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In  1993, Parkett solicited statem ents from  a num ber 
o f artists, critics, curators, and  dealers on the topic 
o f w om en painters. Even at th a t late date, after Frida 
Kahlo and  H elen  F rankenthaler, Agnes M artin and 
B ridget Riley, Faith R inggold and  Nancy Spero— to 
m en tion  only a few o f the tw entieth-century pain ters 
who had  in te rru p ted  the m asculinist trad ition— the 
con junction  o f woman and  painter still necessitated an 
inquiry. A decade after the “New Spirit in Pain ting” 
had  an n o u n ced  a new boys’ club, the side-lining and 
exclusion o f wom en artists from  m ajor institutions 
rem ained  endem ic, following the assum ption tha t 
g rea t pa in ting  m ust be penile  and  “sem inal.”11

T A M A R  G A R B  i s  D u r n i n g  L a w r e n c e  P r o f e s s o r  i n  t h e  H i s t o r y  

o f  A r t  a t  U n i v e r s i t y  C o l l e g e  L o n d o n .  S h e  h a s  p u b l i s h e d  w i d e l y  o n  

q u e s t i o n s  o f  g e n d e r  a n d  s e x u a l i t y  i n  m o d e r n  a n d  c o n t e m p o r a r y  

a r t .  H e r  m o s t  r e c e n t  c u r a t o r i a l  p r o j e c t  i s  “ W i l l i a m  K e n t r i d g e  a n d  

V i v i e n n e  K o o r l a n d :  C o n v e r s a t i o n s  i n  L e t t e r s  a n d  L i n e s , ” F r u i t -  

m a r k e t  G a l l e r y ,  E d i n b u r g h ,  2 0 1 6 - 2 0 1 7 .

A m ong those who subm itted  responses was M arlene 
Dumas, who declared  herse lf a messy, vulgar, and  ir­
reveren t m aterial girl, d isobedien t to the  rules tha t 
circum scribed w om en’s creative and  sexual energies. 
H er tex t fo r Parkett is really a poem , titled  “W om an 
and P ain ting ,” in  which she unpicks the  norm ative 
gendering  o f artistic agency, the reductive essential- 
isms of binary thinking, and  the  crude conflation 
o f pa in ting  and  im agery th a t bedevils m uch m or­
alizing art criticism .21 Playing with preconcep tions 
o f fem ale insanity and  fecundity, au thentic ity  and 
artifice, traced from  the figure of the ditzy b londe 
to the broom -w ielding housewife or witch, Dumas 
overturns the assum ption th a t pa in ting  should  be 
progressive o r pure , th a t artists shou ld  be m ale or 
m etropolitan , and  th a t success m eans being  first or 
phallic. Instead, she constructs a (self-) po rtra it of the 
artist as a woman: a country bum pkin  from  the colo­
nial m argins, a supplican t to art and  magic, a feisty, 
fleshy p ro tagonist fo r the  “second sex” (why be first

171 P A R K E T T  1 0 0 / 1 0 1  2 0 1 7



M a r l e n e  D u m a s

M A R L E N E  D U M A S ,  D O R A  M A A R  ( T H E  W O M A N  W H O  S A W  P I C A S S O  CRY), 2 0 0 9 ,  o il  on c a n v a s ,  3 1  ' /  2 x 2 3  V , ”  /  

D O R A  M A A R  (D IE FRAU , D IE  P I C A S S O  W E IN E N  S A H ) ,  Öl a u f  L e in w a n d ,  8 0  x 6 0  cm.

1 7 2

M a r l e n e  D u m a s

if th e re ’s no  such th ing?), a desublim ated m anual 
w orker who is bo th  com m odity and  com m entato r at 
once.

W oven in to  h e r polem ic on pain ting  is some 
biographical inform ation: Dumas, a m other, lives in 
A m sterdam  b u t hails from  the  w inelands of South 
Africa, raised am ong farm  folk and  old-fashioned 
role m odels and myths. She is no m ore reveren t 
toward these than  she is to the m ythologies of 
E uropean  m odernism . R ather, they form  an indis-

M A R L E N E  D U M A S ,  M IS S I N G  P IC A S S O ,  2 0 1 3 ,  

oil  on c a n v a s ,  6 8  7/ 8 x 3 4  ‘/ 4” /  P I C A S S O  VERM ISSEND,  

01 a u f  L e in w a n d ,  1 7 5  x 8 7  cm.

pensable resource from  which she bo th  builds and  
rebels. U nasham edly, the artist declares h e r (unfash­
ionable) adm iration  for the standard  “g rand  mas­
te r” trio  o f Cézanne, Picasso, and  Matisse, in  o rd er 
to insist on the m ateriality and opacity of h e r craft, 
its irreducibility  to co n ten t and  unm ed ia ted  messag­
ing. Above everything, “pain ting  is abou t the trace 
o f the hum an to u ch .” Its co n ten t reaches beyond 
iconography, signification, o r symbolism; thus, “in 
spite of everything, Cézanne is m ore than  vegetation 
and  Picasso is m ore than  an  anus and  Matisse is n o t a 
p im p.” Above all, they are pain ters, and  the “skin of 
a surface,” the “feel o f its surface,” com plicates ou r 
u n derstand ing  o f what an d  who they portray.

Such an  assertion flies in  the face o f philistine 
anti-m odernism  as well as hard-won fem inist o rth o ­
doxy. T h a t Cézanne fem inized the fertile  g ro u n d  of 
his landscapes, Picasso literalized sex in  body parts, 
an d  Matisse traded  in fem ale flesh had becom e, by 
the m id-’90s, a cri de cœur o f W estern fem inist a rt crit­
icism. It provided a necessary corrective to the m ain­
stream  perp e tu a tio n  o f gen d ered  assum ptions of au­
thorsh ip  and  the institu tionalization  o f power-based 
relations th a t conceived of m en as the p roducers of 
cu ltu re  and  w om en as m etaphorized  o r m aterialized 
substance. O f course, Dumas was no cham pion  o f the 
concept of m ale genius o r the ongoing  objectifica­
tion o f women. At the tim e th a t she wrote “W om an 
and  Pain ting ,” she was im m ersed in an in terrogation  
in pa in t o f dom inan t gen d ered  (and  racialized) fig­
urative form s and  pho tog raph ic  ciphers from  alle­
gory to m ug shot, p o rn o  p in u p  to sex toy or prop. 
A classic exam ple is PORNO BLUES (1993), an inky 
com pendium  o f spread-legged fem ale figures drawn 
from  the W estern lexicon, encom passing C ou rb e t’s 
ORIGIN OF THE WORLD (1866), n ineteen th-century  
beaver shots, and  contem porary  po rn  magazines and
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M A R L E N E  D U M A S ,  M IS S  P O M P A D O U R ,  1 9 9 9 ,  

oil  on c a n v a s ,  1 8  ' / 8 x  1 9  3/ /  F R Ä U L E I N  P O M P A D O U R ,  

O l a u f  L e in w a n d ,  4 6  x 5 0  cm.

websites. V en tu ring  in to  a rep resen ta tional m ine­
field, m onopolized by m achism o and  the m arket, 
Dumas doub led  the visibility o f the genre th rough  
the inclusion o f m irrors th a t reflect the w om en’s ex­
posed ia back to them , in a witty conflation  o f erotic 
game-playing and  ’70s fem inist self-awareness rituals, 
thereby  dissolving the burdensom e images even as 
she rep ro d u ced  and  restyled them .

