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0 In-' WhoWo menmen„,
•de a Difference

BY GENE HESSLER

ITH THE EXCEPTION OF SUSAN B. ANTHONY AND some
idealized female images on 20th-century United States coins,
most living Americans have seen only the likenesses of men on
our coins. And, with the exception of allegorical representations

of America, justice, Liberty, etc., Martha Washington (on the $1 1886, 1891 and
1896 silver certificates) and Pocahontas (a small likeness on the $10 U.S. notes,
Series 1869-1878 and the back of the $20 first charter National Bank note) are
the only women recognized on U.S. federal paper money. Female monarchs
excluded, a similar pattern prevails in most countries; but this pattern is slowly
changing as some deserving women receive recognition.

In 970 a woman illuminated and signed a Spanish Apocalypse manuscript.
The anonymous credit on this manuscript in Gerona Cathedral translates
"paintress [probably Ende] and helper of God and Brother Emeriterius
Presbyter" (Harris 17). As early as 1339, women painters were known in
Florence, although little is written about them. Honorata Rodiana (d. 1472)
was the first fresco painter to work in Cremona. In 1546 Francesco da Sangallo
stated "you must know how many women there are in Flanders and in France
and even in Italy who paint in such a way that in Italy their pictures are held in
high esteem" (Harris 13).

Christine de Pisan (ca. 1405) writes of one Anastaise who could not be sur-
passed "in painting the borders of manuscripts and the backgrounds of stories"
(Harris 17). The earliest recorded women artists of consequence are Levina
Teerlinc (ca. 1520-76) from Flanders, Catarina van Hemessen of Antwerp
(1528-after 1587) and Safonisha Anguissala (ca. 1535-1625), who studied with
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Bernardo Campi in Italy.
The Anonymous Four—a female vocal group currently performing as the

Anonymous Three—specializes in singing the compositions of little-known
female composers from as early as the 12th century. One of these composers
was Hildegarde of Bingen (1098-1179), writer, mystic and abbess of Ruperts-
berg. Sixteenth-century composer and singer Barbara Strozzi performed her
own compositions, and Francesca Caccini (1587-1640), who was at the court of
the Medicis, was the first female to compose the precursor to what we know
today as opera.

We can only wonder about the number of women who made contributions
in all fields but went unrecognized, since their male superiors and supervisors
accepted all the credit. More than two dozen women who made a difference by
their contributions—Nobel prize recipients among them—have been honored
on bank notes from countries other than the United States. A few of their
names will be familiar, others not. Germany leads the way with the acknowl-
edgment of five women.

PART I: ARTISTS

Angelica Kauffinann
THE PORTRAIT OF THE BEAUTIFUL LADY WITH THE SAD EYES on an
Austrian 100-schilling note is Angelica Kauffinann (1741-1807). (Even though
the family name was "Kauffinann," throughout her life Angelica spelled her
name with one "n.") Although she was born in Coir, Switzerland, Austria
adopted her. She had linguistic and musical talents, and a career as an opera
singer was considered, but she was destined to be an artist. Her artist-father,
Joseph Johann Kauffmann, was her first teacher.

With her parents, Angelica traveled to some of Europe's art capitals. Her
father roamed the Continent in search of commissions. In Milan the teenager
copied the work of other artists, as many students do. Her work came to the
attention of the duchess of Modena, who sat for a portrait. Angelica was pro-
vided with a private room in Milan's famous Uffizi Gallery, where she could
paint undisturbed.

Recognizing his daughter's extraordinary talent, J.J. Kauffmann would soon
withdraw from his profession to manage the affairs of the prodigy. After a visit
to Rome, where she was elected to the prestigious Accadamia de San Luca,
Angelica went to London in 1766 and met Sir Joshua Reynolds and Benjamin
West. Angelica wanted to marry Reynolds, however, he was a confirmed bach-
elor. Each painted the other's portrait. In London the Swiss miss became
extremely popular, painting members of the British royal family, including
King George III. Angelica was one of the founding members of the Royal
Academy of Art, one of only two women to claim that honor; she painted four
ceiling murals for the Academy.

An unfortunate and unhappy marriage to a man named Brandt, who
claimed to be a count, propelled the artist even deeper into her work. When
the counterfeit count died 14 years later, Angelica married Antonio Zucchi, an
interior decorative artist who probably spent more time managing his wife's
affairs. When her father died in 1781, Angelica and her husband went to Ven-
ice. From 1781 to 1796, Angelica kept a record of her commissioned portraits.

