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ABSTRACT

THE TRANSFORMATION OF WOMEN ARTISTS REPRESENTATION:
A FEMINIST ANALYSIS OF THE HISTORICAL NARRATIVE andSTANBUL
MODERN'’S “NEW WORKS NEW HORIZONS” EXHIBITION

Birin Calikoglu
M.A. in Cultual Studies 2011

Keywords: Women artists, women painters, Feminist-story, Istanbul Modern (Istanbul

Museum of Modern Arts), New Works New Horizon Extidn

This thesis is about the representation of woméstsirin the Istanbul Museum of Modern
Art, exploring how these artists unsettle the ngalee of the State historically founded in the
Turkish  Art Scene. The Constitution of 1908 broughdbout a rapid
‘westernization/modernization’ process, and thenfitation of the Republic in 1923 assigned
this move as a state policy. The art field was armged in this regard as a space reflecting
the level of modernization of a country by thist8teed movement. The first Art Museum of
Turkey founded in 1937 by the State as “the IsthrfBiate Museum of Painting and
Sculpture” could be considered as part of the Kesnegpublican project of modernity. The
artists in the collection consisted of the militgrginters and of some upper class families’
children educated in Europe or at home by someguss well as of some artists graduated
from the Academy of Fine Arts founded in 1883. Ehare a limited number of women
artists’ works in the same collection. Many of thowomen artists graduated from the
Istanbul Academy of Fine Arts for Girls founded 1914 -after 31 years of the first
Academy-. After exploring the historical foundatiohthe male gaze in the sphere of art, this
research in comparison with the State led art ticadi will seek to analyze the current
representation of women artists in the privatenanseums founded in the last five years in
Turkey through the example of Istanbul Modern. Trame of analysis will be Istanbul
Modern’s most comprehensive exhibition until nowewNWorks New Horizons- which
claims to cover with an updated fresh look thedmsbf Turkish Modern and Contemporary
Art. The choice of artists and works will be exgdrwith a feminist perspective to unveil
what kind of a new historical narrative is offeraad how the women artists and their works
are positioned in it as well as how they challetigeefemale artist representation.

! The two academies were united in 1920



OZET

KADIN SANATCILARIN TEMSILINDEKI DONUSUM: TARIHSEL ANLATININ ve
ISTANBUL MODERN'IN “YENI YAPITLAR YENI UFUKLAR SERASININ FEMINIST
BIR ANALIZI

Birin Calikoglu

Kalturel Calsmalar Yuksek Lisans Programi 2011

Anahtar Kelimeler: Kadin Sanatgilar, Kadin Ressanflaminist Sanat Tarihi, Istanbul
Modern (Istanbul Modern Sanat Mizesi), Yeni Yapifani Ufuklar Sergisi

Tez Istanbul Modern Sanat Miuzesi'nde yer alan kadmatcilarin temsilini ve bu temsilin
ugrattigini argtirmaktadir. 1908 Anayasasinin hiz kazandirdatilggma / modernlgme
calismalari 1923'te Cumhuriyet’'in kuruguyla beraber bir devlet politikasi haline gedtimi
Devlet tarafindan yonlendirilen bu atilim dahilingsim sanait da bir Glkenin modegmies
duzeyini gosteren bir alan olarak desteklegtimi 1937 yilinda “Istanbul Devlet Resim ve
Hetkel Muzesi” adi altinda kurulan Turkiye’nin il8anat Mizesi Kemalist modergihee
projesinin adimlarindan biri olarak kabul edilehiliBu devlet mizesinin kkangic
koleksiyonundaki eserler ganlukla asker ressamlara, Avrupa’da ya da 0zellhdeagsitim
gormis st sinif ailelerin cocuklari ile 1883 yilinda kimus olan Sanayi Nefise Mektebi'nde
egitim gormi olan sanatcilara aittir. Koleksiyonda sinirl slaykadin sanatcilara ait eserler
de mevcuttur. Bu kadin sanatcilaringgo1941 yilinda, yani sadece erkeklerigitien
gorebildigi ilk Akademiden 31 vyl sonra kurulaninas Sanayi-i Nefise Mektebi
mezunlarindandfr. Tez dahilinde oncelikle sanat alaninda erkek gakyerleme siireci
tarinsel olarak incelenmektedir. Ardindan 2005nglan bu yana, yani son 5 yil igerisinde
Tarkiye’de kurulmy olan ©6zel muizelerde kadin sanat¢l temsilinin domiii ve
gunumuzdeki durumu Devlet gudimuindeki sanat gglaime kirllmasina paralel olarak
Istanbul Modern orng Uzerinden analiz edilmektedir. Temel analiz ceese Istanbul
Modern’in Turk Modern ve Gadas Sanat tarihine guncellengrve taze bir bakivurgusuyla
ortaya koydgu “Yeni Yapitlar Yeni Ufuklar” adli sergisidir. Baergi ayni zamanda bu tezin
yazildgl zamana dekistanbul Modern’de agilan Tiirk Modern veg@as Sanati hakkindaki
en kapsamli sergi olma 6zgllide tgimaktadir. Tez dahilinde bu sergiden secilen saaatc
ve isler feminist bir perspektif ile ele alinmaktadiru Brnekler tGizerinden hangi anlamlarda
yeni bir sanat tarihi anlatisinin sunugdi kadin sanatcilarin velerinin bu anlati icerisindeki
yeri ile tarihsel kadin saant¢i temsilini nasil dgidrdikleri aratiriimaktadir.

2 ki akademi 1920 yilinda bigenistir.



ACKNOWLEDGEMENTS

| am thankful to my advisor Hilya Adak for her sopp her brilliant insights and belief in
me. Also my profound thanks to 4¢ Gil Altinay and Tulay Artan for their critical &des

and invaluable contributions to this thesis.

| am most grateful to my family Bir and Melih Tomlere for being the greatest and loving
parents and for supporting me in every step of fiey | am thankful to my beloved sister
Serin Topcudere Acikgoz for being my best friend &or her patience and caring about me.
They have been everything | need, without their ganonship in life | would not be the

same.
Finally, I am thankful to Levent Caliktu to whom this thesis is dedicated. He always

believed in me and supported me as the most candgvonderful husband and friend. | have

come through every difficulties thanks to his presein my life.

Vi



TABLE OF CONTENTS

[aY (010 [¥ o3 1[0] o F U |

Chapter 1: Theoretical Framework: Woman, Women@edder........................ 5
1.1*Woman” in Quotation Marks............covviiiiiiii e 6
1.2Woman Artist: Outsider of the Art Scene..............covoiiiiiiinis 14

1.3First and Second Generation of Western Feminist Art

O 110 1= 22
Chapter 2: The Representation of Women Artists od®&tn Turkish Art History...... 30
2.1 The Beginning of the Modern Painting TraditiorTurkey................. 30

2.2 Istanbul State Museum of Painting and Sculptliree State Monopoly on the
2.3 An Overview about Women Artists Position frame tL930s till the

Chapter 3: The Representation of Women Artistsrivale Museums.................... 57

3.1 The Opening of Istanbul Modern..................cceeieiie i ve e L5

3.2 “New Works New Horizon” Exhibition...........cooie i 63

3.2.1 The Selected Works from the Exhibition.............ccomeeeeiii oo, 65

3.2.2 The EXhibition COUISE... ..ot e e e 82
(@de] o (o1 1117 o] o 1 86
R I BN CES . .. e e e e e e 91

Vii



INTRODUCTION

Istanbul Modern was introduced in the art sphere aw space which will
meet the audience with the Turkish Modern and Guopteary art. The first exhibition
entitled “Observation, Interpretation, Multiplicitywas presented as “the intent of
presenting a fresh new perspective on Turkish pajritistory and of reinterpreting this

history™

. The need for a new perspective manifested itglf the retreat of the State
from the art sphere as the only dominant figures &tthority of the State on visual arts,
through the Mimar Sinan University of Fine Arts aitsl partner the Istanbul State
Museum of Painting and Sculture, has already beéguvane since the 80s. The lack of
interest and investment in the State museums bé&sad them from the public, and it
created a disconnection between the art museumawahédnce. However there was not
a leading figure in this sphere to replace it,roother words to reshape the art world.
Istanbul Modern was not the only emerging institin the privatization process of the
culture following the liberalization politics set ithe 80s. But it was in 2005 when
Istanbul Modern was founded that a museum scalensgderation of the Turkish
modern art history was launched. More importang{anbul Modern has reflected the
dynamism of the Turkish contemporary art scene watltonstantly growing collection
through the acquisition of new works, and with tegiew of the main art historical
narrative. This kind of review of the official higtcal narrative prevails currently in the
international art scene as well.

| worked at Istanbul Modern for two years (2006-20@&s the exhibition

management assistant and | was responsible faethistration of new acquisitions and

! Observation, Interpretation, Multiplicitfistanbul: Istanbul Modern Publications, 2004)6p.1
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the installation process of the exhibitions. Durthgt period, | was surprised by the
number of new female artists’ names that | heamdtle first time. Each artist |
encountered challenged the historical narrativeuskish art that | had learned from my
previous experiences in the State museum visitstia@dart history books that | had
read. While | was registering the new acquisitiohthe Museum, | was also updating
my knowledge about women artists. The upstairegalhf the Istanbul Modern hosts a
selection from the museum collection and it iseasified twice a year. After each new
installation the representation | have in my mibhodwt the female artists was changing
with new works and artists | know. | was questignmyself about the reasons of my
ignorance. Then the words of my friend who ownsgrgallery made me question the
gender discrimination the female artists were stibggto; she said that generally it was
more difficult to sell women artists’ works becaysople do not want to invest in an
artist who will probably disappear from the artrsgeThat experience triggered many
questions in my mind when | began to work on mysithel was curious about the
operation of this gender discourse in the art walid how it was established
historically. First | needed to decide on my pasitvith regard to feminist theories, in
other words what will be the lenses | will use talgze the institutionalization of this
masculinist discourse and the transformation th&aking place in the representation of
female artists.

The State domination in the visual arts has mosfigcted the women artists
considering it adopted a male and patriarchal viewards the arts and history. The
gender perspective adopted in this research aimeveal how the patriarchal character
of the State was founded in the art sphere anevéys it subjugated women artists and
their production. For such a perspective, | dramihe representation theories of Teresa

de Lauretis and Judith Butler. This thesis is ddddnto three main chapters. The first



chapter presents the theoretical framework | rédethroughout the research and an
overview of the literature and gender approacheakerart. | first discuss the use of the
term “woman” and the exclusions it creates throlugiiting representations, as well as
the operation of gender ideology in the processubject construction, “technologies of
gender” as Lauretis defines it. (Lauretis, 1987)t(@®, 1990). Does it mean that we
should not use the term “women”, should we get awdk the category just when -
although the internal debate of feminism perpessateomen begin to speak on their
own behalf? In the wake of this question | introgltite necessity of the use of this term
while fighting against the binary gender systemrdproduces. Louis Althusser’s
ideology theory (Althusser, 2008) is another rafiesefor me in this study. He argues
that no one exists outside the system of ideolddwen how can | talk about the
woman'’s position within the ideology, within theigbent system whereby the woman
in a dominant gender system is reproduced, whil@davg to reproduce the same
technology through my discourse? In order to hawhance of criticizing the gender
ideology’s operation | have to acknowledge my ip&diation within the ideology,
hence my complicity with it. How should | say “woniaor “woman artist” in case |
don’t want to reconstitute the foreclosed gendéeegaies of the dominant discourse?
Where do those allegedly “essential and univeratifibutes of gender originate from?
Who is speaking in the name of this “original woritaWwho are the women whom
feminism seeks to represent? The discussions infitsie chapter evolve basically
around these questions. Then | review the fempesspectives in the art and art history
to have a general view of the male domination imtpay, and to discover the
universally patriarchal roots of art and the arW8hat | try to find out is how the gender
technologies reproducing through the institutiaredi discourses function in the artistic

realm.



In the second chapter, | discuss the masculinistdations in the Turkish art
sphere. How were the male-centered master narrafivEurkish art history and its
canon constructed? And how do these work as teobies of gender? | explore the
mutual reinforcement of the State and the male ga#tee visual arts. The monopoly of
the State has played an important role in the simtuand devaluation of women
artists. | try to see the dynamics of this factotlgh the consideration of the State
institutions such as the Academy of Fine Arts whitdd been the Mimar Sinan
University later, the Istanbul State Museum of Bag and Sculpture and the State
exhibitions. An overview of the women artists’ repentation and the absence of a
feminist tradition in visual arts will be discussidlight of the State exhibitions, past
interviews with artists and through the only boalbished about women artists.(Toros,
1987)

In the last chapter, | try to unveil the decreabé¢he State domination in the
visual arts and the rise of private museums atetiding actors of the art field. How the
recently founded private museums expanded the ¢t possible representations for
women artists? In what ways do they challenge trae+oentered old narrative?
Istanbul Modern’s most comprehensive exhibition wN&orks New Horizons- about
Turkish modern and contemporary art will be evadatwith regard to the
transformations it reflected in the conception chlencentered Turkish modern art
history. In chapter three | focus on a number ofksdy woman artists exhibited in this
show.

| also discuss the contribution of private museutm®ugh the example of
Istanbul Modern to expand on the horizon of repreg®ns about women and women
artists. How the “women artists” (re)produce thosgresentations through their works

as well as how they challenge them? | explore tstipns of these female artists in



this new representational discourse compared to olde state formulated master

narrative of Turkish Art History.

CHAPTER ONE
THEORETICAL FRAMEWORK: WOMAN, WOMEN AND GENDER

Before exploring the representation of “women #stisand their self-
representation through their art works in IstanbMuseum of Modern Art, in this
chapter the term “woman” and the conceptual fragferred with this word will be
clarified. Thus, it will help me to clear up my pt@n in feminist discourse as aware of
the traps of staying in the binary system of genmgposition which reproduces by
using the term of “woman” the very system of meggifeminism aims to dismantle. In
other words, | would like to reveal my complicity some degree with “the ideology of
gender” -read heterosexism- referring to Althusseterminology in a feminist context.

The term woman has been treated by the feministodises as a social
constitution attributed to the sexual differences “‘Gemale” and “male”, as
complementary as well as exclusive categories, wieers to a pregendered essential
biological state upon which the unequal and hidriaed meanings of gender system are
reflected. This mutual containment of gender anguak difference, based on an
essential binary distinction of sex, motivated fieisin to claim for a more equal system
of gender where the women subjects will be reptesenot through the dominant
discourses of patriarchy maintaining their subgagttior not as misrepresentation, but
through their “original” attributes, and by themssd. In the scope of this objective,
woman will break away from their subjected posisioassigned to them in the
patriarchal system, when the appropriate repreSentaof their gender emerge.

However it became clear on the way that the pursteggtesentation is more
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complicated than envisaged in the first place. ®hginal attributes common for the
universal woman gender are conflicting. If gendeaiconstruction, there is a paradox
in referring to a correct gender construction hgvsome essential attributes of
womanhood. And if there is “core womanhood” thahiieism stick up for, then it will
lead us to another form of gender construction tviecthe “real one” taking its source
directly from the sex -the vagina- without the ditbn of patriarchy. Then this
discourse won't differ from the obsolete biologydisstiny formulation since it brings
us back to a conception of natural womenness. Befmtting into details about

“women artists™ representation, | will firstly disss feminism’s concerns about the

representation of “woman” and make clear my stam¢kis thesis.

1.1. “Woman” In Quotation Marks
The effort of feminism to reach an adequate remtesen freed from
patriarchy’s distortion is meaningful since it ingd the importance of representation
for the existence of a subject position. Is it flesto incorporate in the feminist
representation of woman, every different configoraiof “womanhood”, to be able to
stand in a representation position as exhaustiv®aaring the whole configurations of
“woman gender”? Each representation of woman exdsbme others to the desert of
invisibility and/or non-existence. Accordingly, éaclaim to represent “woman” or to
speak in the name of “the original woman” cannottheught exempt of power's
insinuation. Gender, when correlates sex to clliwoatents according to social values
and hierarchies, is systematically linked to thgaaization of social inequality; which
means that, other social differences such as ctasg, and age etc. intersect with
gender in favor or disfavor of certain positionsr hstance when we talk about the

“women artists” in this research, actually we d¢ tade into consideration the ethnic or



class differences among these artists or many atlisrof representation interconnected
with the gender representation.

Feminism has come to terms about the importanggviofg voice to personal
experiences to avoid as far as possible the exctlust different configurations of
woman, and to expand the horizon of possibilities the “woman” construction.
However, the duality of the gender system inheyendlated to sexual disposition
weights in the feminist discourse, as well as & mhaster narratives and the political
unconscious of dominant culture. Hence we needetmmktruct the conception of a
binary-sexuality-system defined in heterosexualrixeaas Judith Butler delieanates,
forasmuch the heterosexual matrix brings us indirtle to the binary-gender-system
erasing its relationship with the binary-sex-systevhere the gender is the cause but
not the consequence of “male” and “female” bodleégender is a construction, then
why are we limited with two gender options? Therewdd be a predisposition limiting
the gender construction with two main titles.