Dumas has always refused to be tam ed or con­
ta ined  by e ith er dogm a or decorum ; she has never 
been  ob ed ien t o r docile. She started  out, she writes 
in  Parkett, draw ing “bikini girls for m ale guests on the 
back o f th e ir  cigarette packs.” In  1993, she was still 
“busy with those types o f images and  im ag ination .” In 
this, she was bo th  brave and  conten tious, taking on 
the sexualization o f girls, the pow er o f pho tograph ic  
clichés, and  the pervasiveness o f im age-based vio­
lence, th ro u g h  pastiche, reenactm en t, and  a virtu­
oso pain terly  perfo rm ance th a t risked dangerously 
replaying the pleasures (and pain) h e r work was 
m ean t to unseat. Dumas has never been  a de tached  
observer, a com m enta to r o r critic who pro tects h e r­
self from  the fray. To be “dirty” is to be im plicated 
in the messy business of pain t, its sticky m oral and 
m aterial com prom ises th a t may fly in the face of both  
sexist assum ptions and  fem inist orthodoxies at once.

D um as’s position  dram atizes the historical conun­
drum  o f w om en and  painting . As is by now widely 
acknow ledged, oil pain ting  (in particu lar) comes 
fre igh ted  with a history in which w om en’s roles 
and  represen ta tions have been  circum scribed. T hat 
w om en have nego tia ted  this fo r h u n d red s o f years 
is well known. From  A rtem isia G entileschi (1593- 
c. 1653) harnessing  h e r  own self-image as the em bodi­
m en t of pain ting , pa in ter, and  p a in ted  to B erthe 
M orisot (1841-1895) exploiting  the assum ption 
o f Im pressionist facture as suitably superficial and  
fem inine, w om en pain ters have had  to m anage the 
m acho discourse o f pa in ting  in  re la tion  to em bod­
ied and  accu ltu ra ted  notions o f gender. By the ’90s, 
this was beg inn ing  to unravel. Fem inist artists and  art 
historians had  uncovered wom en p a in te rs’ past (and 
presen t) resourcefulness and  critiqued  long-held 
sexist assum ptions o f gesture, m edium , an d  scale. 
Figures such as Paula M odersohn-Becker, Alice Neel, 
and  C harlo tte  Salom on had  begun to find  th e ir well- 
ea rn ed  places in  the new panoplies and  curricu la  of 
pain ting . But the m ost successful fem inist artists of 
the tim e had  largely rejected  oil pain ting , p re fe rring  
perform ance, p rin ting , photography, installation, 
textiles, and  video as vehicles fo r the construction  
o f new form s, stories, and subjects. Oil pain ting , as
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Spero asserted in the late ’80s, rem ained  too heavy 
and  oppressive to bear.3'

M uch (if n o t enough) has changed  since Spero 
d enounced  p a in tin g ’s com plicity with patriarchy 
and  Dumas proclaim ed h e r righ t to its dirty and  do­
mestic po ten tia l. In “W om an and  P ain ting ,” Dumas 
describes the pa in tb rush  as m ore like a b room  than  
a phallus, evoking bo th  housewife and  witch in h e r 
subversive invocation o f fem ale creativity and  wit. 
Claim ing a w om an’s righ t to sweep clean and  to fly, 
she opened  the way to reclaim ing the pain ted  past, 
or bypassing it. W hereas w om en pain ters once had 
to plead against the barriers o f m ainstream  institu­
tions and  narratives as well as the suspicion o f fem ­
inist critics who had  condem ned  the old m asters to

death , in the last two decades, it has becom e easier 
for w om en to em brace the technologies and  histories 
o f pa in ting  w ithout feeling  ta in ted  or torn. Dumas is 
n o t alone in  having blazed this trail. All along, there  
have been  w om en who have con tinued  to work with 
pain t—m ore recently, negotia ting  its new found sig­
nificance in the  face o f the digital and  disem bodied 
tu rn . P a in t’s tactility and  opacity, its haptic and  ex­
pressive potential, have found  new advocates in  the 
face o f the corporeal d rainage th a t the crassly colored  
virtual and  W eb-based w orld have unleashed . The 
work of artists like A m erican p a in te r Amy Sillman or 
British pain ters Cecily Brown and  Lynette Yiadom- 
Boakye (alongside C hantal Joffe) comes to m ind, 
as well as the b rillian t new com er Portia Zvavahera,

M A R L E N E  D U M A S ,  H I R O S H I M A  M O N  A M O U R ,  2 0 0 8 ,  o il  on ca n va s ,  4 3  '/<  *  5 1  ' / /  /  Ö l a u f  L e in w a n d ,  1 1 0  x 1 3 0  cm.
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a Zimbabwean p a in te r and  prin tm aker. Some, like 
Dumas, have long re th o u g h t the question o f flatness, 
seizing it from  dead-end m odern ist tautologies to 
explore the m ed iation  and  m anipu lation  o f sources: 
archival, pho tograph ic , and  textual. I am th inking  
fo r  exam ple , o f  New Y ork-based V iv ienne K oor- 
land—a fellow South African and, like Dumas, a 
g raduate from  the M ichaelis School o f Fine A rt in 
Cape Town—who has spen t the last th ree  decades 
exam ining p a in tin g ’s re la tionsh ip  to history as m ed i­
ated  via maps, icons, and  words.

For a younger genera tion  o f artists, the  pain ted  
gesture itself, once regarded  as too overdeterm ined  
to touch, has becom e a focus o f new found a tten tion  
and  is revivified via an unapologetically  figurative 
focus. These artists are n o t afraid o f expressive in ten-

M A R L E N E  D U M A S  &  T O N  V A N  S U M M E R E N ,  

S U P E R N O V A E  (N A ST A SS JA  K I N S K I ) ,  1 9 7 9 ,  

acryl ic  on c a n v a s ,  78  3/ 4 x 1 1 8  1 / 8” /  A cr y l  a u f  L e in w a n d ,  

2 0 0  x 3 0 0  cm /  A N D Y  W A R H O L ,  1 9 8 0 ,  acry l ic  on ca n va s ,  

6 7  x 6 7 ” /  A cry l  a u f  L e in w a n d ,  1 7 0  x 1 7 0  cm.

sity o r of em ploying the figurative trad itions o f m od­
ernism , which are themselves bu ilt on the app ro p ri­
ations and  borrow ings o f o thers. They have gained 
this rig h t th rough  th e ir own efforts and  talents and  
tenacity, b u t also th rough  the struggles o f those who 
paved the way.

