Gallery provided her with a private study room during her time in Italy before she
ventured to England.40 The contacts provided to her through her father helped Kauffman
break into this male dominated field with prestigious access a woman alone could not
have obtained.
Kauffman did not have much choice to paint anything or anyone other than
herself. Women at this time were not allowed to be left alone with men unless provided a
39
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chaperone. Not to mention that many male models were naked, which women were not
allowed to view.41 The fact that Kauffman and Moser turned to self-portraiture and still-life
painting was not due to their sole interest in this medium, but because women did not
have access in any other form. And due to societal standards, women were unable to be
trained alongside their male peers which left women with less training and fewer
resources of study.42
Shahidha Bari, professor of Fashion Cultures and Histories at London College,
noted that Kauffman turned herself into “the object of her own scrutiny.”43 Kauffman’s
self-titled self-portrait Angelica Kauffman from 1770-75 [Figure 6] depicts the artist
wearing a Grecian gown. This choice of wardrobe is purposeful, as she is attempting to
take on the tradition of the Old Masters and identify herself among them.44
Kauffman is turned inward to present a very intimate moment between the artist
and her work. Her hazel eyes are staring straight ahead, pulling the viewer into her
private moment and demanding their attention. She has her chalk pen in one hand with
a portfolio propped up in her lap obstructing the view of her work. Her other hand is
pressed to her chest, portraying the intimacy that comes with working as a woman artist.
Unlike men in their classrooms and lectures, a woman’s artistic study is intimate and
self-taught.
Though Kauffman was the physical object of her artistic focus, she often used
allegories to allude to what she was portraying in her work. In her 1778-80 work Design
[Figure 7], Kauffman once again used herself as a model. However, this time she was
41
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representative of “design” itself. Once again, the flowing Grecian robes form a classical,
prophetic vision of Kauffman as she studies the famous Belvedere Torso in front of her.
Her vision is no longer staring at the viewers, nor does she even seem to acknowledge
the presence of anyone else. She’s painting a picture of the naked male torso with
intensity, and Bari suggested this is yet another note on the “lack of access” Kauffman
and other women had in education.45 With a lack of live nude models, the next best thing
was sculpture.
It is here in Kauffmann’s career that one of the obstacles Nochlan mentions in
“Why Are There No Great Women Artists?” is addressed. Kauffman, though a founding
member of the Royal Academy, could not use the facilities she fought to create. 46 She
was not allowed to take any of the classes or attend lectures. Women were allowed to
make art, but the art they were expected to create was not valued by men, therefore
men did not see the necessity for women to study alongside them.47 Kauffman would
have been praised for her needlework, but to be a historical painter like her male peers
was considered ridiculous.
Portraying yourself as a professional and knowing you can work at a professional
level just as your peers must have been constantly infuriating when your so-called
“peers” were finding as many opportunities as they could to scrutinize and scandalize
your name.
Kauffman did best by what resources were allotted to her. She had patrons, and
a promising circle of artistic friends both from her father’s influence and her own. One of
those friends was the president of the Royal Academy, Sir Joshua Reynolds.
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Reynolds was an active artist during the same years as Kauffman. They seemed
to be good friends, and Kauffman even painted a portrait of Reynolds in 1767 one year
after they first met.48 Considered “lifelong friends” the two artists had some of the same
patrons, including the Parker family in the 1770s and connections to the royal family.49
So how do Kauffman and Reynolds - quite similar in stature during their careers differ on today’s art market? Looking back at 2020 according to Art Price, Kauffman
ranked 3,711 while Reynolds came in at 1,890.50 Kauffman sold 11 lots while Reynolds
sold 14, and Kauffman’s 2020 turnover was $113,147 compared to Reynold’s $302,366.
Their percentage of bought-in lots were relatively equal with Kauffman’s percentage
being 26.7% and Reynolds at 30%.51
Interestingly enough, Kauffman’s best selling work was featured in an Old
Masters Evening sale at Christie’s New York on 14 October 2021.52 Cornelia, Mother of
the Gracchi (1788) [Figure 8] was estimated to sell $200,000 - $300,000, but with the
price including the buyer’s premium Cornelia sold for $1,110,000.53 This goes to show
that when placed in a prestigious sale among other top selling masterpieces, women are
bound to sell higher than they have in the past. Reynolds top sale took place at
Sotheby’s London in 2001 when Omai, full-length, standing in a landscape wearing
robes and headdress [Figure 9] sold for $13,371,590 with an estimate of eight million.54
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With careers so similar through history, it is a wonder how two artists can differ so
greatly on the market. Kauffman’s connection to Reynolds is what presented her with
metaphorical open doors to the Royal Academy. Kauffman and Moser were both
extended invitations to be members because “both were the daughters of foreigners”
and “active in the group of male painters instrumental to forming the Royal Academy.” 55
When a scandal broke out that a man courting Kauffman to the point of marriage
was not who he said he was (not a Swiss count but merely a broke valet), Kauffman
knew she was in no position to navigate these issues herself. It is said she turned to two
resources: her father’s money for the annulment, and her reputation as friends with
Reynolds to help her “alleviate the social stigma” of the separation.56 This was one year
before the Royal Academy was founded. There are even rumors Reynolds at one point
proposed.57 If that is the case, Kauffman obviously turned him down.
Upon doing my research, I’ve often wondered how Kauffman’s career would have
differed had she married Reynolds. The marriage proposal is simply a rumor, but to
acknowledge that I am considering her marriage to Reynolds as a career move speaks
to the culture of the time. Having a famous father in one pocket and a famous husband
in the other would have done wonders for networking. It makes us wonder how well we
would have known Georgia O’Keeffe had she not married Alfred Stieglitz. Would Lee
Krazner be such a well-known name had it not been for Jackson Pollock? When
someone mentions their love of a de Kooning, they usually are referring to Willem and
not Elaine. Elaine was once asked what it was like painting in the shadow of her famous
husband. I can only imagine the tone in which Elaine responded when she said, “I don’t
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paint in his shadow, I paint in his light.”58 Which still, unfortunately, refers to her using
Willem’s influence for her own artistic career.
When it comes down to it, Kauffman was seen as “lesser.” It is often a question of
why Moser and Kauffman were even allowed to be members if they were not provided
any of the perks the rest of the members received. It was an unfortunate “token
membership” that the women filled due to their connections and backgrounds.59 Both
women came with important and respected fathers, so they were able to use those
connections to their advantage. After Kauffman and Moser, it would be another 168
years before the next woman would be admitted into the Royal Academy. 60
But when turning back to Zoffinay’s Academicians of the Royal Academy, the
scene presented is a hostile environment that Kauffman and Moser may not have
wanted to partake in even if they had been allowed within the study rooms. Simply turn
to Richard Cosway, the man leaning on his cane on the far right [Figure 10], to see that
he is looking quite debonair. His cane is using the bust of Venus (casually strewn aside
and on its back) to prop himself up. The only representation of the female form in the
entire portrait is being used to support one of the member’s canes.
All this to be said, when the Art Price auction rankings for 2021 came out on
December 1, 2021 Kauffman’s ranking has spiked to 475 while Reynolds is at 2,603.
2021 was Kauffman’s most successful year on the market to date with a turnaround of
$2,341,976. She sold eight lots to Reynolds’ three, and Reynolds’ price evolution has
dropped by 40%.61
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Should Kauffman’s trajectory continue with more dedicated scholarship by art
historians, her market statistics could reflect this spike. Kauffman’s Royal Academy solo
exhibition scheduled for 2020 was canceled, but Kauffman may well be on her way to
rising stardom.62 More than just a portrait on the wall, Angelica Kauffman represents a
powerful woman who, at her time in society, was able to conquer her professional
success while maintaining her social status.