Angelica and her husband traveled to the Tyrol then returned to Rome,
where she remained for the rest of her life. In 1787 she was the most famous
living painter in that city, and men and women of the arts were drawn to her
villa to converse with her. After 1795 conditions in Europe prevented many
famous people from traveling to Rome to sit for her. With Napoleon on the
move, international payments were difficult to arrange. However, at this time
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in her life, Angelica was content to paint what and when she wanted.
The famous German writer Goethe dedicated his novel Egmont to "Frau

Kauffman." After her death in 1807, two novels were based on her life: Angelica

Kauffmann, by L. De Wally; and Miss Angel, by Mrs. R. Ritchie.
Angelica's paintings are found throughout Europe as well as in America,

and she received awards and medals from European courts for her work. She
painted at least 12 self portraits. The earliest, done when she was about 13,
resides in the Tit-Oler Landesmuseum Ferdinandeum in Innsbruck. Others can
be found in the Uffizi Gallery; the Saltram House (Plymton, Devonshire);
Kenwood House, London; National Portrait Gallery, London; Nostell Priory,
Yorkshire; the Pennsylvania Academy of Fine Arts; and the Midland County
Historical Association, Midland, Michigan. A bust of the artist is housed in the
Pantheon in Rome.

In 1802 James Barry praised her Self-Portrait Hesitating between Painting and
Music in the Nostell Priory: "Some may say that this is great, since it was exe-
cuted by a female; but I say, that whoever produced such a picture in whatever
country, it is great, it is noble, it is sublime" (Harris 176).

Sophie Taeuber-Arp
THE CURRENT Swiss 50-FRANC NOTE BEARS A COMPUTER-GENERATED
portrait of Sophie Taeuber-Arp (1889-1943). Sophie studied textile design at
schools of applied arts in Saint Gallen and Hamburg. From 1916 to 1929, she
was professor of textile design and techniques at the School of Applied Arts in
Zurich. Like Paul Klee, she was able to work simultaneously with abstract and
representational means (Lanchner 9).

A 1981 exhibit of her work at the Museum of Modern Art in New York
City included the painted wooden Dada Head that is seen on the back of the
note. Speaking of her art, Sophie's artist-husband, Jean Arp, said "Sophie's
work became a symbol for me of divine 'creation,' which men in their vanity
have demolished and soiled. [As part of their rebellion] Sophie Taeuber and I
resolved never to use oil colors again" (Lanchner 10). They used cloth,
embroidery and paper exclusively. If Mondrian was considered the "artist of
the right angle," Taeuber could be considered "the artist of the circle"
(Lanchner 13). Taeuber fled Paris when the Germans occupied the city in
1940; she died three years later in Zurich.

In addition to two images of Sophie
Taeuber-Arp, this Swiss 50-franc

note (P188) is replete with a braille
symbol and security devices: face-
to-back registration, Kinegram®,

latent image, security strip, micro-
printing, watermark, IriodinO digit
printed in transparent color visible
only when the note is tilted, metal-
lic digit, ultraviolet digit, optically

variable ink (OVI), microtext, secu-
rity thread, and squares that proba-
bly serve as a type of bar code. The

back of the note includes images
from four of her paintings: Relief

Rectangulaire (1936), Tete (1919),
Aubette (1927) and Lignes

Ouvertes (1939).
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The silhouette of artist
Ivana Kolbilca on the
Banka Slovenije 5,000
tolarjev (P18) consists of
repetitive microprinting
of BS5000BS5000 ... The
note also features two
small images of painter's
palettes and, at upper
left, braille symbols. The
back includes an engrav-
ing of the Ljubljani
National Gallery.

Ivana Kobilca
IVANA KOBILCA LEARNED TO DRAW BY COPYING THE WORKS of the
old masters in Vienna. Her portrait appears on a Slovenia 5,000 tolarjev. Born
in Ljubljana, Slovenia, on December 20, 1861, Ivana studied in Munich for
seven years with A. Edtelt. Encouraged by F. Von Ude, she sent her works
Summer and Ironing Women to the Paris Salon in 1891 and was named an asso-
ciate by the State Art Association.