A m ong these is Dumas, still struggling with h er 
dem ons, still re tu rn in g  to the figurative fu lcrum  of
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h e r  fo rm ation  in  o rd e r to question  w hat it m eans to 
pa in t as a woman. In h e r 1993 text for Parkett, Dumas 
claim ed th a t pa in ting  “can n o t ever be a pu re  concep­
tual m ed ium ,” a lthough  she was herse lf always con­
ceptually driven— an artist for whom  th inking  and 
w riting and  m aking were always in tertw ined. From 
an early age, she took the satu ra ted  im age—full o f 
o th e r images, never em pty or new—as a p ro m p t for 
surface reworking: In  the adolescent draw ing MISS 
WORLD (1963), Dumas reim agines a standard  lineup 
o f beauty contestants (those bikini girls again!); or 
take, fo r exam ple, THE TEACHER (SUB A), h e r 1987 
chrom atic variation on an old black-and-white pho to  
o f h e r  segregated  school class, exploding  the hom o­
geneity and  ideology o f whiteness. M ore recently, 
Dumas exp lo red  the topos o f the crying hero ine  in a 
g roup  o f pain tings based on cinem atic scenes o f gen­
dered  grief. T he duplication  of tear-filled eyes and 
water-spoiled oil p a in t in HIROSHIMA MON AMOUR

(2008) sim ultaneously sullies the surface perfection  
o f the actress, the ex tracted  sheen  o f the  film still, 
and the pock-m arked paintw ork, so th a t a sim ulated 
ru in  rem ains, calling in to  question the artifice of 
E m anuelle Riva’s repose, the filmic caress o f h e r lu­
m inous skin, and  the b a ttleg round  o f oil, water, and  
m akeup th a t is the pain ting  itself.

O nce before, as a young artist, Dumas had  tu rn ed  
to Alain Resnais’s 1959 m editation  on love and  re­
pressed m em ory (with a screenplay by M arguerite 
D uras), in a cryptic collage en titled  TENDERNESS 
AND THE THIRD PERSON (1 9 7 9 -8 1 ). H ere she placed 
th ree  cuttings showing scenes from  films abou t im-

M A R L E N E  D U M A S ,  BOSIE, 2 0 1 6 ,  o il  on ca n va s ,

1 9  !/ g x 15  % ” /  Öl a u f  L e in w a n d ,  5 0  x 4 0  cm /

O S C A R  WIL DE, 2 0 1 6 ,  o il  on c a n v a s ,  3 9  3/ s x  2 7  ' / /  /

Ö l a u f  L e in w a n d ,  1 0 0  x 70  cm. (PHOTO: MARCUS LEITH)
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possible love stories above a large skin-like rubb ing  
th a t seems to m onum entalize the lover’s touch  as 
m uch as the artis t’s hand . Nearly forty years later, she 
fills the fram e with Riva’s besm irched and  m agnified 
face, stre tch ing  it to the edges o f the canvas so tha t 
it lies like a corpse in  a coffin. I t ’s as if the aging 
artist has subjected the once youthful actress to the 
ravages o f tim e, invoking, inadvertently, the m ature 
face o f Riva as she would appear in M ichel H an ek e’s 
Amour (2012), a valedictory perform ance th a t was it­
self abou t love and  life’s ebbing and  ending. D um as’s 
HIROSHIMA MON AMOUR refuses the glam our and 
patina  o f the screen— the conflation  o f skin and  sur­
face th a t centers on fem inine display— to suggest the 
pu trefac tion  th a t haunts perfection  and  the gender­
ing of pa in t and  pain.

Engaged equally with pain tin g ’s history as with the 
im age world th a t su rrounds and  inform s us, D um as’s 
pa in ting  practice is always m ed iated  and  self-reflex­
ive. It em erges— tenderly, knowingly, tentatively— as 
an engagem ent and  en co u n te r with a world already 
m ired  in  m ultip le m ediations and  reflections. At the 
same tim e, it invites us to construct a history th a t is 
cognizant o f pa in tin g ’s com plicity with patriarchy 
while opera ting  as the g ro u n d  of its messy, m aterial 
undoing.

1 )  “A  N e w  S p i r i t  i n  P a i n t i n g ” w a s  t h e  t i t l e  o f  a n  i n f l u e n t i a l  e x h i ­

b i t i o n  a t  L o n d o n ’s  R o y a l  A c a d e m y  i n  1 9 8 1 ,  w h i c h  s h o w c a s e d  t h e  

w o r k  o f  a n  e x c l u s i v e l y  m a l e  c o t e r i e  o f  n e o - e x p r e s s i o n i s t  p a i n t e r s .

2 )  M a r l e n e  D u m a s ,  “ W o m a n  a n d  P a i n t i n g , ”  i n c l u d e d  i n  “ C h e r ­

c h e z  l a  f e m m e  p e i n t r e ! , ”  P a r k e t t  3 7  ( 1 9 9 3 ) ,  1 4 0 .

3 )  S e e  “ N a n c y  S p e r o  I n t e r v i e w e d  b y  T a m a r  G a r b , ”  Artscr ib e  ( s u m ­

m e r  1 9 8 7 ) ,  5 8 .

M A R L E N E  D U M A S ,  G R E A T  M E N ,  2 0 1 4  -  ongoing,

“The A b s en t  M u s e u m ,  ”  ex h ib i t io n  v iew ,  Wiels, Brusse ls ,  2 0 1  7  /  

G ROSSE M Ä N N E R ,  A u ss t e l lu n g s a n s ic h t .
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MARLENE DUMAS, FOR W HOM  THE BELL TOLLS, 2008,  oil on canvas, 3 9  V„ x 35  V 2” /  

WEM DIE STUNDE SCHLÄGT, Öl a u f  Lein wand,  100  x 90  cm.
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T A M A R  G A R B

Das
gesättigte

Bild
Parkettb&t im  J a h r  1993 e in e  R eihe von K ü n stle rin n en , 
K ritik e rin n e n , K u ra to r ln n e n  u n d  G ale ris tin n e n , e in e  
E rk lä ru n g  zu r S te llung  d e r  M alerin  abzugeben . Selbst 
zu d iesem  fo rtg e sc h ritte n e n  Z e itp u n k t -  n ach  F rida  
K ahlo u n d  H e le n  F ra n k en th a le r , n ac h  A gnes M artin  
u n d  B rid g e t Riley, n ach  Faith  R inggold  u n d  N ancy 
Spero , u m  n u r  e in ige  d e r  S a b o te u rin n en  d e r  m ä n n ­
lic h en  M altrad itio n  im  20. J a h rh u n d e r t  zu n e n n e n  -  
w ar d ie  V erb in d u n g  des W ortes «M aler» m it d e r  N ach ­
silbe «-in» n o ch  im m er d e ra r t  b ed en k lich , dass sie d e r  
B eg le itung  e in e r  e in g e h e n d e n  D iskussion b ed u rfte . 
E in J a h rz e h n t n a c h d e m  d ie  L o n d o n e r  A usste llung  
«A New S p irit in  Pain ting»  d ie  A n k u n ft e in e r  n e u e n  
M än n errieg e  a n g e k ü n d ig t h a tte , w u rd en  K ünstle rin ­
n e n  w eite rh in  von d e n  w ich tigen  K u n stin s titu tio n en