The heterosexual matrix identifies itself with andny-sexuality-construction
(a binary-desire-system, in other words the malaualty, and the female sexuality
defined in contrast and in relation to the male}lading two exclusive gender
categories: man, and his subjugated and desiredl, athich is woman (Although there
are various conceptions in gender theories abautdmstruction of this otherness -to
mention a few: Irigaray’s or Beauvoir’s- at thisiqol will reserve the discussion about
the construction of woman as projection of man, isdonsequences for later). While
feminism operates in these given gender categofidseterosexual matrix, with the
intention of correcting woman’s representation afichinating the related inequalities,
it reproduces within the system the subsidiaryti@abetween gender and sex. This

aforesaid contingent relation of gender and setamssthe subjugation of Woman and



women, as well as all the field of imaginable gendenstructions, while rendering
them mute and invisible in the male-centered hetseal system. In this close-circuit,
the feminism searching the visibility and legitingafor “woman,” re-produces the
gender difference which works against feminism lfitseonsidering the patriarchal
domination is inherent to the male-centered heéstal discourse and to the binary
gender construction as its consequence. Everygumation of “woman” reproduces the
gender system and excludes some subject positidssdelineated by Teresa de
Lauretis, gender is a representation, and the septation of gender is both the product
and the process of its constructioAlso Judith Butler claims that “the language and
politics which represents women as ‘the subjectfarhinism is itself a discursive
formation and effect of a given version of repreatanal politics™

Is it possible to think of a subject position odesiof representation, or before
representation, which is not intelligible in thecsd system of meanings? Althusser,
while treating his concept of ideology, he preckitlee possibility of a subject position
before ideology’s interpellatioch.He describes ideology as “a representation of the
imaginary relationships of individuals to their Ireanditions of existence” and people
realize “the imaginary transposition of their reainditions of existence in order to
represent to themselves their real conditions @temce” through interpellationThe
ideology produces concrete individuals as subj#atsugh interpellation. It assigns
meanings to individuals within a social system tigio a pre-constructed system of
representation. De Lauretis develops this conceptibAlthusser by saying that, the

“gender ideology” has the function of constitutiogncrete individuals not only as

% Teresa de Lauretis, “The Technology of GendeiTéshnologies of Gender: Essays on Theory, Film
and Fiction(Bloomington: Indiana University Press, 1987) pQL-3

% Judith ButlerGender Trouble: Feminism and the Subverson of iyefNew York and London:
Routledge, 1990) p.4

* Louis AlthusserQn Ideology(London, NewYork: Verso, 2008)

® Louis Althusser, “Ideology and Ideological Stateparatuses” iMapping Ideologyed.Slovaj Zizek
(London and New York: Verso, 1994) p.123
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subjects, but as “men and women”. In the same petise some critic could be
addressed to Foucault as well, who claims the diégxua be a technology of power
(technology of sex in the case of sexuality) pradgicsubjects, as affirmed also by
Lauretis in his wake. However Foucault neglectsgéedered quality of the technology
of sexuality. As the relative power promised by than and woman positions are not
the same; likewise, the technology of sexuality sdoet operate gender blindly, in
contrast to what Foucault has introduced to beamtkesame for all, and consequently
male® Gender is not a propriety of bodies but “the deeffects produced in bodies,
behaviors, and social relatiods¥et it operates in a male-centered frame of eefes
within which gender and sexuality are (re)produbgdhe discourse of male-sexuality.
The technology of sex has differential solicitaiofftom male and female subjects
investing in a conflictual manner in the discoursesl practices of sexuality. As |
mentioned previously, there are several intercaieaesets of social relations, and men
and women are affected differently in differentssebnsidering they are positioned
differently in these relations. This unequal anifledent positioning of women and men
in the male-centered dominant discourse is sigamtién terms of the need to reuse the
term “woman” in the feminist discourse reproducthg dual gender system, instead of
abandoning it totally; but this recycling of “wonfaterm in the feminist discourse
should not reproduce as a “universal” concept tegemonic normativity, rather it
should function in a subversive manner, which idlrefined in this chapter.

In opposition to Althusser’s view, Judith Butleripis out the possibility of
proto-subjects before interpellatfralthough they are still tend to be interpellated

considering the current interpellating subject poss promise more or less power and

® Michel FoucaultThe History of SexualitfNew York: Vintage Books, 1990)

"ibid. p.127

8 Judith Butler, “Conscience Doth Makes Subjects/®fAll” in The Psychic Life of Power: Theories on
Subjection(Stanford, California: Stanford University Pre$897) p.106-131
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existence in a social system. This power is whdivates individuals’ ‘investments’ in
discursive positions (not necessarily in a conscimurational mannet) People tend to
be “men” and “women” to be able to exist, to getaf their ghost status in the field of
meaning of a given social system, despite the fhat the content of gender-
differentiated meanings and positions are diffdyembade available for men and
women in discourse. Nonetheless, according to Butle act of someone turning
towards the hailing of current subject positionsveh us, that there is a pre-subject
before the interpellation of ideology -Butler definthis process as the expectation
which ends up producing the very phenomenon thainiicipates-. Otherwise how
he/she would know that it is on his/her ‘advantage’espond to the appeal, that he/she
should respond to the interpellation? This poténtéd the pre-subject before
interpellation shows us the possibility of agenay éxpand the horizon of
representations giving way to intelligible socidemtities. Especially this potential to
change the dominant representations is more coabige in the performance of
subjects who fail to replay it appropriately, irsea when the required performance of
the already existent subject positions —represenstis much more different from the
proto-subject before the interpellation. This cqtme of Butler sets out the relation of
representation-subject as relatively mutual. Wiginder representation produces its
subject, the subject through his/her performancadymes gender representation in
return; which means the potential of pre-subjettilaefore interpellation can make
some difference in established representationsuaigtthe performativity concept of
Butler is the core argument of her agency concapticopens up room for a possibility
of agency and self-determination at the subjeckexe| through everyday practices,

considering subjects are not ‘victims’ of the idspl which is outside of them, but the

° Teresa de Lauretis, “The Technology of GendefTéshnologies of Gender: Essays on Theory, Film
and Fiction(Bloomington: Indiana University Press, 1987) pQL-3
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category of the subject is constitutive of all ity (Althusser). “Every relation and
every practice is a site of potential as much ais i& site of reproductior?® The
constitutedness of the subject by the already ttegmeesentations doesn’t abandon us to
despair for the possibility of agency. For Butlen the contrary, the constituted
character of the subject is the very preconditiént® agencyas long as it is aware of
the inherence of its position to power and caligitib question. To be able to envision
beyond the binary man-woman construction, we neeapen it up for new meanings,
and get the ability to conceive it in terms otheart those dictated by the patriarchal
contract in the scope of heterosexual matrix, detgr in the margins of oppressing
hegemonic discourses as claimed Teresa de Laugeiide below. However agency is
not reserved only to those who occupy those margmong as the subject interrogates
its position and be aware of the restrictednesbeuniverse of representations there is
room for agency:

And it is there that the terms of a different constion of gender can be
posed — terms that do have effect and take hdidealevel of subjectivity
and self-representation: in the micropolitical pices of daily life and
daily resistances that afford both agency and ssurof power or
empowering investments; and in the cultural prodost of women,
feminists, which inscribe that movement in and ofitideology, that
crossing back and fourth of the boundaries-ancheflimits — of sexual
difference(s). (...) This is a movement between taprasentation of
gender (in its male-centered frame of referencell awhat that
representation leaves out or makes unrepresentébl@hetween the
represented discursive space of the positions raaaiable by hegemonic

12 Wendy Hollway, “Gender Difference and the Produrctdf Subjectivity” in eds. Julian Henriques,
Wendy Hollway, Cathy Urwin, Couze Wenn, and Valakialkerdine Changing the Subject:
Psychology, Social Regulation andSubijectifiityndon: Metheuen, 1984) (In Lauretis tech of gand
p.16)
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discourses and the space-off, the elsewhere, skttscourses. (...) they
coexist concurrently and in contradictioh.

| would like to occupy the position theorized byuketis and Butler to not
confine my conception frame. The ambiguity of genaeist be retained considering,
denying gender would also be deny the social relations of gender that constitand
validate the sexual oppression of women and alserteain “in ideology” which is
self-serving to the male-gendered subjdict give up the use of “woman” then it will
mean to ignore the very conditions of ideology'svaeking. It is clear that to
androgynize or to desexualize gerldetto be able to get out of the dominant
heterosexual male-centered frame of reference tighmosolution either —as sampled
through Foucault's gender blind technology of sdikpaconcept mentioned
previously-. Teresa de Lauretis describes the iposif the feminism’s subjecs
inside and outside of the ideology of gendard conscious of being so. The feminist
discourse should work through its complicity witleology with an awareness of being
so.

As for Judith Butler, she describes the unnecesditgquiring a stable subject
prior to recourse for feminist politics which meahat the feminism doesn’t need to
conceptualize once and for all a foundational cate@f women to fight against the
patriarchy. She also emphasizes that the poindtisando away with foundations. But
we should leave open the foundation, the subjesitipa of the feminist discourse for
permanent contestation, to expand the possibilifeshat it means to be a woman, to
render possible new configurations of the term asta of constant resignification.

Considering the identity categories are always @diira but never descriptive, hence

" Teresa de Lauretis, “The Technology of GendeiTéghnologies of Gender: Essays on Theory, Film
and Fiction(Bloomington: Indiana University Press, 1987) p(p25
Zibid p.11
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exclusionary, we should be cautioned to not adogtviery models of domination by
which women were oppressed. Then the preconditiom stable, frozen subject
position, in other words a descriptive categoryégency, will be refuted. Also another
important point is the awareness about my own jositmy subject position as the
writer of this thesis in not beyond the play of moyas it is valid for every constituted
subject position. The question of how we read exincably linked with the question
of what we read as mentioned by Patrocinio P. Sitthag™®, but also who reads.
When discussing the works of “women artists”, adl @& their positioning in

the narrative of Turkish Art History as artists whappens to be women, | have to
reckon their assumed gender because it mattersalbat to be cautioned to not
reproduce it. What | aim to do is absolutely naikimg for some common ground for

all the “women artists” production depending oreithsex or gender, or to confine
them as “women artists” as if their only notewortjyalification in the artistic realm is
their gender. “Women” do not constitute a discreess or a culture separable from
larger social groups, no more than men*téalso | don’t want to use “gender” as a
synonym for “women” as criticized by Joan W. Scéiffo study women’s works in
isolation will perpetuate the fiction that one sphethe experience of one sex has
nothing, or little to do with the other:®> However to unveil the patriarchy’s domination
in the artistic field, and the technologies of genthat the system uses to constrain the
oppressive pre-destined gender positions in thiicpdar field, | still need to refer

them as “women artists”. | would like to elaboratbttle more the traps of my position

related to the term“woman artist” that | use thrhoowgt the research, and | will also

13 patrocinio P. Schweickart “Reading ourselves: @mla feminist theory of reading” Modern
Criticism and Theory: A Readezd. David Lodge (with Nigel Wood), London: Pearg&mucated Ltd.,
2000, pp. 424-447.

14 carolyn KorsmeyerGender and Aesthetics: An Introduction Understagdieminist PhilosophgNew
York: Routledge, 2004).

15 Joan W. ScotiGender: A Useful Category of Historical Analysighe American Historical Review,
Vol.91, No.5 (Dec.,1986), pp.1053-1075, publishgdhmerican Historical Association.
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delineate the feminist debates in the art sphemeazoing the term “woman artist” and

its content.

1.2. "Woman Artist’- Outsider of the Art Scene

To refer a “woman artist” category brings the sadigcursive danger of
perceiving “woman” as if it is an invariable or lasive representation which will be
defined completely one day, when the internal faalizations of feminism will be
solved. | don’t try to unify all the “women artistsnder one rubric as if there are some
essential artistic qualities taking their souraesf their gender. To top it all, to refer to
“women artists” reproduces firstly “woman” as a dencategory that feminism fight
against its construction in a male-centered sexigenystertf; but also secondly, it
reproduces the idea that artists are men andsifaitvoman than we should mark it
under the name of “woman artist” which imply herassexception in a male universe.
As in the case of “woman”, | continue to use “wonatists” in quotation marks, but
not to place into question the urgency or credipiif them as political issues:

| place them in quotation marks to show that theywander contest, up
for grabs, to initiate the contest, to questionrttraditional deployment,

and call for some other. (...) but rather they shbat the way their

materiality is circumscribed is fully political. €heffect of question

marks is to denaturalize the terms, to designateetlsigns as sites of
political debatée?’

The historical subordination of women has perpetian the art world
through various technologies such as objectifyirmgnen’s bodies, sexual exploitation

of women, exclusionary criteria for women’s worksd#or ignoring them...etc. The

16 Gayle, Rubin, “The Traffic in Women” initerary Theory: An Anthologgd. Julie Rivkin and Michael
Ryan. 2nd ed. (Malden, MA: Blackwell, 2004) pp.7794.

17 Judith Butler, “Contingent Foundations” fieminist Contentions:A Philosophical Exchange (Khig
Gender)eds. Seyla Benhabib, Judith Butler, Drucilla Cdgrie¢ancy Fraser, (pp.35-59) p.57
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conception of artist as male brought some kindhatpization of the “women artists”
in a claustrophobic position in perspective of stidi production and limited the
available representations of them. The conflatibthe artistic production with man,
forced women’s production in a restricted and deat@d “women’s art” area in the
general artistic field, as if there is a “core warnaod” which will be reflected in
“women’s art”. It generated some notions of an gteral, eternal “feminine” style
discredited fiercely by some contemporary “wometis&”. However, the first
generation of feminism in art has encouraged apgated “women’s art” to claim for
equal representation in institutions and art histeanons. Though the second
generation has updated the feminist critiques tds/éne art world, in a manner that,
instead of incorporating themselves in the alreifidye institutions as they are, second
generation feminist interventions in art targetaceally the institutions and their
discourses which reproduce this male-dominatedesysxcluding the women artists
and their production. However, before exploringsthéwo generations of feminism in
art, we should take a brief look at the constructbthe artist as man.

The “women artist” category acquires meaning onlyelation to dominant
male paradigms of art and femininity. The male icgilon of “artist” has historical
and cultural roots; the ways in which representatiof “woman in art” in contrast to
universal “artist” as white man are founded uparg aerve to reproduce indisputably
accepted assumptions held by society in generaltaihe sex-gender system. “The
artist” was assumed to be a man since the verpmaif the originary power of the
artist, his status as creator of unique and vaduablects, is founded on a discourse of
gender difference based on power inequality. Wéaualified as art is much related
with how the art production is imagined, and it \wBous how theory produces and

perpetuates gender bias in concepts of art andiwtga The myth of “genius”
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endowed to some artists was specifically desigrsesh@e or masculine, and it works
together with the idea of art work as a unique taveathrough an act of individual
expression. The great artist conceived as one vas“genius” was thought of as
having an atemporal and mysterious power someholbedded in the person which
set him off from others as one who creates beirtgobmothing*® The notion of the
creator of art is heavily gendered as a masculdealiin spite of many women
practitioners of arts.

How the artist was assumed to be man? The answkisajuestion goes back
in the tradition of art-history-writing and the assptions that underlie its hierarchies.
The artist as a learned man and the work of ath@sunique expression of a gifted
individual first appear in Leon Battista Albertiseatise,On Painting published
in1453°, but Giorgio Vasari’'s documentation about thedieé Italian artists published
in 1550 sets the tone for much subsequent pulditsiti He traced chronologically
from 13" century to 18 century, the artists of Renaissance through sirtist
biographies. The use of biographies served to kstiathe artistic greatness, the spark
of genius seeded in them, frequently as succesgestm all kind of impossible
conditions defeated thanks to the undeniable gesator genius of the male artist.
None of those geniuses were women despite thalfathe mentions thirteen women
artists in his second edition of 1568. The maleamtas success stories have also
served to justify that, those men have the abildysucceed despite all kind of
impossibilities and disadvantages, because thegradewed with the genius invoking
some kind of divinity, showing that if you are fgahlented, no matter what, sooner or
later, your talent will be recognized and approwvkccording to this view, the absence

of female genius in the art history is not a consege of male-dominance, rather

'8 Linda Nochlin,Women, Art, and Power and Other Essé¥slorado: Icon Editions, 1988)
19 Whithney ChadwickWomen, Art, and Sociefyondon: Thames and Hudson, 1990) p.17
% Giorgio VasariThe lives of the Artist@&Harmondworth and New York: Penguin Books, 1987)
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another insidious sign that, the women artists jiste not been as talented as their
male counterparts, and they are incapable of ggeainAs Nanette Salomon argues the
biography has been used to celebrate men’s argisticus as individual and mystical,
whereas it has worked to bind women'’s art as bgiegtricably linked and determined
by biographical events. A few woman artists worthy to mention in Vasarieok
were praised with their diligence to catch the lefeheir male counterparts endowed
with a natural gift, considering they needed to pensate their “obvious” lack of
talent, which is a frequent pattern in the westgtrhistory.

