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ABSTRACT

OUTSIDER ARTBECOMING INSIDER: THE EXAMPLE OF HENRY DARGER

BADE NUR C¢AYI R

CULTURAL STUDIES M.A. THESIS, JUNE 2019

Thesis advisor: Prof. Ayke Gg¢l

Keywords: outsider art, madness, henry darget brut, psychiatry

This thesis focuses on the outsideraso known as mad art. The question of how a
mad becomes an artist by the art world is examined through the example of Henry
Darger, one of the most famous outsider artists. Different biographies of Darger show
us the process of construction of outsidgisaimage. The main aim of this thesis is to
guestion the dynamics of the art world and to discuss how it creates its own limits while
creating a new identity. It is discussed how the mad, the subject of psychiatry, is
reconstructed in the art world ahdw this construction affects the art world. In this
process, biography is treated as a commodity and considered as the most important
element in the establishment of the outsider art.
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1. INTRODUCTION

Mad art gained a remarkable popularity both in the art world and art market over the
last decades. There have been books and specialized journals, international exhibitions
and art fairs on this subject. Throughout history, mad has been welcomed
enthusiascally by different art circles as a source of inspiration. Yet, the interest in the
artistic production of mad began as a means of psychiatric therapy. Transformation of
these works into art began when avgatde artists became intrigued with them in the
1920s (Bowler 1997). Over time, mad artists became more than just a muse and started
existing in the art world with tHhHmdado ow

entered the art world d@&rtisp.

In this thesis, my aim is to trace how mad gainew identity in the art world. | am
particularly interested in the opportunities and constraints of this new identity. | will
discuss in what extend mad can exist in the art world and art market. While doing that, |
will take art world as a discursivéefd, similar to psychiatry, and analyze the power
relationship between different groups in the art world. In the case of mad artists,
majority of them do not produce for a market but create works for themsehrese

are cases where the artists areauknowledged about their artistic status, yet their art

is sold for million dollars. So, | am interested in how they are marketed and promoted in
the art world. | argue that, biography plays a crucial role in their construction and how
they are marketechithe art world. Furthermore, | argue that mad is able to transform
into an artist because of her/his life story. This is about how biography turns into a
commodity and with our changing habit of consumption, mad turned ichonanodity

in the art marketin order to discuss these issues, | will focus on one of the most famous

'There are of course some mad/ olee Godiel who beaome aware sf theiru ¢ h
market value and even take commissions. | will discuss these cases in the following sections.

n
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mad artists of the art world; Henry Darger. Darger is an excellent example to discuss
many issues regarding mad art. Yet, my main argument about Darger is that he had to
become mad, dfore turning into an artist. So, in this thesis, | will explore how Henry
Darger turned into an outsider artist. Before getting into his background and why |

chose him, | will briefly talk about the way he is categorized in the art world.

1.1. Outsider Art

Mad artist isassociated with different concepts and categories in art literature. There are
broader terms lik®©utsider Art, Art Brut/Raw ArtandSelftaught Artor more limited

concepts likdnsane Art, Psychotic Artn this thesis, | use Outsider Art as my umbrella
term and focus mostly on artists who have
il 1o at some point in their |ife. The f a
names initially led me to aoafusion while writing this thesis. For example, those who

came from the ampsychiatry tradition embraced the concept of mad rather than
mentally ill, while the first scholars of this art form preferred to use the concept of
insane art. In what follows, use fimad arto to refer to th
art did not exi st and wused dart of the n
psychiatry. In most cases, | use the umbrella term Outsider Art, as it is the most
common term in the literate. However, | should note that the term Outsider Art is

more than the art of those who are diagnosednastally ill. According to Anne

Bowl er , Out sider Artist is generally rese
formal artistic training, inparticular, socially marginal individuals who, for various

reasons and without prior instruction, begin to paint, sculpt or draw, artists thus
presumed to be both 6éoutsidebd the influen
mai nstream socil®OYyo (@BOwl So, childrendés a
considered in that category as wékrgue that it is a quite paternalistic approach to put
children, primitive and mad into the same category. | discussed that issue in the first
chapter.Moreover, using the term outsider art comes with another problematic term,
insider art.Ben Street defines insider and outsiderfa§;he &éi nsi der &6 (tr a
knowing) makes work that anticipates acceptance through combinationseigtiag

ideasor i mages: the world knows what it i s a



therefore guileless) makes work for 0 a
external, i mperativeso (Street 2013) . I
those who are, trained, active and have power and voice in the arf.wertidl should
note that these concepts are not given and will be critically discussed thought out this
thesis. The only reason why | use these concepts is to follow the curresutier
However, | am aware that usage of outsider art reinforces the boundaries of the art
world. | specifically discussed that issue in the last chapter. Even though it is defined as
the art of the mentally ill, it is born out of the search for the adbtise art world. So,
the mad artist phenomenon it 'S not a

construction.

1.2. Henry Darger

Henry Darger (1894973),is often identified as the most famous outsider artist of the
20" century.He has been the subject of numerous solo and group exhibitions, has been
the subject of several books and documentaries, He is a hot topic for both private
collectors and museumidis paintings are sold upto 400.000 and exhi bi ted

the world.

Born in Chicago in 1892, Darger lost his mother at a very early ldgespent his
childhood in Catholic Boy School and was later institutionalized at the Illinois Asylum
for FeebleMinded Children in lllinois. His diagnosis was recordediais heart is at

in the right placé. According to John MacGregor that meant-sdlfise, a euphemism

for masturbation (MacGregor 2002). In 1930, he moved to North Chicago and worked
as a hospital janitor for almotterest of his life.

2| discuss the problems of these concepts in the following chapters.

Ay



Figure 1.1 FHiatimgfiom RealmgoéThéUWnregdseriedJnt i t 1 edo

Shortly before his death, his landlord discovered that the house Darger spent his 43
years was like a sanctuary full of drawings and writings about a fantasy talefdddkd

Story of the VivianGirls: In the Realms of the Unreal, of the Glandéecwelinian War

Storm, Caused by the Child Slave Rebeltiohhe story of Vivian Girls is about seven

little girls fighting against evil men and saving other children from enslavement. The
content of the gintings is often found horrific because there are scenes where men
choke and torture little girls. Moreover, those girls are often naked and illustrated with
male genitals. There are many debates about contradictory nature of these paintings and
meaningsbehind them. In this thesis, | will refer these debates and discuss how they

play a role in construction of Dargeros

0L



Figure 1.2 Henry Dargero6s paiiidtnitng | fed@m Re

1.3 Why | ChoseDarger?

When | decided to write about Outsider art, Darger was not the first name in my mind. |

was planning to write about Carlo Zinelli, who fascinated me with his eccentric style

and colorful drawings. Apart from his style, | was drawn to his vib@gause | thought

they represent his secret and private inner wok¢hile | was researching for Zinelli,

the articles | read were mostly about how outsider artists are unique in terms of creating
their style and subjectsermwiwbhbdd {Nent »
Dubuffet 1948). So, |l was quite surprised
quite similar to the drawings in the chil

child, | used to imitate those books when | tried to draw gnomn. At first glance,

3Later, | understood that directly Ilinking artistsd cre
problematic. | will also discuss this issue in the following chapters.



Darger6s paintings were adorable and i1inno
upon closer examination, that they are actually full of brutal elements. If | did not know

the term Outsider Art, | would assume that Dargerdergemporary artist who uses old
childrends books to criticize the pornogr
classified as a contemporary artist. So, | began a comprehensive research on Darger and
his works.

Darger is the first resultthatcens up when you search Af amou
Google search engine. He is the sine qua non of exhibitions and auctions devoted to
outsider art. His life story has been written many times and with every biography new
mysteries added to his story. Hms influenced and continue to influence many
contemporary artists of our time. As well as inspiring a poetry book Girls on the Rub by

John Ashbery, a fashion design by Anna Sui, a British rock band the Vivian Girls, a

video game Sissy Fight, and a theaplay Jennie Richee by Mac Wellman (Boxer

2000).

The reason why | chose Darger, apart from his interesting life story and controversial
paintings, is because of the way he is categorized as an outsider artist even though he
does not quite fit into thatategory. His artistic style is different than the contemporary

art of his ti me. Yet , he is influenced b
books. Dargerod6s major drawing style is ba
his characters are aelly adopted from the magazines and books. In that sense, he

di ffers from the ideal 6outsider artisto
society and culture. Segedi n awmgke¢hsset hat ,
of mainstream Westerartists. Not only does he use his resource material, subject
matter and techniques as they do; his <co
(Segedin 2006, 1)et, he still continues to be classified as an outsider artist. In other
words, Darger isanstructed as an outsider artist even though he does not quite fit into

that category. So, he is a great example to examine Outsider Art as a constructed

concept.