T A M A R  G A R B  is t D u r in g -L aw ren ce-P rofessor in  fü r  K unst­

g e sc h ic h te  am  U niversity  C o lle g e  in  L o n d o n . Z ah lre ich  sin d  

ih re  P u b lik a tio n e n  ü b er  G e sc h lec h t u n d  S ex u a litä t in  d er  G e­

gen w artsk u n st. Z u le tz t k u ra tierte  s ie  fü r  d ie  F ru itm ark et G alle ­

ry, E d in b u rg h  (2 0 1 6 - 2 0 1 7 ) ,  d ie  A u sste llu n g  «W illiam  K en tr id ge  

an d  V iv ien n e  K oorland : C o n v ersa tio n s in  L etters  a n d  L in es» .

system atisch vernach lässig t o d e r  ausgeschlossen. G anz 
n ach  d e r  Devise, dass grosse M alerei sich als «Farb- 
erguss» zu e re ig n e n  h a t .1'

E ine  d e r  K ü n s tle rin n e n , d ie  d em  A u fru f  fo lg ten , 
w ar M a rle n e  D um as, d ie  sich  se lbst als chao tisches, 
vu lgäres u n d  respek tlo ses M ateria l G irl h in s te llte , 
das sich  ü b e r  all d ie  R egeln  h inw egsetz t, d ie  g em ac h t 
s ind , d ie  k rea tiv en  u n d  se x u e llen  E n e rg ie n  d e r  F rau  
zu d rosseln . Ih r  Parkett-T ex t «Frau u n d  M alerei» , 
e ig en tlich  e in  G ed ich t, r ic h te te  sich  geg en  d ie  u n ­
g le ich e  B e h a n d lu n g  d e r  G esc h le ch te r  in  B ezug a u f  
d ie  k ü n stle risch e  E n tsc h e id u n g s fre ih e it, g eg e n  d ie 
red u k tiv en  E ssen tia lism en  des b in ä re n  D en k en s 
u n d  geg en  d ie  h a ltlo se  G le ich se tzu n g  von M alerei 
u n d  B ild lichkeit, d e re n  sich  e in  G u tte il d e r  m o ra li­
s ie re n d e n  K unstk ritik  sc h u ld ig  m a c h te .2' S tereo ty p e  
V o rs te llu n g en  von w eib lich e r F ru c h tb a rk e it  u n d  U n ­
v e rn u n ft, A u frich tig k e it u n d  V erste llung , ab g e le ite t 
von  e in em  F ig u re n sp ek tru m , das von  d e r  d u m m e n  
B lo n d in e  bis zu r b esen sc h w in g en d e n  H ex e  u n d  
X a n th ip p e  re ic h t, a u f  d e n  K opf s te llen d , u n te r l ie f  
D um as d ie D o g m en , dass M alerei n o tw en d ig  e in e

1 8 1 P A R K E T T  1 0 0 / 1 0 1  2 0 1 7



Ma rl en e  Du mas

progressive u n d  p u ris tisch e  Praxis ist, dass K ü n stle r 
m ä n n lic h  u n d  w eltm än n isch  zu se in  h a b e n  u n d  dass 
E rfo lg  das exklusive R evier d e r  P la tzh irsch e  u n d  P e­
n is trä g e r  b le ib e n  m uss. Als G eg en b ild  k o n s tru ie rte  
sie e in  (S e lb st-)P o rträ t des K ünstle rs als F rau: e in e  
P rov inz le rin  aus d e r  k o lo n ia le n  P e r ip h e r ie , e in e  A n­
b e te r in  von K unst u n d  M agie, e in e  en e rg isch e , k ö r­
p e rb e to n te  W o rtfü h re r in  des «zw eiten G eschlech ts»  
(w arum  d em  e rs te n  a n g e h ö re n , w enn  es so etwas gar 
n ic h t g ib t?), e in e  en tsu b lim ie r te  A rb e ite rin , W are 
u n d  B e ric h te rs ta tte r in  in  e in e r  P erso n .

H in e in v erw o b en  in  d ie  P o lem ik  d e r  M alerei s in d  
b io g ra p h isc h e  In fo rm a tio n e n : D um as ist M u tte r  u n d  
le b t in  A m ste rdam , s ta m m t je d o c h  u rsp rü n g lic h  aus 
d e r  W e in reg io n  S üdafrikas, wo sie u n te r  L a n d le u te n  
aufw uchs u n d  G esc h ic h ten  von längst v e rg a n g en en  
H e ld e n  u n d  E re ig n issen  h ö r te . O bw ohl sie fü r  L etz­
te re  n ic h t m e h r  ü b rig  h a t  als fü r  d ie  M ytho log ien  
d e r  e u ro p ä isc h e n  M o d e rn e , n u tz t D um as d iese  G e­
sc h ich ten  als u n e rsc h ö p flic h e  In sp ira tio n sq u e lle  u n d  
als K on trastfo lie , g eg en  d ie sie re b e llie rt . F re im ü tig  
b e k e n n t sie sich  zu ih re r  (a ltm o d isc h en ) V e re h ru n g  
d e r  T r in itä t  d e r  «grossen M eister» C ézan n e , P icasso 
u n d  M atisse, u m  d am it d e n  Beweis fü r  d ie  M ate­
r ia litä t u n d  O p az itä t ih re s  H andw erks zu e rb r in g e n , 
se ine  I r re d u z ib ili tä t a u f  In h a lte  u n d  e in d e u tig e  B ot­
sch aften . S ch liesslich  g ilt das G ru n d p rin z ip : «M alerei 
h a n d e lt  von  d e r  S p u r d e r  m e n sc h lic h e n  H and .»  Ih r  
In h a lt  w eist ü b e r  Ik o n o g ra p h ie , S ign ifika tion  o d e r  
Sym bolism us h in a u s . «D eshalb ist a llen  a n d e rs la u ­
te n d e n  G e rü c h te n  zum  T ro tz  C ézan n e  m e h r  als 
V eg e ta tio n , P icasso m e h r  als e in  A nus u n d  M atisse ist 
a u c h  k e in  Z u h älte r.»  L e tz te n d lic h  h a b e n  w ir es m it 
M a le rn  zu tu n  u n d  d ie  «B esch a ffen h eit d e r  O b erflä ­
che», das «G efühl d e r  O b erfläch e»  k o m p liz ie rt u n se r  
V erstän d n is  dessen , was sie d a rs te lle n  u n d  wie sie es 
d a rs te llen .

