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“Homo Nest Raided, Queen Bees Are Stinging Mad” (Lisker 1). With popular 

nomenclature such as “Homo Nest” and “Queen” used as additional ways of othering 

Queer/LGBT (Lesbian, Gay, Bisexual, and Transgender) people, the headline for the 

New York Daily News​ following the Stonewall Rebellion (28 June – 3 July 1969) serves 

to show the general intitutional apathy toward queer people at the start of the modern 

LGBT rights movement. In the 50 years since these events, there has been a shift in 

attitude toward the works of queer artists in the United States changing from an 

underground phenemenon to being considered a part of the Art Historical canon. 

Several major events in the course of American queer Art History including censorship 

of artists, the use of non-traditional mediums like social practice to increase visiblity, 

and the introduction of queer/LGBT Art exhibitions, resulted in this attitude shift. 

Overall, this change is contextualized through the change in institutional reactions 

along with the institutional acceptance of Gender Theory, Queer Theory, and the theory 

of gender performativity while also being mindful of the progress that still needs to be 

made. 

The Stonewall Rebellion 

28 June 1969 serves as the flashpoint point for the modern Queer/LGBT 

Liberation movement and serves as a common division for Queer/LGBT history. In the 

early morning hours on this date the patrons of the Stonewall Inn, a popular gay bar in 

New York City’s Greenwich Village, fought back against a raid and harassment from 

the New York City Police Department (Crawford 8). For the second time in two weeks, 

undercover cops had infiltrated the bar posing as patrons (Duberman and Kopkind 
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126). Later in the night a larger groups of cops would then burst in and arrest as many 

patrons as possible (Duberman and Kopkind 126-7). This rebellion was fully unplanned 

and uncoordinated (Crawford 8).  As the patrons were being arrested they began to 

fight back, which turned into a larger altercation spilling into the streets, parks, and 

alleyways around the bar (Duberman and Kopkind 145). The fighting continued for 

several days thereafter between the patrons and the police (Duberman and Kopkind 

145).  

While the direct effects of the Stonewall Rebellion is largely seen as symbolic, it 

serves as a metaphor for when queer individuals were first able to emerge from the 

closet during the Gay Liberation movement (Duberman and Kopkind 145). These 

events legitimized the presence of queer individuals by affirming their identity and 

visibility (Duberman and Kopkind 145). Additionally, this event went so far as to create 

a public consciousness that queer individuals have a right to exist (Hall 546). This new 

consciousness lead to a new level of organizing by LGBT individuals to help further 

their cause (Hall 546). By setting the Gay Liberation movement in motion the events of 

the Stonewall Rebellion made future progress possible both in general for queer rights 

and in the Arts. 

Camp and Gender Performativity at the Time of Stonewall 

At the time of the Stonewall Rebellion queer arts was underground due to a lack 

of institutional acceptance and was not unified. Conceptually, art made during this time 

had a main focus on camp performativity and queer life. Camp is defined as 

exaggerated and unnatural depictions that originated in the queer community (LaBruce 
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11). This style is meant to be a private code shared between queer individuals as a part 

of their identity (LaBruce 11). Additionally there are different kinds of Camp depending 

on the exact depiction (LaBruce 11). To that end, Camp creates queer culture by 

builiding on the queer expereience and establishing a style that is uniquely queer. It is 

routinely used to parody societal norms and expose the differences between the 

experiences between queer and non-queer individuals.  

One example is how costuming was a part of the queer arts scene (figure 1). 

This image was taken from a performer in the San Francisco performance group ​The 

Cockettes ​(1973) (Bryan-Wilson 79). In this image the performer is dressed in a red and 

gold gown with a large star-like headdress that is covered in a shiny metallic material 

with long tassels hanging from the ends . Additionally, the performer is wearing what 

appears to be a red wig and has a full face makeup with the majority of the face 

painted white with red, yellow, and black eye makeup, accentuated red cheeks and 

vivid red lipstick. The performer also has long-black fingernails and two gold rings. 

Finally, this costuming would be used as part of their performance where they would 

parody popular culture while disregarding traditional codes of sexuality and gender 

(Bryan-Wilson 79). 