I find Darger important in order to under :
attention and found a place for itself in the art world. In this thesis, my main argument

i s t hat ma d i s able to transform into an



though, the entrance of the mad art into the art world is associated withgavde
groupsearch for a critical tool to the exis
life stories that made it possible for mad art to exist with its own genre. In order to
devel op my argument , I uset hPra sctidodyw, Fmamn
(Frank 2017).Frank compares Outsider Art with other movements such as Abstract
Expressionism and Cubism and argues that they denote a specific set of aesthetic
guidelines and traditions, whereas the label outsiddireftects moe the life story and

mental or emotional aptitude of the amist ( Fr a n kn thatOsénge) | find it
significant to analyze Dargér life and works around thégenre with a stoy
discussion since it is his life story that shaped his visibility inattiavorld. He is an

excellent example to discuss the effects of life stories on the status of the artists because
his story is reestablished and interpreted in different times by different authors. It is

quite difficult to understand who is Darger withetlack of information about his life

and personality, but those biographies make it even harder because they are more about
the authors than Darger himself. | argue that every author wrote his story according to
their interest. Moreover, with every new graphy his status and image in the art world
changed. In the coming chapters, try to track this change with the news in the media and

the exhibitions he was a part of.

Furthermore, the way he does not fit into the classical definition of outsider altist w
help me to argue that outsider art i s a ¢c
artist?060 is actually a complex question b
that played a role in the construction of outsider artist in differenogeeiof history.

There is the psychiatry institution which provided a place for these artworks to be
produced but also constructed the marginalized image of the mad which was later
adopted by the art world. There are also the agarde artists which | nmtioned

earlier whose aim was to find a new source of inspiration in a quite romantic manner. |
argue that changes in the consumption habits are another factor since the Outsider Art
enters the art market in 60s and becomes the new consumption gooddoltdtiers.

There are also different cultural mediators and artists who constantly try to expand the
boundaries of the art world. The way they promote and use outsider art has resulted in

the expansions of the art world (Fine 2004). In this thesis, loexphese factors

adopting a historical approach. In other words, | write a short history of the Outsider

Artist and situate Darger in that history.



1.4. Methodology

To discuss my main question of 6how a ma
Henry Darger is represented and promoted in the art world. In order to do that, | analyze
three authors who have written about Darger. First author | choose is John MacGregor

Art historian and Freudian psychoanalyst, previously worked on Outsider Art,
Mac Gregor was the first researcher t hat
(Macgregor 1996). The second author | focus on is Jim Elledge who published a
biography on Darger 1gears after MacGregor. Elledge is a scholar who mostly works

on queer and gay history and published twdaty books including a history of gay
Chicago. In 2013, he publishétenry Darger, Throwaway Boy: The Tragic Life of an
Outsider Artist(Elledge 20B) which received both excitement and criticism in the

media. Lastly, | discuss Michael Moon, who has a very different approach to Darger. In

his book,Dar ger 6 s Re s ourpcuebsl i (sMean a2 Oyleza)r, bef or
instead of focusing on the setisaal parts in his biography and making speculations,

Moon approaches Darger as an artist who helps us understand American culture.

I am interested in these authors because every one of them grant Darger a new identity
and analyze him with different meétions. Instead of making an-depth analysis of

their books, I try to engage the authoro I
speeches into my discussion. | argue that backgrounds of the authors affect their reading

of Darger and how they cke to represent him. | discuss how his image has changed

with every new biography. To examine that change, | give examples from the
exhibitions he was part of and narratives of the blog posts/newspaper articles written
about him. So, | use discourse analys met hod to see how Darg
fluid and can be interpreted differently by different people. Following the question of

how 6Henry Darger became an (outsider) ar
what extend do we, as audiencepk at outsider art in a different way from other

(insider) artAWhy do not we categorize outsider art as contemporarysaitpossible

for an outsider artist to become an insider and what does this transformation mean for

the boundaries of the art wd# Or to put it differentlycan outsider artists who enter



the museum walls and the market place still be called outswlae? kind of identity
does the art world offer the fAmado? How

originate frem 6doutsided cultur

In this thesis, my aim is to show that outsider art is not a natural arf,fbuh a
construction resulting from the collaboration of different institutions. To discuss my
argument, | raise questions such as: Why was such kind of work producedfinstthe
place? What can they tell us about the asylum world and psychiatry? Why are these
works, once considered to be artistically worthless, now possess significant aesthetic
and economic value®Tan we take the art world as a discursive field just like
psychiatry?

In the outsider art literature, there are certain features attached to the outsiders:
originality, authenticity, isolation from the outer world. | take all these features as a part

of the outsider art construction. Following questions can be asked repdhdise
features; What makes an art work original and authentic? If Outsider art is private and
produced in isolation, how do people come across it? Who decides a work is a genuine
piece of Outsider Art? These questions can be linked to the first onsed: rivVhat
happens when an outsider artist comes to be recognized and appreciated by others? In
his bookOutsider Art: From the Margins to the Marketpladeavid Maclagan asks

some questions about Outsider art that | would like to incorporate intdisoyssion:

Al's Outsider Art something |li ke a natur al
wellspring of creativity that is potentially available to everyone; or is it, on the contrary,
the exception that proves the rule that artistic creativityvsénr i ous ways not
Might it be to some extent a kind of wishful projection on the part of mainstream
culture, desperate to escape from its own sophistication? How does our involvement
with Outsider Art affect us? How long can the category itsaivige, once it becomes
incorporated into the wider culture? Is the very notion of a radically individualistic and

antrs oci al creativity something with its own

4 As I will discuss in the following chapter, specially thesffistudies about mad art argues that creating art is a
natural outcome of mental illnesses. During the early 19th century, both art world and the psychiatry believed that
mad has a direct relationship to creativity.



1.5 Limitations

Since Outsider Art includedifferent institutions and actors, it provides a ground for
various discussions and issues. The limits of an MA thesis prevent me from
comprehensively addressing all of the issues raised by Outsider Art. First of all, I will
not get into a detailed analgsof what outsider art represents for psychiatry. | will only
use psychiatry as an institution that provides a context for the production of these
artworks and as a collaborator in the construction of the notion of outsider art. | will not
specifically toch upon art therapy as it will carry my discussion to different directions.

Secondly, there are many debates about ethical issues in the Outsider Art literature, as
many outsider artists have no control and voice over their status and works. Displaying
oneds private works without consent rai ses
will not be able to address. For example, Darger wanted his landlord to throw his art
away. Yet, his works are circulated all over the world and sold for millions crdoll

Also, there is a copyright issue. Who profits (culturally, economically and socially)
from these works is highly debated. We |
landlord of Darger allowed Macgregor to study him in the condition of not tracking
downDar ger 6s relatives that may claim his w
Darger, his landlordsobviously benefited from his works. In the literature, outsider art

works are often referred to @asphaned workd Yet | wanted to mention them here

because Dargerds works can be analyze in tt

1.6. Significance

Although Outsider Art has gained attention in the art literature, | believe there is still a

Nathan and Kiko Lerner, landordsbfar ger , holds the rights of Dargerds wo
rom t hem. Kiko Lerner sold (and donate some) Darger 6s
nyone to track down Darger 6s ftaaumiDarger hasma loset sistes. 1ISo haghe n ot t «
hey were afraid that she may come up and want Darger ds
In 2015, the European Union passed an Orphan Works Directive, which enabled cultural institutions to digitize the
orphaned artworks they hold ineih collections and display them on their websites.

o+ @ — Ul
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lot to cover in this realm. | find it significant to talk about outsider artworks as a
consumption good because it also shows how the changes in the habits of consumption
affects our relationship with aftargue that the literature on outsider art mokityuses

on the Aliberatingo aspect of art and pr o)
not give enough credit to its possible constraints. In this sense, | believe that this
attempt will serve the aim to contribute to the existing literatureDatsider Art by

providing a discussion which approaches the art world as another discursive field along

with psychiatry. Moreover, even though there are various books and articles about
Darger, there is not much written about the power of biographyeorefiresentation of

Darger in the art world.