As discussed by Foucatflt power and knowledge are in mutual production,
they have a correlative relationship which must determined it its historical
specificity. What is called the truth knowledgenist inherently opposed to power;
knowledge is one of the defining components for dperation of power, and power
has an important role in the formulation of theide knowledge without ruling out
“the speaker’s benefit” who is the western whitenrganerally. Hence the discourse of
the western art founding itself on the art histaricanon is not exempt of power’s
penetration. “The way the art history has beenistldnd evaluated is not the exercise
of neutral objective scholarship but an ideologipedctice®®. Linda Nochlin in her
essay “Women, Art, and Power” discuss the complkeScemmonsense view” about
“women” and “women artists” arising from male certk gender difference, through
tracing the ideology’s functioning in the iconogngpof western painting and how it

reproduces itself in the art world as well:

%L Nanette Salomon, “The Art Historical Canon: Sifi©mission” in(En)gendring Knowledge:
Feminists in Academed. Joan Hartman and Ellen Messer-Davidow (Knteavidniversity of Tennessee
Press, 1991) p.229

22 Michel FoucaultPower/Knowledge: selected interviews and OtherWgited. by Colin Gordon;
translated by Colin Gordon (New York: Prentice HaB80)

23 Griselda Pollock and Rozsika Parkéid Mistresses: Women, Art and Ideoldgndon: Routledge,
1981)
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“Yet what | am interested in are the operationp@iver on the level of
ideology, operations which manifest themselves mugh diffuse, more
absolute, yet paradoxically more elusive sens&yhat might be called
the discourses of gender difference. | refer, airse, to the ways in
which representations of women in art are foundgonuand serve to
reproduce indisputably accepted assumptions hekbbigty in general,
artists in particular about men’s power over, sigrgy to, difference

from, and necessary control of women, assumptiorischw are

manifested in the visual structures as well aghkenatic choices of the

pictures in question®

Also it is very often in the western art historatlhe mentioned women artists
are bestowed with the “female qualities” —i.e. féansensibility, grace- desirable for
their gender position, affirming “essential” difégrces between men and women in
choice of subject and manner of execution as angtio®f of masculine dominance and
superiority in the visual arfs.lt dooms those “women artists” by a set of maléneel
hierarchical qualities to a devaluated “woman’s’ aphere. Those same feminine
gualities in some other cases, related women’starskills to their womanhood, critics
evaluated their works in terms of their gender ifeatance, Mary Cassatt’s ability to
paint children was considered to be related tofaetinine natur®-. Women either
work too hard to success as their male genius egoantts, who don’t have to do so
considering their natural talents; or they succeesbme exceptional subjects because
of their “feminine nature”; the kind of approachaging the commitment, hard work,
or artistic talent of them; in contrast to the titi creation equated with male sexual
energy. In that context, women’s emotional expmsss too much a part of their

nature. When they have and display emotions, tfemlings are manifestations of

4 Linda Nochlin,Women, Art, and Power and Other Essg@yslorado: Icon Editions, 1988) p.1-2
%5 Whithney ChadwickyWomen, Art, and Sociefizondon: Thames and Hudson, 1990) p.37
26 i1a;

ibid p.41
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something they are fashioned to do, not an accempient that extends beyond what
nature dictate§’ Not surprisingly, the “feminine subjects” in tipainting, such as
children or flowers, were located in low ranks withthe male defined artistic
hierarchies. We will also come later to some oftrewvalent subjects in painting, such
as representation of female body for male viewiteagure, which assign women as
passive objects in art, rather than as active aeative subjects, and how it reinforces
the male domination in art.

To find a place as “artist” in a heterosexual atihal playground where all
the rules have been set by men would be almostsasilple for “women”, furthermore
they are not even considered as convenient plagetfte play; so maybe it is time to
investigate the play itself even further than thereninterrogation of its rules. In her
seminal essay “Why have there been no great womtists2”, Linda Nochlin questions
the formulation itself, since terms like “greatrie§sero” or “master” return us to male
defined notions of originality, intentionality amihinscendence. Every attempt to answer
it, tacitly reinforces its inherent gender distinat and complicitly reproduces the white
male Western view as natural. Nochlin underscareghiat extent our consciousness of
how things are in the world has been conditionend-@ften falsified- by the way the
most important questions are posed. The assumphianlies in the conception of
genius is the imagination of art as an independphere from the social and cultural
conditions, as an oasis for personal expressiotizeajreat artist:

(...) their misconception —shared with the publidaage- of what art is: with
the naive idea that art is the direct, personatesgion of individual emotional
experience, a translation of personal life intaugisterms. Art is almost never
that, great art never is. The making of art inveleeself-consistent language of

form, more or less dependent upon, or free fromergitemporally defined

'carolyn KorsmeyerGender and Aesthetics: An Introduction Understagdieminist PhilosophgNew
York: Routledge, 2004) p.67
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conventions, schemata, or systems of notation, lwhi@ve to be learned or
worked out, either through teaching, apprenticeslip a long period of
individual experimentation. The language of artnmre materially, embodied
in paint and line on canvas or paper, in stonelay or plastic or metal —it is

neither a sob story nor a confidential whisfer.

Once this misconception is overtly put forth, tlgefiius artist” who happens
to be always a man (!), appears as a mythical diseohiding the social and cultural
conditions as well as all kind of technologies @iwer producing “greatness” and
“genius” representations in male defined termsntbesating the male subjects who
will be hailed by those representations while edtrlg women artists as outsiders.
However, in the art-history-writing many monograpleyvoted to those “great artists”,
and the lack of publications for “women artists’s&in the same discourse and render
invisible most of women’s production, as well asages the conditions productive of
“great art”. It doesn’t mean that the “great asfistanon is formed of fake talents, but
the conditions and terms of “greatness” has beessiple only for men, hence the
“greatness” is a male defined term, and not aséhje” as it has been presumed. The
predestined conditions of it are indispensablebfmurgeoning of whatever talent one
has, and the “genius” is not detached from matearal social as well as cultural
conditions which creates or nourish the talentfram the available representations in
circulation calling its subjects. The institutionpfeconditions of creating art are
inextricable from the individual ones, actually yhdetermine the latest. Nochlin
enumerates some examples such as the transmidsibie artistic profession from
father to son, the fact that sons of academiciaeie vexempted from the customary
fees or lessons, the fact of social class, avdigbdf nude model for training,

availability = of apprenticeship  system, rewards, aadional facilities,

%8 Linda Nochlin, “"Why There Have Been No Great Wan#artist?” in Women, Art, and Power and
Other Essay¢Colorado: Icon Editions, 1988) p.149
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encouragements...etc. to point out the differentiaeailability of conditions in terms
of gender on the way to “greatness” in the artigtmduction.

More importantly what should also be emphasizednisquality doesn't lie
only in the social, cultural or material conditiomst also in the definition of greatness
as well, or the category of “great” itself. GriselBollock asks if art is a category that
should be discussed in terms of greatness, t@izgtNochlin for her effort to create a
new kind of greatness which reinforces the patnalrdefinition of man as the norm of
humanity and woman as the disadvantaged other,erMnesdom lies in becoming like
man. The issue is not only to discuss the obstdbktshave been laid in the path of
woman in art, but to expose the archetypical maseulegomaniacal, posturing
personality of artist and the quintessentially nuiéise character of art making. But
does it mean that there should be a different kingreatness for women, alternative to
the existent male one? An alternative space exaufgir “women artists™? It is not
about creating a separate “female greatness” istiartealm will mean to leave the
existent hierarchies as they are, and to repeatatlee assumption that art is a male
occupation. Furthermore it leaves the boundariesthef field intact while also
approving the social givenness of woman. It wiltaallead us to some kind of
transhistorical essentialism as “woman’s art”, hgkas premises the binary sex-gender
system which actually undermines feminism’s motosat This kind of attitude brushes
of the differences of women from Woman and diffees among women, also
underestimates the task of feminism to some kintbafection and improvement.

We should conceive art as a social practice depgritdesome conditions, and
not as a suprasocial activity; but this approaatmoisenough to fight the inequalities in
the artistic realm. The discursive level is nottidig from the social and material

conditions, they constantly re-produce each otlhbe available subject positions are
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decisive for the production of such subjects wholl vgerform the related
representations, and they render others invisibledernist art history can be shown to
work ideologically to constrain what can and canbetdiscussed in relation to the
creation and reception of art, and in what termbisTis a selective tradition
normalizing a particular and gendered set of pcastiWe are taught how to appreciate
the greatness of the artist and the quality of anework, and to adopt the key
conceptions about creativity. How we representghst set the tone for the present
discourse about artists and their production. To fputh in a Foucaultdian frame,
certain regime of truth prevails to provide a fravoek of intelligibility and it brings
the preference of some kinds of understandingsewmt@hdering some others even

unthinkable.

1.3. First and Second Generation of Western Femirti&rt Critique

The European and American feminist movements inbagan in the late
1960s in the wake of the more general feminist mesm and political activism of the
mid 1960s. There have been many women'’s art orgaois, centers and publications,
such as the Women Atrtists in Revolution (New Ydr869), Women'’s Interart Center
(New York, 1971), to meet the needs of the pradifien of art by women and the
interest in women’s aff The debates over “greatness” were a big part ef th
discussions; the first wave tried to discover sdgreat women artists” in the past, to
prove that there have been accomplished womensairi$istory. This first generation
of art critics mostly tried to place women artistéthin the traditional historical
framework, instead of questioning the validity ofe@xisting structures, which is

ultimately a self-defeating discourse.

9 Thalia Gouma Peterson and Patricia MathéWe, feminist Critique of Art Historiy the Art Bulletin
69, no:3 (September, 1987346
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While the number of women artists was increasihg,first generation tended to
set women'’s art against that of men’s, and tretitedlifference of women'’s relation to
artistic and social structures from men’s as theseeof the repression; consequently
they worked on changing those conditions, instiugi and canons in a way to make
them embrace the “women’s difference in art” andntplicate it in the male-defined
art sphere. However this attitude neither fougtdiregf the standard of male artistic
values nor interrogated how the system has beeodeging in such a patriarchal way;
“the female sensibility”, “female imagery” was emecaged by feminist critics, which
make them strive in a male-centered sex-gendeersysiut not against it. This kind of
approach brought the effort to create a new womearmn in art history; however the
integration of their art canon into the developmefhtmodern art has not been
accomplished since it has been treated by the gedercourse as an alternative, a
satellite of “the real one” when the deconstructibthe master discourse is missing.

The themes of the first generation was based odinign out women’s
language in art which has been excluded till nod taxrestore its value confiscated by
the patriarchal art sphere and discourse. This \amaked to include “women” in the art
history —but which women?-, as well as in the auirrart sphere under the title of
“women’s art” -or read “female sensibility”-; thegonsidered their sex-gender
difference and the consequent artistic differera®she instigator of inequalities and
exclusion. So they struggled to be articulated thi patriarchal art sphere with their
common artistic differences from men taking theurses from their gender, and tried
to make these differences approved by the systdnciws actually responsible for the
creation of those differences. Without interrogativhere those differences came from,
they tried to locate themselves in the same systerating those differences. The

essential deals of the first wake were revolvinguad the restitution of female
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imagery and sensibility through art by “women” {unting female sexuality enchained
from male imagery, in touch with their own bodiegldeelings-, the art versus craft
movement, and the exploration of female stereotyjpesart to demonstrate the
normative hierarchy of male domination. The effartunearth “great women artists”
brought also the study of images of women by wonmasrsources of woman’s history
in general, to reinterpret History with a capital donsidering till now the images
addressed from the history as sources of referemem® equivalent of men’s
perception of the world and consequently the calttecord of our experience has been
a record of male experient®.

What | will underscore in this chapter is the effof first generation to
explore historically some kind of “female sensilyilj as well to bring new subjects
and aesthetic forms in art dictated by this “femsdasibility” which goes generally
together with the tendency to create historicalfgiaeat women artists” canon. They
affirm the existence of fundamental differencesweein woman and man in their
perception, experience and expectations of thedyerhich are carried over into the
creative processes, as some kind of “celebrationtloérness”. However it creates a
double exclusion considering each representati@madgs some exclusion, first in the
definition of “woman”, second in the definition &@male sensibility of this “woman”.
Who decides the content of these terms, and indhee of whom?

Nevertheless it doesn't mean to push all of thst figeneration into a
biologically deterministic camp. Although the figgneration feminists tried to explore
a common female sensibility in art, some of themsodered these traits as culturally
determined and changing throughout the historyerrefg to the definition of sex as

biological difference, and to that of gender asiléucally constructed matter. However,

%0 |bid p.334
24



an awareness of the power position implicated byeusal claims, also of the trap to
conceal the fact that the traits of “female setigihi with which they identify
themselves are products of the patriarchal dongnais indispensable.

The group assessing the nature of female sengibgita biological construct
tried to found a common base for artistic produttad women through biology-is-
destiny formulation referring to direct dependericym sex to gender, which they
thought will be an empowering feminist attempt. sThob of defining the specific
difference of women'’s art triggered a search famaginal iconography in art —also to
challenge penis envy- and an effort to construchsa “man-free” space in artistic
discourse, a wish to establish an alternative fenmllture. It tried to encourage
women’s self-esteem through valorization of femateeriences and bodily practices.
However, it perpetuates the traditional body-minglgém, which has worked -in the
traditional Western hierarchy of mind over bodyaiagt woman identified with the
body; only this time they try to reverse the equatin favor of the body, hence
woman. This opposition is formulated in patriarctecourse together with the other
traditional male defined opposition of gender.

The artists like Miriam Schapiro and Judy Chicaggrevdefending the use of
forms in which open, central like shapes, and kggeroften petal like images
predominated. Chicago identified those forms asefatral core, my vagina, that which
made me woman.” They describe the woman as bemgefb around a central core and
who has a secret place which can be entered anchwialso a passageway from
which life emerges?

The visual symbology that we have been describingtmot be seen in a
simplistic sense as “vaginal or womb art”. Ratlveg, are suggesting that
women artists have used the central cavity whidinde them as women

1 Whithney ChadwickyWomen, Art, and Sociefizondon: Thames and Hudson, 1990) p.358
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as the framework for an imagery which allows fag dtomplete reversal of

the way in which women are seen by the culturet o be a woman is

to be an object of contempt, and the vagina, stampemaleness, is

devalued. The woman artist, seeing herself as doattakes the very mark

of her otherness and by asserting it as the hallmbiher iconography,

establishes a vehicle by which to state the trutd &eauty of her

identity 3

As above, the need to create a space for womestsactiiminated to imprison
the women’s artistic production into an iconograpéling its source from the female
body. It returns the feminism back to the fiercalyacked idea that womanhood is
biological -related to body- and in contrast to mawod, the same old male-defined
opposition of male-female, man-woman, denying théucally constructedness of
gender in patriarchal terms, and it ends up byfeeiing what it intends to subvert.
Who decides to this iconography —some AmericaneviMbman artists-, referring to
which artistic production —some works created ctowlally around this idea-, is just
another problematical aspect of this approach bsdide fact that it locates itself in a
completely male defined framework. This effort ¢ri@ create a female normativity in
art just like men’s hierarchic normativity domimagi women; it locks women’s
production in a new room inside man’s house. Howea® Audre Lorde claimed “the
master’s tool will never dismantle the master's smif®
The group defining the nature of “female sensigilids a social construct

defends the specificity of woman’s experience whalieiting the meanings given them

as features of woman’s natural and inevitable dandi They investigate specific traits

that belong to woman, but such traits are seerutisrally determined and changing

%2 Judy Chicago and Miriam Schapiro, “Female ImagémyZeminism and Visual Culture Reads.
Amelia Jones (London and NewYork: Routledge, 2Q8%0-44, p.43.

% Lorde, Audre. “The Master’s Tools Will Never Disnike the Master’s House” ifreminist
Postcolonial Theory: A Readdedinburgh: Edinburgh University Press, 2003) pp225
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when those determinants change. This approachvea®sin as an unfixed category,
constantly in process, examined through her reptasens and ideological
constructions within a male systéfh.They recognize the processes of sexual
differentiation, the instability of gender positgrand the hopelessness of excavating a
free or original femininity beneath the layers aftfarchal oppressiofr. They take a
moment in the history to examine the representatioh women artists who are
subjected in terms of discourse to technologigsosfer, as well as to unequal material
conditions; and to discover the effects of the ipathal domination in that specific
moment. The representations by woman created trsgieific moment are considered
as the symptoms of the institutions and genderlodges, not as the products of
common natural traits of those women. The art wbgkgvomen give us insights about
how they negotiate and refashion their gender jposiin the gender ideologies.
Griselda Pollock propose a methodology which ddesise the works of art to
document the events, she is concerned with the lexmpature of the works
themselves to deal with the interplay of multiplistbries, of the codes of art, the
ideologies of art world, and the forms of productid She studies the relations
between women, art and ideology as a set of vamagunpredictable relationships:

To avoid the embrace of the feminine stereotypelwhbomogenizes
women’s work determined by natural gender, we nufiisiss the
heterogeneity of women’s art work, the specifical individual

producers and products. Yet we have to recognizat wlomen
share, the historically variable social systemsciproduce sexual

differentiation’

* Thalia Gouma Peterson and Patricia Mathélirg feminist Critique of Art Historiy the Art Bulletin

69, no:3 (September, 1987346

* Ibid 329

% Griselda Pollock and Rozsika Park®ld Mistresses: Women, Art and Ideoldggndon: Routledge,
1981)p.39

¥ Griselda Pollock, “Modernity and the Spaces of Feniiy” in Femininity, Feminism and the Histories
of Art (London and New York: Routledge, 1988)
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The second generation of feminist art criticismuiees on the mechanisms
that re-produce the gender difference and the dis@i operations engendering the
differential perception of the world in terms ofngler. The majority of them refer to
deconstruction, theories of the subject, critiquésnarratives of history and the
boundaries between disciplines. Instead of expjosome common sensibility in art
through the representations -taking its source fitbbm shared traits of women —
biological or social-, they tried to investigateetbonstruction of gender difference.
They are more concerned with desire, and the waynemo are imaged and
ideologically constructed; the focus is on the ogjpiction of gender difference rather
than the female per se. “They seek to ‘unfix’ tleeninine rather than revealing its
determinants based in male institutions and strastuand they expose myths rather
than creating theni® since they consider that the reproduction of gediféerence as
occurring also in those discursive instances. Thmstances create the illusion of some
common gender qualities, even though when the “fernaits” are photographed in a
specific moment as the effects of shared ideoldégmschanisms such as delineated by
Pollock as in the quote above. This kind of créigias much as it is concerned with
“woman’s” issues, its perspective and set of goestican be brought to bear on
criticism of male artists’ work. It is only througla critical understanding of
“representation” that a representation of womanjclwhwould not be static but
constantly contested, can occtr.