The use of camp performativity was used in order to undermine the cultural 

institutions that kept queer individuals and queer artists oppressed. The 

aforementioned image of the performer form ​The Cockettes​ (1973) is a perfect example 

of camp at the time of the Stonewall Rebellion. These individuals embodied an open 

spectrum of masculinity and femininity in their performances and asserted the 
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presence of these nonnormative identities (Bryan-Wilson 80). These costumes even 

went so far as to embody other elements outside of the traditional gender binary by 

even incorporating non-human elements (Bryan-Wilson 81). As well, some of these 

performers wore their costumes outside of the theatrical performances in daily life to 

“embody the revolutionary edge of a new society” (Bryan-Wilson 81). Therefore, these 

performers were expressing their identity outside of what society considers as normal. 

Furthermore, by incorporating camp these performers were able to undermine the 

institutions that defined how they were supposed to act. In a sense, these performers 

engaged in large-scale performance art that undermined the cultural institutions that 

kept them oppressed. 

A second example of Camp which explored gender performativity is seen in the 

mail art by Robert Lambert (figure 2). This image is a mainly black and white 

photocopied collage that incorporates both figurative and non-figurative elements. The 

bodies of the figures appear to be drawn images whereas the faces appear to be 

photographs of the same person. Furthermore, these bodies explore different 

masculine ideals. Various figures in the image also have speech bubbles which feature 

various bible verses in a serif font and one with the word “ouch”. On top of the black 

and white layer is orange and purple text . The orange text appears to be handwritten 

“bitch baby” and the purple text appears to be a stamp saying “travesty”. Overall, this 

work references the new found gender expressions opened up to queer individuals and 

queer artists following the Stonewall Rebellion. 
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A theme in this work, and a common theme during this time period, is what is 

now referred to as the theory of Gender Performativity. This theory, developed by 

Judith Butler, explains the nature of how gender is constructed and how the idea of 

gender is fluid and ever changing (Butler 519). What is considered a characteristic of a 

given gender is variable at any time in history instead of being a natural constant 

(Butler 520). In practice, most cultures are based around the heterosexual construction 

of gender which ties gender and sex together and requires that opposite genders be 

attracted to each other (Butler 524). This act of confounding gender and sex creates 

what Butler refers to as “compulsory heterosexuality” (Butler 524). In practice when 

queer artists explore gender construction through camp, this theory is used to describe 

what they are doing. 

By combining the idea of gender performativity with camp Lambert, and his 

artist group Les Petites Bonbons, is able to undermine the cultural institutions that 

keep queer people oppressed. Following Stonewall, gay men assumed many of the 

roles that had previously been restricted from them (Olds 24). Previously they were 

directly tied to the idea of the “fairy” which is seen in the left panel (Olds 24). In the 

center panel three different gay macho drawings, which were borrowed from Tom of 

Finland, explored the new gay masculine possibities by imposing Lambert’s own face 

on these drawings (Olds 24). In this work, Lambert was exploring the new found queer 

masculinity through camp depictions. By exploring this new found gender expression 

for queer people he was further able to undermine the cultural institutions that kept 

queer people oppressed. 
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As an additional element, correspondence art like Lambert’s mail art was further 

able to use existing institutions to undermine the role of cultural institutions in 

oppressing queer people. Butler states that gender is constructed through repetitive 

acts (519). By circulating images through the post office, Lambert and Les Petites 

Bonbons were able to simulate the actualization of gender expression (Olds 17). 

Furthermore by circulating these images, they assumed the textual identities and as 

they changed over time they were able to further simulate the construction of gender 

(Olds 17). Additionally, by operating within an existing institution, like the post office, 

they had even greater implications of the role institutions play in the legitimizing of 

identities and art forms. Further by operating in this pattern the work further 

undermines the very institutions that keep queer people and queer artists oppressed. 

Overall through the underground art made during this time, queer artists were 

further able to undermine the institutions that didn’t accept them. Through a focus on 

camp and gender performativity in their arts, they were able to depict queer life 

through their arts. Finally, art made during this time serves as the main foundation for 

art made going forward. 