Moreover, even though there are various books and articles about Darger, there is not
much written about the power of biography on change in the representation of Darger in
the art world. Lastly, research on sidier art is quite limited in Turkish literature. There

is only one study about art of the mental health patients in Faculty of Medicine
Psychiatry Clinic of Istanbul University. Even though | do no study outsider art in

Turkey, | still think my study willdd new discussions in Turkish literature.

1.7. Thesis Structure

First chapter of this thesis is constructed as a critical history of Outsider Art but more
specifically mad art. In the beginning of the chapter, | give a brief history of madness in

the art world and discuss how mad art evolved into a genre and entered the art market
in/ around 1960s. Foll owing that, I tal k a
and what features are attribut explamwhyt he .

| approach the art world as a discursive field.

The second chapter focuses on Henry Darger and discusses how he turned into an
outsider artist. As | mentioned in the methodology section, | examined the works and
speeches of three authors whghly influenced the image of Darger within the art
world. | discuss how Darger is tried to fit into the classic outsider artist image and how

his status in the art world change according to his changing life story. At the end of

11



Chapter, | talked about theportance of biography and its role in promoting outsiders
to the market.

In the third chapter, | specifically focus on the outsider status of the artists and the

problems of that concept. | discuss why Darger cannot be an insider and what happens
whenan outsider enters the insider domains such as museums and galleries. In the last
part, | engage identity art debate into my analysis and discuss outsider art in a similar

manner.

12



2. OUTSIDER ART

2.1. Introduction

This chapter is constructed as a critical history of Outsider Art but more specifically the
mad art. As | mentioned in the introduction, even thotigh art of theinsane
constitutes a large part of it, the term Outsider Art is a broader category. | deétgew
insane art as the starting point of this genre, so | will give a brief history of madness in
the art world and how the concept of mad was perceived in different times by various
art circles. Later I discuss how insane art/ist got accepted in tvewdlt evolved into a
genre and took the name Outsider Art.

In this chapter, | aim to present a sociological analysis of the social construction of the

art of the insane. | think we need a historical point to understand how mad turned into

an artist and @1 will discuss in the following chapters, how Darger turned into an
outsiderartist. The history of outsider art is mapped through the intersection of a set of
shifting discourses and practices which are shaped by the changing definitions of
insanity ove time. According to Bowler, those changes occurred in the context of
Afemer ging sciences of psychopathol ogy; t
representation in the theory and practice of modern art; and the rise of a new
institutional framework fothe production, distribution and reception of art in response

to the devel opment of a commerci al, capit
words, there are several historical factors that have played a part in the construction of
outsider art. Instehof giving a linear understanding of the history of outsider art, | will

be giving reference to scholars such as Anne Bowler, Lyle Rexer, David Maclagan and
Colin Rhodes and discussing the common factors they emphasize. However, | should

note that, theiterature on Outsider art is highly focused on North America and Europe.
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The reason is that the concept itself belongs to those geographies and emerged as a
result of the needs and dynamics of those regions. Since | discuss the current literature,
I will also give examples from those regions. However, | should note that, being
focused on a certain region and history sometimes causes problems such as labelling
nonWesfern artists as outsider art even though they aré hothapter three, | will

discuss thse problems in more detail. For the purposes of this chapter, | focus on the
existing literature on Outsider Art which comes out of and is limited to Europe and

North America.

Even though madness fascinated different groups throughout history, coaostroifcti
insane art is a product of the constellation of factors that crystallized in the beginning of
the twentieth century in Western Europe and North America. In this period, earliest
collections of insane art were amassed, first exhibitions were orgafirsedtudies on

insane art was published. There were mainly two institutions that were interested in art
of the insanethe field ofpsychiatry andhe art world. | see the formation of insane art

as a kind of partnership between these two institutigdthiough their motivations
towards art of the insane seem to differ from each other, insane art literature suggests
that the starting point of their interest has common features (Maclagan 2009, Rhodes
2000). | find it important to talk about a brief histocof madness irthe art world in
order to understand the interest of both

into an artist.

2.2. Brief History of Madness in the Art World

2.2.1. Mad as a Musei Romantics

"I used the concept West mainly because of the literature | was following. Yet, | am aware that West is a
controversery term just as East. Here, | prefered to use it as a geographical term butratedblt outsider art is a
part of the Western thought both geographically and conceptually.

8Ler Rexer in his book How to Look at Outsider Art,;
mistakenly classed as outsiders because they seemte pl ay an untutored, crude, or fj
in fact working in traditions unfamiliar to Western eyes. The Haitian artist Pierrot Barra is a good example. His
sequined constructions incorporate a remarkable array of discarded matenmlsoys and crockery to tinsel and

lace. Removed from their cultural context and plunked down among sculptures by Henry Moore or Rodin, they
appear wil d, primitive and r aw. But the cohererfce and
Haitian Vodou, and his method of bricolage or assemblage, springs from a practice of material recycling originating

in West Africao.
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Mad entered the art world as a muse long before s/he became arnna@stsider Art
literature, the story often begins with the 1910s and how Europeangaralet artists
became intrigued with madness and mad art. However, before garalgis madwas a
glorified symbol for several romantic groups in the pastevery period, condition of

being mad was interpreted with the problems and events of that time. So, mad gained a

new meaning and role according to that er e

Both Maclagan and Bowler gue that interest in insane art is a continuation of an old
debate about madness and creativityhas been believed that there is a connection
between madness and creativity since Ancient Gfeaod as Bowler claims, this idea

was revitalized duringhe Renaissance and thematized witfl' t8ntury Romantics
(Bowler 1997, 13). In posRenaissance period, the artist, as an individual expressive
figure, was associated with the notion of
of ideas and fantasiebaut how originality and sekxpression are embodied in works

of art (Maclagan 2009, 9). It is with the Romantic movement of the eighteenth century
in Europe that madness became a part of the art world not as an artist who produce art
works, but as an ast which is a lonely and misunderstood figure. For Romantics,
being mad was a precondition for creativity and it is a stage to be achieved (Maclagan,
9). It is a privileged condition, free from social and cultural conventions. Later, we will
see the traceof these ideas in the construction of outsider art. Yet, unlike outsider art,
the important thing was not the production of the artists or the people who are defined
as mad by the society. Insane artist was a symbol, associated with melancholia and
madnas, who has a creative vision unconstrained by traditions and rules. Here | should
also note that, the condition of being mad in the Romantic sense, is quite different from
modern psychiatryodos madness. It I's not S
condition for pure creativity. Moreover, Romantics are quite limited in terms of only
focusing on the symbol of m#y rather than the artistic production of the asylum
patient. They were indifferent to the actual experience of madness. Also, even though
they emphasize the link between madness and creativity, they did not set a systematic
aesthetic principle, as the later nineteenth century figures such as Rimbaud or Alfred

°Pl at o: ficreativity is a divine madnessé a gift from the
Was Mac Gregor observes; fiwash seldom based ort anycrealvekperience df thenresahe e s s
|t was a fantasy, a dream of madness as a treasure trov
1989, 76).
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Jerry, or twentieth century Avant Garde art movements like Surrealism or Dadaism
would do (Bowler, 14).

2.2.2.Mad Art and Psychiatry

Up until 19" century, mad was a part of the art world but only as a symbol, an ideal. So
how does mad begin to be visible with thei
mentioned above, psychiatry is very important in the construction of the mad artist. In
the beginning of the Dcentury, the birth of the asylum played a crucial role in the
growing interest of insane art by providing a place for these artworks to be produced.
So, first studies on mad art is done by psychiatry before the art circles. Taethéo
discourse of psychiatry plays a fundamental role in the establishment of the mad artist.
As | noted before, the motivations of psychiatry and art world share some similarities.
The connection between madness and creativity attracted psychiatell &s whe art

world. Accordingto Bowlet he | egacy of &édmad geniusdé detk
nineteenth century, shifted its focus from romantic symbol of mad to the artistic
productions of the insane as an evidence to their illness and nainsauoity (Bowler

1997, 15). Psychiatrists approached art of the insane as a means to understand the inner
world of the mentally ill patientsSeveral doctors contributed asylum art to their
research in order to understand the boundaries between madueas@arality and the
relationship between genius and mhd1801, French asylum reformer Philippe Pinel
made an important reference to the artistic creativity of the asylum patients in his book
Medical Treatise on Mental Disorder or Manidor him, artiic activity was a
remaining link to sanity. This assumption later led Pinel to a promising recognition of
the therapeutic value of art. Later, American doctor Benjamin Rush wrote that
development of insanity could result in unearthing hidden artistintsale some cases.