Élisabeth Vigée Le Brun
France; mid-eighteenth century

Élisabeth Vigée Le Brun’s oeuvre holds around 600 portraits and 200
landscapes, respectively.63 She has works in the Louvre, Metropolitan Museum of Art,
National Gallery in London, and the Hermitage Museum. Paris born, Élisabeth was the
daughter of painter Louis Vigée who began her early artistic training.64
In Vigée Le Brun’s memoirs, Souvenirs, she notes that her father’s friends were
early influences within his studio. Her father was insistent on the importance of
networking, and she learned from her mother, a hairdresser, the importance of
connections as her mother supplied wigs to the aristocratic class which allowed Vigée Le
Brun to mingle among the wealthy and elite.65
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Vigée Le Brun supplemented the time male artists were in class with visits to the
Louvre, where she spent hours studying the Old Masters. Women were allowed within
the state-sanctioned Salon exhibitions and royal art collection, so it was these visits that
Vigée Le Brun considered her “teachings.”66
Her father passed away at the age of 12, cutting off the one connection she had
to the art world. Her mother remarried a wealthy jeweller and the family moved to the
Rue Saint-Honore within the proximity of the Palais Royal.67
At the age of 17, Vigée Le Brun began to receive commissions from outside her
social class and immediate circle. However, in 1774, she came under fire as officials
noticed she was not paying dues to the guild from her commissions.68 Her studio was
ceased and this prompted her to apply for membership at the Academy of Saint Luc
where she was admitted at the age of 19. Her father had also been a member.69 Saint
Luc was said to be more “lenient” with accepting women artists.70
Without a famous living father to support and promote her art career, or maybe
just because she loved him, Vigée Le Brun married in 1776 to Jean-Baptiste-Pierre Le
Brun, a painter and art dealer.71 His great-great uncle was Charles Le Brun, a famous
court painter to the royal family and the founder of the French Royal Academy. 72
This marriage established Vigée Le Brun as an important figure amongst the elite
and aristocratic class. Her work was still being exhibited in the Salon, and in 1787, her
submission Self-Portrait with her Daughter Julie [Figure 11] caused a scandal. No naked
women were involved, or any violent imaging. For all intents and purposes, the portrait
66
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was quite PG. Only, her daughter is clinging to her lovingly and their arms are around
one another as her daughter leans into her for support. And, scandalously enough, their
mouths are slightly open in early laughter.
It was at the age of 23 in 1778 that Vigée Le Brun first became connected with
the queen of France, Marie Antoinette. 73 The commission was a portrait of the queen for
Empress Maria Theresa of Austria, Marie Antoinette’s mother. 74 Marie Antoinette in
Court Dress [Figure12] is delicately and richly painted showing the queen standing tall.
Elegantly draped in the finest silks and styles shining through in the beam of light
painted in a swath across the canvas. The queen of France and the daughter of a
hairdresser was an unlikely friendship. However, Vigée Le Brun was able to capture the
queen as not only regal and revered, but also as a mother and a woman.
In 1787, the same year her scandelous self-portrait made it into the Salon, she
painted Marie Antoinette and Her Children [Figure 13] which was groundbreaking in how
royals were presented at the time. Marie Antoinette is surrounded by her three children
and an empty cradle. An attempt to improve the queen’s image and make her more
personable. The portrait was received with split reviews.75
Painted in her home setting of the Palace of Versaille, the queen is surrounded
by the lush lifestyle of the royal family. But at the core of the painting is a reference of
loss. Her most recent child having passed on, the message is strong - the queen, a
mother, is suffering after the loss of her child.
There is an 1859 painting by artist Alexis-Joseph Pérignon Marie Antoinette
Gathering the Brushes of Madame Vigee Le Brun, 1784 [Figure 14]. This touching
painting depicts the queen bent down elegantly while picking up the fallen brushes from
73

Château de Versailles, “Portraitist of the Queen.”
The Art Story, “Elisabeth Vigée Le Brun.”
75
Mary D Sheriff, “The Cradle is Empty: Elisabeth Vigée Lebrun, Marie-Antoinette, and the
Problem of Intention,” In Women, Art and the Politics of Identity in Eighteenth-Century Europe,
edited by melissa Hyde and Jennifer Milam, 166, Surrey, UK: Ashgate Publishing Limited, 2003.
74