Establishment Of queer Institutions 

In order to undermine existing institutions and elevate their own art, queer artists 

began to create their own queer-friendly spaces. In the late 1970 John Dorr, a 

screenwriter and queer artist, came up with the idea to create a space in West 

Hollywood in Los Angeles to show independent video (Bryan-Wilson 60). This space 

was supposed to be called KGAY and would be a microcinema that would show both 
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gay and straight content (Bryan-Wilson 60). This allowed queer video artists a space to 

make works with queer undertones without fear of their script being sanitized of those 

themes or being blacklisted by Hollywood (Bryan-Wilson 68). By creating their own 

space queer video artists and filmmakers were thereby able to create their own works 

without fear. This allowed their underground art to flourish in the same city where many 

of the large blockbuster films were made. Finally, by creating a space where they could 

create these works thereby legitimized the works as actual film and video. Overall, 

without undermining the power of the larger cultural institutions by creating their own 

queer-friendly space, many of these artists wouldn’t have been able to create their own 

works and would have remained an afterthought. 

Further, the choice to pick and choose the ways the microcinema existed within 

the existing confines of film and tv while breaking others served to legitimize queer 

video art. The KGAY project eventually became known as EZTV in the early 1980s and 

over time took over a storefront on Santa Monica Boulevard in West Hollywood 

(Bryan-Wilson 63). EZTV then became known as the first video theater in America 

which further elevated its status (Bryan-Wilson 63). This project was able to achieve 

legitimacy while still being run predominately by gay men in what is considered a 

mecca for gay men (Bryan-Wilson 63). This change allowed the project to exist within 

the existing construct of video theaters while still creating something that was uniquely 

queer. Furthermore, the project didn’t have to sacrifice any of their freedom to make 

queer works in order to achieve this legitimacy. 
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An additional way that these artists undermined the larger cultural institutions to 

achieve legitimacy was by undermining the entire video watching experience. The 

video in KGAY (later EZTV) would be treated as a performance instead of being treated 

like a static sculpture (Bryan-Wilson 61). This space would have monitors that would 

move on carts and spin during the showing to further undermine the understanding of 

how to watch video (Bryan-Wilson 60). This experience would have been radically new 

for viewers at the time, and possibly for most viewers today. Overall this experience 

undermined traditional viewing expereince which creates a uniquely queer way of 

viewing video. 

In contrast, the entire experience of going to a regular theater to watch a 

Hollywood blockbuster is a highly constructed experience. There are designated steps 

where the viewers get their ticket, then they get their popcorn, soda, and drink, 

followed by having their ticket checked by an attendant so they can enter the theater. 

Finally, they get to enter the theater and pick a seat. This event is then followed by the 

lights dimming and the viewer sitting there for a few hours staring at a large projection.  

By differing these experiences and creating a uniquely queer way of viewing 

video, queer artists were further able to forge their own path and elevate their own art. 

One experience is a highly constructed event that is common for people in the United 

States and the other a unique viewing experience that is meant to be experienced 

completely differently. By creating a microcinema Dorr and the others working on the 

project had the choice to either continue the typical Hollywood experience or create 

their own experience that was radically different. What they chose instead was to make 
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something that would be unique to their microcinema which further elevated the queer 

arts that were displayed there. 

Focus On queer Life 

In the 1980s, by building on the legacy of queer art spaces legitimizing queer 

Arts, artists like Robert Mapplethorpe were able to further achieve institutional 

legitimacy as artists while being “out” and focusing on queer life in their art. In 

Mapplethorpe’s ​Self-portrait​ (1980), this exploration of queer life and sexuality 

becomes clear without hampering his success (figure 3). In this image he dresses as a 

woman with a large fur coat and teases his hair out while posing in front of a black 

backdrop. As well, it appears that he is wearing some makeup, possibly foundation, 

eyeliner, and lipstick, however, this makeup is not to the same level as worn by 

performers in ​The Cockettes ​(1973) (figures 3 and 1). In this photo, Mapplethorpe is 

experimenting with gender performativity which is a common theme in queer arts, and 

even though he uses some camp aesthetics, it does not feature the same level of camp 

that ​The Cockettes​ featured in their performances.  