On the other hand, in the first years of the confinement of the insane, artistic production
was also seen as an evidence of deviant behaviors. For example, an art work created by
a schizophrenic patient was approached as a manifestatios messianic thought and
visions (Parr 2006, 153). According to Rhodes, the most complete theoretical treatment
to the connection between genius and insanity is given by Italian psychiatrist and
criminalist Cerase Lombroso in his bo@enius and Madnes(1864)(Rhodes 2000,

86). Lombroso argued that genius and insane are indeed quite related to one another. He
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went further and suggested that genius is a type of insanity and needs to be diagnosed as
degenerative psychosis (MacGregor 1989, 4). He colleat¢ works produced in

asylums by 108 patients and used them as an evidence to support his theory. Bowler
argues that; Ain Foucaul dian ter ms, t he
patients during this period is part of a containment proceswhich insanity is
Oproduceddé as a scientifically isolatabl e
normality functions, in part, to legitimate medisoientific rationality as the guardian

of soci al order o (Bowl er 1t9fistic credtisity was | n o't
seen as tool to understand madness resulted in constructing the artistic productions as a
part of madness. This also affected the potential status of creative works of patients, as
their art was inherently compromised by theirxamaty to mental disease. As | said

earlier, | see the construction of insane art as a collaboration of psychiatry and the art
world. The way psychiatry identifies artistic production of the insane was later used as a
marketing strategy for the outsidertists in the 1980s. Any record about
institutionalization, any kind of medical diagnosis began factors that to make the art

work more valuable. Even in some cases, it began to trivialize the artistic value of the
wor k. Il n ot her wo heban,to ba used as & rasketingetaoltbpthe s t a
actors of the art world. | will give examples about this issue in the following chapters.

2.2.3. Earlier Studies: Reja and Morgenthaler

As in the case of the first studies of the patient art which app@atdate nineteenth
century, medicine and psychiatry were inst
of the insane in the early twentieth century. For it is in this period that we find
publications by psychiatrists which not only reproduce paiégnt wor ks but anal
in artistic as well as clinical terms (Bowler 1997, 15). First publication about asylum art

in terms of aesthetic rather than medical point of view sasy Mad published in

1907 by psychiatrists Paul Meunier, under the pseudonym Marcel Reja. Similar to the
previous medicescientific views, Reja saw insane art as primitive in character, but
different than medical circles, he approached insane art as a wayeistand artistic

creativity (Rhodes 2000, 56). In 1921, Swiss psychiatrists Walter Morgenthaler
published the boolA Mental Patient as Artisbn one of the first and most celebrated
outsider artists Adolf W°Ilfl i . whkhowoliient hal
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while he worked in Waldau Asylum in Bern.
supplied him with art materi al s. Whil e an
aim was to understand the origin of artistic creativity and he believed igatsoare

more visible in the works of psychotic patients than those of sane artists (Beveridge
2001, 2).

2.2.4. Prinzhorn and Avant-Garde Artist

Figure 2.1 Paintings from the Prinzhorn Collection

One of the most influential books on insane aaswpublished in 1922, a year after
Mongent halAdistrypd theoMemadly llby Hans Prinzhorn. Pr
was based on an analysis of works amassed at the Heidelberg Psychiatric Clinic where
Prinzhorn assumed a staff position in 1919 an@ératthe study of psychotic art had

already begun under the supervision of Clinic director, Karl Wilmanns (Jadi 1984, 2). In

his study Prinzhorn argued that the essence of schizophrenic configuration can be found

in the paintings of the patients. Howeves, later researches revealed, there are some
discrepancies in his work. Beveridge argues that Prinzhorn represented the asylum

patients as people who are untutored and uneducated. However, some of the
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A

0schizophrenic mast er s 6 ofpanting before @rterirg the h e m,
asylum. Prinzhorn categorized schizophrenia as the most creative group, yet not all of

his masters were schizophrenic (Beveridge 2001, 3). Moreover, it is argued that
Prinzhorn only selected the most interesting and caictages into his collection.

Some even call his attempt the nAHei del be
(Bowl er, 17) . Even though Prinzhorndés boo
publications got t he s a maxtsty efsthe Mendably llas P i
evoke a hugenterestespecially from the art circles, including artists Dadaist Sophie
Tauber, Expressionist Paul Klee to Surrealist Andre Breton, Hans Bellmer, Paul Eluard
and Max Ernst. El uar d me n tful mokefdmageh thereb o o k
ito (Bowler 1997, 18).

According to Anne Bowler, influence of Prinzhorn can be measured by the increase in

the appearance of the insane art in the art institutions in that period. Gallery exhibitions,
collections of establishedtasts and art journals began to add insane art to their agenda.
Artists mentioned above, such as Breton and Eluard began to collect psychotic art. In

the same years, Breton wrote the first Surrealist manifesto and made an obvious
connection between insayiaind creativity. Surrealist artist Hans Bellmer talked about
Prinzhornds book as fito be one of the maj
cited in Cardinal 1972). Similar to the1@8entury Romantics, Surrealists glorified the

figure of themad and perceived it as a privilege position for being free from reason and
influences of culture. Surrealigbet Eluard wrote;

AnWe who | ove them, understand that t he
know well that it is we who are locked up when the asyioor is shut; the
prison is outside the asyl um, l' i berty

Jones 2010, 9).

I find El uar doés poem i mportant because
Surrealists. Mad is a figure the criticize the existing system. kard; real asylum is

society and mad is the one who 1is Apur e
Moreover, mad IS not a passive figure. It

Rhodes argues that, madness was a metaphor for absolute freedomrréalish
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circles’. Since madness was something rejected by culture, they embraced madness and
turned it into a heroic figure. It was believed by most surrealists that madness was a
state in which bourgeois law had no authority. Their conception of madrassstill

quite romantic.

In early 1900s, artists were not only interested in insane art but also-dalled
pri mitive art .aBewderidge hekplaids #his dnterestaasta general
dissatisfaction with the established Western culture and sdarchew modes of

inspiration and expression. Expressionist Painter Paul Klee argued that;

Aln our time world have opened up whic
although they too are part of natur e.
children, madmen andsaa ges see into themdo (KIee
1989, 235).

It is no surprise that asylum art became visible at the same time around European artists
got interested in primitive art and children art. Rhodes argues that, even though art
works of insane aresaold as the foundation of asylums, artistic interest in the creative
production of psychiatric patients is a twentieth century phenomenon. There is not
much left from the in the early years of institutionalization of mad in terms of artworks,

but we knowtheir existence from accounts given by small number of doctors and some
artists who visited the asyl ums. Rhodes a
of grotesque or diagrammatic representation of impossible theories. Those can be found
inthe wor ks of early outsider artists, such
Josef Heinrich Grebing and illustrations of Jocab Mohr (Rhodes 2000, 48). Early
examples of patient art dates back to early nineteenth century in the United States and
Britain. However, only in the early twentieth century we see that a small number of

doctors began to collect them for diagnostic purposes and scientific $tudies

“According to Rhodes, Surr eal i st expériencelokeSairéealist pogt\vAlBtonin o ma n t i
Artaud. Artaud spend two years in the asylum because he had a mental collapse and was diagnosed as autistic.
During that ti me, the 6medical treat ment & hhherealitgafei ved,

asylums and state of being insane (Rhodes, 2000).

12 The artworks that have survived from the nineteenth century are only the ones who belong to the patients who were
artists before being diagnosed as mentally ill. Two most celebratethsare British painters Jonathan Martin and
Richard Dadd. Patients with an artistic past had a different importance because their work was analyzed to
understand the effects of illnesses. For example, British illustrator Louis Wain began to prodties afseat
paintings after becoming schizophrenic. Another example is Louis Soutter whose vision and style changed entirely
after he was diagnosed with mental illness. There were also other artists from different fields who began to draw with
the onset opsychosis. They works were used as data in psychiatric research.
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225. Founding Father Dubuffet and | 6Art Brut

Reservation of the art works of the insapara from scientific purposes had been done

by several artists. However, the most prominent collection of art of the insane belongs

to the French painter Jean Dubuffet. He is one of the key figures of Outsider Art
literature because he is the one who cpteaized art of the insane in 1940s and gave

it a nameArt Brut. Dubuffet was highly influenced by the work of schizophrenic artists
Adol f Wol fli and as *wse,lhe begam toRyattienishowm n 6 s
coll ection. Accor di s gollettion whbamodestgim size Bra b u f f
superficially resembled the heterogeneous collections of psychiatrists such as
Lombroso, Ladame and Morgenthaler. However, unlike those psychiatrists, Dubuffet
wanted to free these works from any association from pswtholpgy and to
recognize them instead as exampl es of i
creativityo (Maclagan 2009, 13). Dubuffet
of psychiatric patients but soon focused on the work of autodidacts, eceemtit other

sorts of creators who seemed outside of the cultural norms and not necessarily labelled
as O6madd by institutions. He conducted re

and Switzerland, later included works from Germany, Italy and America.