24

Vigée Le Brun’s open toolbox. Whether this scene is historically accurate is unclear. But
in Vigée Le Brun’s memoirs, she does note that she and the queen were cordial and
friendly during their painting sessions. In some cases, the two women were known to
sing together while she painted.76
Even with her controversial paintings, Vigée Le Brun still remained triumphant
and her career was still rising in success. During her time with the queen, Vigée Le Brun
painted two state portraits while also completing 30 known portraits of the queen and her
family, mostly her children, over the following decade.77
Due to this strong female friendship, Vigée Le Brun was able to overcome
adversity when, through royal intervention, she was accepted into the French Royal
Academy of Painting and Sculpture. Over the span of the 150 years the Academy was
open, only four women were submitted as full members. Fifteen women were offered
memberships, but even the full members were heavily restricted.78
Just as Kauffman endured in England, women in France were not allowed to
study the nude male figure, which, according to the French Academie’s guidelines,
disabled women from officially being recognized as true history painters.79 The French
had a hierarchy for the importance of certain painters’ and sculptors’ careers. The
hierarchy followed as such: history painting, portraiture, genre painting, landscapes, and
still-life painting. And, due to the access (or lack of) women were stuck to the landscape
and still-life studies.80
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Under the queen’s praise and patronage, Vigée Le Brun flourished in the court.
Instead of a famous man promoting her work, Vigée Le Brun is unique in her career for
having been promoted by strong women. During her period with the French Royal Court,
she painted an estimated 50 portraits of the royal family and aristocracy.81 Her royal
portraits were exhibited at the yearly Royal Salons, and her home became a hotbed for
French debate and conversation amongst the artistic world. She even hosted
Jacques-Louis David who gave her the highest compliment a man at that time could
have provided her - that her works looked as though they had been painted by a man.82
This high level of success, however, was only linked to one person’s protection
and when the political tide began to shift and the royal family was under attack, so was
Vigée Le Brun’s career. She fled France in 1789 to Italy.83 Suddenly poor, without
patronage, and in an artistic world where she had no connections, she began again.
She utilized her connections to the French court by finding a new patron in Marie
Antoinette’s sister, Queen Maria Caroline of Naples. It was through this wealthy woman
patron that two iconic women artists had the chance to meet. For Maria Caroline was not
only a patron to Vigée Le Brun, but to Angelica Kauffman as well. It is said the two of
them met in Rome.84
Personable and resourceful, Vigée Le Brun made a career for herself both in Italy
and Austria. Her portraits were in high demand, and during her first three months in the
Russian capital of St. Petersburg, Vigée Le Brun secured patronage from Catherine the
Great herself. She ended up staying for six years.85
It wasn’t until 1800 that Vigée Le Brun was finally able to return to France. She
returned to Paris in 1802 where she found a great shift in the political sphere and art
81
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world. Jacques-Louis David took up chief artist in the court as the Napoleonic era began.
Without much connection left in France, this was around this time Vigée Le Brun made
her way to Germany and England for a two-year tour.86
With such a successful career and having made such an impact all over Europe,
it is a wonder Vigée Le Brun’s name wasn’t well-known until the late-20th century. Her
highest sale took place in Sotheby’s New York in January of 2019 when Portrait of
Muhammad Dervish Khan, Full-Length, Holding His Sword in a Landscape [Figure 15]
sold for $7,185,900.87 This Master Paintings Evening Sale was composed of 79 lots. Ten
of these lots were by women artists, and they were clumped together as lots #42-52.
Muhammad Dervish Khan was the top seller of the night by over two million.88
In 2020, Vigée Le Brun ranked 1440th with nine lots sold and a turnover of
$476,686. Ten percent of her sales were bought-in and geographically 60% of her sales
were in the United States.89 If we compare her market analysis to Jacques-Louis David,
who took up as court painter following the French Revolution, Vigée Le Brun is not far
behind. David ranked 1,381 on the market in 2020 with 4 lots sold and a turnover of
$531,490. His percentage of bought-in lots was at 20 percent with 76.1 percent of his
geographic distribution over the past 10 years remaining within the United States.90
Unlike Kauffman and Reynolds’ careers which mirrored one another much more
closely, Vigée Le Brun did not have a male contemporary whose career compared. She
was the queen’s portraitist but she was also well-known amongst other royals and
aristocrats. She worked in not one royal court, but two when you include Catherine the
Great.
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When we address Vigée Le Brun within the context of Nochlin’s article, the
“woman problem” applies heavily. Visibility for women was difficult when their place was
considered at the home in the private sphere. Vigée Le Brun very visibly lived in the
public sphere and created a name for herself without the protection of a man. Why she is
not considered a great woman artist is not due to her skill, but lack of information about
her career that enables higher prices at auction or represent herself through academic
research. Vigée Le Brun was in the midst of the Enlightenment in France where the
woman’s place was constantly debated by men. When alive, Vigée Le Brun was able to
promote herself through other powerful women. But her works were lost to time once she
was no longer able to represent herself.
Her ranking in the market went down significantly in 2021 from 1,441 to 3,513.91
Many of Vigée Le Brun’s works are still property of Versailles, where Marie Antoinette
lived and Vigée Le Brun worked for many years. With fewer works on the market, it is not
uncommon for her standings to fluctuate depending on what art is available. Great
artists, however, always sell at a high rate when at auction because their work is desired.
Without consistent visibility, Vigée Le Brun can only sell for so much when she pops up
at auction every so often. Her last major exhibition was in 2016 at the Metropolitan
Museum of Art. “Women Artists In Revolutionary France” exhibited 77 of her works. 92
Interestingly, Vigée Le Brun had fled France when the Revolution happened and if you
look at the works exhibited, the majority of them were painted prior to the Revolution, so
the entire name of the exhibition is a bit misleading.
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Lavinia Fontana
Italy; mid-to-late sixteenth century