Between 1891 and 1894, Ivana lived and painted in Paris and visited
Florence. She became a member of the Sarajevo Painter's Club during her
years in that city, 1897-1905. There, she completed three church murals and
contributed illustrations to Die Oesterreichisch - Ungarische Monarchie in Wort
and BiM. In 1903 Ivana completed Slovenia Bows to Ljubljana in the Ljubljana
City Hall. Although she is Slovenia's leading painter, her most important con-
tributions were created while living outside her homeland. Works from Ivana's
Munich period show dark, muted tones, however, from about 1889 her colors
became brighter, for example, The Holandese Girl, The Tzitar Player and The
Coffee Drinker. Her Parisian period is characterized by blue hues, for example,
The Parisian Greengrocer and one of Slovenia's most beautiful paintings,
Children in the Grass.

Ivana illustrated the Poems of S. jenko in 1896. In addition to some self por-
traits and a painting of her sister Fani, Ivana portrayed a number of famous
personalities, including J. Stare (1890), J.J. Strossmayer (1899), Ani and 0.
Zupancic (1917 and 1922) and I. Hribar (1920-26). The latter was one of her
last paintings; Ivana Kobilca died on December 4, 1926.

Maria Sibylla Merian
"NOT ONLY WAS SHE SKILLED IN WATERCOLOR AND OILS, in painting
textiles and engraving copper plates; not only could she render flowers, plants,
and insects with perfect naturalness; but she also was a knowing observer of the
habits of caterpillars, flies, spiders, and other such creatures. [She was a] virtu-
ous woman and a fine housekeeper [insects notwithstanding]" (Davis 140).

Maria Sibylla Merian was born in 1647 in Frankfurt am Main. Her father,
engraver Mathias Merian the Elder, died when she was 3 years old. Her moth-
er, Johanna Sibylla Heim, then married Jacob Marrel (an engraver and
painter). Maria's half-brothers also engraved and painted. In addition, she
studied with painter Joachim Sandart.
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This likeness of
Maria Sibylla

Merian is based on a
painting after a

drawing by her son-
in-law. The back of a

German 500-mark
note (P50) shows one

of her drawings.

It was common for 17th-century women to collect
butterflies, and some painted them. Maria did both,
however, as she observed, painted and wrote, she
crossed the boundaries of education and gender to
acquire learning. Later in life, Maria would say, "From
my youth onward I have been concerned with the study
of insects, I began with silkworms in my native city,
Frankfurt am Main; and I observed the far more beauti-
ful butterflies and moths that developed from other
kinds of caterpillars. This led me to collect all the cater-
pillars I could find in order to study their metamor-
phoses ... and to work at my painter's art so that I could
sketch them from life and represent them in lifelike col-
ors" (Davis 144). In 1665 she married Johann Andreas
Graff, who had come from Nuremberg to study with
her father. The couple moved to Nuremberg; daughters
Johanna Helena and Dorthea Maria were born in 1668
and 1678.

As a result of improved magnification, Maria's illus-
trated 1679 and 1683 books of plants and caterpillars
were different from those of other illustrators. In the
preface to the 1679 publication, she wrote, "These won-
drous transformations have happened so many times
that one is full of praise of God's mysterious power and
his wonderful attention to such insignificant little crea-
tures and unworthy flying things ... Thus I am moved
to present God's miracles such as these to the world in a
little book. But do not praise and honor me for it; praise
God alone, glorifying Him as the creator of even
the smallest and most insignificant of these worms"
(Davis 156).

In 1685 Maria and her two daughters left her hus-
band to join a religious community that followed the
teachings of Jean de Labadie. Six years later, she left
the confining community and moved to Amsterdam.
Her older daughter married Hendrik Herold, who left
with them.

Excited by reports of and specimens of flora and
fauna from other countries, especially the Dutch colony

of Suriname, Maria sold everything and with her
younger daughter sailed to Suriname by way of America
in 1699. In a will she made before leaving, Maria called
herself Maria Sibylla Merian, the widow of Johann
Andreas Graff, "even though Graff was alive and mar-
ried in Nuremberg" (Davis 166). In Suriname Maria and
Johanna Helena traveled into the interior to observe and
study. Natives and slaves brought exotic specimens to
their home; everything was sketched from life. In this
hostile climate, Maria once said the buzzing of insects
never stopped. "When I painted [they] flew before my
eyes and hummed around my head" (Davis 177). Many
of the specimens were preserved in brandy. On June 18,
1701, Maria, her daughter and her Indianin, an Arawak
Indian woman, sailed back to Amsterdam. The inhos-
pitable climate was too much to bear.

At age 62, still active, Maria gained the title
"Juffrouw Merian" (Mistress Merian), a title of honor
for an independent woman. Having achieved consider-
able recognition in her field, Maria died in 1717.

continued in next issue v
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