I n an interview, Dubuffet says,; nAt the e
of a W°Ilflids or Aloiseds art is none oth
and that competitions between people who put themselves forward as havirthebeen
first to recognize them are tediouso (Du
Maclagan, Dubuffet saw himself as a kind of ambassador for these artists. Can we argue

that Dubuffet was aware of the fact that insane artists did not have means tdospeak
themselves in the market and it is the actors of the art world who will shape and give a
role to them? Can we interpret his staten
have/are not allowed to have a say about their work and prevent futurevelotovall

eliminate the Art Brut artists? In a way Dubuffet was already one of these actors by

gathering them under one name. I n 1948, tt
Bhye stated,; APrinzhorndéds book struck me very strongly
|l iberating influence | realized that al |l was permitted

enormous infl uencedindMacGragod1®89,292art 0. (quot
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given legal status. At that point, Art Brut was known and appreciated byacsiyall

group of people in the art wor | d. Howevel
popularity of mad art. As Maclagan points out, over the years, Art brut developed its

own tradition and acquired a certain status and authority (Maclagan 2009, 29g.

early 1960s, a series of publications abo
direction. He wanted to represent each artist as documentary as possible but without
interpreting their art in order to eliminate the possibility of speakinghferartist. His

collection was not for sale and lent in order to avoid the conventional cultural world
(Maclagan 2009, 32).

Dubuffetdéds views on madness, similar t o
groups. He argued t hat vdésMandwingssasd pfomaiest e ns
clairvoyancei or s o it seemso0 (Dubuffet cited in

mad were able to escape from the influence of culture. So, the art of mad was an
evidence of an alternative life that is outside of the influesfceociety. He came up

with the notion of Art Brut; kind of art that is direct, innocent, crude and opposite of
sophistication of conventional culture. First thing attracted Dubuffet was the fact that

work created by the people were so obscure and huthblethey did not think
themselves as artisfs(Maclagan 2009, 8). Dubuffet described his collection as;
6comprised of works created by persons fc
from its influences. The authors of these works have for the naostprudimentary

education, while in some other casef®r example through loss of memory or because

of a strongly discordant mental dispositiothey have succeeded in freeing themselves

from cultural magnetization and in rediscovering a fecund ingemuo e s s 6 ( Dubu
cited in Rhodes 2000, 45)

As Dubuffet expand his collection and continue to publish articles about Art Brut, he set
his own criteria about which work can be considered as Art Brut. He was quite strict
about it and require originality iform and content as well as condition of social and

psychological isolation of the creator. He stated that;

Ytis perhaps an unavoidable paradox that his collection is now housed in a handsome museum in Lausanne and
that what began as a challenge has now acquired its own authority in the field
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AWe wunderstand by these works made by
culture, in whom imitation, contrary to what happens with intellectuals,

playslittle or no part, so that their makers draw everything from their own
account s and donot borrow from the S «
fashionable art. Here we witness the artistic process quite pure, raw,

reinvented by its author in the entirety ofstages, starting off with only his

own i mpulseso {QDubuffet 1973, 91

However, as the art world became more and more intrigued by insane art and the
exhibitions, publications and collectors increased, it became quite difficult to apply his
criteria. Partly because more artists are being discovered during their lifetime and it is
becoming harder to avoid some kind of smihsciousness about being labelled as

O00Out siderd (Maclagan 2009, p.14). Mor eove
Art Brut artists to be isolated form the society. However, that was not always the case.
For example, one of the first artists Dub

of his market and even took commissions.

| find it important to look at the meaniraj the wordBrut. Here we see a genre which

was conceptualized and categorized for the first time. At this point, | think the word
choice is quite important because it affects how insane art is constructed both in the
present and in the future. Even though, the conceputdider Art is simply used as the

English version of Art Brut, the wordutsidergives this genre a new meaning and
change the direction of discussions. I wi
more detail when | discuss the complications at ttoncept. Going back to Art Brut,
according to Rhodes, the term brut is difficult to translate into English. It carries the
meanings of both simplicity and naturalness but alsbrdeding and clownishness.

Rhodes interpreted this word as representiveg tatural and the raw, as opposed to

A c ul tBrtaks® states being unadulterated and in the purest state of things. The
word choice also shows us Dubuffetds appr
that he has an arbiourgeois tone and igitical towards the existing art world and
mainstream taste (Rhodes 2000, 23).

Maclagan demonstrates in his book the political and social environment in Europe that
affected the emergence of Art Brut . He sp
red devastation of Second World Ward and |

climate. He argues that at that time there was an interest in the artistically informal,
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unspecified images in which the materials and the aesthetic were forcefully joined
together. Maclagan suggests that this environment may have also influenced the
emergence of Art Brut. He continues; A Wh e 1
the o6rawd materi al t hat was the form of
literally retrieving it from the ruins of civilization: certainly, in the case of psychiatric
hospitals he was often rescuing work from
So, we can argue that Art Brut is a part of a trend that searches for new andal origin

forms of creativity specially in the areas that are considered immune from conventional

cul ture. Art of children and insane was r

culture and was an evidence of the existence of a fundamental creative impulse

Dubuffetéds invention of the concept of Ar
constructed an alternative vision of a creativity that was essentially outside official
culture. So, we need to take Art Brut and later Outsider Art into accounustias a
collection of Dbizarre art works but al so

o f creativitydé (Maclagan 2009, 33) . Bot h
already existing work that is usually produced without the knowledge aftamarket

and value of the work. However, as Maclagan puts it, these works are treated as an
evidence of Opure creativitydé and | abell ec
there is a circularity in the relation between the concept of Art Bouitsider Art and

the art works. The works constitute the genre of Art Brut / Outsider Art as they are

being discovered, at the same time the concept itself validates their authenticity and

identifies them as 6éart 6.

2.2.6. From Art Brut to Outsider Art

Colin Rhodes identifies Art Brut as the o
can be seen as the first steps of constructing a new genre. He collected works that have
common features, came up with a name, set criteria for what is to beeredsad Art

Brut. He was quite strict about three criteria; 1) the creators of art brut should be mental

or social outsiders, 2) their work should be produced outside of the network of fine arts,
including schools, museums and galleries, 3) techniquesidnect should be different

from mainstream aifTh®&oz, 1976, p. 10). In outsider art literature, many scholars find
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Dubuffetds criteria unrealistic, i mi ti
artworks are often regarded as timeless (g¢obd their time) pieces. The reason for
that is because those artworks often differ from the agenda of the art world and the
official state history narrative. However, these artists are not disconnected from time
and society as they are assumed. Roger i@ardfounder of the term Outsider Art
criticizes Dubuffet and argues; "the art of even the most doggediyesialit creator is

likely to include allusions to the ambient culture, reflecting the impact of an era and an
environment upon the individual cstiousness" (Davies 2013, 27) In other words,
every art work created by smlled isolated artists is actually a product of history.
Looking at examples of Outsider art, such as Carlo Zinelli, would help us to understand

ng

and agree wi t h Cardinal 6s

Figure 2.2 CarloZinelli Unt i t | ed o

Zinelli was born on July 2, 1916 in San Giovanni Lupatoto, near Verona, Italy. He was
the sixth child of a carpenter family. As a young man, he was fond of music, dancing
and

animals. In 1939, he volunteered ftbe Spanish Civil War. However, only after two
monthshis schizophrenia revealed itself and he was hospitalized in a psychiatry clinic
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in Verona where he spent the next ten years in almost total isolation. Those ten years
made him unable to communicate lwihe outer world. After ten years, he and 20 other

patients were admitted to the painting atelier in the clinic created by sculpturer Michael
Nobl e, which | ater discovered Zinellids w
atelier, he produced morhkan nineteen hundred paintings until his death in 1974. His
paintings were exhibited in 1964 but he was unaware that his works were regarded as

art. We do not know if he would consider his works as artwork either. After his death,

his paintings were exhited in multiple exhibitions including the Venice Bienale in

201 3. I f we examine Zinellids |ife story
great example of Art Brut. He is mentally and socially out of the society; and his works

are quite diffeent from mainstream art. However, when we look at his works, | think it

is quite possible to see the causes of his trauma and the traces of his military
background. His stunning works are imbued with signs of militarism. Although he was

not influenced bytte art world of his time, he was certainly influenced by the era and

the environment he lived in, as Cardinal suggests.