Lavinia Fontana’s father, Prospero Fontana, was a minor painter of the school of
Bologna and was Fontana’s first teacher. He instructed her in the Mannerist style.93 He
was friends with artists Taddeo Zuccari and Giorgio Vasari, and his patrons included the
Medici family through Caterina de Medici and Henry II. Pope Julius III was even his
patron at one point during his career.94
Fontana would become known as one of the most important portraitists of
late-16th century Bologna by the end of her career. Her skill in portraiture was praised for
her keen attention to detail in ways other artists before her had not - intense focus on
jewelry and the vibrant colors she used to depict her sitters’ fabrics. 95
Though first and foremost a portraitist, Fontana also created wonderful religious
works. She was provided the opportunity to paint the altarpieces of chapels in Bologna,
which caught the eye of Cardinal Ascoli. He then commissioned works that eventually
led her to find work in Rome.96 It was her religious work Visit of the Queen of Sheba to
Solomon [Figure 16] that granted her access into the Roman Academy. 97
But how does Fontana’s life differ from that of her fellow women artists? It is in
the gender roles she and her husband inhabited that allowed Fontana’s career to
prosper. Lavinia Fontana and Gian Paolo Zappi were married on 14 February 1577, and
instead of following the set life of societal female norms for the time, Zappi (a minor
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painter himself) took a step back from his own career so that Fontana could prosper.98
They had 11 children together and Zappi took on the role of stay-at-home dad.
Though this sounds noble, there was a financial reason behind Paolo’s humble
bow out of the art world. Fontana’s father was not rich and could not provide Fontana
with a traditional dowry. Thus, when she was of marriageable age, Fontana’s father
struck the deal with Zappi that all of Fontana’s profit from her artistic career would suffice
as a reputable dowry.99 For the rest of her life, Fontana’s earnings from her works would
technically fulfill the requirement she owed her husband as a wife. Not quite as romantic
as initially suggested.
When viewing the self-portrait Fontana created on the eve of her marriage
Self-portrait at the Virginal with a Servant [Figure 17] in 1577, there is a sense of
challenge in her eyes. She is sitting playing the spinet and has turned to gaze out at the
viewer. In the background basked in golden evening light sits Fontana’s empty easel. It
is almost as though Fontana is showing that she knows her place. She is well aware that
it is her talents that have secured her a marriage above her station. Her posture is
relaxed, but not slumped, and she is dressed elegantly in rich robes and a beautifully
detailed collar that directs all attention to the face. Her face is illuminated against the rest
of the settings around her, reminding the reader that though she is fortified in her abilities
as a musician, artist, and woman, she is still just that - a woman.
In regards to her career, Fontana was insanely successful for a woman at this
time. The fact that she was commissioned for religious works, which was an opportunity
only provided to men, speaks to the volume Fontana was known for within her
community. Her attention to detail in portraits of aristocratic women only made her more
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famous amongst the elite.100 It is easy to track Fontana’s career and see how her
influences changed her style. Her focus and use of certain techniques - such as
chiaroscuro and choice of topics for her historical portraits - can be tracked to her time in
Rome.101
In 1603, Fontana was inducted into the Academy of St. Luke in Rome, an
all-male academy where Caravaggio was also a member. Her patronage extended all
the way to that of the Boncompagni, and she became the Portraitist in Ordinary at the
Vatican.102 The mythology and scandal surrounding Fontana is her work of Minerva
Dressing [Figure 18] in 1613, where the female figure is completely nude. Fontana is
thus considered the first woman artist to paint the female nude figure.103
It would be amiss to focus on Lavinia Fontana and not mention Sofonisba
Anguissola.
Another Italian woman whose work has become infamous, Anguissola worked
prior to Fontana’s time. But as contemporaries, Anguissola and Fontana faced some of
the same issues. Both women came from artistic families with established artists as
fathers, and in the recent exhibition “The Tale of Two Women Painters” at the Museo
Nacional del Prado, Fontana and Anguissola are compared side by side. 104
Their economic and familial power struggle can also be seen in many of their
portraits where they portrayed women as equals to their husbands, which was not as
common at the time. Male artists perpetuating the patriarchal ways of the art world
during the time of these two women were able to sway the public of their opinion by
smear campaigns critiquing Fontana and Anguissola’s work. A quote on Fontana found
100
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in a review catalog of her work remembered her “for the particularity that she was a
woman” and congratulated her for having “risen above the usual course of her sex, for
whole wool and linen are the sole materials appropriate for their fingers and hands.”105
The only academic writing on Anguissola during her time was by Giorgio Vasari
where he questioned why she felt the need to paint at all. “Why would a woman ever feel
the need to paint a perfect male figure when they were made to produce them
instead.”106
On paper, Fontana’s career is impressive, important, and ground-breaking. She
was the first woman to achieve many documented accomplishments - owning her own
studio and workshop, completing commissions for large religious altarpieces, and
drawing mythological nudes.107 She was also able to accept a fee for her work
considering painting was her career, but she could not have any control over these
funds. At the time, women could only negotiate legal transactions through representation
of a male relative.108 Anguissola, as a noble woman, technically was barred from
accepting any fees for her works. It would be considered unseemingly. Her father,
however, could accept the fee on her behalf.109
Where Fontana thrived and Anguissola did not, was the support Fontana
received from her family. Anguissola’s father acknowledged her skill, but exploited her
work to achieve a high status in society - thus perpetuating the “woman as lesser.”110
As sensational as the coverage Fontana and Anguisolla received through the
Prado’s exhibition, both women were not highlighted for their success as artists. It was
not their skill that was on display, but their sex. When researching the Prado’s collection,
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the museum does not have a single Fontana work in its permanent collection. And of the
four works they’ve acquired by Anguissola, only three of the four are on display. 111
On the market, Fontana ranked 1359th for the year 2020. She sold five lots with
a turnover of $507,981 and 37.5% of her lots were bought-in.112 Her highest selling work
was in January of 2021 at Sotheby’s New York’s Important Old Master Paintings sale.
Portrait of Bianca Degli Utili Maselli, Half Length, in an Interior, Holding a Dog and
Surrounded by Six of Her Children [Figure 19], an oil on canvas, sold for $602,500.113
This concept of elevating women artists not because they are great artists, but
because they are women, is not a new concept used only by museums to sell tickets. It
is a common and recent occurrence in the art market, and it has started to pick up a lot
more in the past years with the #MeToo movement and the “discovery” of women artists
emerging as a selling point. Lavinia Fontana had her moment in the spotlight during her
exhibition, but since then what has the Prado done to perpetuate the study of these
women artists in the canon of art history?
This next chapter will explore the multiple branches within the art world auctions, museums, and galleries - and how each has exploited or hidden women within
sales, exhibitions, and other facets of the art world.
Let’s begin with the fascinating story of the disappearing artist Judith Leyster, and
how the art world attempted to physically erase her from history.
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Market Analytics

Not only did women suffer from gaining recognition during their active years, but
history - the male-centric based history - has physically made moves to erase women
from history.
Judith Leyster was a 17th-century Dutch portraitist who was relatively well-known
during her time. She was recently featured in the 2019-2020 “Women Artists of the
Dutch Golden Age” exhibition at the National Museum of Women in the Arts in
Washington D.C. She could possibly be the first woman admitted into a guild in 1633.114
So how could she disappear?
Women have always made a small percentage or discounted price for their
works, which does not always sit well with dealers. Just think of Gentileschi's work and
how it was priced lower after one failed sale. Leyster was slowly erased from history by
dealers who wanted to make more money off her work.115
They did this by literally painting over her signature.
Her work was attributed to Frans Hals to bring in a higher price at market. This
carried on into the 19th-century all throughout Europe. It wasn’t until scholars started to
notice a signature unknown to them including a beautiful star under these works that had
been attributed to Hals that Leyster’s signature was uncovered and, in extension, so was
Leyster herself.116
This was in the 1970s - over 300 years since Leyster’s active art career.117
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Visibility is a tricky subject for women artists, both during their active careers and
following in history. In order to make it on the market, artists had to be content to sell and
promote their work. Women following the Renaissance and Baroque periods were more
heavily sheltered into the private sphere. Should a woman attempt to make her place
within the public art sphere, her skill alone was not capable of providing her with a
substantial career. Even women with high status as Vigée Le Brun supported by the
queen would not be taken seriously. Going back to the term ‘spectacular’ women,
women were discouraged from representing themselves or promoting their own work.
When the #MeToo movement and Women’s Marches started to make headway
in 2017, the rising up of women’s voices to showcase the power women have motivated
museums and galleries to do their part - by finally promoting women and their art.
Thus, the new era of the “rediscovered” woman artist arose.
In the past decade, the market for women artists has been on the rise. Works by
women have doubled on the market, however, women as a whole are still making “less
than the total sales of Picasso alone.”118 Out of the top 100 auction sales, only two of
those sales have been by female artists, which contrasts strikingly with the fact that half
of the top 25 sales include women as the subject of the work.119 Women on average
have their works priced on a lower scale than men, most noticeably in Asia, Europe, and
North America. 120
Women have struggled with the demand-side of the market. The argument is that
women had less instruction, therefore created less work. So when their work comes to
market women are lesser known and their works under sell.
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That being said, many gatekeeping issues go back to sensationalism. Leonardo
da Vinci’s oeuvre consists of less than 20 paintings. Artemisia Gentileschi has an oeuvre
consisting of around 60 paintings, and her works are more commonly found on the
market. So this concept of the “numbers game” isn’t always the case. Oftentimes it is a
combination of the two - either a woman has not produced enough work to constitute her
work commonly found on the market, or she is just not well known enough because her
name has not achieved the same fame and scholarship as her male contemporaries.
The bias of women to men and the difference in their art is both cultural and
institutional through patriarchal ideologies. To delve deeper into this institutional bias
through the market, this next section will focus on galleries, auction houses, and
museums. When looking at the statistics of women Old Masters on the market, the peak
year was 2019 prior to the pandemic. Women were blazing forward and creating a more
well-known presence as specific auctions and museum exhibitions paid individual
attention to women and their work. However, following the pandemic, the fight to
promote women and their work has simmered down a bit, but the conversation is still
raging.
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Gallery Influence and Statistics
Representation (and Underrepresentation) of Modern Women Artists