D erartig e  A ussagen d ü p ie re n  d ie a n tim o d e rn e  
H a ltu n g  des S p iessbü rgertum s eb en so  wie d ie  h a r t  
e rk ä m p ften  G lau b en sg ru n d sä tze  des F em inism us. 
Dass C ézanne d e n  f ru c h tb a re n  B o d en  se in e r  L an d ­
sch aften  verw eib lich te, dass Picasso Sex in  K ö rp er­
te ile  e in sch rie b  u n d  dass M atisse m it w eib lichem  
Fleisch h a n d e lte , w urde M itte d e r  1990er-Jahre zu r 
Z ie lscheibe d e r  fem in is tisch en  K unstkritik . L e tz te re  
fo rm u lie rte  d r in g e n d  b en ö tig te  G eg e n p o sitio n en  zu r

MARLENE DUMAS, D-RECTION, 1999,  

oil on canvas,  3 9  3/ .  x 2 2 ” /

Öl a u f  Leinwand,  100 x 56  cm.

G esc h le ch te rd iffe ren z ie ru n g  d e r  A u to rschaft, wie 
sie von d e r  L e itk u ltu r  a u f re c h te rh a lte n  w urde , sowie 
zu r In s titu tio n a lis ie ru n g  von  M ach tverhä ltn issen , 
d ie  M ä n n er als K u ltu rp ro d u z e n te n  u n d  F ra u e n  als 
m a te ria lis ie r ten  u n d  m e ta p h o ris ie r te n  R o h sto ff h in ­
ste llten . D um as b e tä tig te  sich n a tü rlic h  keinesw egs 
als F ü rsp re c h e r in  des m ä n n lic h e n  K ünstle rgen ies 
o d e r  d e r  g ra ss ie ren d e n  O b jek tiv ie ru n g  d e r  F rau . Z ur 
Zeit, als sie «Frau u n d  M alerei» verfasste, h in te rfra g te  
sie m it m a le risch en  M itte ln  d ie  figu ra tiven  F o rm e n  
u n d  p h o to g ra p h isc h e n  K ürzel, d ie  gesch lech tlich  
(u n d  rassisch) b ese tz t im  M ainstream  z irk u lie r te n  -  
se ien  es A llego rien  o d e r  F ah n d u n g sp h o to s , P in-ups 
o d e r  Sexspielzeug. E in  klassisches B eispiel ist PORNO 
BLUES (1993), e in  in  T u sch e  gem altes K o m pend ium  
w eib licher F ig u re n  m it g esp re iz ten  B e in en  aus dem
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MARLENE DUMAS, D U C T  TAPE, 200 2  -  2005,  oil on canvas, 51 ‘/ s x 43  1 / 4” /  

KLEBEBAND, Öl a u f  Leinwand,  130  x 110  cm.
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MARLENE DUMAS, THE TEACHER (SUB A),  1987,  oil on canvas, 63  x 78 7 /  /  

DIE LEHRERIN, Öl a u f  Leinwand,  160  x 2 0 0  cm.

L ex ikon  d e r  a b e n d lä n d isc h e n  K ultu r, von C ourbets  
L’ORIGINE DU MONDE (D er U rsp ru n g  d e r  W elt, 
1866) ü b e r  e ro tisch e  P h o to g ra p h ie n  des 19. J a h rh u n ­
d erts  bis zu ze itgenössischen  P o rn o h e fte n  u n d  -web­
sites. D ie K ünstle rin  w agte sich a u f  M in e n fe ld e r  d e r  
R e p rä se n ta tio n , d ie  b e h e rrsc h t w aren  von  M ark t u n d  
M ännerw ahn . In d em  sie d ie  S ich tb a rk e it des G enres 
d u rc h  das R equ isit des Spiegels v e rd o p p e lte , das d en  
F ra u en  e in  Bild ih re r  e n tb lö ss te n  G en ita lien  zu rück ­
wirft, verschm olz sie p o in tie r t  e in  e ro tisch es Spiel 
m it e in em  fem in is tisch en  S e lb s te rfa h ru n g sritu a l d e r  
1970er-Jahre u n d  en tle d ig te  d a d u rc h  das tran sfo r­
m ie rte  B ildm ateria l von  se in e r  fragw ürd igen  Last.

D um as liess sich n ie  d u rc h  G laubenssä tze  o d e r  
A n sta n d sre g e ln  b in d e n  o d e r  e in e n g e n . G eh o rsam ­
k e it u n d  G efüg igke it s in d  n ic h t ih re  S ache. A nfangs 
ze ic h n e te  sie, wie sie in  Parkett e rz äh lt, m ä n n lic h e n  
G ästen  «B ik in im äd ch en  a u f  d ie  R ückseite  ih r e r  Z iga­
re tte n sc h a c h te ln » . Im  J a h r  1993 w ar sie « im m er n o c h

m it d ie sen  B ild e rn  u n d  P h a n ta s ie n  beschäftig t» . 
C o u ra g ie r t u n d  p ro v o k a n t th e m a tis ie rte  sie d ie  Se­
x u a lis ie ru n g  ju n g e r  M ä d ch e n , d ie  M ach t p h o to g ra ­
p h isc h e r  K lischees u n d  d ie A llgegenw art b ild lic h e r  
G ew alt in  P astiches, R e en a c tm en ts  u n d  v ir tu o se n  Mal- 
p e rfo rm a n c e s , d ie  m it d em  Risiko sp ie lte n , e b e n je n e  
L üste  (u n d  S ch m erzen ) e rn e u t  e in zu sc h leu sen , d ie  
ih r  W erk  e ig en tlich  h ä t te n  s tillleg en  so llen . D um as 
bezog  n ie  d ie  P o sitio n  d e r  d is ta n z ie rte n  B e o b ac h te ­
r in , d e r  B e ric h te rs ta tte r in  o d e r  K ritike rin , d ie  sich 
se lbst aus d em  G etü m m el h e ra u sh ä lt . «Schlam pe» 
se in  heisst, sich  a u f  das d reck ig e  G eschäft d e r  M a­
le re i e in zu lassen , a u f  se in e  zw ielich tige M oral u n d  
se ine  m a te r ie lle n  K om prom isse , d ie  sich  u m  sexisti­
sche V o ru rte ile  eb e n so  w en ig  k ü m m e rn  wie u m  fem i­
n is tische  D o k trin en .