Clearly, there is a need for the historical recg\adrdata about women artists,
to know more about the art and lives of women t&riis history to be able to seize the

technologies of gender reproducing the male dormthgender difference, and limiting

% Thalia Gouma Peterson and Patricia Mathé&Wig, feminist Critique of Art Historiy the Art Bulletin
69, no:3 (September, 1987) p.347

%9 Judith Barry and Sandy Flitterman-Lewis, “Text8alategies: The Politics of Art Making” in
Feminism and Visual Culture Readsd. Amelia Jones (London and NewYork: Routled@®3} pp.53-
60, p.59.
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the possible representations of women artists. Wewehis review should not take an
apologetic tone in the name of those women artisssng only the materially

discriminative conditions as an excuse, and igmptire male defined representations
of the dominant discourse. This recovery shouldction neither as an effort to add
women into the already determined category of @mot, as an attempt to create an
alternative “woman’s art” or “woman’s art historiyi contrast to the master male ones.
The deconstruction of masculinist myths of modemishould be carried out with

deconstruction of the discipline of art historydaionceptualize what to study and how
to do it. Considering the art and art historicalcdiurse are constitutive of ideology and
not merely illustrative of it, theorization and ftuiscal analysis of sex-gender
difference is a requisite to not take as referguat the patriarchal framework of the
art sphere. It would give us a sense of the histsuibordination of women and an
awareness of how art practices have perpetuated sitaordination as well as

reproduced it.
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CHAPTER 2
THE REPRESENTATION OF WOMEN ARTISTS IN TURKISH ART

HISTORY

2.1. The Beginning of the Modern Painting Traditionin Turkey

As discussed in the first chapter, the represamtali possibilities offered to
women artists are important in terms of availahlbject positions for them. The art
history writing as the legitimizing discourse relien what is qualified as “art” as well
as who is to be crowned with the artist’'s halo. €idering the fact that the tradition of
modern painting, which does not have a long hisiiorjjurkey, was founded especially
by the State in the late Ottoman Empire and Turkiey, State’s patriarchal discourse
was decisive throughout the artistic field. Consagly, as in the case of western
artistic discourse, the art and the artist weréenéefin male terms. In this chapter, I will
trace the beginning of Turkish art history andttyyuncover the roots of its patriarchal
discourse, i.e. what kind of exclusions it creatad what kind of limited and repressive
representational positions it offered to womenststi

The last period of the Ottoman Empire witnessedoiite of modern painting in
Turkey and prepared the conditions of the upcorpgod in Turkish art. The reforms
initiated by the state, to keep up with “westemilization”, especially in the army,
brought social as well as political change in tleake. Technical drawing courses were
introduced firstly in 1795 into the curriculum dfet Imperial School of Engineering,
then the anatomical drawings classes were initiatdle Medical School in 1826, and
finally art lessons were opened at the Imperiaitshy Academy in ¢.1825-1835. These

novelties started in the curriculum of the militagucation and consequently gave way
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to a group of soldier painters known also as “ThienRives” in Turkish Art History.
Considering their background of technical drawingd athe strictly disciplined
atmosphere of the military, they concentrated antpeys from photographs instead of
getting involved in creative attempts or currentveroents of European painting, and
chose to paint some scenes of parks, gardens,egaltd monuments, all void of
human presenc®.In the meantime, apart from the military paintetucated in the
army schools who were showing the overtly malesadtthe Turkish art scene, some
court families or high state officers sent theinsdo Europe for education; Osman
Hamdi Bey (1842-1920), who was the older son ofghend vezirier Ibrahim Ethem
Bey —a court family-, stayed in Paris for 12 yeargontinue his law education and he
attended some important painters’ studios like <le&am Géréme and Boulanger. Later,
he played a central role in the foundation of thmademy of the Fine Arts in 1883,
where he was the first director.

Meanwhile, the Ottoman court also began to develognterest in painting;
some foreign painters settled in Istanbul. For gdamFausto Zonaro -a very well
known figure in the Turkish art history- who wasdui as the “court painter” was one of
those names. The studios of those painters lodatéstanbul were also popular for
some close to the court upper-class families tal $leeir daughters interested in the art
of painting. Those families did not consider paigtilessons as a professional
occupation for their daughters -considering womeateanot considered to be cut for
professional occupations-, but treated them asusiasts of fine arts encouraged for

painting as a hobby. With the desire to imitate texes ways, the daughters of such

40 Berke and Burcalknel, “Discovering the Missing Heroines: The Rolé/émen Painters in Early
Modernist Art in Turkey” in Middle Eastern Studigsurnal, April 2002, vol.32, n.2, (Abington: Taylor
and Francis) pp.205-212
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families devoid of the possibility of a proper edtion locally* or abroad, were tutored
at home in languages, embroidery, music and pgn8ome of them like Mifide Kadri
and Mihri Hanim will be the first art teachers istablishing girls’ schools. Miufide
Kadri (1890-1912) died at a very early age whenwhe 22, however Mihri Hanim
(1886-1954) passed through many struggles to seinamd more importantly to be
mentioned as an artisinci Eviner (1956), a contemporary Turkish artisfimes the
early State’s conception about woman artist as @remumiddle class entertainment:
“The girls were encouraged to play the piano onpdt wasn'’t a threat for anyone; it
wasn't a revolt against the established systemt ausiice distraction, a little
sophisticated version of embroidef7.’Another contemporary artist, Nur Kogak, also
denotes: “A woman knitting or making embroideriegainting; it doesn’'t make much
difference in the eyes of the sociefy.In a society where women are traditionally
thought and furthermore encouraged to engage theessie weaving, embroidery and
knitting, learning to paint is already an accemabtcomplishmerit In the early
Republic and late Ottoman period, as long as thenevo act in the limits of the
traditional roles redefined by men in their projeétmodernization, painting was an
acceptable occupation for them.

In the history of painting, the distinction betweamateur and professional is
part of the discourse devaluating women’s artigiioduction. The decoration,
embroidery and even painting were not closed to gmrbut those kinds of endeavors
were limited to the domestic place -to the privatbere-. They were considered to lack

the kind of dedication and creativity an artist/amwill need. Since the renaissance,

411858 - The founding of the first Secondary ScHoolGirls, 1870 - The first Teacher's College for
Girls, 1883 - The founding of the Academy of Fingsf1914 - The founding of an Academy of Fine
Arts for girls.

“2 http://www.radikal.com.tr/ek_haber.php?ek=r2&halw=@79

“3 http://www.arturk.net/artists/nuko/yazi2.htm

* Tomur Atagok, “A View of Contemporary Women Arisn Turkey” in Paradoxaonline magazine,
n.2, February 1997, pp.20-26
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fine art work was distinguished as produced forttedic value alone, in contrast to
what is made for some practical function -like warsedomestic production-; even
what is made by a woman for decoration was consibr miss the aura of an art work
considering any function allegedly limits free drei#y. The division between art and
craft had the effect of eliminating from the conicep art a number of genres where
women had a prominent preserfc&he treatment of woman artists as amateurs, and
consideration of their products as pastime hassraotthe tendency to attributing
woman’s artistic production the status of crafotighout history, in this way excluding
them from the male dominated art sphere. When thistsasuch as Mihri Rasim
(MUsfik) claimed to be mentioned as “painters” -a damaéstined for men-, they had
to struggle with the prejudices about women’s pobidum tossed aside as crafts or
pastime, or amateur. The predestined position ah&ds art complicated the efforts of
women to be accepted as artists. Such an aim wesdeved as a futile effort. Another
interesting point would be to trace in gender pectpe the power dynamics
differentiating what would be qualified as art, amat. Pollock and Parker revealed in
their booK® with such a perspective the evolution of produstsch as needlework-
from art to craft. However such an endeavor witteeed the limits of this research.

The Academy of Fine Arts in Istanbul was founded 883, and Osman Hamdi
Bey was assigned as the first dire¢fokost of the professors were foreigners living in
Istanbul or from minorities such as Allexandro \ally, P. Bello, Salvator Valery, and
Yervant Osgan. The foundation of the school wasom@mt considering that art
(painting, sculpture and engraving) started to dresiclered as a professional endeavor,

and also the students started to work on live nsotietleal the with figurative painting

4> Rozsika Parker and Griselda Pollo€Kg Mistresses: Women, Art and Ideolpghapter 2 explains the
evolution of products such as needlework fromadraft.
46 71

Ibid.
4" Mustafa CezarSanatta Batiya Acive Osman Hamdi Bdystanbul:is Bankasi Yayinlari, 1971)
p.449.
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which set the main difference from the previouspepled military paintings. Also, the
art of painting started to lose its military roatdthough it kept its patriarchal structure
intact. However to work on nude models has remamedn issue, for example the
friendship of Nazmi Ziya Glran -a student of théad and a famous painter later-
with Turkish wrestlers convinced some of them todeidor the students. Also after
1917 Bolshevik Revolution, the Russian immigrantseovescaped to Ottoman Empire
were very helpful to solve the nude model problémsesthey needed to work, they did
not refuse any offered job. In that period, theickgn of nude paintings by male
painters could also be considered daring sincectimservatism inherited from the
Islamic tradition forbid the figurative represemmatin the paintin®, in addition to the
fetishization of the female body by the voyeurisithe male gaze -as in the tradition of
western nude painting-. Hence, to work on nude nsogas not an easy issue to handle
for male painters as well. However, to work on niedeas an even more problematic
issue for the students of the Academy of Fine Aois Girls (inas Sanayi Nefise
Mektebi) founded in 1914, after 31 years of theripg of the Academy of Fine Arts.
However Mihri Rasim (Mifik) as the head of the Academy, has succeededing b
some female hammam workers to pose, but to worknate models has remained
impossible. Instead, they worked on some male sodp moulds brought from the
Archeology Museum, thanks to the efforts of Mihriigilk, after covering the genitalia
of those white ston€$.The 31 years of difference in the institutionalieation for men
and women and even then, the unequal educatiomalitmmns, such as the chance to
work on nude models, are demonstrative of what Noamentioned as the gender

inequality to reach the material conditions pavimg way for technical virtuosity.

“8 Beral Madra, “Under My Feet | Want the World nlo¢ tHeaven” idstanbul Next Wave:
Zeitgendssische Kunst aus Istanfabttingen: Steidl, 2009) pp.92-103
9 Malik Aksel, Istanbul’un OrtasAnkara: T.C. Kiiltir Bakany Yayinlari, 1977)
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The foundation of the Academy of Fine Arts was glessible with the decisive
efforts of Mihri Rasim. Unfortunately we don’t haeay records of other women who
wished to make an artistic career but who had @ gip because of the social and
cultural drawbacks, as well as of the impossibitdtyhave a proper education. Mihri
Rasim’s efforts are reflected in the quote belowerghshe talks t&ukri Bey, the
Minister of Education of the time:

“Muhterem nazir beyefendi, memlekete smetiyetle birlikte hdrriyet,
misavat, ulumet geldi.ama butiin bu nimetlerdenczadekekler istifade
ediyor. Kadinlar hala oldiw yerde, bir adim bile ileri gitrpidegiller.
Acaba bu imtiyaz nerden geliyor? (...) Bugin her gerdisavat ve
adaletten s6z ediliyor, fakat inas sanayi nefisektet® nerde? Hep
yapilanlar erkekler iciri

This quote is significant since it shows us the wanartists’ own struggles to have the
right to equal artistic education; in contrast ke tpatriarchal discourse of Turkish
History representing the rights granted to womerbastowed to them by the State
when they did not even ask for it. As Serpil Cakshowed in her research, the women
were not passive recipients celebrating gladly rigbts endowed them by the State,
they struggled with their own means for better ¢oods. The opening of the Academy
of Fine Arts for Girls was not enough alone to ae@the conception of artist as male
and women’s production as amateur endeavors. Asigied in the first chapter, the
discursive representations are constitutive of pussible subjectivities and they
encompass the possibilities of representative ipositdespite the change in the material

conditions. An article by Kahramanzade Ferit Efeipdiblished in 1913 just before the

*0 |bid p.104
*1 Serpil CakirOsmanl Kadin Harekefistanbul: Metis, 1994)
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opening of the Academy of Fine Arts for Girls, metnewspaper of Ottoman Painters
Associatiori? is significant to give us insights about the cqutime of woman as artist:

Itiraf etmelidir ki bizde, bizim hususiyet-i hayatada ressamlik, hele ressamlik
ile kadinlik higbir vakitte imtiza¢g etmemive edememngtir (uyusamamstir).
Ressam denince g6z 6nine paleti ile, fircas! iledmeekseriya fakir kisvesiyle,
goOzlerinde zaruretin aci golgeleri dalgalanan daratgelir. Onun Kkalbi
yoklansa burada bir muhit-i biiltifatinltffat etmeyen ¢evren)ngubar-1 nisyani
(unutwunun tozlar) altinda uyanan ne emeller, ne saf arzular, hmtpara, ne
ragbet, yalniz bir kelime-i takdir bekleyen ne derim banat gki muhtefidir
(sakhdin). Bu, sénmek bilmeyen bir nurun sacilamayan ziyzaliyle firca
arar...Fskirmak ihtiyaci ile cidar-1 muhafazasini tazyik edeuhar gibi daimi
bir ittisaat genlgme ile kaynar durur...(...) Ressamlik béyle oluncaikagin
buna ne kadar uzak ve yabanci kaloi idrak etmek buyudk bir zekavete, ariz

(genk) ve amik @lerin) bir tetkike ihtiyac hasil etmé?.

The quote above repeats the very well known plothef miraculous, non-
determined and asocial nature of artistic achieventbe legend of the artist struggling
against the most determined parental and sociabsfppn, suffering the slings and
narrows of social equilibrium like a martyr and seeding against all odfswhich has
been criticized by the feminists as fostering tredendefined genius concept. The artist
qualities enumerated by Ferit Efendi are considéodae incompatible with “woman’s
nature”, consequently the artist as woman remamtisinkable. Probably the timing of
this article could be related with the discussiabsut the foundation of the Academy of
Fine Arts for Girls, and his concerns to protec field from the “invasion of women”
by emphasizing the discrepancy of art and artigh wioman. The conception of art as

male occupation has persisted despite the foundafithe Academy for Girls.

2 Ottoman Painters Organization is the first pagteganization active between 1908-1919
3 “Osmanli Ressamlar Cemiyeti Gazetesi” ed. Yapriakidglu (Istanbul: Kitap yayinevi, 1997) p.181
* Linda Nochlin,Women, Art, and Power and Other Essé¥slorado: Icon Editions, 1988) p.155
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Considering there is a gap of 31 years betweentwwe Academies, the
graduates of the first one reached important mosstin the academia as well as in the
art scene, they become authorities in their figle institutionalization of the field by
men has reinforced the patriarchal nature of aurkey. Some of them like lbrahim
Calli, have been awarded state scholarships toncentheir education in Europe and to
work in artists’ studios abroad. When they retutrtbdy were assigned as professors in
both Academies. Feyhaman Duran was one of those beltame professor in the
Academy of Fine Arts for Girls after graduating rfrahe first Academy. The quote
below is significant, considering it shows that tdpening of the Academy for Girls has
not eliminated the gender discrimination in thes#d field.

“Inas Sanayii Nefise Mektebini cumhuriyet yillarikadar ressam merhum
Omer Adil idare etngti. Mektebin resim hocasi Feyhaman Duran idi.

Atblyesini dolduran hanim kizlarin bugin ne @dou hoca kendi de

bilmez.”®®

As mentioned above, most of the girls were not &bleursue an artistic career.
There were 33 students registered in the first yédhe Academy for Girls, however
only 11 of them continued to the second y&aFhe fact that most of the students left
the university in the second year is significanbwdver, it was not possible to find out
clearly the reasons behind these absences sincar¢ha/es about the Academy for
Girls were very limited because of a fire incidentaddition, even the saved archives
about the first students were not helpful for ateesgive research, because the women
were registered before the law of the family name anly by their first names,
consequently when they got married there were mescleft to trace them. This

situation could be related to the oppressive exiect from women to drop their career

®5 Nurullah Berk,Sanat Kongmalari (Istanbul: A.B. Neriyati, 1943) p.113
% Taha Torosjlk Kadin Ressamlarimiz — The First Lady ArtistSafkey(Istanbul: Ak Yayinlari, 1988)
p.42
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for the sake of love, marriage and family. Deprivadencouragements, educational
facilities and rewards, for a woman to opt for aeea has required some kind of
unconventionality. In the following years, some tbke first graduates and women
professors who were unwilling to compromise witle thalues of their society moved
abroad, some left painting after marrying, and samhéhem had difficulties to cope

with life. Mihri Hanim (1886-1954) who was subjeotsome criticisms with her life-

style died in the USA. She fled to USA because af ¢close relations with the Union

and Progress Party members. After the foundatidheRepublic, the Republican casts
and Atatirk has exiled the Union and Progress Pamynbers, or opened juridical
inquiries for them. Mihri Rasim was concerned abthdse operations and she left
Istanbul for the States:

Ne var ki Paris’'in ¢ekici bohem hayatina kendilekaptiran gencler, Turk
kolonisinde ickiye dikun bir ¢ift olarak tanindilar. Yurda dégiérinde de
Paris’teki ygamlarini surdardiler. 1922’lerin  sonlarina gdo bazi
kiskancliklar, hatta dedikodular, Mihri Hanim'ininki defa yurttan kagina;
Miisfik Bey'le evliliklerinin de temelinden yikilmasinzeden oldi’

Ancak Mihri Hanim’'in yurtdundan ve kocasindan kgmda, eskilttihat ve
Terakki Partisi ileri gelenleri ile olan yakinsgkisi ve onlardan bazilarinin
tatbikata @ramasinin kendisine kadar bir uzantisi olabgeceehmine

kapildg anlasiimaktadir®

As mentioned previously, the women painters of finet generations were
coming from the upper classes, and their occupatesconsidered seriously neither by
their family nor by the society in general. Mosttbé names were lost with their art
works. However, most of them whose names haveddst¢oday do have well known

male relatives or husbands; Celile Hanim, who ésrtfother of Nazim Hikmet, Harika

Lifij the wife of Avni Lifij, Glzin Duran the wifeof Feyhaman Duran, Maide Arel the

*"ibid p.12
*8ibid p.16

38



wife of Semsi Arel or Nazl Ecevit the mother of Biilent Eiteare few exampled
Their relatively important male relatives had afeetf not on their career, but it helped
their names to remain in the historical canon. duofmately, they were not mentioned as
successful individuals but in the frame of sucadssfen’s biographies. Most of them
were members of so called Westernized upper classliés, well educated and
cherished as talented “daughters”, “sisters”, apdolises” assigning them to their
socially approved roles. The example of Glizin Dudo was trying to change the
subject to her husband and his art, when Cananaaylerviewed her about her own
art could be thought of in this contéRtshe had lost her self confidence and started to
see herself as not worthy as an artist, especialign she had a successful artist
husband: “Women are thought to think as men, tatiffewith a male point of view,
and to accept as normal and legitimate a male rsysfevalues, one of whose central
principles is misogyny® The following lines about Vildan Gezer (1889-19#jicate
the “appropriate feminine behavior” which is notstave for fame and independence or
to actually support herself through her art.: “\&itd Hanim, daha cok portrelerinde
basarili bir firca sahibi idi. Ne var ki kiltargarhkl yasaminda, tevazuu 6n safta yer
aldigindan, ne eserlerini sergiledi, ne de yayinl&t.”