Though not directly connected to Old Master sales for women, galleries are still a
big part of the art world and should be touched upon to show how sexism and
institutional bias is still impacting women artists today.
After researching all the artists represented in 2021 by the top five galleries Gagosian, Hauser & Wirth, Galerie Perrotin, David Zwirner, and Pace - the average ratio
was found to be around 30 percent women.121
In 2019, 19 of 66 artists represented by David Zwirner were women. As of 2021,
the number is now 26 out of 85 artists. That’s a rise of 21 to 30 percent.122 Hauser &
Wirth went from 30 to 34 percent from 2019 to 2021 now representing 37 women.123
These percentages, though on the rise, are still significantly disproportionate to women.
When galleries and art fairs are under-representative of women and their work,
the impact on the market is long-term. If fewer works are sold on the primary market then
the secondary market is impacted as well. How can we compare this to the market of
Renaissance women? This same chain reaction influenced Old Master women in their
age by denying them representation in galleries, salons, and other viewings. If women
were not able to promote their art to the public, or provide funding, then their names and
careers were cut off at the knees from the start.
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The Role of Auction Houses
Institutional Bias Perpetuated; Underpriced, Undervalued, and Overlooked

In 2018, 1,100 works by male Old Masters were sold by Sotheby’s compared to
the 14 works sold by women Old Masters that same year.124
Then in 2019, the global market for women grew from $230 million to $595
million. Those sales still only comprised 2% of the global market’s share (an estimated
total of $4 billion). Ranking number one in the art market, Pablo Picasso alone
generated $4.8 billion at auction over the course of the past 11 years, the same period of
time that 6,000 women artists generated their collective $4 billion.125
One male artist makes more at auction than every woman artist combined.
And of that $4 billion, $1.6 billion is generated from the top five women artists
who have created a high level of fame - Yayoi Kusama, Joan Mitchell, Louise Bourgeois,
Georgia O’Keeffe, and Agnes Martin. 126
When these names are compared to the top five male artists on the market Pablo Picasso, Andy Warhol, Zhang Daqian, Qi Baishi, and Claude Monet - the contrast
of sales is far more equally distributed. These top five male artists account for a tenth of
the total spent on male artists at auction. That’s only 8.7 percent of the $192.6 billion.127
There are a few questions when looking at these statistics. Are women artists just
too overshadowed by the amount of male artists that women will never be able to catch
up? Or has anyone stopped to ask themselves what the art market would look like if
women’s art was priced the same as their male counterparts?
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Male artists with congruent profiles and career trajectories are compared at
market to analyze pricing. With this precedent, women artists are then compared to other
women. This stunts the growth of women’s work on the market because it is pushing
them into one specific category instead of comparing them to their male contemporaries.
Generally speaking, art is priced based on a comparison to its value and similar artists or
schools of that era, along with, of course, the artist’s name and clout. If one were to
compare craft and skill instead of background and social standing, the prices would be
more equal for women to men. But bias on background, societal norms, and gender
norms always play a role.
The secondary market has started to shine for women as prices are starting to
rise at a faster rate than that of their male counterparts. According to Sotheby's Mei
Moses account, a huge spike in 2012 continued to surge through 2018 when only eight
percent of men saw their prices increase on the secondary market compared to women’s
work rising by 73 percent.128 Prior to 2012, women and men’s sales were relatively equal
for the past 50 years.129 So why did women have this resurgence?
One of the reasons why women have had this renaissance on the art market has
to do with the limit of blue-chip art available for sale. When dealers feel they are running
out of resources, digging into untouched niches in the market can allow for new interest.
The Old Masters market has also not been flourishing in the past years as contemporary
sales are the predominant interest. In this age of “rediscovery” for women, exploring
women’s power on the market was a good move because there is nowhere for women to
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go on the market but up. Introducing new works and categories in the Old Masters
market can also provide new ways for younger dealers to get involved.130
Since 2019, auction houses like Sotheby’s and Christie’s have been attempting
to corner the market on women artists in female-dominated sales based primarily on the
work of women through history.
Sotheby’s started 2019 with their “Female Triumphant” sale during Masters
Week. The sale was meant to emphasize “how critical it is to recognize the names of
women who broke rules and jumped hurdles to break into a male-dominated art
world.”131 Promotion of the sale even quoted Linda Nochlin’s article and said the works
featured in the sale were mentioned by Nochlin, thus providing more value to the lots.132
“By Women, For Tomorrow’s Women” was Sotheby’s next female-led auction in
March 2019. And then in June 2021, Sotheby’s held their first cross-category sale
“(Women) Artists.” Devoted solely to women artists, Sotheby’s held it as a day sale
instead of an evening sale.133 This decision to mark the auction as a day sale alluded to
the public that these works were not yet at the caliber to be placed within a prestigious
evening sale time slot.
Majority of the works were underpriced at lower values. The hammer total of $5.2
million ($6.5 million with premium) included works spanning from the 17th-century to the
present day. The low estimate for the sale was $3.7 million and the sale “realized an 82
percent sell-through rate across 57 lots.”134
Generally speaking, “(Women) Artists” was not a (big) hit.
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In most day sales, lots oftentimes sell higher than their estimate. But among the
lots in “(Women) Artists,” 22% of the lots sold below their estimates, 41% sold within
their estimate range, and 37% sold above their high estimate.135
In regards to Women Old Masters, their sales were rising along within the art
market world. A still life with an estimate of £200,000 by the 17th-century Dutch painter
Rachel Ruysch sold with a hammer price of £270,000.136 And Lavinia Fontana’s
16th-century portrait of a young woman was estimated to sell for £15,000 but ended up
selling at £75,000 - five times the estimate.137 Though sold higher than the estimate, this
price is still far below other previous Fontana sales in evening auctions.
Where some women flourished with the special attention, there have been mixed
reviews regarding these female-centric sales and how they are perpetuating the
separation of women artists from the common canon of art history.
Regardless, these sales are creating press for women and raising awareness of
the large gap in art history. With more coverage of these women artists receive, the
conversation provides a platform for academics to further the discussion in course
material and with future generations of art historians.
This debate can also be found in the museum sphere. Women artists have
recently become the go-to exhibition for major museums to showcase something new
and fresh, while utilizing works that have never been seen before considering these
women were not previously the object of study in art history. The debate is centered
around whether major solo exhibitions versus the impact of permanent acquisitions.
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Calculated Curation