D u m as’ P o sitio n  d ra m a tis ie r t das h is to risch e  D i­
le m m a d e r  F rau  in  d e r  M alerei. W ie h e u te  k au m  j e ­
m a n d  b e s tre ite n  w ird, ist (b eso n d e rs) d ie  Ö lm a le re i
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m it e in e r  G esch ich te  b e fra c h te t, in  d e r  d ie  R olle  u n d  
D ars te llu n g  d e r  F rau  g e n a u  v o rg e sc h rie b e n e n  K on­
v e n tio n e n  g e h o rc h t. Dass K ü n s tle r in n e n  se it J a h r ­
h u n d e r te n  ih re n  e ig e n e n  W eg d u rc h  d ieses L ab y rin th  
d e r  Zw änge su c h te n , ist b e k a n n t. V on A rtem isia  G en ­
tilesch i (1593 -ca . 1653), d ie  M alerei, M alerin  u n d  
M odell im  e ig e n e n  E b en b ild  v e re in te , bis zu  B e rth e

M oriso t (1 8 4 1 -1 8 9 5 ), d ie  es v e rstan d , d e n  R u f d e r  
im p re ss io n is tisc h en  T e c h n ik  als o b e rf läc h lic h  u n d  
fe m in in  zu ih re m  e ig e n e n  V o rte il zu w en d e n , sa h en  
M a le r in n e n  sich  gezw ungen , d e n  M acho-D iskurs d e r  
M alkunst u n te r  d em  A spek t v e rk ö rp e r te r  u n d  akkul- 
tu r ie r te r  G esc h le ch tsn o rm e n  zu n av ig ieren . In  d e n  
1990er-Jahren  b e g a n n e n  d iese  S tru k tu re n  aufzu-

MARLENE DUMAS, THE TROPHY, 2013 ,  oil on canvas, 78 7 _  * 70 7/ /  /  

DIE TROPHÄE, Öl a u f  Leinwand,  2 0 0  x 180  cm.
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MARLENE DUMAS, TEDERHEID E N  DIE DERDE PERSOON /  TENDERNESS AND THE THIRD PERSON, 

collage, 5 0  x 68  ’/ , ” /  ZÄRTLICHKEIT UND DIE D RIT TE PERSON, Collage, 127  x 175 cm.

b re c h e n . F em in is tische  K ü n s tle r in n e n  u n d  K unst­
h is to rik e r in n e n  w ü rd ig ten  d e n  E rfm d u n g s re ic h tu m  
h is to ris c h e r  (u n d  ze itg en ö ssisch er) M a le r in n e n  u n d  
b ek ä m p fte n  a lte in g esessen e  G esch lech tss te reo ty p e  
in  B ezug a u f  G estik, M ed ium  u n d  F o rm at. F ig u re n  
wie P au la  M odersohn -B ecker, A lice N eel o d e r  C h a r­
lo tte  S a lo m o n  e rh ie lte n  ih re n  an g e s ta m m te n  P latz in  
d e n  ak tu a lis ie r te n  K anons u n d  L e h rp lä n e n  d e r  M a­
lere i. D och  d ie  e rfo lg re ic h s te n  fem in is tisch en  K ünst­
le r in n e n  j e n e r  Z eit w an d te n  sich von  d e r  Ö lm a le re i 
ab  u n d  w äh lten  s ta ttd e sse n  a n d e re  A u sd ru ck sfo rm en  
wie P e rfo rm a n ce , D ru ck g rap h ik , P h o to g ra p h ie , In s­
ta lla tio n , T ex tilk u n s t u n d  V ideo  als V eh ike l zu r  K on­
s tru k tio n  n e u e r  F o rm e n , N arra tive  u n d  In h a lte . D ie 
Ö lm a le re i b lieb , wie S pero  E n d e  d e r  1980er-Jahre 
k o n s ta tie rte , u n e r trä g lic h  schw er u n d  b e d rü c k e n d .3)

Viel (w enn  a u c h  n ic h t g en u g ) h a t  sich  g e ä n d e r t, 
se it S p ero  d ie  R olle d e r  M alerei im  P a tr ia rc h a t v e ru r­
te ilte  u n d  se it D um as ih re n  A n sp ru ch  a u f  d e re n  d re ­
ckiges u n d  h äu s lich es P o ten z ia l a n m e ld e te . D er P in ­

sel e r in n e re  sie m e h r  an  e in e n  B esen  d e n n  a n  e in e n  
P hallu s , sc h re ib t D um as in  «Frau u n d  M alerei» , wo sie 
H au sfrau  u n d  H ex e  in  ih re  subversive A n ru fu n g  d e r  
w e ib lich en  Geistes- u n d  S c h ö p fe rk ra ft e insch liesst. 
Ih r  B e ste h en  a u f  d em  R e ch t d e r  F rau , re in e s  H aus zu 
m a c h e n  u n d  dav o n zu flieg en , ö ffn e t d e n  Z u g an g  zu r 
g e m a lten  V e rg a n g e n h e it , u m  d iese  zu rückzugew in ­
n e n  o d e r  zu rückzu lassen . W ä h re n d  M a le r in n e n  f rü ­
h e r  v e rg eb lich  u m  E inlass in  d ie  In s titu t io n e n  u n d  
D iskurse des K u n stb e trieb s  b a te n  u n d  a n d e re rse its  
von  d e n  fem in is tisch en  T h e o re t ik e r in n e n , d ie  d e n  
T o d  d e r  a lte n  M eiste r h e rb e ip ro p h e z e ite n , m it Miss­
tra u e n  b e tra c h te t  w u rd en , ist es ih n e n  in  d e n  le tz­
te n  b e id e n  J a h rz e h n te n  m ö g lich  g ew o rd en , sich  d ie 
T e c h n ik e n  u n d  T ra d itio n e n  d e r  M alerei fre i von  äus­
se re m  D ru ck  u n d  in n e re n  W id e rsp rü c h e n  an zu e ig ­
n e n . D um as w ar n ic h t d ie  E inzige, d ie  g eh o lfe n  hat, 
d iese  E n tsp a n n u n g  h e rb e iz u fü h re n . F ra u e n  h a b e n  
d u rc h  d ie  Z eit m it F arb e  g e a rb e ite t  -  u n d  ih re  ak u te  
B e d e u tu n g  in  d e r  d ig ita le n  u n d  e n tk ö rp e r te n  W en d e
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e rk a n n t. D ie T ak tilitä t u n d  O p az itä t d e r  F arbe , ih re  
h a p tisc h e n  u n d  expressiven  Q u a litä te n  fa n d e n  n e u e  
A n h ä n g e r  im  L ich te  d e r  m a te r ie lle n  E n tle e ru n g , d ie  
das im  N etz  u n d  in  d e r  v ir tu e llen  R ea litä t in sz en ie rte  
S p iel des g re llen  S cheins au sg e lö st h a t. M an d e n k t 
an  d ie  B ild er d e r  U S -am erikan ischen  M alerin  Amy 
S illm an, d e r  b r itisc h e n  M a le r in n e n  Cecily B row n 
u n d  L ynette  Y iadom -B oakye (n e b e n  C h a n ta l Jo ffe ) 
u n d  d e r  ju n g e n , h o c h in te re s sa n te n  M alerin  u n d  
G ra fik e rin  P o rtia  Z vavahera aus S im babw e. M anche 
h a b e n  wie D um as n e u e  A n tw o rten  a u f  d ie  a lte  F rage 
d e r  F la tness p a ra t, d ie  sie aus d e r  Sackgasse m o d e r­
n is tisch e r  T a u to lo g ie n  re tte n , u m  d ie  M ed ia tio n  u n d  
M a n ip u la tio n  ih re r  Q u e lle n  a b z u p rü fe n : arch iva­
risch , p h o to g ra p h isc h  u n d  tex tu e ll. In  d iese  K atego­
rie  fä llt d ie  in  N ew  Y ork le b e n d e  K ü n stle rin  V iv ienne 
K o o rlan d  -  w ie ich  S ü d a frik a n e rin  u n d  wie D um as 
A bso lven tin  d e r  M ichaelis S choo l o f  F ine  A rt in  K ap­
s ta d t - ,  d ie  in  d e n  v e rg a n g e n e n  d re i J a h rz e h n te n  d ie

B ez ieh u n g  d e r  M alerei zu r in  K arten , Z e ich en  u n d  
W ö rte rn  ch iff r ie r te n  G esch ich te  u n te rsu c h te .