The absence of records and shortage of sources td@artistic production of
this first generation of women painters is alsonsigant. Actually even today the
monographies of woman artists are very limited. dgininately, most of their works
were lost compared to their male colleagues’ nurob&rorks surviving until today, but

this lack inaccurately was related to the limitetistic production of women, which has

% Tomur Atagdk Cumhuriyetten Guinimiize Kadin Sanatcsrgi katalgu (istanbul: T.C. Kiltiir
Bakanlgl Anitlar ve Mizeler Genel Mudurgii Yayinlari, 1993)

% Burcu Pelvanglu, Hale Asaf: Tiirk Resim Sanatinda Bir Déniim Noktssanbul:Yapi Kredi
Yayinlari, 2007) p.13

®1 Judith FetterlyThe Resisting Reader: A Feminist Approach to Araarkiction (Bloomington:
Indiana University Press, 1978)

%2 Taha Torosjlk Kadin Ressamlarimiz — The First Lady ArtistSafkey(Istanbul: Ak Yayinlari, 1988)
p.36
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been one of the pretexts for the absence of mopbgs about those women'’s art; as if
there are not enough material to publish a mondgraphe need for a different kind of
credibility sets the historical narrative apartnfrdiction, and artistic productions of
those women artists as well as monographies aheuat provide this kind of credibility
about the presence of women artists in the TurkighHistory, or lack of it. Their
absence in the canon of Turkish art history is irtgpd not only because the canon
determines what we read, look at, see in the artenmm; but also it is formed
retrospectively by what artists select as theittilgting or enabling predecessors.
Regarding Michel Rolph Trouillot, silences entee tprocess of historical
production at four crucial moments: the moment a€tfcreation (the making of
sources); the moment of fact assembly (the makingrchives); the moment of fact
retrieval (the making of narratives); the momentrefrospective significance (the
making of history in the final instanc®).These four processes interact mutually as
delineated till now; the making of narratives abaaman artist in the male-centered
gender discourse was very determining in the makingources and archives such as
monographs or books about those women artists dsawehe acquirement of their
works in museum collections. However the feminmeiventions in the history try to
change the retrospective significance of womemstarfor art history. As emphasized by
Trouillot, the past is only past because therehes present, the past does not exist
independently from the preséhtso the absence of women artists was reprodused al
from the present when there are only male artrsthe canon to refer as predecessors.
When the artists are left out of the records amibrgd as part of the cultural heritage,

the canon becomes an increasingly impoverished iammbverishing filter for the

% Michel Rolph-Trouillot,Silencing the Past: Power and the Production oftétis(Boston: Beacon
Press, 1995) p.26
% ibid p.15
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totality of cultural possibilities for women gengom after generatiof? On the other
hand, how they are referred to in the canon matsrsvell; when they are grouped
under the homogenizing “women artists” rubric, wipiout their artistic differences
between them, it also reproduces “the woman” catégmale-centered representations
about gender.

To take a look at the first and last monographyuablurkish women artists
would be a revealing example to understand howeapeesentation of “women artists”
creates some kind of repression and discriminatioough discourse; “The Fir&iady
Artists of Turkey” was written by Taha Toros in B88 He announces in the preface,
the end of gender discrimination thanks to the Répu

“It is clearly revealed in the history of civilizah that women in all the
countries of the world have followed in the foopst®f their men to attain the
levels they have achieved today. However, aftergjamd arts as in other
fields, the discrimination between men and womenreaained in the pages
of history books. (...) The Turkish reforms in thepublican era have
provided equality between sexes as a requiremetieotivilized life. (...)

This work is prepared with the intention of refiagtthe first attempts of the
Turkish women in the field of fine arts and thesfimpressions they

created.®’

He clearly indicates above -as a general and rafack that women in all the
countries and throughout history, as well as inrg¥eld, follow men’s footsteps in
order to succeed. They are not able to createloeae merit on their own, but need the
encouragement of their male counterparts, or womesd to imitate men to achieve

success. In the wake of this conviction, the wommeights bestowed by the Republic

% Griselda PollockDifferencing the Canon: Feminist Desire and thetiig of Art’s Histories(London
and New York: Routledge, 1999)

% The book has been written in Turkish but incluBeslish translations in some parts. He uses tme ter
“lady” despite the use of “woman” in the Turkishiginal.

%" Taha Torosjlk Kadin Ressamlarimiz — The First Lady ArtistSafkey(Istanbul: Ak Yayinlari, 1988)

p.7
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are considered as the generosity of men whichmpend to gender discrimination, and
the women mentioned in the book are the samplésabfgrant. However, the artists in
the book are presented only through their life isgyrespecially introducing their
personal lives such as their marriages and thrélgih beauty and physical appearance
which are considered to be the source of inspmata their male counterparts. In
other words, they are evaluated with the traditi@atibutes of women in patriarchal
discourse. As addressed by Mary Kelly in her atitDesiring Images, Imaging
Desires® the woman who is an artist sees her experienderins of the feminine
position -that is as object of the look-. But shasmalso account for the feeling she
experiences as an artist occupying the masculiséi@o -as subject of the look-, and
she makes different strategies to negotiate thigradiction in the male defined art
sphere. This ambivalence is displayed in Torostimgs as well; the women artists are
presented by Toros’ narrow patriarchal discoursethieir traditional roles in art:
objects subjected to the male gaze. Consequentigrpretations or critiques about
their art are missing; this could have been caimfigcfor him to discuss their artistic
values since in Toros’ universe, the women artistgsmen’s shadows following in their
footsteps. Those women have some other qualitesqat by Toros when they are not
rated as artists, some “gender qualities” attrithutethem remain as qualifying matters.
To mention a few related quotes: “Mihri Hanim, witér clear eyes and her beautiful
white skin, was a muse for the poets of Edebiyadi@e.”®® “When Tevfik Fikret died
she came wearing a burka like a black butterflg, rifourning muse of the poéf™In

the beginning of the #bcentury, Celile Hanim was one of the most beaugjiis of

% Mary Kelly, “Desiring Images/Imaging Desire” ifeminism and Visual Culture Readst. Amelia
Jones (London and NewYork: Routledge, 2003) pp&2-7

% Taha Torosjlk Kadin Ressamlarimiz — The First Lady Artist3afkey(Istanbul: Ak Yayinlari, 1988)
p.10

O bid p.14
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Istanbul's high society™ This approach reflects the attribution to womer th
traditional passive position in art, their iderd#tion with physical appearance and with
their bodies. This kind of mind and body dualisns lpgrmeated Western thought to
divide human experience into a bodily and spiriteglm. “The female body becomes
a metaphor for the corporeal pole of this dualispresenting nature and irrationality;
images of the dangerous, appetitive female bodydsta contrast to the masterful,
masculine will, the locus of social power, ratigyabnd self control.”? Instead of
being described as active agents producing art sydhley inspire their colleagues as
muses. The muses are ubiquitous figures in mythedogspiring the male creator of
art; it is a tradition of attributing to some fenma force the inspiration a man needs to
create.

(...) For the most part, however, the personificabboreative impulses in a
feminine form does not record or honor actual fen@rcreativity. Quite the
contrary, mythologizing feminine creativity by a&dng it to nonhuman
beings pushes actual women to the margins of iartisteativity —in

deceptively complimentary terms- and assigns to iinensocial role of
actually creating art. (...) this is an example ad ttetachment of feminine
concepts from real women and their appropriationmi®n to describe the

creative proces§

Another position about the representation of woraeists in Turkish art history
would be the republican version. After the foundiatof the Turkish Republic, as an
extension of traditionally feminine embodiments aifstract concepts —i.e. justice-,
women were used as a metaphor for the liberatidmaodernization of Turkey brought

by the Republic. The rights “granted” to women dhd allegedly new, emancipated

" Ibid p.27

2 Kathy Davis, “Embody-ing Theory” iEmbodied Practices, Feminist perspectives on thuy,exl. by
Kathy Davis. (London: SAGE Publications, 1997) p.5

73 Ccarolyn KorsmeyeiGender and Aesthetics: An Introduction Understagdfeminist Philosophy
(New York: Routledge, 2004) p.20-21
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social position of woman were promoted as the rewve fof modern Turkey. However
once again, women were not treated as active apehiss passive pawns in the social
and cultural reforms of the republican project addernity’* The instrumentality of
women in the project of modernity could be tracethie art sphere as well. The women
painters of the early Republic, as well as the @@iion of new institutions such as the
Istanbul Museum of Painting and Sculpture were &@kas a “sign of westernization”.
“The women’s purpose to be professional was maiolype in the service of the
modernizing nation provoked by state activisms I$till possible to trace the republican
discourse about women artists in 1993, half a cgnaiter the foundation of the
Republic. The first exhibition devoted only to wamartists was organized by the
Ministry of Culture in 1993, and the preface of #héibition catalogue is reflective of
the same ideological stance towards woman:

“When we view the tableau presented by this seok®xhibitions, we can
definitely claim that the women of the Turkish Rbjw justified the rights
granted to them (...)"°

“Equal educational opportunities and social equdiir women introduced by
Mustafa Kemal Atatlirk’s far-reaching reforms in tb@urse of forging modern
Turkey have enabled Turkish women to utilize thelents and creativity in the
plastic arts, as in many other vocations. Consdfyewomen have figured
prominently in a wide range of fields. In celebngtithe seventieth anniversary of
The Turkish Republic, this exhibition of works bgntemporary women artists
underscores the commitment of Turkish women ta@pétion in every sphere of
life, as envisaged by Atatlrk. Art is a universatduage forming links between

each nation and the rest of the world, and aréiststhe cultural ambassadors of

4 Yesim Arat, "The Project of Modernity and Women in Key", in Sibel Bozdgan and Rgat Kasaba
(eds),Rethinking Modernity and National Identity in TuykgSeattle, University of Washington Press,
1997)

> Deniz KandiyotiCariyeler, Bacilar, Yurttglar (Istanbul: Metis Yayincilik, 2007)
" D. Fikri Saglar, Turkish Republic Minister of Cultur€umbhuriyetten Guniimiize Kadin Sanatcilar
sergi katalgu (istanbul: T.C. Kultir Bakarg Anitlar ve Miizeler Genel Miidiirgiii Yayinlari, 1993) p.7
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their country. The fact that Turkish women are mgkeffective use of their

artistic potential is an asset for the nation aale.”’

The precondition of woman’s success as “to be Ulis&futhe nation, denying the
individual satisfaction or professionalism, was nompatible with the idea of “art” as
the direct, personal expression of individual eomd experience, a translation of
personal life into visual ternf8.Woman’s artistic production was not evaluateceimis
of its technique or achievement, but was classiisdsymbol of modernization, as
symbol of the Republic’s liberation. Their prodactiwas not considered as an outlet
for their own talents as in the case of their nw@anterparts, since “to be useful” and
“to be a great artist” -in terms of greatness dafiby male-centered meta-historical
premises- was in conflict. They were treated aassigf Turkish women’s existence in
the artistic realm, as “samples” representing éwell of modernization of the Republic,
in other words as “show cas€$"Consequently, these women artists were not praised
essentially by their works or artistic achievements

Why did the acquirement of their works by the stateseum collection
mattered? The state museums were the leading acttre construction of archives as
they were the main collectors of the art works tile newly established private
museums. The state museum of Istanbul was theaanthority to determine through its
collection, what will be labeled as art and whonil Wwe entered in the art historical
canon as well as whose art and name will be sitentdnistory. The art works which
didn’t have the chance to enter in state collestiere generally lost considering there
was not a solid bourgeoisie investing in art thloygivate collections. The state

museum was the only instance for artists to be aMgal as professional successful

" Canan PakCumhuriyetten Giinimiize Kadin Sanatcsiargi katalgu (istanbul: T.C. Kiiltiir Bakargi
Anitlar ve Miizeler Genel Muduriii Yayinlari, 1993) p.9

"8 Linda Nochlin,Women, Art, and Power and Other Essg@yslorado: Icon Editions, 1988)

" Sirin Tekeli, 1980ler Tiirkiye'sinde Kadin Bakfcisindan Kadinlafistanbul:iletisim Yayinlari,
2010)
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artists, and it was the precondition to guarantestay within the history with their
works and names. At best, history is a story alpmvter, a story about those who

won &

2.2. Istanbul State Museum of Painting and Sculptwe: The State Monopoly on the
Arts

The idea of collecting paintings and establishingseums does not have a long
history in Turkey. The Istanbul Museum of Paintargd Sculpture (ISMPS) was opened
in 1937 in the Crown Prince Chamber of Dolmabahglade with a founding collection
of 320 works (These works mostly consist of ElvaRaksiye Collection gathered
together in 1910 in Academy of Fine Arts (Sanajefise) with the objective of
establishing an art museum —Imperial Museum- irfihg&e, however this objective has
not materialized until 1937 due to the First WoAthr and to financial problems. The
museum was associated in the same year with The &its Academy and both
institutions were connected to each other. The waaken from the mansions of the
sadrazams(grand viziers) and from the government offices alound Turkey
constituted the rest of the ISMPS collection. Thegre exhibited under the name of
“national painting collection” in the State museoinpainting and sculpture. A limited
number of donated works from the Galatasaray etibiis, ancSisli Studios producing
“war paintings” are worth mentioning, considerirgre of the works in the collection
were acquired from those exhibitiofflsHowever, those “war paintings” were not open

to women artists considering they do not have e&pee on the battlefield, they were

8 Michel Rolph-Trouillot,Silencing the Past: Power and the Production oftétis (Boston: Beacon
Press, 1995) p.5

81 Semra Germaner, “From the Elvah-I Nigle Collection to the Museum of Painting and Saulet in
“the Exhibition’s Exhibition: Istanbul Painting ar&tulpture Museum, 1937 Opening Collection”
(Istanbul: Mimar Sinan University Press, 2009) B8g32
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not considered to be compatible to paint accuratetyheroism or bravery stories of
Turkish soldiers. Despite the fact that there werany women such as nurses, or
translators fighting for their country, when it cesnto paint a heroic war scene it was
considered to be more accurately accomplished g pzanters.