In Mapplethorpe’s ​Two Men Dancing ​(1984), additional parts of queer life are 

explored without hampering his success (Figure 4). Two nude men are depicted from 

the waist up with crowns on in front of a black backdrop. These men are further 

depicted in a sensual tango with one partner gazing off into space while the other one 

rests his head on the other’s shoulder with closed eyes. This photo explores queer life 

while also communicating part of the queer expereince. This image again contains 
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camp by featuring crowns on the subjects but it doesn’t feature the same level of camp 

that ​The Cockettes​ (1973) featured (figures 4 and 1). 

Mapplethorpe was able to depict these queer subjects in his art while still 

achieving institutional legitmacy. While he was creating these photographs of queer life 

he was still able to obtain commercial photography work without being blacklisted for 

being an out queer man (Tate). He was even able to obtain institutional legitimacy by 

having an exhibition of his work at The Whitney Museum of American Art in New York 

City while he was still living (Tate). Overall, by legitimizing the work of Mapplethorpe, 

institutions further opened the door to ligitimizing queer arts as a whole by taking the 

wholly underground subject to one of institutional legimacy.  

Impact of AIDS 

At the same time queer arts was achieving some institutional legitmacy, the 

specter of AIDS created another roadblock for legitmizing queer arts at the institutional 

level. As well, during this time period there was a distinct shift thematically in the queer 

arts to focus on the AIDS epidemic as well as in form where artists began overtly 

working in social practice. 

The ​AIDS Timeline​ existed as a traveling installation and social practice artwork 

(figure 5). The work consists of a black vinyl bar around the room with black vinyl dates 

indicating different years since the spread of AIDS began to the date that, that version 

of the installation was installed. Near the floor are titles of different popular music 

songs that came out during each year. The remainder of the wall was reserved for 

various pieces of ephemera and artworks that related to the AIDS epidemic and events 
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that affect queer people. Throughout the rest of the work there are pieces of paper with 

text on it that served to contextualize the epidemic by including major events as well as 

show the number of people who died from the disease. Overall this work 

contextualized the Aids epidemic. 

The AIDS epidemic proved to be an especially large roadblock for the future of 

queer arts. AIDS disproportionately affected the queer community and queer artists 

with several artists including Mapplethorpe (Tate), many of the founders of queer 

firendly art spaces like EZTV (Bryan-Wilson 83), and Felix Gonzalez-Torres (Ault 206), a 

member of group material and artist mentioned below, dying from the disease. To 

make matters worse, there were many misconceptions spread about AIDS and HIV 

spread by the government, the media, and medical officials among others like it being 

able to be spread through casual contact like hand shaking or using the bathroom after 

and HIV positive person (Ault 231). These negative associations affected not only queer 

individuals as a whole, but also queer artists since the association would make 

institutionally legitimizing queer arts a political decision. 

In ​Untitled (Portrait of Ross in LA) ​(1991), figure 6, Felix Gonzalez-Torres dealt 

with the slow fading of his partner from AIDS. This work consists of a pile of candy 

wrapped in many different colored wrappers ranging from white to yellow to red to blue 

(figure 6). The exact weight of the candy at the start of the exhibition is the same as 

Gonzalez-Torres’ partner’s ideal weight  (figure 6). Viewers are further invited to take a 

piece of candy from the work thereby reducing the size and weight of the pile over time 

(figure 6). This process paralleled the gradual wasting away and suffering AIDS victims, 
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including Ross, faced, however, as a glimmer of hope, Gonzalez-Torres instructed the 

pile be continually replenished (figure 6). 

Through interactive installation with a social practice component, 

Gonzalez-Torres is able to invade institutions and force viewers to think about the 

effects of AIDS. ​Untitled (Portrait of Ross in LA) ​(1991) serves to get the viewer 

thinking. Even though this work received institutional validation, it deals with the AIDS 

epidemic in a nuanced way. It takes further detective work to determine the underlying 

concepts behind the work, however, once the meaning is deduced the work has 

powerful implications. For example, what is the reaction when they find out they are 

taking a metaphorical piece of a gay man during the height of the AIDS epidemic? 