D ie n o c h  jü n g e re  G e n e ra tio n  r ic h te te  ih r  A u g en ­
m e rk  a u f  d ie  g em alte  G este, d ie  zuvor a u fg ru n d  ih res  
ü b e rd e te rm in ie r te n  S tatus als ta b u  g a lt u n d  n u n  a u f  
o ffen  g eg e n s tä n d lic h e  A rt u n d  W eise w ied e rb e le b t 
w urde . D iese K ü n s tle r in n e n  h a b e n  k e in e  A ngst vor 
s ta rk e r  E xpressiv itä t u n d  vo r d e n  fig u ra tiv en  T ra d i­
tio n e n  d e r  M o d e rn e , d ie  ih re rse its  a u f  A n e ig n u n g e n  
u n d  In sp ira tio n e n  von  andersw o  b e ru h e n . Dass sie 
sich  h e u te  in  d ie se r  g lü c k lic h en  L age b e f in d e n , ver­
d a n k e n  sie n ic h t n u r  ih re n  e ig e n e n  b e h a rr lic h e n  A n­
s tre n g u n g e n  u n d  T a le n te n , so n d e rn  au c h  d e n  B em ü­
h u n g e n  je n e r ,  d ie  vor ih n e n  kam en .

Z um  Kreis d e r  P io n ie re  zäh lt au c h  M arlene  
D um as, d ie  n o c h  h e u te  m it ih re n  in n e re n  Z erw ürf­
n issen  r in g t u n d  d ie  n ie  a u fg e h ö rt h a t, zum  fig u ra ti­
ven A n g e lp u n k t ih re r  J u g e n d  zu rü c k z u k e h re n , um  zu 
h in te r fra g e n , was es zu b e d e u te n  h a t, w en n  e in e  F rau

MARLENE DUMAS, “M easuring Your Oiun Grave, ” 2008,  

exhibition vieto, Museum of Contemporary Art, Los Angeles /  Ausstel lungsansicht .
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m alt. D ie M alerei, a rg u m e n tie r t  D um as in  ih re m  T ex t 
fü r  Parkett 37, «wird n iem als e in  re in  k o n ze p tu e lle s  
M ed iu m  sein». D essen  u n g e a c h te t v e rfo lg t sie se lbst 
e in e n  k o n z e p tu e lle n  A nsatz. D en k e n , S c h re ib e n  u n d  
M alen  s in d  fü r  D um as e n g  m ite in a n d e r  v e rk n ü p ft. 
S eit f rü h e n  J a h re n  n a h m  sie das gesä ttig te  B ild  -  voll 
von  a n d e re n  B ild ern , n ie  le e r  o d e r  n e u  -  als A nstoss 
zu r Ü b e ra rb e i tu n g  d e r  O b erfläch e : In  d e r  J u g e n d ­
z e ic h n u n g  MISS WORLD (1963) e n tb re ite t  sie das 
b e k a n n te  S p a lie r d e r  S c h ö n h e itsk ö n ig in n e n  (d a  sind  
sie w ieder, d ie  B ik in im ä d ch e n !) , w ä h re n d  THE TEA­
CHER (SUBA) (D ie L e h re r in  [Sub A], 1987) e in  altes

Schw arz-W eiss-Photo von  D u m as’ re in  w eisser S chu l­
klasse in  F arb e  w ied e rg ib t u n d  d a d u rc h  d ie  erzw un­
g e n e  E in fö rm ig k e it d e r  A p arth e id -Id eo lo g ie  sp ren g t. 
In  jü n g e re r  Z eit g riff  sie in  e in e r  G ru p p e  von  G e­
m ä ld en , d ie  a u f  F ilm d a rs te llu n g en  g esch lech tssp ez i­
f isch e r  T ra u e r  b a s ie ren , d e n  T o p o s  d e r  w e in e n d e n  
H e ld in  auf. D er Z u sam m en sch n itt d e r  von  T rä n e n  
e rfü llte n  A u g en  m it d e r  von  W asserflecken  e n ts te ll­
te n  Ö lfa rb e  in  HIROSHIMA MON AMOUR (2008) 
v e rsc h lie rt zug le ich  das p e rfe k te  A n tlitz  d e r  S ch au ­
sp ie le rin , d e n  h o c h p o lie r te n  G lanz des S tan d b ild s  
u n d  d e n  p o c k e n n a rb ig e n  F arb au ftrag . W as b le ib t, ist

e in e  s im u lie rte  R u in e , d ie  alles in  Zweifel zieh t: d ie  
R u h e p o se  von  E m m a n u e lle  Riva, d ie  film ische L ieb­
k o su n g  ih re r  s tra h le n d e n  H a u t u n d  das S ch lach tfe ld  
aus Ö l, W asser u n d  M ake-up, a u f  d em  das G em älde 
s ta ttf in d e t.

S ch o n  e in m al, als ju n g e  K ü n stle rin , h a tte  sich 
D um as d e r  M e d ita tio n  ü b e r  d ie  L ieb e  u n d  d ie  u n ­
te rd rü c k te  E r in n e ru n g  zugew and t, d ie  A lain  R esnais 
1959 (n ac h  e in em  D re h b u c h  von  M arg u e rite  D uras) 
a u f  Z e llu lo id  b a n n te .  D ie  g e h e im n isv o lle  C o llag e  
TENDERNESS AND THE THIRD PERSON (Z ärtlich k e it 
u n d  d ie  d r it te  P erso n , 1979-1981) p la tz ie r t d re i Aus-

MARLENE DUMAS, “Models, ” 2014,  

exhibition view, Stedelijk Museum /  Ausste llungsansicht .