Case Study: The Baltimore Museum of Art Deaccessioning Scandal
Bias - both gendered and racial - has always impacted the canon of art history
and how we deem artworks to be important or pertinent to the historical canon. One
question museums can start asking themselves regarding permanent acquisitions is how
they are valuing the art they are investing in. Is the value of art based on the artworks
itself, or in the accessibility museums grant to the public and future artistic generations
who can see representation of themselves through past generations of artistic
excellence?
Deaccessioning is a common attribute within the financial structure of museums.
In order to provide funding for new works, museums deaccession works on a regular
basis. It is a common practice, and yet when the Baltimore Museum of Art (BMA) started
deaccessioning works by white male artists to promote underrepresented women artists
and artists of color, they were criticized intensely.
In 2018, the BMA under director Christopher Bedford decided to deaccession
seven works of art. Baltimore, Maryland has a population that is 64% black, which, when
you look at the BMA’s collection’s representation, one would never know.138
When Bedford first arrived at the BMA in 2016, 72% of the art within the
collection was white, and 96% of the permanent collection was male. From this
collection, Bedford worked with the curator for contemporary art Kristen Hileman to
locate seven works of art that the museum could deaccession.139 The funds from these
138

Nancy Kenney, "Baltimore Museum of Art director defends diversity goals that his institution
hoped to meet through art sales," The Art Newspaper, March 21, 2021.
https://www.theartnewspaper.com/2021/03/22/baltimore-museum-of-art-director-defends-diversity
-goals-that-his-institution-hoped-to-meet-through-art-sales.
139
Julia Halperin, "'It Is an Unusual and Radical Act': Why the Baltimore Museum Is Selling
Blue-Chip Art to Buy Work by Underrepresented Artists," Artnet News, April 2018.
https://news.artnet.com/market/baltimore-museum-deaccession-1274996.

42

deaccessioned works would go towards what Bedford called a “war chest” where the
money generated from these sales would be split into two categories: the contemporary
art department’s long-term endowment, and funds designed to work on a shorter
acquisition timeline of three to five years.140
The seven works - including works by Andy Warhold, Robert Rauschenberg, and
Franz Kline - sold for $7 million. The funds were directly turned around to purchase
works by women and artists of color. The sales were of course criticized, but not long
after in February of 2019, the San Francisco Museum of Modern Art followed suit and
deaccessioned a Mark Rothko painting to benefit acquisitions which could fill in the
art-historical gaps.141
These seven sales were a success, and the BMA was well on its way to diversify
their collection. The Endowment for the Future was Bedford’s plan to provide funding for
the museum’s permanent collection that would support underrepresented artists through
deaccessioning works by well-known white male artists. On average, the BMA spends
around $475,000 on acquisitions each year, and the majority of these funds come from
their dedicated endowment.142
Deaccessioning has always been a tricky subject, but when famous works are at
stake then it becomes even uglier. Bedford picked three works to deaccession next:
abstractions by Clyfford Still and Brice Marden, and Andy Warhol’s silkscreen resembling
the Last Supper by Leonardo da Vinci.143 Combined, the three works were expected to
bring in $65 million. Still and Marden’s abstractions would be sold at Sotheby’s
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Contemporary sale, while the Warhol was set to sell in a private auction through
Sotheby’s.144
When broken down, the Endowment for the Future was going to include $54.5
million towards the collection’s direct care, which would also include raising salaries of
several dozen employees. $10 million would go towards supporting women and
non-white artists; $500,000 towards inclusion, equity, and diversity; and $590,000
towards making admission free for special exhibitions and keeping the museum open
until 9pm once a weekday.145 With this new endowment, $2.5 million would be freed up
from the budget to increase wages staff-wide.146
But due to the nature of these masterpieces Bedford had chosen, intense
backlash ensued. People even sent letters to the Maryland Attorney General and the
Secretary of State “urging the cancellation of the sale and calling for an investigation into
whether the plan is a breach of the public trust.”147 So two hours prior to the sale, the
BMA “decided to pause” their deaccession plan. 148
One specific complaint came from Charles Newhall III, a former chairman of the
board. He wrote in his resignation letter as an honorary trustee that he did “not believe
that one sells masterpieces to fund diversity.”149
Other comments suggested that the BMA simply were not doing enough
fundraising to be able to acquire these news works by underrepresented artists and
instead of selling important works critical to the collection, should be working harder on
fundraising.
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However, the traditional basis of fundraising, or lack thereof, is the main reason
museum collections are biased and prejudiced today. Museums can only fundraise to a
certain point and there will always be underrepresented artists that museums fall short
on supporting with only a small percentage of funds to invest in these artists.
But professor of art history at Morgan State University in Baltimore Lori Johnson
was quick to remind the public that fundraising, and the lack thereof, is the main reason
museums’ collections are the way they are today, and always have been. 150
“The attitude expressed by critics just maintains the status quo.” And in this
instance, that is the white male status quo. “We still have underrepresentation and we
still have people waiting to have the careers they deserve. There’s more at stake than
these three works.”151
Though the three sales were “paused,” Bedford did not fully agree on the
decision and stated, “The turmoil we are experiencing is not simply financial; it is the
result of entrenched systems that cannot sustain the moment or the future. Our
communities are calling us to action, to move beyond words and symbols.”152
In the year 2020, the BMA acquired 65 new works under their ‘2020 Vision
Initiative.’153 Of these 65 works, 49 were by women artists, and for 40 of those artists it
was the first time their work had ever been permanently acquired by the museum. The
2020 Vision Initiative spent $2.7 million on acquisitions including paintings, sculptures,
works on paper, photographs, and mixed media.154
Since the sales of the seven artworks in 2018, the BMA has acquired 125
contemporary artworks using the funds. This includes works by 85 women, indigenous,
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black, self-trained, and “otherwise underrepresented artists.”155 In July of 2021 the first
major exhibition of these works entitled ‘Now Is the Time’ opened.
Bedford commented that the show was a narrative on the “economics of the
marketplace” and said that “the disparity in price between the seven works sold and the
125 acquired speaks to ongoing racism and sexism as reflected in the art market’s
diminished valuation of works by women and artists of color.”156
When asked about the future of the BMA’s collection and deaccessioning sales
going forward, Bedford stated that the mission for museums was to nurture the
community through all categories of art and not to nurture the collections. Instead of
viewing museums as membership clubs, Bedford urged the public to view them as
community resources, including all communities, “not just those in historically
established spaces of privilege.”157
“It is an imperative of the present to reckon with the inequalities of the past and
the institutional systems that uphold those inequalities,” Bedford said, “Art history itself is
a story of recognition and rupture.”158
The Baltimore Museum of Art is a forerunner in the support of women and other
categories of underrepresented artists. The difference between large exhibitions
highlighting women artists and permanent acquisitions of women artists’ works is a
larger debate. Exhibitions are passing trends, while permanent acquisitions promote
further study and inclusion. Though still a far way from equality in museum collections,
every permanent acquisition is a step in the right direction.
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But what of the solo exhibitions that have become central to promoting women
artists in the past few years?