During this time period for queer artists focusing on the AIDS epidemic it took nuanced 

ways to build on the success of previous queer artists like Mapplethorpe to continue 

the institutional validation of their work. 

Censorship 

To build on the problems caused by the AIDS epidemic, further cultural shifts 

towards more conservative representation further hurt the institutional legitimacy of 

queer arts. Mapplethorpe’s first posthumous retrospective served to be the main 

flashpoint for controversy and censorship of arts that didn’t fit the overarching societal 

narrative of what is normal. 

One of the images from Robert Mapplethorpe’s ​X Portfolio ​(1978) that lead to 

controversy is ​Jim Sausalito ​(1977) (Figure 7). This image features a man dressed in 

leather pants with a leather mask over his head and leather gloves on his hands. 
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Additionally, he is wearing no shirt and has some amount of body hair. This man is 

kneeling in a mainly dark room while holding onto a ladder with only one harsh square 

of light trained on him from above lighting the frame. Overall this image depicts a man 

in some sort of BDSM (Bondage, Discipline/Domination, Sadism, and Masochism) 

setting. 

The images like ​Jim Sausalito ​(1977) proved to be a key part in the censorship of 

queer artists at the start of the 1990s. The ​X Portfolio ​(1978)​ ​contained a series of 

explicit photos of Gay BDSM acts (Storr 14-28). BDSM is a consentual sexual 

preference, for both heterosexual and queer people. BDSM involves acts like giving 

and/or receiving pain, tying up one member with ropes or other restraints, or having 

one, or multiple, members perform acts while participating in dominant (controlling) 

and/or submissive (obedient) roles. Overall, this body of work depicted sex acts that 

many people in the general populace considered weird and non-normative. 

In the late 1980s and 1980s there were numerous instances of National 

Endowment for the Arts (NEA) and National Endowment for the Humanities (NEH) 

funding going towards works that some consider obscene (Atkins 37). Mapplethorpe 

was one such artist (Phalen 4). Following Mapplethorpe’s death, the first posthumous 

retrospective of his works was supposed to be held partially using federal funds 

(Phalen 4). Further, the use of these funds, after the first exhibition was cancelled, were 

earmarked to go to a different retrospective of his works which still featured images 

from the ​X Portfolio​ (Atkins 37). In the end this change resulted in a large controversy, 

trial, and eventual acquittal for Cincinnati Contemporary Arts Center Director Dennis 
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Barrie for violating obscenity laws by holding this retrospective (Atkins 37) (Storr 12). 

While Mapplethorpe wasn’t the only artist whose work face censorship, his work was 

one of the most high profile examples and the controversy had important implications 

for queer arts as whole (Phalen 5). 

Overall, this controversy surrounded Mapplethorpe’s depiction of the lives of 

part of the queer community. This would have been the first instance of federal funding 

being used to exhibit the works of an out gay artist. In the end however, this resulted in 

all queer arts being catagorized with these works. This combination resulted in all 

queer arts being met with opposition and the attempts to use federal funds for an 

exhibition of queer arts not happening again for nearly 20 years. 

Culture Wars 

In the face of the censorship of other queer artists, artists like Catherine Opie 

continued to make works about queer life while also challenging the censorship and 

oppression of queer arts while simultaneously gaining institutional legitimacy. 

One such work is Catherine Opie’s ​Self-Portrait/Pervert ​(1994) from her series 

Portraits ​(1993-1997) (figure 8). In this image, Opie is pictured on a floral black and gold 

backdrop (figure 8). She is pictured wearing a leather full head mask with hypodermic 

needles running down both arms and a pair of black pants. Finally, she is depicted 

shirtless with her right nipple pierced and the word “pervert” carved into her chest. 