sc h n itte , d ie  S zenen  aus trag isch e n  L ieb esfilm en  zei­
g en , a u f  e in e n  g rossen  h a u tä h n lic h e n  R e ib e rd ru ck , 
d e r  d e n  B e rü h ru n g e n  des L ie b h ab e rs  a n s c h e in e n d  
eb e n so  e in  D en k m al se tzen  m ö c h te  wie d e r  H a n d  
d e r  K ü n stle rin . B e in ah e  v ierz ig  J a h re  sp ä te r  fü llt 
D um as d e n  R a h m e n  m it Rivas b e su d e lte m  G esich t, 
das so v e rg rö sse rt u n d  bis an  d ie  R ä n d e r  d e r  L ein ­
w and  g es tre ck t w ird, dass es wie e in  L e ich n am  im  
S arg  lieg t. Als w ollte d ie  a l te rn d e  K ü n stle rin  das J u ­
g e n d b ild  d e r  S ch au sp ie le rin  d e r  W irk u n g  d e r  Z eit 
au ssetzen . U ngew ollt n a h m  D um as d a m it das A lte rs­
g es ich t Rivas vorw eg, wie es in  M ichael H an ek es F ilm  
Liebe (2012) e rsc h e in t, wo d ie  S ch au sp ie le rin  e in e  
A b sch ied sv o rste llu n g  ü b e r  d e n  le tz ten  A kt von  L iebe 
u n d  L e b e n  g ib t. D um as verw eigert sich  in  HIRO­
SHIMA MON AMOUR d em  G lanz u n d  d e r  P a tin a  d e r  
F ilm le inw and  -  d ie  H a u t u n d  O b erfläc h e  zum  Zweck 
d e r  Z u rsch a u ste llu n g  d e r  F rau  ü b e r b le n d e t - ,  u m  a u f  
d ie  V erw esung  h in z u d e u te n , d e r  d ie  P e rfe k tio n  u n d  
d ie V e rg e sc h le ch tlich u n g  von F arb e  u n d  S chm erz  
ü b e r  k u rz  o d e r  lan g  zum  O p fe r  fa llen  w erden .

D ie G esch ich te  d e r  M alkunst u n d  d ie  B ilderflu t, 
d ie  u n s  u m g ib t u n d  p räg t, s te h e n  g le ich e rm assen  im  
B re n n p u n k t von  D u m as’ stets m e d ia tis ie rte r  u n d  r e ­
flex iver P raxis. D iese en tw ickelte  sich  w issend, za rt 
u n d  vo rsich tig  zu r B eg eg n u n g  u n d  A u se in a n d e rse t­
zu n g  m it e in e r  W elt, d ie  se lbst in  m e h rfa c h e n  Me- 
d ia tio n e n  u n d  R eflex io n en  b eg riffen  ist. Im  se lb en  
M o m en t lä d t sie u n s e in , e in e  G esch ich te  zu k o n s tru ­
ie re n , d ie  d e r  K o m plizenschaft d e r  M alerei m it dem  
P a tr ia rc h a t R e c h n u n g  träg t, je d o c h  n ic h t o h n e  sich  
se lbst als S chaup la tz  von  d e re n  d rec k ig e r , m a te r ie l­
le r  A uflö sung  a n z u b ie ten .

(Übersetzung: B ern h ard  Geyer)

1) D ie  b a h n b r e ch en d e  A u sste llu n g  «A N ew  S p ir it in  P a in tin g»  
fan d  1981 in  d er  Royal A cad em y o f  Arts, L o n d o n , statt. Zu seh en  
war e in e  G rupp e a u ssch lie ss lich  m ä n n lic h e r  n e o e x p r e s s io n is t i­
sch er  M aler.
2) M arlen e  D um as, «Frau u n d  M alere i» , in  «C h erch ez  la fem m e  
p e in tre !» , Parkett  37 , 1993 , S. 1 2 9 -1 3 0 .
3) V gl. «N ancy S p ero  In terv iew ed  by T am ar G arb», in  Artscribe, 
S o m m er  1987 , S. 58.
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A l e t t e r  to P a r k e t t  f r o m  M a r l e n e  D u m as

Mascwn. 20«

Leather Boots, 2000

Dead Marilyn, 2008

Missing Picasso, 2013
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Ein B r i e f  an  P a r k e t t  von 
M a r l e n e  D um as

K U N ST  heisst IM M E R  Abschied nehmen

Wie viele Ängste, wie viele Jahre  
sin d  vergangen zw ischen 1984 u n d  h eu te?

M anchm al denke ich, m ein ganzes Werk -  oder vielleicht n u r  mein Thema? -  
ist zw ischen H allo  u n d  A dieu  angesiedelt.

Wie m an a n m u tig  trauert u n d  wie m an schamlos liebt. A ll die Porträts, 
die keine w irklichen Porträts sind , sondern eher Zeichen unserer Zeit. Um einige zu  nennen  

Die Tristheit der eigenen H autfarbe. Das Gesicht als der Ort, wo sich das Böse abspielt. 
Zugestehen, dass W EISS n ich t N O R M -A L (L ) ist

Neue Modelle. A ll die nackten  starken Frauen.
S tre itlustige u n d  affektierte Angehörige einer neuen Rasse.

M ythos u n d  L a u fsteg  im  W ettstreit.
Agile Modelle, keine pa ssiv  Sitzenden  

Das M ake-up hä lt die Gefühle 
a u f  D istanz

E ine einzige Feier 
der weiblichen Sexua litä t 

u n d  der W under der m ännlichen  Sexualorgane.
Reife Frauen. Andere Frauen  

Jüngere Knaben.
In tim itä t stösst a u f  Pornographie 
Gemälde tanzen m it ihren Rahm en  

Der verführte B lick ist 
allen eigen

Z urück zu r  Trauer 
Zum  Ende des am erikanischen Traum s.

Ich bin langsam , wusste nicht, 
bis es viel zu  spät war, wer 

wo war, w ann was 
geschah

E rneu t versuchen H allo zu  sagen 
M it fe h lt der H um or in  dunklen  Zeiten.

Die erotische In sp ira tion . M ir  fe h lt  das K unstw erk, wenn  
es weggeht, die H a n d  wechselt.

Das B ild  lebt sein eigenes Leben ohne die M a lerin .

E ite lkeit u n d  Gewalt 
Die Gewalt soll n ich t gem alt werden. 

Die Gewalt geschah vorher.
A lle  Gemälde werden 

am Ende zu  S tillleben .

Das Verlorengehen der Liebe versus 
den Zauber der Vorstellungskraft 
u n d  der «Beinahe»-Berührung ...

A lle Gemälde werden 
am Ende zu  L in ien landscha ften , 

die das Auge a u f  eine Reise 
an die R änder m itnehm en.

Andere M OD ELLE  
A lle verkleidet 

Nie hätte ich verm utet, dass am Ende  
des 20. Jahrhunderts alle 

plötzlich  aussehen würden, als wären 
sie ju s t  der Bibel entsprungen. 

M annsbilder u n d  meistgesuchte M änner  
Und ein Gott, der lau fend  gezwungen wird, 

Am erika zu  segnen, 
oder un ter anderem Namen  

Cartoonisten zu  töten, oder un ter seinem  
alten Nam en besetzte Gebiete anzuerkennen, 

egal welche!
Ach, die Sünden  der Väter.

Hören w ir n ich t dam it au f, sondern besser 
m it einer Liebesgeschichte, etwa von Genet u n d  seinem letzten Geliebten.

Oder m it
Venus u n d  A donis. Sie wollte ihn  in  der Liebe unterrichten, 
doch er zog lieber in  den Krieg (um  W ildschweine zu  jagen).