The works in the collection were divided in threetgon: the primitives (artists
from the beginning of 19th century till 1870), theddle section (1870-till the end of
19th century) and the modern section (artists orthe 1900s and who are younger
than forty). In this founding collection, only 16ovks of these 320 pieces were made by
women artist§? Today the collection has more than 3000 worksnpais, engravings
and sculptures), however the women artists’ praporin this extended collection is
still very low, and only around 200 works belongdmale artists. The additional works
have been included mostly in the 1940s and 50stbgrehe Ministry of Education, or
by the Academy of Fine Arts, but especially frontate exhibitions” organized by the
government which indicates the state centered cteraf the collectioff®

The state exhibitions constituted the primary sesifor the acquirement of the
new works to the ISMPS collection; they had a longpact on the art scene where the
only authority in arts was the State Academy oeFAmt<* and ISMPS as its institution.
After the opening of ISMPS, some artists were cossioned by the government to
paint the life and nature of Anatolia, for this sea they were dispatched with official
assignments all over the country (“Country Visitsfty Gezileri”, 1938-44). However
any women artists were not commissioned for suchission. Subsequently the first
State exhibition of Painting and Sculpture was pizd in 1939 —in November, the

tenth anniversary of the Republic- which could mmsidered as the milestone of

82 (Hale Asaf:3 works, Sabiha Benggitaworks, Melek Celal Sofu:5 works, Eren Eyigho2 works,
Iraida Barry:2 works) Serginin Sergisi

8 The Collection of Istanbul Museum of Painting aedISture Mimar Sinan Universitgistanbul: Yapi
Kredi Yayinlari, 1996) p.19

8 The Mimar Sinan University of Fine Arts today
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institutionalization of the State’s male gaze ir thrts, since the ISMPS collection
dependent on the State was nourished from the tedlegorks of these generally
women-free exhibitions, organized again by theeStéhe State domination on the arts
is clear on the quote below as well:

“Birinci Devlet Resim ve Heykel Sergisi, plastic nadarin bu
subelerindeki butin mensuplarina, eserlerini halka @tmek imkanini
vermistir. Bu topluluk ve beraberlik Turk Sanati icin cdlayirh bir
tekamul safhasi olacaktir kanaatindeyim.(...) Turkigeson 17 yil icinde
genk bir sanat muhiti dgmaya balamistir. (...) Ayrica Cumhuriyet Halk
Partisinin muhtelif yurt kgelerine yolladgl ressamlarimiz da mahalli,
renk ve karakterleri tespit eden eserleriyle gekekdileri, gerek Tirk
sanati icin buyudk bir terakki hamlesi yagtardir. Sanatta milli bengi
aramaya yol acan bu eserler sergiye hususi bir eng@t kazandirmive

onun zenginfini arttirmigtir.” %

In the official legislation of the State exhibit®nthe regulations about the
exhibition period and the practical matters werela&xed in a detailed way, but the
object of this activity was not clearly defined. Wwver it is possible to distil the
objective of the State exhibitions from the openspgeches of Hasan Ali Yucel, the
Minister of National Education. He emphasized theartance of gathering the Turkish
art sphere and all its elements under the State§ to encourage the production
(through the monetary prizes and the prestige efekhibition) and to eliminate the
“unnecessary disputes” among different artisticuge harmful to the rise of the

Turkish Art:

“Plastik sanatlarimizin butin elemanlarini bir araygetirme dglncesi,
Devlet sergisini dguran ana fikirdir. Devletin koruyucu ve ilerletigidrevini

plastik sanatlar alaninda da yerine getirmeye galini bilmeyen

8 Ulus Gazetesi, 31 Ekim 1939, Hasan Ali Yiicel, #vi2t Resim Sergisi agilkonusmasi, vurgu bana
ait

48



kalmamalidir.(...) Uzun zaman omdrleri birbirlerininmusambasini
didiklemek ve mermerlerini kazimakla gegngorisleri ve duyuglar ayri
mekteplerin rahlesinde ingaf etmy sanatkarlar (mastakiller, D grubu
mensuplari ve grupsuzlagimdi kendi sanat goglerini kovalayarak ne guzel
caligiyorlar. Vaktiyle sirt sirta bile durmaya tahammudlmayan eserler,
simdi yanyana gelince kavgali gecen gunlerinin hioalduyuyor gibidirler.
Yapici ve kurucu Devlet, ayni zamanda yaptiricv&ttir. Bunun guzel eseri
meydanda.(...*

Some research about the participants eliminatedhbyselection committee,
awarded artists, and the jury members show thaSthe’s claim to unify all the artists
and to give a general view of Turkish Art througioge State exhibitions and did not
take women artists into much consideration. Wherreweew the State exhibitions of
1939-1950 only one woman artist won the paintingrai(Melahat Ekici, 8 exhibition
in 1941) and one other won the sculpture award i(K@arekmezyan, "7 Exhibition in
1945). None of the jury members has ever been aamom those 11 exhibitions, 180
of 1055 were women and only 457 of 4517 exhibitedorke belonged to female
artists’®’

The silencing of women artists production workerbtiygh some gender filters
as in the case of State exhibitions forming thesbzfsthe State museum collection. It
manifests the irreducible distinction between whappened and that which is said to
have happenéfl The limited number of works remaining from thesfigeneration of
women artists are not actually a sign of theirgadlly low productivity, but it was

related to some silencing mechanisms. Women anistee next generations had to

deal with this legacy because the constructed fastf was constitutive of the

8 Ulus Gazetesi, Hasan Al Yiicel, 1 Kasim 1940, &vibt Resim ve Heykel sergisi aglkonusmasi
87

Bkz. Ek1
8 Michel Rolph-Trouillot,Silencing the Past: Power and the Production oftétis (Boston: Beacon
Press, 1995)
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collectivity. And it effected the conception of amd artists, as well as the prevailing
male dominant discourse within the modern and copteary art making in Turkey.
The ruse of ideology is to veil the power relatiaigaining in society as the natural or
given ordet® and it perpetuates complicitly with the ones whereise it or who fail to
recognize it. The recognition of those silences @nalsilencing mechanisms serve to
identify the technologies of gender working idedabadly to repress women artists’

representations.

2.3. An Overview about Women Artists from the 19308ll the 1990s

The constitutional rights of women have not alwegsresponded to changes
in women'’s traditional position and status in stgigo they didn’'t make the liberation
effect in art as well, which is a field shaping $gcial and cultural dynamics and not
isolated from them® The painting remained reserved for upper class @om
considering it was almost impossible for them tonea living as professional artists.
They were able to maintain their profession as tpasnwith the support of their
families. Under these circumstances, feminism wastiy discussed under the term
“women’s issues” and remained as a state-led matgion policy during the early
years of the Republic, and the Republican stateyotmained to be a haunting ghost:
“Why would there be a need for a feminist movemethien the state has already
bestowed women with their rights?”

The professional attempts of women artists whicghtnbe named as rupture

from tradition finds examples in the 1950s and 1960 this late modernist period of

8 Louis Althusser, “Ideology and Ideological Statpparatuses” itMapping Ideologyed.Slovaj Zizek
(London and New York: Verso, 1994)

 Deniz Kandiyoti, “Emancipated but Unliberated: Refions on the Turkish Case”, Feminist Studies,
Vol. 13, No. 2. (Summer, 1987), pp. 317-338.
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painting, the male artists were reflecting thetrstic individuality more than before and
the women artists started to discover new waystae from the authority of the State
Academy of Fine Arts, and that of the Istanbul &tduseum Painting and Sculpture as
its institution. During the 1950s and 1960s the wanartists ventured in to more
individualist and independent art makitigNevertheless, Canan Beykal who was a
student in 1968-72 in the Academy underlines thgoorg importance of the Academy
at that date. She states her strategy as taking shleafinds useful from there, but also
to find a way to evade the oppression of it as ssmoehe can to be able to find her own
voice as an artist:

“Geng¢ sanatcilar icin akademininkindenske beslenecek bir platform
olmadgl disunuldiginde (...) o donemde Akademi’'nin bir parcasi olmak
gercekten onemliydi; zira orasi sangitieni veren tek kurumdu. Kurumsal
yapisina ragmen secilesi ve secilinesi bir yerdgicak, 6zellikle o donemde,
sanatgl olacak gencler ayni zamanda aydin olacngigele de sahiplerdi
ve Akademi’nin verdigi egitim yeterli degildi. Erzgdan benim icin yeterli
degildi. Akademik doktrinler ve akademinin otoritéamamen usta cirak
iliskisine dayaliydi. Farketmeniz gereken, bir yandlisiplini @&renip diger
yandan siradan bir sanat¢i olmaktan bilingli olakakinmanizin gerektigi

bir zaman olduguydu®

Also, the quote below from an interview with FiisOmur’® who studied in
1956-60 in the Istanbul Academy of Fine Arts sholat the male authority of the field
of art and of the academy was still there:

-Babam cok dnemserdi benim bu ilgimi. O da ressémak istermis zaten,

cok zevkliydi. Beni hep vyureklendirirdi. Ama ben zaman kadinlarin

%1 Beral Madra, “Under My Feet | Want the World nio¢ tHeaven” iristanbul Next Wave:
Zeitgendssische Kunst aus Istanf@bttingen: Steidl, 2009) pp.92-103

92 Interview of Canan Beykal with Omiir Kula in “TheifRure in Visual Language: The Transition of
Arts in Turkey1970-80 and the Women Artists of Beriod” (Sabanci University, 2006) unpublished
master thesis, p.208-222.

% Interview of Fiisun Onur with Omir Kula in “The Rupe in Visual Language: The Transition of Arts
in Turkey1970-80 and the Women Artists of the Re#ri@abanci University, 2006) unpublished master
thesis, p. 176-185.
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heykeltras olamayacagini saniyordum. Sirf erke&lar saniyordum. Sonra

bir giin gordim ki, bir kadin vardi, heykeltrasmeszaman karar verdim

akademiye girmeye.

-Akademiye donip hocalik yapmayi hi¢ distindiiniiz ma?

-Yok, nasil diisiineyim?! Kadinlari almiyorlardi kislemiye o zamati.

The shift of arts from the conventional male cesdetradition of canvas-
painting and sculpture to new languages and mediuan as collage, ready-mades,
installations and performances from 1960s to 90s significant and it opened up new
rooms in the art sphere for women artists. The@@he started to liberate itself from the
official modernist program and found its own orggidans only after the 1970s. The 70-
80s could be considered as a turning point in teoty of the Turkish visual arts as
new subject matters, forms and concepts are irteyrgithin the artistic representation
through the transformation of visual language nestihg itself against the dogmatic
formations of modernism. The role of the matertatlf, the identity of the artist —
his/her self-representation- and the receptionhef work as well as the position of
viewer have started to be considered as part oathenaking process. However, the
1970s also witnessed the political and economiedainties, and the artists were still
in need of the State’s financial support which mearbe dependent on the authority of
the Academy and State Museum considering the allghie collector was still the
State Museum, and also the only constant sourcecofne was to be an academician
despite the newly flourishing art galleries and temergence of some private
collections. There was a wind of change; but, iswat enough to liberate artists
completely from the state’s authority. Anyway, aftee 1980s the state’s power left its

place to that of the liberal economy and the “ineaket” in the art scene.

*“Interview of Ayse Erkmen with Omir Kula in “The Rupture in Visuaiiguage: The Transition of Arts
in Turkey1970-80 and the Women Atrtists of the R#ri@abanci University, 2006) unpublished master
thesis, p.186-207.
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In the 1970s, the traditionally staked out limifsadnat the art was and who the
artists were started to be questioned. Howevednpaffh some women artists became
more visible, the feminist bearings taking all Bagoat that time were absent in the
Turkish art scene, the questioning of art, art frand artists have not won a gender
critical perspective although the women artistsevaware of the gender inequalities
they were exposed to, as Canan Beykal'sseAgrkmen’s and Flsun Onur's words
below are reflective of:

Fusun Onur: “Evet ¢ok sergiye katildim ama zorlukla vardi. Her zaman sergi
alani bulmak kolay degil. Formlar dolduruluyor,nzaliniyor. Bir keresinde ben
izin icin basvurdum, galeriden haber gelmiyor. Saan ogrendik ki benim
islerimi sergilemekten cekince duymuslar, kimse adndiyerek. Oyle seyler
oluyordu tabi. Bir keresinde de bir galeri sahibinkadin sanatcilardan

hoslanmadigini duymustum. Kimbilit>

Ayse Erkmen: “Genel tavir gormezden gelmekti tabilgdnezlikle ugrastik. Bu
hala sorun, bugin bile. Ama bu kuvvetli gbrmezdetmg ve gorinmezlige

ragmen, biz isler cikarmaya devam ettik. Bunun igatci olmak lazim

Canan Beykal: Sanat icra etme sirecini karmasikdaistna etkenlerden birinin,
sanatin kadinlar i¢in dogalarina zarafet katip mmdaha duygusal insanlar haline
getirecek bir hobi, erkekler iginse bir meslek alaranlasiimasi oldugunu
dusundrim. Bu tabi ki bir ayrimcilikti. Zekanizikiltirinizin ve yaratici
potansiyelinizin hakkaniyetli bir sekilde degerl@fidmeyecegi anlamina
geliyordu. Dogruyu sdylemek gerekirse, normlar t@ite acisindan elestirdigim
herseyle olan micadele ve kavgam, buyudk bir bakegildi. Kirmaya calisgim
otoritenin her parcgasi, baska bir otoritenin baglaydi. (...) Her yoniyle kadin
olmak ikilemini yasiyorduysam da, calismalarimddikaolmak konusunu acikca

isledigimi soyleyebilmem miimkiin dedil.

% |bid.
% |hid.
% bid.
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Despite their awareness about gender ideologiéiseimrt scene, as we can discover in
the quotes above, we can not refer to any groupsyanks or alliances of Turkish
women artists with feminist concerns on the basa génder problematic, in contrast
with the feminist waves in the western art sceriee 3ame remark prevails even for the
artists who problematize gender in their works.ttPlan women artists in the
contemporary art scene in Istanbul, describes kgereence with similar observations
as follows:

Most of the women artists | met pursue scholarseagch (some of them have
doctorates), teaching, writing, curating, as wall raaking art. |1 found no
groups, networks, or cooperatives, with the exoeptf two short-lived

alliances of young artists. Alliances of women sisti so common in the

United States, are absent in TurR&y.

The dismissal of manifesting feminism could be texlato reservations of women artists
about being restrained in the reductive and esdesttiwoman’s art” category. They
were reluctant to be labeled as “woman artiststabee it would bring the omission of
their other artistic agendas and motivations. RosBIrexler's quote would be relevant
in that context: “I don’t object to being calledwaoman artist as long as the word
woman isn’t used to define the kind of art | créafeHowever making art is embedded
in a social context, and the gender of the artast én effect on the consideration of her
art, no matter if she denies it. It doesn’t alwaysan that gender has a reflection on the
art they create as claimed by the essentialistsit Imas an effect on the position of the
artist him/herself. The same concern about beimgped in the “woman artist” position
when manifesting a feminist stand could also bea®d in the words of Flisun Onur

extracted from a previous quote in this chapterirfitaya calistigim otoritenin her

%susan Noyes Platt, “Public Politics and Domestiu&s: Contemporary Art by Women in Turkey,
1980-2000" inFrontiers: A Journal of Women Studiel(1):(19-37) 2003.

% Art and Sexual Politics: Why Have There Been NaaGvéomen Artists@d. Thomas Hess and
Elizabeth C.Baker (New York: Collier, 1973)
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parcasl, baska bir otoritenin baslangiciydi.” Hetlieeabsence of feminist engagements
in the Turkish art could be treated in this frameéwd he tension between a feminist
perspective and being stuck in the “woman artisiSifpon could be traced also in the
quote below from Canan Beykal and Fusun Onur:

Canan Beykal: Bireysel ikilemlerin ¢ozimu yalniZgaisel segim ve cabalara
baglh degil. Uluslarin kendi inancglarina karar verrdzgurligine gergekten
inanirdik ama ayni 6zgurlige kendimiz icin sahiknm@akta basarisizdik ¢cunki
koruma ve korunma yollarinda ¢ok gucli olan magkgtaerkil bagliliga karsi
daha az gugliyduk. Bunlar tabi ki benim sahsi dérime; belki diger kadin

sanatcilar ayni gorasleri paylasmiyordur, belki bbir kadin olmanin

zorluklarlyla micadele etmekte yeterince akilli ittkion, belki de digerleri

kadin olmanin yukiand hissetmediler bile. (...) Hernide kadin olmak

ikilemini yasiyorduysam da, calismalarimda kadimak konusunu acgikca
isledigimi sdyleyebilmem miimkiin degf’

FO: Ben aklin ve duygunun birlikte bir harmoni igen olmasi gerektigini
dusundyorum, sonuna kadar. Direkt olmayl sevmiygrngyle direct mesajlari
sevmem. Slogan sevmem. Ben sert biri degilimdildiggan degilimdir. Ne
kadari kadin olmakla alakal bilmiyorum. Ama bamna gére daha romantik
olan islerim var evet. Ama 06zellikle erken islerendic kadinliktan eser yok

bence. (...) Kadin oldugumun farkinda olarak yapmakionlari ber®*

Even denied by some women artists, gender doesdmme consequences on
the position of women artists; we should notice tha ruse of ideology is to veil the
power relations obtained in society as they natarajiven order®? and to act as if it
doesn’t exist will bring its perpetuation. As defthby Teresa de Lauretis, a feminist
position should be in and out of ideology, whichame it should be aware of its

complicity with ideology while using the term “womg equally it also should fight

10nterview

%% interview
1921 ouis Althusser, “Ideology and Ideological Statpparatuses” itMapping Ideologyed. Slovaj Zizek

(London and New York: Verso, 1994)
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against reproducing the same discourse about “wbearstructed by a male centered
system. Artists as Rosalyn Drexler, try to breakaywrom the gender discrimination
with the strategy of denying it, she tries to beoimed in the male universe of art by
trivializing her gender considering to be called“@a®mman” in the art world is not
rewarding. However, to abstain herself from thentef “woman artist” doesn’t put an
end to the consequences of this position she igressfor by the masculinist discourse
even when she refuses it.

The distinction of Moira Roth between “feministisis” and “feminist art” is
relevant regarding the concerns of some womertsktiso do not problematize gender
discrimination in their works; however who consideemselves as feminists. Roth
defines feminist artist as “a woman who believeand practices feminism outside her
studio and thus comes to her work with a develdpetnist sensibility; however, that
does not mean inevitably that her work should Heedafeminist™®® This kind of
distinction opens up some space for various procluadf artists who are feminists
however who do have different motivations in thait making. The tension between
being a feminist artist and having other ambitionart than working on gender issues
would be relieved; it would give women artists thessibility to engage in feminism to
fight gender bias in the art world, while pursimgtheir art different kind of quests and

expressions.

193 Moira Roth, “Visions and Re-visions: Rosa Luxenpand the Artist's Mother” iffeminist Art
Criticism: An Anthologyed. Cassandra L. Langer, Joanna Frueh (New Yook: Editions, 1991)
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CHAPTER 3

THE REPRESENTATION OF WOMEN ARTISTS IN PRIVATE MUSE UMS

3.1. The Opening of Istanbul Modern

The opening of the Istanbul Museum of Modern Astghbul Modern) in
2005 was the result of a process of neo-liberatinatnanifested by the withdrawal
of the State from the field of culture, and the egeace of the private sector and its
private institutions as the main actor. The turbtl80s began to challenge the
monopoly of the State in the visual arts and it hagun to be broken. The male-
defined official art historical narrative was logints former authority. Istanbul
Modern, as a private art museum, has now claimdatitgy new conceptions in art
collecting, new museological approaches interactivieh the public and new
curatorial approaches to the Turkish modern atiohys Most importantly the IM
(Istanbul Modern) collection has appeared as the anghority in the local art field.
Its position is important not only in terms of gige and the reference for the
Turkish Modern and Contemporary art history, bgbah terms of the market value
of artists’ production. We are face to face withrawing art market in Turkey as the
recent speculations in the art auctions shows sgnbul Modern could be
considered as one of the determinant actors imthaiket.