“Pervert” was chosen specifically in reference to Senator Jesse Helms’ comments 

about queer people and people with AIDS ''We have got to call a spade a spade and a 

perverted human being [is] a perverted human being” (Koch 27). 
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Through ​Self-Portrait/Pervert ​Opie is able to challenge the notion that all queer 

people are perverts, which was/is a common argument against queer folks and played 

a role in the censorship of artists like Mapplethorpe. Furthermore, Opie is conscious of 

Mapplethorpe’s work while simultaneously making her own work (Reilly 85). Since she 

is aware of Mapplethorpe’s work and the controversy but still continues to make work 

thematically that explores queer sexuality and queer. This continued exploration further 

shows how she is not afraid of the controversy and is willing to push back in order to 

explore queer sexuality and identities. 

Opie continues to build on the legacy of queer artists before her by exploring 

gender performativity through art. The image ​Justin Bond ​(1993) explores the gender 

performance of her sitter without categorizing them or forcing they identity into a 

specific box (figure 9). In this image a figure is seated in front of a purple backdrop. 

They have long brown-blond hair and they are wearing a collared polka dotted top with 

a black bow tied in the collar. As well, they appear to be wearing a grey corset with 

black lace tying. Finally, they are wearing makeup with pink lipstick and rosy cheeks. 

Overall, the person depicted appears to be feminine in gender presentation, however, 

Opie never makes a judgement call about their gender performance. 

In the face of institutionalized oppression of queer artists Opie is able to 

undermine these institutions by depicting varied gender performances that subvert the 

norms and expectations being expected in art. For example, in the image ​Justin Bond 

(figure 9) she makes sure not to categorize the sitter since she doesn’t want to 

pathologize them (Reilly 91). While this image appears to be operating within the 
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conventions of portraiture, upon closer inspection it becomes clear just how 

transgressive this image is. Referring back to Butler’s theory she is able to explore the 

ideas of how gender is constructed and further subvert the norms by depicting 

individuals who don’t fit the patterns expressed in compulsory heterosexuality. 

Through this challenge she is able to further undermine these institutions while 

simultaneously gaining institutional legitimacy.  

Changing Tides 

At the turn of the millennium, there was a marked shift in the attitudes toward 

queer arts again due to societal shifts and continued institutional changes. One such 

example was the Millenium March which brought gay rights activists to DC and 

resulted in massive institutional support (Hall 536). 

Artists like Sharon Hayes however still exposed the institutional struggles they 

face. In her work ​ I March in the Parade of Liberty, but as Long as I love You I'm Not 

Free​ she exposed the institutional struggles queer people face. In this work she walked 

the streets of Lower Manhattan in New York City with a megaphone and recited love 

letters from an unknown lover (figure 10) (Bryan-Wilson and Hayes 79). In this work she 

showed how even though it was becoming socially acceptable to be an out queer 

person, there are still struggles that queer people face. For example, at the time Gay 

marriage was not yet legalized and legal protections for queer people were 

non-existant. In a sense her works exist to expose the institutions in addition to the art 

world that undermine the existence of queer people. 
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However even in the face of these struggles queer artists face in their daily life, 

institutional legitimacy of queer arts serves as a foil. In 2006 a photograph of Walt 

Whitman and his partner spurred a project by Jonathan D Katz, to create the first major 

exhibition devoted to LGBT Art (Katz 18). This project turned into ​Hide/Seek: Difference 

and Desire in American Portraiture​ which was the first national museum exhibition of 

queer arts (Katz 18). This exhibition was held at the Smithsonian’s N​ational Portrait 

Gallery​ in Washington DC (Katz 18). 

There are two important implications for this exhibition. The first was the fact 

that federal funding was used to curate an exhibition of queer arts. This change was a 

major change from the Mapplethorpe retrospective where the use of federal funds was 

met with great controversy. The second implication is how this exhibition was held at a 

conservative museum without controversy surrouding the depiction of queer Artists. It 

wasn’t held at the Museum of Modern Art or the Whitney, it was held at a government 

sponsored institution that relies on not making waves to continue to exist. Overall, the 

shift in institutional respect for queer arts serves to further legitimize it as a part of the 

art historical canon and give it institutional legitimacy. 