The Tale of Two Options: Sweeping Exhibitions and Lasting Acquisitions
The previously mentioned “The Tale of Two Women Painters” exhibition at the
Museo Nacional del Prado was a huge moment for Lavinia Fontana and Sofonisba
Anguissola when it opened in October 2019. The show featured 65 works presented in
chronological order to study the two women’s careers. Works were loaned from 20
European and American collections and brought together the biggest exhibition either
woman has ever been featured in.159
The same month, “Women Artists of the Dutch Golden Age” opened at the
National Museum of Women in the Arts in Washington D.C. Judith Leyster found herself
exhibited alongside other artists such as Rachel Ruysch and Clara Peeters.160 The
exhibition focused on the women’s backgrounds and how they spent their lives as artists
while also fulfilling certain societal norms and duties for women at the time. Some
flourished, some failed, but all created art lost to time due to their status as a woman in a
very male dominated field.161
The success of these exhibitions in late 2019 created a spike in announcements
from other prominent museums stating their intent to promote women artists in upcoming
exhibitions. The Uffizi announced “The Greatness of the Universe” in the art of Giovanna
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Garzoni. The National Gallery in London was to curate a one-woman show called
Artemisia focusing on Artemisia Gentileschi’s career and life. 162
“Women Painters, Artists Like Others” at the Musée du Luxembourg was to focus
on women artists who worked in French art salons from 1789 to 1830, including
Élisabeth Vigée Le Brun.163 “The Ladies of the Baroque” at Palazzo Reale, Milan
planned to present 80 paintings by Italian women artists during the 1600s. Calling these
women “female Old Masters,” the exhibition was set to showcase works by Artemisia
Gentileschi, Sofonisba Anguissola, Lavinia Fontana, Giovanna Garzoni, and Fede
Galizi.164
Due to the COVID-19 pandemic, the majority of these exhibitions were either
delayed or canceled. Many did not open until summer of 2021. This unfortunate delay
lulled the progress that women were starting to make in the market.
Though these exhibitions sound like a step forward for the women artists’
movement, the issues these exhibitions create are sensational bubbles in the media.
Representation has always been an issue for museums because they oftentimes attempt
to curate a very specific canon of art history that has been perpetuated through
patriarchal views. Bias is built into the structure of museums because it is what they
were founded upon and their identities have only been maintained through the collection
they’ve created.165
Just as bias has been institutionalized through years of oppression, the
perception of how women artists should be curated or exhibited among their male
counterparts is systematically stunted when women are separated from men in parallel
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canons of art history. It is seen often enough in museum exhibitions that it appears
logical to the viewer. But in order to expand the canon and create one seamless line of
study, women and men should have their works studied and curated side-by-side. The
issue, as Nochlin pointed out in her essay, is “greatness” is then debated.166 So much of
art history’s biggest debate is gender-based, because who decides what is deemed
great and by whom? By recognizing systems of oppression and under-representation,
museums can acquire permanent works in their collections that promote cultural
inclusivity and inspire inclusivity and equality.
Exhibitions place women artists within a subcategory of the art history canon by
“ghettoizing” their career and keeping them separate.167 Even when being praised for
their work, women are still compared to their male contemporaries. Artemisia Gentileschi
may have made a name for herself, but she is oftentimes said to have made herself a
“fair competitor” amongst her male peers.168 Even when Sotheby’s promoted their
all-women inclusive sale, one article was titled, “The Women Who Dared to Paint,” as if
these women were doing the impossible of picking up a paintbrush in the male
dominated world.169 Even when in the spotlight, women are still degraded subtly through
the discriminatory male canon. With permanent acquisitions, women artists would have
their spot on the wall and their spot in the canon.
Artists such as Kauffman, Vigée Le Brun, and Fontana worked alongside their
male contemporaries and lived within the same social circles. So why shouldn’t they be
curated alongside them? There are no two lenses to study art history. There is not the
feminine lens and the male lens. Unfortunately, there is. But there shouldn’t be.
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In the past decade, 260,470 works were acquired by 26 of the major museums in
the United States. From that, 11 percent were from women artists.170 Engaging with
under-represented artists, especially women and artists of color, has become an active
dialogue in the art community. The problem has been addressed through multiple
attempts to promote these artists, but until formal commitment follows up the
conversation, the problem will continue to be perpetuated.
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The Case for Artists