2.2.7. Outsider Art

Outsider Art was introduced in 1972 by Roger Cardinal as an alternative to Art Brut in
English terminologyHowever , because of the connotat:i
term brought different debates to the Art Brut literature. David Maclagan explains
Outsider Art as;

ARThe term outsi der -ended way,¢ofertracgdjnary n a ve
works created byeople who are in some way on the margins of society,

and who, for whatever mixture of reasons, find themselves unable to fit into

the conventional requiremeritsocial and psychological, as well as artistic

of the culture they inhabit. What makes thisrk extraordinary is the fact

that it is created by people who have no training and who are so far removed

from Onormal 6 expectations that they me
6artistsb6, |l et alone as O60Outsidersdo (M

In other wordsCardinal extended the frame of Art Brut and included different groups
into that category who live and create work outside of the society. So, the term outsider

art became a common description for the art created by mental patients, prison inmates,
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homeles people and even some minority groups. Even though this expansion is
interpreted as a positive and challenging progress in terms of pushing the limits of the

art world, some find bringingpgether so many different groups under one nquoie
problematic(Prinz, Fine). The only common characteristics of these groups is the fact
that they are considered as 6outsided of
of these categories is quite diverse in themselves and difficult to genelEalerg. one

of them has a different style and backgrouAdcording to some scholars, this
generalization can increase the visibility and acceptance of outcast groups by entering

the art world under a new identity, outsider artist. However, at the samet tcae

i ncrease the stigmatization because they

problems of this term in more detail in the third chapter.

| find it interesting how Cardinal came up with the word outsider. In one of his
interviews, Cadlinal explains that his publisher wanted him to find a word that would
replaceArt Brut in the English literature and get on easily with the English ear. As he
recal l s, after the ideas such as fart of
Art. We should note that the term Outsider Art is not synonymous with the term Art
Brut. The periods in which the term Art Brut and Outsider Art emerged were very
different from each other. The debates and needs of these periods, the motivations and
expectationof the people who come up with the terms and even the geographies are
different. In Insane Art literature, Art Brut is usually mentioned as a pioneer in
identifying and categorizing insane art, whereas Outsider Art is usually referred as a
contemporary ueaion of the Art Brut which flares the controversy around insane art and
give it the brand value. As | mentioned above, the concept of Art Brut comes with many
restrictions and rules, where Outsider Art is a more inclusive anerestnictive

concept as aesult of the reasons | listed aboWhen we talk about the differences
between Art Brut and Outsider art, we need to remember that there are 30 years
bet ween these concepts. Art worl débs agend
concepts emergedt the time of Art Brut,original mode of creativity and authenticity

was in the focus of art circleg/hen it comes to the 1970s, | argue that, along with the
source of creativity, being different, being visible with that difference, having a story
were in he focusArt brut has been stripped of its strict rules and evolved into a more

inclusive concept of outsider art. | suggest that this evaluation is related to the identity
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politics which were in the agenda of art world during similar times of the encargeén
outsider art.

2.2.8.Entrance to the Art Market

After a struggle for recognition during 1950s and 60s, Art Brut/Outsider Art was finally
accepted as a genre in itself and attracted the art market in the second half of the 1980s.
Outsider art ented the agenda of curators and dealers and exhibitions and fairs
dedicated to outsider art increased. Acco
1960s and 1980s, dealers and collectors began looking beyond established artistic
institutions for promisig new forms and creators. Outsider Art appealed to art world

not only visually but because of its congruence with Romantic notions of the authentic,

mi sunder stood, creative geniuso (Zolberg
Museum held an exhibitiontlied Parallel Visions: Modern Artist and Outsider Art.

Prinz argues that, even though there had been museums and galleries dedicated to this
art before, there was an extraordinary growth of interest in the 1990s. Prinz links this
interest with the growtlof art market in the 1980s. 1980s art market is marked by the
commodification of art works as well as anxiety for finding fresh products. Outsider Art

was perfect for that search. Its entrance to the art world introduced new debates. | am

especiallyinteret ed i n two debates regarding out si

The first issue | am interested in is the change of representation of mad art. As |
mentioned above, the interest in mad art started as a way to criticize the bourgeoisie
society andthe established art world. Yet, over time the line between artists and
artworks has become blurred. Outsider artists with their interesting stories, and
eccentric styles entered the art mar ket
outsider arttansformed from a tool of criticism into a consumption good. As | will
further discuss in the following chapters, the pieces that seem quite personal, and may
or may not have been produced for an audience have become commaodities of the art

market.

The seond issue | am interested is the changing status of outsider artists as they enter

the art world / market. Even though the concept of outsider art expanded the limits of
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Dubuffetds term Art Brut, it still carri
Aousi der o and entering the museums and ga
Ooutsidernessd of outside art. Il n order t
explain what outsider artists represent for insiders and how the image of oattigter

has been constructed.

2.3. What Do Outsiders Represent for Insiders?

In their bookOutsider Art: Contesting Boundaries in Contemporary Cultdi@perg

and Cherbo states that; AnGi ven todayds wol
soul o (Zol berg & Cherbo 1993, 3) . I find
similar previous Romantic movemehatttteypo appr

me ant both the artist and the audience
impulsive creativity and indifference towards a market represent what art world have

lost; a direct relationship with creativity and art, a personal universe whigtoris

i mportant than everything and authenticit)
artist. Fine argues that, AOutsider art s
Western culture can continue to exercise its belief in the mysterioeffable and
transcendent nature of art itself. It is the most recent imaginary device through which
the Romantic idea of the artist as outsid
read the construction of outsider artist as a continuity. Moreowerptitsider artists
phenomenon is more about established art world than the artists themselves.

2.4. Why Are Insiders Drawn to Outsiders?

Even though outsider artists are assumed to create their works without thinking about an

audience, scholars and art critics emphasize the communication aspect of the outsider

art wor ks. Cur ator Joe Adams says fltaods
youdre either going to |l ove it or hate it
collector: AWhy are people drawn to this
itéds something that anybody can | odk at 1
l evel t hat i s displayedo (Fine 2004, p. 1
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personal and offers alternative universes to the audience. A collector explains why he

admiresoutsiderariil t 6 s a personal statement & The i
very individualist expression. This is |i
2004, 162) . Similarly, Director of Outsid

the art made by trained artists is informed by art historical referencesutsider art is

not. | think outsider art tends to be more autobiographical; there tends to be less

di stance between t he 17 10utsiders areaimpdrtarit heeausa r t 0
they show insiders that a perlsvelywanctilep cr e a
do not have to rely on others of that. They can create work without the benefit of others
(Fine, 160). When we look at statements of curators and dealers about why they are
interested in outsider art, we can see that they usually compaith insider art. It is

regarded as purer, more honest, more real.'Fiamgues that outsiders are usually

6ostensibly ennobledbd in a form of identi
form of col onial i sm. He cleosavtages, uieding oirt h ey
sophisticated eyes to what we claim is i mj

2.5. Features of Outsider Artist

Outsider art is an interesting concept because unlike other art forms and genres, it is not

the artists, butothr actors of the art world that id
argues that both the artworks and the peo
been roped into a reservation that we have been constructed for them, and which serves
ourpurposesnor e than theirso (Maclagan 2009, 26
that is assumed to not ascribe themselves as artist, and in most cases are not aware of
having been identified as an artist. Throughout this thesis, | will give examples from

both atists that are aware of their outsider status and the ones who are not. The artists |

will mention in the following are not aware that they are identified as artists.

15Finepointsoutaninterestingargumne; insiders search is related to th
artisanshipo trend. We no dot rely on ability of mac hi |
artisanship and nature become valuable because it is original anthestproduction. Originality and authenticity

are attributed to the outsiders as opposed to the 6inte
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Figure 2.3 Agnes Richterd jacket

Agnes Richter was born in 1844 in Germany and avasamstress. In her late 40s, she
was involuntarily committed to asylum as she was being paranoid about her neighbors
stealing her money. During her confinement (23 years till her death), she embroidered a
jacket out of her hospital uniform and turnedniio an elegant garment. Her jacket is
considered as a biographical piece as she sewn texts all over it. We do not know if she
created that jacket out of aesthetic concerns or if she considers herself as an artist. We
also do not know if she sees her waska political at as Rozsika Parker analyzes it as

fa weapon of resistance to the constraint:c
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Figure 2.4 Emma Hauck fiHerzensschatzi komr

Another example is Emma Hauck. She is one of thms#sider artists who were
subjected to Nazi Omercy killingé. She ha
after her 4 years of marriage she was diagnosed as schizophrenic because she thought
her husband and children were trying to poison her. Duringtag in the asylum, she
wrote |l etters to her husband which were n
comed over and over. Personally, she is ¢
striking. |1 do not think she intended to create a wehe was just expressing herself.