Queer Arts Today 

2019 marks the fiftieth anniversary of the Stonewall Rebellion. This year in honor 

of the events a variety of institutions from New York City to Houston held exhibitions of 

queer art. One such exhibition was the ​Love & Resistance: Stonewall 50 ​held by the 

New York Public Library in New York City (figure 12). The exhibition consisted of a 

variety of queer ephemera, pulled from their archieve of queer ephemera, from over the 
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decades that served to further the cause of queer rights. These exhibitions serve to 

further elevate the struggles of queer people and further give institutional legitimacy to 

queer arts and out queer artists. 

In the face of all this progress it is still important to remember that there is still 

work to be done. Queer artists today are still exploring the the construction of genders 

through gender performativity and seek to depict current queer life (Bryan-Wilson 110). 

They continue to explore the relationship between queer people and institutions, the 

idea of represenation and visibility, and finally the the gendered gaze (Bryan-Wilson 

110). Overall these artists are building on the legacy of fifty years and continue to strive 

for equality. 

The ​Relationship Series ​(2008-14) continues to explore these ideas that the 

Stonewall Rebellion set in motion fifty years ago (figure 13). In this image, there are two 

individuals together in close proximity. These individuals, who are also the artists, have 

varied gender performance, where instead of having strongly feminine or masculine 

appearance, they bridge the gap between the two. Both have slightly longer hair while 

one is wearing a scarf and the other has at least the ear facing the camera pierced. The 

subjects each have traditionally, male names, Zackary and Rhys, and based on the title 

are depicting their relationship. To that end, this image shows what some queer artists 

are focusing on today in order to continue to gain institutional acceptance for more 

varied queer arts. Overall, the current state of queer arts simulataneously shows how 

far institutional acceptance of queer arts has come while also showing the constants 

since Stonewall like exploring gender performativity and depicting queer lives. 
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Conclusion 

Since the Stonewall Rebellion there has been a distinct shift in the attitude 

towards queer artists by institutions in the United States. It changed from being an 

underground phenomenon to being considered a part of the art historical canon. 

Several major events in the course of American queer/LGBT art history including 

censorship of artists, the use of non-traditional mediums like social practice to increase 

visiblity, and the introduction of queer/LGBT Art exhibitions, resulted in this attitude 

shift. Overall, this change parallels the shift in institutional acceptance of Gender 

Theory, Queer Theory, and the theory of gender performativity.   
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Figures 

 
Figure 1. Roger Arvid Anderson, ​Goldie Glitters in Pearls over Shanghai​, 1972. 
 

  
Figure 2. Robert Lambert, mail art, ca. 1974.  



Lee 21 

  
,Mapplethorpe, Robert. Self-portrait, 1980. 
Figure 3. Robert Mapplethorpe. ​Self-portrait​, 1980. 
 

  
Figure 4. Robert Mapplethorpe. ​Two Men Dancing​, 1984. 
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Figure 5. Group Material. ​Aids Timeline​, 1989. 
 

 
Figure 6. Felix Gonzales-Torres, ​Untitled (Portrait of Ross in LA​), 1991. 
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Figure 7. Robert Mapplethorpe, X Portfolio, Jim, Sausalito, 1977. 
 

  
Figure 8. Catherine Opie, ​Self-Portrait/Pervert​, Portraits (1993-1997), 1994.​ 
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Figure 9. Catherine Opie. ​Justin Bond​, Portraits (1993-1997), 1993. 
 

   
Figure 10. Hayes, Sharon.​ I March in the Parade of Liberty, but as Long as I love You 
I'm Not Free​, 2007. 
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Figure 11. Katz, Jonathan D. and David Ward. Hide/Seek: Difference and Desire in 
American Portraiture, National Portrait Gallery, 2010-2011. 
 

  
Figure 12. ​Love & Resistance: Stonewall 50​, Stephen A. Schwarzman Building, New 
York Public Library, FEBRUARY 14–JULY 13, 2019. 
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Figure 13. Zackary Drucker and Rhys Ernst, ​Relationship, #11 (Palindromes)​, 2008-14 
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