Women Old Masters are spectacular. With the resilience and impact women
artists have provided to the canon of art history this paper could be three times as long
and still not fully grasp the breadth of knowledge women have attributed.
In her 1999 book Differencing the Canon, Griselda Pollock wrote a section
entitled, “Thinking about Women … Artists.” She makes a bold statement that even
calling women artists “women artists” defeats the purpose of promoting women. The
term itself differentiates these women from the “regular” or “masculine” canon of art
history.171 The same can be said for the auction sales previously mentioned where
women were promoted simply for being women, and not for their talent.
It is not about fixing the art history canon, or shifting the art market to include or
“add” women to the forefront. Instead as a whole, the art world must stop perceiving
work by women to be different from men. To be productive in noticing institutional bias,
or forming policies that establish a more equal study of women and men artists together
in academia, we can create a system that promotes cultural understanding and equality
in all aspects.
Nochlin’s article “Why Have There Been No Great Women Artists?” pointed out
many flaws in the study of art history and the inner workings of the art market when
being non-inclusive to women artists. But she also perpetuated it herself.
In October of 1977, Nochlin curated an exhibition at the Los Angeles County
Museum of Art called “Women Artists: 1550-1950.” Highlighting 83 artists from 12
countries, Nochlin, along with Dr. Ann Sutherfland Harris of the Metropolitan Museum of
Art, curated 150 paintings, art prints, and drawings by women artists.172
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“Our intention in assembling these works … is to make more widely known the
achievements of some fine artists whose neglect can in part be attributed to their sex,”
said Dr. Harris.173 A version of Angelica Kauffman’s now highest selling work at auction
from this year, Cornelia, Mother of the Gracchi, was exhibited alongside portraits by
Artemisia Gentileschi and Élisabeth Vigée Le Brun.174 Lavinia Fontana was not present.
This blockbuster exhibition was one of the largest all-women exhibitions to ever
take place at the time and there was lots of media coverage. The irony is Nochlin fell into
a similar institutional trap where it is perceived that women artists must be separated
from their male contemporaries to gain recognition. Once separated, the women are
more easily comparable to one another, thus perpetuating the generalized stereotype
the art world assumes for women artists. Art history literature is objective about how the
past is represented, so the way art is curated, sold at auction, and valued is objectively
based on these assumptions.
We must be more alert to how we perceive art history. The woman artist is not a
myth, and yet we are always shocked when a new woman artist is discovered or when
she does well on the market. Constant categorization has constructed these stereotypes
that cause us to undervalue women artists or consider their canon of art history separate
from the “real” canon. The view of art history is not rigid nor static so we must stop
treating it as such and remember that women are just as relevant as their male
counterparts. In many cases, they worked in the same social circles and shared many
friends, colleagues, and practices. So why are we not exhibiting these artists all as one
movement?
The next time you visit the Metropolitan Museum of Art, when walking through
the European Paintings 1250-1800 galleries, make sure to stop in Gallery 616. This
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gallery, entitled “Women Artists and History Painting,” has grouped Élisabeth Vigée Le
Brun among two of her contemporaries - Adélaïde Labille-Guiard, and Anne
Vallayer-Coster.175 The Met says this gallery features “two interlocking stories from
eighteenth-century France: the unprecedented rise of women painters and the historical
subject matter that was foundational to the Académie Royale’s tenets, but that only men
were permitted to paint.”176
With good intentions the Met was only seeking to highlight these women and
their extraordinary careers as women during the eighteenth-century, especially as the
Met continues to explain, during a time when history painting was considered the top tier
of achievement for an artist and women were not permitted to achieve.
The message is subtle but the institutional bias is still present. To study women in
art history, we of course must acknowledge that how women became artists was far
different from their male contemporaries due to institutional sexism. But why do we feel
the need to keep explaining it over and over to the point that how women became artists
becomes their artistic identity?
The number of women artists has greatly increased since the days of the Old
Masters. There may be a limited number of Women Old Masters we can study, but that
does not mean we shouldn’t stop looking for them. And as the number of women artists
continues to increase, so must the literature and study of their influence.
In 1976 as Linda Nochlin was beginning to curate her exhibition “Women Artists:
1550-1950,” she asked Georgia O'Keeffe if she’d lend a painting. O’Keeffe refused, and
stated she did not want to be known as a great woman artist, but to simply be known as
a “great artist, period.”177
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Once we break past the stigma that women will always be playing catch up in this
male-dominated field and show representation in all categories - men, women, artists of
color, and other underrepresented categories - then women artists will finally be just as
they were always meant to be: artists.
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Figure 1: Judith Beheading
Holofernes, Artemisia Gentileschi,
1620, oil on canvas, © Uffizi Gallery

Figure 2: Salvator Mundi, Leonardo
da Vinci, 1488-1510, oil on walnut
panel, © Christie’s
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Figure 3: Lucretia, Artemisia
Gentileschi, 1630s, oil on canvas,
© The Getty Museum

Figure 4: Self-Portrait as Saint
Catherine of Alexandria,
Artemisia Gentileschi, 1615-17,
oil on canvas, © National Gallery
London
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Figure 5: Academicians of the Royal Academy, Johan Joseph Zoffany, 1771-72, oil on
canvas, © Royal Academy

Figure 6: Angelica Kauffman
(Self-Portrait), Angelica Kauffman,
1770-75, oil on canvas,
© National Portrait Gallery, London
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Figure 7: Design, Angelica Kauffman, 1778-80, oil on canvas, © Royal Academy

Figure 8: Cornelia, Mother of the Gracchi, Angelica Kauffman, 1788, oil on
canvas, © Art Price
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Figure 9: (L) Omai, full-length, standing in a
landscape wearing robes and headdress,
Joshua Reynolds, 1776, oil on canvas, © Art
Price

Figure 10: (R) Richard Cosway
detail, Academicians of the Royal
Academy, Johan Joseph Zoffany,
1771-72, oil on canvas, © Royal
Academy
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Figure11: Self-Portrait with her
Daughter Julie, Élisabeth Vigée Le
Brun, 1787, oil on canvas,
© Louvre

Figure 12: Marie Antoinette in Court
Dress, Élisabeth Vigée Le Brun,
1778, oil on canvas, © Metropolitan
Museum of Art
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Figure 13: Marie Antoinette and Her
Children, Élisabeth Vigée Le Brun,
1787, oil on canvas, © Versaille

Figure 14: Marie Antoinette Gathering
the Brushes of Madame Vigée Le Brun,
1784, Alexis-Joseph Pérignon, 1859,
oil on canvas, © Metropolitan Museum
of Art
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Figure 15: Portrait of Muhammad Dervish Khan, Full-Length, Holding His Sword
in a Landscape, Élisabeth Vigée Le Brun, 1788, oil on canvas, © Sotheby’s
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Figure 16: Visit of the Queen of Sheba to Solomon, Lavinia Fontana, 1552, oil on
canvas, © National Gallery of Ireland

Figure 17: Self-portrait at the
Virginal with a Servant (also
known as Self-portrait at the
Spinet), Lavinia Fontana, 1577,
oil on canvas © Accademia di
San Luca, Rome

71

Figure 18: Minerva Dressing, Lavinia
Fontana, 1613, oil on canvas, © Galleria
Borghese

Figure 19: Portrait of Bianca Degli Utili Maselli, Half-Length, in an Interior, Holding a Dog
and Surrounded by Six of Her Children, Lavinia Fontana, beginning of 17th century, oil
on canvas, © Sotheby's
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