Yet, her letters are considered as art now. Similar to Hauck, there are many other people
who are considered as outsider artist but only create work for their personal universes

and do not aware of an audience (Horsagéi728rgyle 2014) .
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The reason why | gave these examples is that we need to understand the outsider artists
and outsider artworks as constructions of insiders. Many of these works were not
intended as art, yet the art world became interested in themr. &exes that end of the
nineteenth century can be charted as the rise of the modern secular art by a growing
awareness of the duality between insiders and outsiders. According to him, modern
artists of the 19 century needed the category of outsidermadrder to label themselves
(Rexer 2005). That means while insider artists construct the outsider, they at the same
time construct themselves as fAinsiderso.
phenomenon, caused by certain psychiatric condittbat result in artistic creativity.
However, the important thing here is to understand that different actors play a role in
the emergence of this art form without falling into perception of outsider art as a natural

art form. Shelly Errington argues that

"Artifacts themselves are mute and meaningless. Discourses create objects.
Objects may psychically preexist those discourses and their institutions, and
they may persist beyond them; but, appropriated by new institutions,
their meanings are remade, ahdy are transformed into new kinds of object.
The noton of discourse also includeabe notion of poweo.

-Shelly Errington (quoted in Alan, 34)

In other words, it is the actors of the art world who decide which work is considered as
art. Moreovert hey can only be déartdé in certain
same work can be considered as a therapy tool according to psychiatric discourse and at
the same time can be sold in an art gallery. It is the discourse that defines the work. So,

it does not matter whether Emma Hauck creates these works intentionally or not.

Based on what outsiders represent for insiders and why they attract the attention of the
art world, | have gathered the important features that played a role in the establishment
of the Outsider artist; biography, discovery, authenticity, lack of agency and

indifference, and disconnection from culture. | will briefly talk about these features as

they wil|l be hel pful to understand Darger ¢

2.5.1. Biography
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| argue that having a story, perhaps more than ever, is as important as creating art in
todayodos art worl d. I n the case of out si de

related to artistsd biographies. Their | i f

In order to explain why art world is so drawn to Outsider Art, Maclagan talks about the
importance of background story and the sense of familiarity. We do not always have the
background information of the outsider artists. However, some of them leftncertai
statement s, messages and even aufictodali ogr ap
autobiography. As Maclagan points out, getting access to the biography of the artist is
common for other kinds of artists however there is something fascinating about the
remains of the outsider artists. He gives example of one of the first Outsider Artists
Adol f we | f | i 6Fom dhe Cadiel to the Gravangd says that even it
appears to address to an audience, it still has a secrecy. There are some parts that are
difficult to grasp. According to Maclagan, the worlds of outsiders are full of
recognizable references to the outside world and they indeed represent the world we
know in a strange, fantastic form (Maclagan 2009, 18). For him, that is one of the
reasons Wy we are so fascinated by outsider art. In the second chapter, | will examine

Dargerodos works in a similar perspective.

In his book Maclagan also discusses specifically why mad art is celebrated. According

to him there are three reasons for that. Fitst, audience appreciate the fact that a

person can create something with aesthetic quality despite their mental illness. Second,
the audience shows sympathy for the O6suf
unusual, frantic quality art work valuabMaclagan argues that the mental health status

of the artists can affect her/his status as an artist positively as it helps the audience to
appreciate their art. Similar to Maclagan, Bowler, Parr and Wojcik also emphasize the
positive affect of mental illres in the eyes of the audience as it believed to generate
creative urge (Bowler 1997, Parr 2006, Wojcik 2008). Although it has positive effects, |
argue that this perspective has an aliena
despite of the disabl i t y0 can go further to exoticisn

and their Oeccentric |ifed can be more i mg

Another feature is also linked to biography; discovery.
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2.5.2. Discovery

In the case of outsider artistprocess of discovery is an important feature of
construction of biography. Image of an artist, hidden from the world and waiting to be
discovered makes her/his story and work more attractive and valuable. It also
consolidates the boundaries between insi@ed outsiders. An outsider is only visible

when someone from insider oO0discoverso it.
need for a O6creator of the creatordé (Bour
di scoverer 6 who Indthe art (Rinet 1s 156). hThe swrg ofk a
discovery both gives the power to the discoverer but also validates the authenticity of

the works.

2.5.3. Authenticity

AThis is an amazing field wedre in €& It
authentic voicghan most of the art we look at today. It is that authenticity
that invites us ino

- Gerard Wertkin, director of the Museum of American Folk

Authenticity is an essential concept in the Outsider Art world. Fine states that not only
in art but everythingrbm our leisure experiences to material purchases we search for
the real, genuine. However, these terms are not descriptive but defined by audiences. In
his article, he examines the development of-tselfjht® art market where authenticity

is a central deing feature According to him, authenticity refers to the recognition of
difference (Fine, 2003). Barbara Kirshenblatt mb | et t argues that
linked to an absence of cognitive understanding, creating an unmediated experience
sincere, inocent, original, genuine, and unaffected, distinct from strategic and
pragmatic selpresentation (Fine 23, 155).From the very beginning, insider artists

have defined the outsiders as authentic because of their distance from the society and
establishedrt world.

'8 He refuses to use the term outsider art and use self taught instead of that. However, in literature thegechn be
for different meanings.
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Yet, the attribution of authenticity comes with many problems as | will explore them in
more detail in the 8 chapter. To summarize briefly, authenticity is gained by being an
outsider. If an outsider artist (especially the ones who are atigestill produce works)

enters museums and galleries and her/his work begins to be sold, her/his entrance to the

i nsidersod6 domain may result 1in |l osing the
the first place). Authenticity requires beingleted from the established institutions and

it can be taken from the artist if s/lhe becomes aware of the art world and starts operating

within it. Howard Finster is one of these artists.

Figure 2.5 Howard Finster fAThe Super Power

Some people suggest t hat Finster got 0s e
2004). While his early works were respected and sold for high amounts, his later works

were regarded differently. It is assumed that, his family began to produce hisfarorks

him and they lost their originality. In his case, his status of being outsider is not changed
when he enters the insidersdé domains, rat
6out sider o, preserving himsel fnghmrimsidert he a
domain does not make an outsider an insider. The fact that Finster became aware of his
market value made his work less valuable. According to Danto, art world is an
institution where dominant groups identify objects as art. A work is coesider an art

work only within a context, with certain settings and people. They remain as art work as
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long as they fulfilled the condition that is set by the art world (Danto, 1984)the

case of Outsider Art, who can be an outsider artist and whdiecaansidered as art is
decided by the insiders. Just as Danto points out, when they do not fulfill the conditions,
their artistic status would be taken back as we see in the Finster example. There are
other cases where the status of the artist is balegtmpned. | will talk about them in

the 3° chapter.

2.5.4. Agency

| already mentioned that outsider artists have very little agency over their own work.
Moreover, they are regarded as if they are not interested in forming their identity and
indifferent to the art world. This might be the case for some outsider artists. However,
there are certainly others who are interested in art market and would enjoy the status of
being an artist if they were led to. | find the situation of outsider antigi were
discovered after their death more controversial. For example, photographer Vivian

Maier.