The Istanbul Modern has a privileged position ansbnthe private
museums due to the constant acquisitions for iteatmn. As delineated in Chapter
II, the State Museum Collection had a big impactius art sphere with the Mimar
Sinan University of Fine Arts (Academy of Fine Arfsr a long time. However its

authority has been lost from 80s on. Istanbul Modweas replaced this position in a
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different manner considering the scene has beeplydebanged. There are new
actors called private collectors who have beeningss a State led art environment
of old times. Today, in the midst of the racketafewly rising art market where the
galleries, dealers and auction houses speculalesshd Istanbul Modern seems to
be the only reliable instance. IM is a non-prafistitution constantly building up its
collection with new acquisitions without having agenda of resale which leaves out
the speculative dimension. To enter in the IM ailen means for artists more
visibility with an average of 9000 visitors a week,confirmation of their artistic
success, guaranty to remain in the history asgfdtie collection and to become a
safer investment for the private collectors, thisams to have a more or less stable
position in the art market.

This new private museum has presented exhibitiagploring
contemporary art and most particularly the currarit scene, besides the more
traditional modern art which the State museums tdbprhe increasing weight of
contemporary art in Istanbul Modern is significémm different perspectives. The
contemporary art works using new media such asoyided performance art have
also entered in the private museum collections wimcturn increased the visibility
of women artists. Considering such new media is artd new languages in the
artistic expression have uncrowned the prior refgthe male-centered canvas art. In
addition, the omission of some female artists fribie chronological flow, working
on canvas or not, such as Semiha Berksoy, Mihriitdaiil Yalter etc. has been
more or less restored. In this chapter, | will &rabe transformation of women
artists’ representation with the impact of privateiseums through the case of
Istanbul Modern. I will focus on Istanbul Modernrahgh its constantly growing

collection with new acquisitions of modern and emnporary art works, and with the
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female artists the museum invited from the mighefpast. In this regard, | chose its
most comprehensive exhibition about Turkish moderd contemporary art entitled
“New Works New Horizons”. But first, | will take brief look at the process which
prepared the opening of Istanbul Modern.

The museum conception in Turkey was based on tleéegiron and
promotion of the historical and cultural heritagetbe State. Moreover, this mission
was evolving around the idea of this institutioraasindicator of westernizatiort®*
This kind of conception about museums has brougiet Etate’s patriarchal
domination on the field and its museums, as delatkan Chapter Il. The museum
visiting experience in Turkey was considered ast#onal duty to be accomplished
for once and for all, to commemorate the ‘last diwglof Atatirk’ or ‘the glorious
Ottoman history’ generally through school trips Palace of Dolmabahce and
Topkapi. Meanwhile, in other cultural landscapds tstanbul State Museum of
Painting and Sculpture (ISMPS), the only visualmattseum of Istanbul, has been
closed most of its lifetime due to the lack of net& and investment by the State. It is
still closed due to restorations in the buildinglanappears that this situation will
continue since the declared re-opening date of 2@K0not been achieved. We can
state that the ISMPS was the premiere authorityrédor the art community until
the 80s. However, this institution in joint partsi@p with the renowned Mimar
Sinan University of Fine Arts has also been mogblated from the public gaze
despite its domination on professional art produrctor a long time.

Despite the permanent judicial deficiencies, thre ddlowing the foundation
of private museums was enacted in 1973 and it pakhedway for the later

foundation of private museums. The privatizationtleé culture has been more

1% Hale Ozkasim ve Semra Ogel, “Tirkiye'de MiizeailiGelisimi” (Istanbul:iTU dergisi/b) Vol.2,n.1,
pp.96-102.
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fervent in the 80s with the changing role of that&tin neo-liberal policies, such as
the first Istanbul Biennial in 1987 organized bye tihstanbul Culture and Art
Foundation (IKSV) founded in 1973 by the Eczacilbb@amily, one of the leading
high bourgeois families of Turkey who also foundé&tanbul Modern. The
delegation of the cultural sphere to the privatet@ehas also been encouraged by
some tax legislations, the exemption of income #&x 33% for the cultural
investments has been well received by the weal#tmyilies investing in culture.
However, the incentive role of the State througbhsencouragements and through
other kind of cooperations of private museums witimicipalities and governmental
authorities has been perpetuated in a more ineisibtl subtler manner; for example
the building of Istanbul Modern was actually endblby renting from the Istanbul
Municipality in return for a small amount.

Such families had attained prestigious positiontheart sphere with their
financial support by founding art and culture ingions, but also they supported
artists by purchasing art works for their privatellections. Their acquisitions
mattered even more when those families openeduséenms since the artists in their
private collections gained visibility and were thgugaranteed to stay “in the history”
through those private collections and art insiitosi. In the case of Istanbul Modern,
the selection of the Eczacibasi Family and theiraavisors, as well as that of the
museum curator, has become the yardstick in thesidacof which art works are
worthy of exhibition and/or acquisition for the lewltion. In a way, these wealthy
families created new power politics in an art figltht had been deprived of a
necessary dialectical progression, but which cbeldonsidered primarily as a result
of the ‘westernization’ process to catch up witloaernity’:

In an environment in which art is born, supportaad bought by or through

state-controlled institutions, artists who areicait of the system, of being
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and existence, or of Western rationalist intellattim are unlikely to flourish
and it would be a mistake to expect it to be otheewWhere a state that is
undergoing modernization and an artist who wantséomodern come
together with a common attitude and goal, whatlike@d is there of any

avant-gardism that transcends the established ardkits conventions?

Contemporary art thus gained importance in thiscgse considering it
reflects the valuable ‘present time’; in contrast modern art exhibited in the
traditional state museum referring to the past.t@woporary art was not enmeshed in
the earlier dilemmas of westernization and theanaical values of modern painting
set between the East and the West. Contemporarlyaartts own issues that the
movement strives to address, such as identity kesubconfrontation with the
Republican rupture and the imposed identities.osdnot intend to position the
artists in the international networks through theational identities but with their
artistic production. Considering the fact that ewnporary art does not refer to the
past with a national affiliation, but deals wittethresent and thinks about the future,
it had an impact on Istanbul Modern’s ability tanjanternational networks in such a
short period. For instance, it is too costly to mak post-war painting collection
composed of masterpieces such as Jackson Pollo¢kadnol; even if you have a
very big budget they are all in museums or in gileage collections. Also the
promotion of contemporary art is more or less ira@lent from a rooted art tradition
as was necessary in the case of modern art. Fonge&ato promote a modern
Turkish painting collection internationally wouldeba vain effort. However the
enormously growing international contemporary aarket is interested to discover
new artists from all over the world. As emphasibgdOya Eczacibasi (the chair of

board) in the first exhibition catalogue of the rus, Istanbul Modern’s objective is

1951 event Calikglu, “Modernization and Modernism in Ottoman and Beljtan Turkey” inNew Works
New Horizonglstanbul: Istanbul Museum of Modern Art Publicais, 2009) p.23
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to be in the same league with the prestigious modarseums such as MoMA or
Tate Modern. But it will not try to do it throughe global masterpieces of modern
times —it has neither the budget nor the posgilit can only do it through the
contemporary art works. The institutional visiontleé museum is declared as “to be
a reference point in the global art world as a modand contemporary art
museum.*® As the emphasis is clear the old school State Nuseare not
considered as counterparts. Instead the goal iseteompared with the globally
known art institutions:

Istanbul Modern is finally giving our country themortunity to acquire the
modern art museum of international standards thads yearned for. A dream
encompassing the artistic and cultural values ot Bmd West, a dream of
preparing a future adorned with the most originafks of cultural fusion and
worthy of Istanbul’'s past is finally being realizéd) In launching Istanbul
Modern, we aim to put forth, protect and benefionir our country’s
accumulation of modern and contemporary art. Whth intention in mind, our
goal is to develop this museum into an institutidrich determines the artistic
agenda, educates, introduces love of art, and esaldrge segments of the
public through its dynamic and multi-faced enviramn (...}’

Also the contemporary art's dynamic character hradributed to transforming the
traditional museum visiting experience to a regplactice. Different from the ‘once
and for all’ visits to State museums, the consyaopdated permanent collection
exhibitions and the temporary exhibitions hostingtional and international art
works has transformed Istanbul Modern into a ceoft@ttraction. This new position
has increased its dominance in the art sphere denrsg the possibility such a

centrality gives to the artists to reach biggemas. But Istanbul Modern which is

108 Modern ve ¢adas bir sanat mizesi olarak global sanat diinyasindieeferans noktasi olmak

97 Oya Eczacibg, “Realizing a Dream” itDbservation, Interpretation, Multiplicit¢istanbul: Istanbul
Modern Publications, 2004) p.8-11
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expected to represent today’s Turkish art had st iake a fresh look into the
traditional art historical narrative as mentioneg lbevent Calik@lu, one of the
curators of the first exhibition -the title of héssay is significant in this regard, “A
New Turning Point for a New Beginning”:

In this way, Istanbul Modern hopes to reveal thereus that have been
flowing now for about a century and a half, to allpossible affinities among
works whose production dates and emotional assoegatare quite disparate,
and to create new areas of attention. Ultimatelgafrse it hopes to present a
new model and methodology that can be employedritingg the history of

modern Turkish art, a subject which hitherto has lmeen given its rightful

due108

The influence of this process on gender ideologregjered by private institutions in
the historical narrative of the Turkish visual asifi constitute my line of thought to
explore the representation of women artists anid ¥arks in the “New Works New
Horizons” exhibition, the most comprehensive exiobi of the Istanbul Modern
about Turkish Art. It will help to discover the msformations in perspective of
gender ideologies, through the changes in the tibadi historical narrative by
insertion of new works and by new exhibition sejtiras well as by the new artistic

attitudes of those artists.

3.2. “New Works New Horizons” Exhibition

Istanbul Modern is the only museum in Turkey witleans, resources and

vision to maintain a comprehensive permanent dbdlec of modern and

contemporary art. The “New Works New Horizons” éition, as the title implies,

1981 event Calikglu, “Istanbul Modern: A New Turning Point for A NeBeginning” inObservation,
Interpretation, Multiplicity(Istanbul: Istanbul Modern Publications, 2004)2p38
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claims to present a fresh look at the evolutiorihef modern and contemporary art
produced in Turkey, by showing off the museum’saraped and expanded
collection. It is introduced as representing thevemture of modern and
contemporary Turkish art through the seminal exaswoif its collection that broke
new ground in the contemporary arts, as mentionethé chairman of the board:
“Our museum not only contributes towards a commatucal wisdom to be passed
on to future generations but also provides a vemoere different approaches and
disciplines may come togethéf’® The show includes 45 works from 32 Turkish
women artists, and in this chapter | will focus some works with a feminist
approach to reveal the gender ideologies repredefitee exhibition was displaced
chronologically since the first paintings of Thartives till today. But | will take
account of the works of artists especially repréagngender issues somehow, and
leave out others considering this thesis won't h@ugh to cover all the works in the
exhibition. The contemporary art works are the nubstinctive part of the Istanbul
Modern collection from State museums, accordindigyt constitute the biggest
difference from the historical narrative of Stateseums and they will be treated in
privilege in this chapter. Considering the limitstbis research | will limit myself
with the works which 1 think will be most relevaand interesting in this context.
These works newly embedded in the historical niaeabf Turkish art history
expand the possibilities for Turkish art and astigts they gain visibility, new ways
of representations for the works by women, as aglfor women artists themselves
is more and more possible. They transform the bariaf representations and open

new discussions which have been silenced for a tiome

199 New Works New Horizor{sstanbul: Istanbul Modern Publications, 2009) p.5
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3.2.1. The Selected Works
Nil Yalter (1938), “The Headless Woman or the BellyDance” (1974, Single

channel video on DVD, 24')!°

Nil Yalter (1938) groundbreaking work “The Headlédsoman or the Belly
Dance” despite its early date (1974) is considex®@ contemporary art work with
its language and choice of medium. This first videwk made by a Turkish artist is
considered as a milestone in French video art fyiste well since Yalter made this
video while living in Paris, she lives in Francas@ 1965. This work produced in
1974 was missing throughout the official art histak narrative with the artist
herself. Despite her international success Nikéfalvas not a familiar name for the
Turkish art historical canon until her work was aiced by and exhibited in Istanbul
Modern as a pioneering artist.

The piece frames the artist’s bare belly while ghiges around her navel as a

widening spiral a passage from the book of Renéli Nwititted “Erotique et

10New Works New Horizor{sstanbul: Istanbul Modern Publications, 2009)321.33
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Civilizations™!%: “The woman is convex and concave at the same fuewhat she

needs is to not be deprived mentally or physicliyn the central part of her
convexity: the clitoris (...). This aversion abouttalis corresponds to man’s
ancestral horror from this virile and natural pafrtvoman, this part which is capable
of absolute orgasm* She also reads it out loud in French with a bdycing
music in the background. Once it covers her whakylshe starts belly-dancing.
What the viewer can see is only the cropped bodiygiahe dancer: her belly; not
her head or her face but only her belly dancindnwhte music, covered with writings
which cannot be read clearly.

The quote adopted by Yalter highlights the esskdiiference of woman from
men as physical. She makes the description of féheale body” as convex and
concave at the same time. Her concavity is baseleorvagina, and her convexity
which is especially stressed in this cited quoteeisclitoris. This description defines
the womanhood as a physical condition which has Isebject to man’s repression.
The repression of this physicality gives rise tmantal repression of woman, and
this double deprivation confiscates the power satirally has in her disposition.
With an almost Freudian approach she refers asdbece of this repression to the
horror of man from the potential that the clitopessesses. This potential allows
woman to reach an absolute orgasm and hence reeoger power. The clitoris
could be treated here as a symbol of woman’s poWke paralysis of woman
because of man’s physical and mental repressiopskeer away from recognizing

her convexity, hence her power. This unconsciolusgases the control to man and

111 René NelliErotique et Civilisations(Paris: Weber, 1972)

112« 5 femme est a la fois «convexe» et «concave»s Macore faut-il qu’on ne l'ait point privé
mentalement ou physiquement, du centre principaldeonvexité : le clitoris [...]. Cette haine ditaris
correspond en vérité a I'horreur ancestrale queohfime a toujours éprouvé pour la composante vitile e
naturelle de la femme, celle qui, chez elle, comaiite I'orgasme absolu.”
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creates the illusion that she is not capable todstan her own. The woman needs to
know her convexity and the potential it offershiesever needs to be liberated.

This conception based on a pregendered biologitate sreproduces the
essential binary distinction of sex upon which tinequal gender system operates. In
the scope of this quote, woman’s concavity is abergd as a threat neither by man
nor by woman. The concavity —vagina- which consiuhe essential difference of
woman from man is over passed. Regarding this quetat she needs is not to
embrace her essential difference from man whidtersconcavity, in other words her
vagina. But it is especially to remark her conwexvhich gives her the possibility to
compete with man’s phallus, the assumed originasvgy. The weight for woman’s
emancipation is reflected on her convexity whicfierts her similarity with man.
Here, the implied source of power is still the fimal Yes woman is concave, yet “as
a relief” she is convex at the same time and thatig man is horrified because it
assigns her as a potential rival. This conceptieis she biological difference of
woman from man and then tries to compensate it avghmilarity. She needs to work
on her convexity because this is what will bring thee power and subjectivity in a
masculinist system of thought. Within the Lacanfemmework; this conception is
the idea that the very condition of the arisingjeabis the identification with the
phallus. The phallus is considered as “the trardeetal signifier which protects the
production of meaning at the same time it design#&eman as the imaginary, as the
unreachable®’® To identify the convexity with the power will saveman from the
invisibility of non-representation. In this sense,is possible to discover in the
omission of concavity some kind of abjection wittference to Julia Kristeva,

woman can achieve the status of the subject onbugh the abjection of the phallic

13 prucilla Cornell,Beyond Accomodation: Ethical Feminism, Deconsibucand the LawMarryland:
Rawman and Little field Publishers, Inc., 1999)8x6riginally published New York: Routledge, 1991)
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mother/concavity and the primordial identification imaginary
father/phallus/convexity. She accepts the phaliteo otherwise she remains as a
nonreal*** In the quote adopted by Yalter, women are invitee part of the phallic
order to be able to have their voice, to be a stilgied to acquire a power position.
The word choice of “convexity” to define clitoris reflective of the metaphorical
alliance between phallus and clitoris.

As discussed in the first chapter, we know fromreéis and Butler that every
configuration of woman defined as the represematiowomanhood speaks from a
power position. To repeat Butler's seminal qudtbe language and politics of
which represents women as ‘the subject’ of feminisntself a discursive formation
of given representational politics.” This work ofalfer constructs the subject of
feminism as one who has a clitoris and a vaginghimline of thought, for example
one who has a male genitalia but who names hasedf woman in terms of gender
is not considered as a woman. Or women who haven lweim of female
circumcision are excluded from that definition. Thieary sex system is dominated
by a masculinist and heterosexual view. It operatea phallus centered system.
However feminism should keep the gender categaniesonstant contestation to
avoid a stable subject excluding some out of regriagion.

This critical reading of Yalter's work does not atm show how “the real
feminist art” should be. On the contrary, this kiofl critical reading is possible
thanks to the bold artistic attitudes of those womnla the art climate of the 1970s
Yalter was a pioneering artist. She is from thetfgeneration of feminist art which

transformed the art scene for good. The female swofleanvas art painted for the

114 julia KristevaPowers of Horror: An Essay on AbjectidiNew York: Columbia University Press,

1982)
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male gaze have lost their prestigious position #r&y were questioned. In an art
world where everyone has his own niche she stateéw discussion. As a third
world woman in France, it is significant that sHeose the belly dancing for her
work. The belly dancing which has erotic connotagidias a different role here, it
became the screen itself, it is actually used &ackground. Yalter uses her own
body actively to give a message and sabotagesdi@ scene unexpectedly. She

disrupts the clichés about the oriental fantasée®] she uses them for her own

purpose.