Figure 2.6 Vivian Maiei Sel f portraito

" banto The Art World In journal of philosophy 61
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Maier is often mentioned as a street photographer, yet she is categorized as an outsider
because of the discowestory behind her photographs and thecalbed secrecy. She

was born in 1926 and worked as a nanny in Chicago. During her life time, she took
more than 150.000 photographs but as far as we know she never mentioned them to any
one and did not even printém. The photos were kept as negatives. Her work was

di scovered in an auction i n theelid bmethiBgni | i e
al most heroic about the idea of an artis
seeming detachment from reception roarket is also chilling. Even the most anti
commercial and avaigarde artists harbor some hope of reaching others. By choosing

to work in obscurity, Maier shut down all possibility for communication. The act of
taking photographs seems to have beeethed poi nt 06 (Bi ckerton 20
so little about her life and personality, how can we be so sure that she never wanted to
share her work with others? Maybe she always wanted to exhibit them but did not have
means and connections? Maybe she wadnigato show her work but could not find the
courage? She may not have identified herself as an artist, and may not have cared about
entering the art world but if she had been given a chance to connect with the art world,
would she have refused it? To dealge the indifference assumption, we can look at
several other outsider artists. For examplee Godie and Scottie Wilson gained
familiarity with the art world / market once they are discovered and they enjoyed it
(Rexer 2005, Rhodes 2000) . Even Adol f W°|
artist, was aware of his market and took commissi&cottie Wilson sold one of his

paintings to Picasso and exhibited among other surrealist artists (Melly 1989).
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Figure 2.7 DARdoISfanW<Slafl lviatfhor o

2.5.5. Disconnection from culture

Last and most controversial assumption abauwtisider artists is their disconnection

from the society. The reason why | gave a historical background about how mad is
perceived in art hi story was to wundersta
outsider artists. When we look back, we can undedstelmy being disconnected from

the society is being celebrated in the art world. An artist, which is free from societal
restrictions 1is what artists aspired to

writings:

il beli eve t hat intimhtely lickedetathe spint of mefolt. dnsanity i s
represents a refusal to adopt a view of reality that is imposed by custom. Art consists in
constructing or inventing a mirror in which all of the universes is reflected. An artist is a

man who creates apmllel universe, who doesn't want an imposed universe inflicted on
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him. He wants to do it himself. This is a definition of insanity. The insane are people
who push creativity further than professi
cited inRhodes 2000, 104).

| suggest that, the reflection of the issues of his time and his political views can be seen

in his statement. What is interesting here is that he insists that Art Brut / Outsider Art is
disconnected from time and culture, but the \Wwayinterprets this art form is all about
culture and ti me. It i s Dubuffetds (and of
i n the first pl ace. Macl agan argues that,
outside cultural concerns was doam® failure from the start, for no one can create

from a position obvious to the world around. However, he established the idea of this
oneml!l tural & production not as something f
aspirationo ( Mamighabg amided, ®u Still it wiagl g strict triterion

t hat l ed him to expel some of the artist
attitude similar to the Romantic ideal of the noble savage and raises the question of;

AfDoes i gnorhhoeeofmakéeghacperson more aut he

The idea that Outsider artists are free from cultural influence can be disproven by
looking at examples of Outsider Artists. As | will talk about in tAtchapter, Darger

choses his subjects froAmerican Civil War and influenced by children book and other

printed medias. Lesage borrowed elements from ancient monunsétgents from

Renai ssance paintings can be found in G
outsider artists are often known agtutored and uneducated. However, artists such as
Genevieve Seille, Charles Steffen and Morton Bartlett actually studied art but their

artistic production remained secret, leading to their art being classified as outsider.

All of these aspects | mentioed us to a paradox; it is an art made by people who
produce work outside of artistic culture, who are indifferent to the art world and create
authentic work because of their distance to the art world and society. So, how can
something be created outsidetloé art world and at the same time has to be accepted by
this world to be seen as art? In other words, how can something be art and yet somehow

originate from outside culture?
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2.6. Art World as a Discursive Field

In the beginning of the chapteraigued that the construction of outsider art is a result

of collaboration of psychiatry and the art world. When we look at the history of
madness, psychiatry plays a very crucial role as a discursive field in the mad to become

an identity and gain the mdag of what we understand from madness today; mentally

[ I B Psychiatryds role is not only I imitec
new medical treatments affected outsider art world deeply. In scholarly literature, the
period between 1&and 1950 is referred to as the golden age of outsider art. Yet, after
that period, with the 6devel opm¥ousgdéd i n t |
art world undergo certain changes. Increase in the use of therapeutic drugs shortened the
stayin the asylums and new medicines made patients unable to create. According to
Rhodes, systematic development of art therapy is often referred to as an indicator of the
demise of outsider art (Rhodes, 2000 49). So, we must not think that once the mad

entera the art world, it lost its connection with psychiatry.

Especially with the development of the apsychiatry psychiatry came to be
understood by many as an alienating and limiting institution. However, | argue that the

art world is not so different fra psychiatry in many aspects and | suggest that we
should approach the art world as a discursive field too. The reason why | define the
relationship between the art world and ps
of collaboration is because tlher t wor | d takes psychiatryos
However, while doing it, the art world assumes certain characteristics of the mad and

uses them to constitute the boundaries between insiders and outsiders. Moreover, it uses

those characteristicsas mar keti ng tool. We can read th
t wo ways; Taking the marginalized and 06 me:
a productive and positive process, or , t u
BAlso during the WWI I, Nazis killed 6incurableé insane

moved forward based on a epage questionnaire filled ouyb psychi atri sts across Ger ma
Al most a quarter of the countryds ment al patients were
marking their names with an fAA06. Many ofvetstwaekidedinsi der a
that period.
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into a marketingool and giving it a new identity that will help it to exist in the art
world, yet, within the limits that are determined by the actors of that domain.

In Outsider Art literature, many scholars and cultural mediators believe that this new
identity liberdes mad/mentally ill from the chains of psychiatry and give them a new
purpose and place in the society. However, | argue that as with every identity, art
worl déds provision of identity and space f
limitations. Prikt  ar gues t hat, APractices that appe
those of their predecessors are revealed to be products of new forms of power and
control. This strategy of power would be established in the present case if the concept of
outsider art which purports to exalt people on the margins, were shown to actually
function as a system of marginalizati on;
(Prinz 2017, 205). As he points out, we need to take these relationships as being shaped
by powe and even though the art world seems more liberating and civilized, it
continues to keep the mad in the margins. It is all about power because if there is an
outsider, then there is an insider. It is impossible to think oneself without the other
(Ricoeur 1992, p. 3). Insiders construct themselves as they draw the lines between
insider and outsider and as they position themselves-viss the other. According to
Andrew Abbott, boundary making is essential for any group. In every occupation we
differentiateourselves from the others and inevitably create boundaries (Abbott cited in
Fine, 2004, 52). However, this categorization process and boundaries can lead to
discrimination. | will discuss the limitations of the art world and the problems drive
from them h the & chapter in greater detail. What | want to emphasize there is that the
art world should be considered not only a liberating but also a shaping and restricting
field. I will refer to the art world in this framework while | discuss why Henry Daiger

still an outsider and why he cannot convert to an insider in the second chapter.
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3. HENRY DARGER

In this chapter, my aim is to explore how Darger turns into an artist, but more
specifically an outsider artist. For that, | analyze narraifelfferent Darger scholars.

| choose three authors which | find most influential; John MacGregor, Jim Elledge and
Michael Moon. While Elledge (2013) and MacGregor (1996) wrote biographies of
Darger, Moon (2012) suggested a different reading of Dargeraiott about his
sources and influences. Instead of doing awept analysis of their books, | will
analyze the backgrounds of the authors and their approach to Darger. My aim is to
illustrate how Darger is portrayed by these authors and how they inéldi¢he image

of Darger in the art world. In order to understand their influence, | will examine
exhibitions and news about him. | especially want to focus on how his biography is
constructed because as | mentioned in the introduction, | approach outsidsrea
genre in which the story behind the artist constitutes the centerpiece. | argue that the
way their biography is shaped and promoted makes these people (outsider) artists. In
that sense, | find Darger an important example to discuss outsideraart &g e nr e  wi t
storydéd {PFrank 201

In my first chapter, | discussed the kind of features the art world attributed to the mad in

order to turn them into an artist; e.g. authenticity, indifference and disconnection, lack

of agency, discovery and biography. In this chapter, | will briefly ya@aDarger in

terms of these features and how they play a role in the construction of his artist status.
Some scholars argue that those features instituted an established outsider artists image,
specially based on Dubuf f earsts suehrag Adole nt s
We | f 1 i and Martin Raminez. So, when a new
compared with those artists and see if s/he meets the criteria such as having a mental

illness or being distance from the art world. In this chraptegue that Darger is also
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projected to those criteria. Yet, because he does not quite fit into them, he had to turn
into Amado before he could be considered
3.1. Who Is Darger?

Similar to many outsider artists, literature on Dargswnally focuses on his life rather

than his art. | am aware that this is also an outcome of the construction of outsider artist.
It is quite difficult to come across an
getting exposed rt 06 he rss adtoiuamsa ld elrinfees&®.6 lon

the order and talk about him as an artist before giving details about his life.

Figure 3. 1 WHetnirtyl ebdacr ger 0

32. Darger 6s Art
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