Semiha Berksoy (1910-2004), “Untitled” (1991, oil o canvas, 116x89cm) and

“Phoenix: Self Portrait” (1997, oil on fiberboard, 130x80cm)**

Semiha Berksoy who was the first opera singer tin gaternational

recognition was also a painter, and she turned mnattee painting in her later years.
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She was painting even when she was a little gohsiering her mother Saime
Hanim was also a painter it was almost naturalhfer. She continued to Nazmi
Ziya’'s studio besides her musical education. She avdamous figure in the early
Republic as an opera singer to represent the maaleinwesternized face of the
Republic. But when the political climate changedha 50s, she was excluded from
her State Opera Singer position; it was not posdiblfire her but instead, she was
left behind to be forgottett® and sorted out from the historical narrative utiié
1997 Istanbul Biennial. In the 1997 Istanbul Biehnian 8 hour video work by
Kutlug Ataman -Semiha B. Unplugged- where Semit@uats some of the most
dramatic episodes of her life, including her fantiligtory, operatic career and her
paintings returned her popularity and her fame. Bae rediscovered thanks to the
Istanbul Biennial at her age of 85. Her paintingsravalso exhibited at the Venice
Biennial in 2005 as very personal, unique piecespfwhich are outside of the main
art movements and groups. She was an unusual wéigwae for Turkey, as she
refused to fit the stereotypical role set “womalm’times when a painter needed the
approval of the Academy to have such a title; stapted an artistic position which
doesn’t say “This is what painting is, look andrt€aas the academic and republican
approach uttered; instead, she said “This is metfais is how | paint*!’

The paintings exhibited in “New Works New Horizongls in most of her
paintings, have Semiha herself as the central digur the first painting chosen for
the exhibition in question, she painted hersethmcenter of a vagina which is in the
meantime her grave. In the second work entitledo&?ix”, she identifies herself
with the mythological Phoenix resurrected from fashes. In the tradition of

painting, the woman figures are generally paintedugh the male gaze. Despite the

’Semiha Berksoy) Lived on Art, | Lived on Lov@stanbul: Yapi Kredi Publications, 2010)
70



fact that woman are depicted much more than menrtiestly seem to be there for
the male gaze, and/or as objects of desire. They naetaphors representing
something else, or bit players in stories told lsnmHowever Semiha chose to tell
her own story in her own terms, in all her painsimgth no exception. She painted
her fears, her love life, and fantasies which weoe considered appropriate for a
woman. Semiha Berksoy creates in her painting®Wwermythology through her life
experience. Berksoy’s starting point in her paiggins always herself. She is always
the central figure even when she paints a lovanftioe past or her beloved mother
who died when she was 7 years old at the age ofS2&iha Berksoy's art is
inextricably connected with her own life and growish it. The viewer can discover
her inner world, her love life, her confrontationtlwRepublican ideals and her
disappointments. She never tries to represent anganept herself, that's why she
never calls herself a feminist; she never claimeefiresent women as a group. But
she values her own unique experience as an astiseh as a woman, and ignores
the modesty expected from women. She rejects thwepposition of representation
and claims to represent only herself. In terms aifiretis and Butler’s representation
theory, she doesn't offer a definition of “woman” ‘@vomanhood” through her art.
But through the representation of her own expegesite expands the horizon of
representations. She demonstrates the possibilisuch a presence as an artist as
well as a woman. She doesn't fight in the name ofmen but for her own art in a
masculinist art world. However her attitude enald#éser unique configurations for
women artists. By claiming to represent her owneeigmce in terms of Semiha, not
in terms of woman, she makes possible other argistsitions for women who can be
valued for their art not in the rubric of “womart”aut as successful artists while at

the same time refreshing the horizon of represemnsfor women without clear cut
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definitions. A male artist is never considered &present men, however this
correlation is considered almost natural for woragrsts. Does an artist have to deal
with feminist issues if she is a woman? Or doeshshee to represent women artists
or female art? Does she ever need to deal withnistrissues if she wants to change
women’s position in art? Semiha Berksoy's casenigm@swer to those questions as
reflective of the possibility that artists who dotreal with feminist issues or who
do not define themselves as such, are also cotitrgouo keeping the woman
category in contestation. She constantly breaksc#tiegorization of her art with
reference to a gender group. At the same time,irstreases the possibilities of
presence in a masculinist society through the sgmtation of her own personal
experience. Quoting from her “the whole world isniy room” reflects the degree of

individuality she believes in “a room of her own”.

Nur Kocak (1941), “Black Rose and a Kiss” (1989-199) acrylic and oil on

)118

canvas, 97x146cm

18 New Works New Horizor{sstanbul: Istanbul Modern Publications, 2009)36.1.37
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Nur Kocak after two years of high school in Washimgreturns to Turkey and
starts her studies at the Academy of Fine Arts (Miinan Univ.) She gives a break
to her graduate studies for four years when shé&edboin Switzerland as a technical
painter. Then she returns and graduates in 1968 fine Academy. At the Academy
of Fine Arts, she continues in Adnan Coker andetl&lnal studios. The following
quote from Kocak about her professorsble Gunal is significant to reflect the
attitude at the Acedemy towards women artistsattime: “Neet Ginal beni kendi
dgrencisi gibi hic benimseyemestii Zaten kiz @rencileri hi¢ ciddiye almamak gibi
bir huyu vardi.Sasi, tuval, boya almak icin harcgdniz paralara ailemiz adina
tzulirdu.**® The discrimination that she was subject to atAbademy was one of
the motivation directing her art to focus on wonaarthe primary subject.

In 1970, she wins a scholarship and stays foursygaFrance. She takes the
subjects of her paintings from the modern everyday life referring in terms of
content to Pop Art, and pays attention to the codifitation of women’s bodies in
the consumerist culture. “She invests her canvastsreproving arrangements of
images selected from advertising posters and faspimtographs®®° “Black Rose
and a Kiss” at first sight resembles an advertisgnier sexy underwear with its
stocking-clad women’s legs but then we realizes inot possible to tell if they are
“real-life” limbs or mannequin parts. She uses apbical language to create
indeterminacy between the real women’s bodies andespread practice of
anonymizing those bodies for advertising purpos8be paints the women bodies
not as desire objects for the male gaze, but ae sanfaces without depth. She

transforms the traditional subject of female bodreshe modern painting tradition

19 Nur Kogak ile gérime, Yeni Boyut Plastik Sanatlar Dergigi983 Ocak) , s.2-9
120New Works New Horizor{sstanbul: Istanbul Modern Publications, 2009137
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with a critical stance. She invites specially teeéle viewer to adopt a critical gaze.
This painting is from her series entitled “Fetishjézts / Objectified Women”: “Cok
basite indirgemek gerekirse bu resimlerde kadirubakim nesneleri ile kadinin
nesne olarak kullanimi tizerinde duruyorutf’She shows the interchangeability of
woman in the consumerist culture with the objetts gses. The representation of
woman as an object to consume, which can be croppeednsformed for the sake of
the advertisement is criticized in her paintingscitseem at first sight to reproduce
identically the exact image of the advertisingstba canvas surface. Her photo-
realist (hyper-realist) technique creates the idlnghat she repeats those images on
the canvas. However despite the overrepresentafibemale bodies in the press as
well as in the advertisings reshaped for the maleegthe absence of real women in
them is displayed when they are transferred onastiwvough Kocak.

She paints in another of her painting series “Oappy Photographs” (1970s)
where she renders visible the invisibility of re@dmen. She makes those paintings
from photographs published in a column with the eantie in the Kelebek of
Hurriyet Newspaper. Those photographs are senteéanewspaper by the readers.
Despite the overrepresentation of female body evieeye, there are no women in
any of those pictures. The Kelebek targeting a feraadience does not have any
woman pictures when it comes to the real life. Wipanted on canvas, these
pictures shows the exclusion of women from thealdide and the male roots of the
idea of society.

The transfer of those images on the canvas couwrnbe the identical
reproduction. The size of the images are changddtlzey are reflected on canvas

through Kocgak’s gaze, to refer Chuck Close who v&iy famous painter using that

2L Nur Kogak, “Kendini Yazmak” irBanat Cevresi Dergigistanbul: Baha Matbaasi, Ekim 1984, no:72)
S.4-5
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technique: “People think that there could only bee gainting from a specific
photograph. However there could be as many pafimgn one photograph as there
could be from a natural landscape.” Also the phi@plys chosen to reflect on canvas
are not casual. They are intentional and subjectiace of Kocak. Her subjectivity
involves being a woman in a masculinist society tmdbe exposed constantly to
representations of woman shaped by the male g&eetaBes those representations
and gives us back by the filter of her own gazeeWshe repeats the current female
representations on canvas she pushes the viewguestion those representations
and de-familiarizes those images. She stands ofh fthose representations she
paints from, and this distance in the reproductinrcanvas is critical to question the
reliability of them as representations of women.aByery subtle way, she opens to
contestation the representation and definition @manhood in a masculinist society,
and puts them in quotation marks as | discusséukifirst chapter.

In the 70s she was criticized of not having theeseary creativity to generate
something new and of reproducing the everyday imalger technical virtuosity and
the hard work she puts in her paintings was dedp&e a lack of talent when
compared to her male contemporaries preferring Igndisé abstract expressionist
paintings. To translate, in their eyes she needaslark meticoulously because she
was not a “real painter.” Unfortunately there aoe many bibliographical or critical
essays about her art. She describes this situasidollows: “Ama kaynakcamgyle
bir bakiyor ve 3 kisel serge ve sayisiz toplu etkfjh ardindan hakkimda
baskalarinca yazilanlarin yok denecek kadar az gldu goriyorum. Sanat tarihci
ve elagtirmenler katilldgim pekcok toplu sergide beni genellikle yok saytar
cunkd. Kgisel sergilerim Gzerine yalnizca iki yazi ¢ikgntiasinda; bunlardan bigjii

dedikoduya dokmekle yetingioteki ise bilimsellik saviyla resimleriminsinda ne
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bulduysa cevresinde dghais.” The absence of Kogcak’s works in State Museums
and a masculinist art scene was determinant in ldgk of making archives.
However the increasing success of contemporaryaad the re-reading of the
modern Turkish art history begin to rehabilitates iignorance although there is still a

long way to go.

ipek Akstgiir Duben (1941), “Serife 6-7-8" (1982, oil on canvas, 130x245cmj?

Ipek Duben graduated from New York Studio School ahuversity of
Chicago (MA) and received her Phd from Mimar Sindmiversity. She generally
focuses on the question of demale identity in herka. “Serife 6-7-8” is one of a
series of twelve paintings she made, each depieatiwgman’s dress. The triptych in
the exhibition depicts three women’s dresses; bokihg at the details of the
paintings, the viewer realizes that the dressesnateempty, someone is wearing

them, but this person is invisible. The dresseshalume and line suggesting the

122New Works New Horizor{sstanbul: Istanbul Modern Publications, 2009)39.1
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physical outline of an absent wearer. There are atame details expressing the
emotional state of the invisible woman, such awdis, buttons or changing colors.
The woman who is the ultimate subject in the pagmttemains unseen. Duben’s
“Serife” is “both concealed and revealed by the iiterihat enfolds her**® Male-
oriented myths and fantasies about women are lrojeqted onto women, and also
reproduced by women themselves. While gender reptaton produces its subject,
the subject reproduces in return the representahoough its performance. She
performs her male defined role in a masculinistetgcand reproduces it. Duben,
avoids those male-centered women images in the -dosenated tradition of
representing women in art. By representjegife invisible she interrupts this circuit.

The costume labels women according to some imadgshwdo not always
originate from women themselves, women’s costumage halso been used for
political purposes or as symbols in Turkish Histagnoring the women who are
wearing them. She reverses this kind of operatwough the use of the dresses but
this time without the women who were supposed tantigem.

“The artist avoids the pitfalls of incorporatingtereotyped representation of
women by means of omission and elimination. Morantlempty objects,

these dresses are emptied objects ready to beestad with new meaning.
(...) Powers of resistance necessary to supportehsesof group-and-self-

identity against the alienating definitions of therld are expressed her&*

Ipek Duben describes the series as the visual agpaghy of her effort to
know more closely her model who was the 37 yearSeldfe. The sense of rhythm
and the seriality of the paintings is like a jodrn&her relation withSerife. Serife
refused Duben’s proposition to paint her portraice she considered it a sin, and
was scared of her husband’s reacfiohin contrast to the anonymous nude female

123 New Works New Horizor{sstanbul: Istanbul Modern Publications, 2009)39.1
124Tom Halman, May 1982, Cumhuriyet Newspaper.
125 yeni Boyut, Plastik Sanatlar Dergisi 2/16, EkinB39Interview withipek Duben, p.21.
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models that appeared in modern paintings througlobjectifying male-gaze of the
western tradition; Duben by rendering her modelsite emphasizes her presence

and delivers her individuality.

Fatma Tulin Oztiirk (1950), “Nude” (1990, oil on cavas, 120x160cnif®

“Still, from the beginning of my introduction todhart world until the present
day, | have never belonged to a certain group iguel A very significant
factor in my productivity has been my choice ofrlty alone and ‘single’. In

fact, when | got married in 1990, | would realitat, at least for a certain

period of time, | failed to be as productive asopef™?’

Fatma Tulin graduated from the gazici University English Philology and
continued studying in Bedri Rahmi Eyiito's studio. As Semiha Berksoy, she was
not coming from the Academy’s tradition and sheustegl a characteristic and
unique position, as a single-minded artist, renfimm patriarchal dominance of the

Academic art world. She expresses her urge to pasnfollows: “Bir kendimi

126 New Works New Horizor{sstanbul: Istanbul Modern Publications, 2009)47.1
127 Fatma Tulin(Istanbul: Kitap Yayinevi, 2010) p.19
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anlatma, bir ygama bicimi bu. Ygadgimin kaniti gibi birsey. Ben de varim, boyle
soyliyorum, béyle bakiyorum diye. Bir ses duyuriméyac...”*?®

The nude in the exhibition is not used as an umsént for the sake of
eroticism, but forms the content of subjective eipee precipitated in Fatma
Tulin’s act of painting; in this sense the nudadsv the artist herself® Releasing
herself from the outside gaze —in a sense by desowy herself- Fatma Tulin creates

an expression with paint as an inevitable extensfdrer internal existencé®

“In a society where the act of looking is to a krgxtent under the
jurisdiction of men — the woman is the one whooskied at-, Oztiirk takes
back its privilege from the opposite sex. This hesthing to do with
narcissism and is about an assertion of one’sgighér their own body. (...)
The assumption that the naked body is not an obpécexposure or
commodity is the basic principle, and in fact sential precondition->*

She also paints almost obsessively fruits, vegesablhnd seeds on big
canvases. But those figures seem to float in atvaatdspace. They are isolated from
the real world, detached from their stories andrthatural environments, or from
any reference but themselves. Even when she paicwsnposition for example with
a loaf and an onion, they seem to be not connexttedl in an abstract white space
freed from gravity. As in the above painting, inms® of her works, she comes so
close to her subject that the viewer gets therigetat the figure does not fit in the
canvas limits. For the sake of approaching heresitghe ignores the limits of the
canvas. In her fruit paintings, those close-upgakthe particularity of the seeds or

the fruits and vegetables became lettuce becomadstraction.

128 Boyut Dergisi, Nisan 1984atma Tilin Oztiirk ile Séylesi, Sezer Tangy

12%ehmet Ergiiven, “Tilin Oztiirk Nudes”, Hiirriyet Ngveper, Gosteri (September 1992)

130 Ahu Antmen, “Pursuits in the Body’s Labryinth” Cnriyet Newspaper, 1998.

131 event Calikglu, “The Painting of Action, the Discovery of TrilfiAdam Sanat Magazine, 2000.
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In this painting above, the body gains a massivame, the details get bigger
and deformed such as the knees of this nude. Siresses her approach as follows:
“Son resimlerimdeki doku ¢camasi, insan bedeninin gal dokusu dgil, ama insan
dokusundan daha c¢ok insan dokusu. Mesefgigm gucindedir. Dgalin tipki
basimi bir illlzyon yaratir, bu da ga olani c&ristirmaz, aksine gerceklik
duygusunu yok eder. Ayrintinin butiinden daha cdkirboldysu gibi, soyutlama da
somutu daha cok elde etme, somutun ‘sinirlarinkmg, gengletme, soyutu
somutlama eylemidir®®? Nur Kocak paints with a hyper-realist technique tioe
concrete objects and she creates a distance betheemewer and the image of the
object on canvas, which is absent in everyday biééween those two. However
Fatma Tulin tries to eliminate this distance. It psssible to say that Kocak
emphasizes this distance with a supposedly idémgpaoduction while Tulin thinks
about the same distance with a subjective magmjfgasture. However both are
aware of the distance between the representatidnttenreal subject. The female
bodies which are the subject of their paintinggytare both critical of the “male

gaze” which idealizes and objectifies them.

132 Boyut Dergisi, Nisan 1984atma Tilin Oztiirk ile Soylesi, Sezer Tansy
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Gulsun Karamustafa (1946), “Memory of a Square -AsSeen From Inside

(Perceived from an Inerterio)-” (2005, double scree video project, 16’)

Gulsin Karamustafa graduated from the State Acadd#riyne Arts. She uses
many different media in her art including paintimgstallation, and videos. She was
arrested and even imprisoned for a brief periotl9nl (yky, p.15). In this work, she
explores through a double projection two differeatrratives which seem to be
unrelated at first glance. One screen shows therdentary photos and footages
from the Taksim square, the symbol of political\att in Istanbul. The images and
footages start from the 30s and continue with tiilgary interventions of 1960, 69,
71 and 80, and the “First of May incidents.” Thiaastscreen shows the domestic life
of a middle class family whose story over 3 genenat was depicted through 11
episodes. Through the use of two screens, theritiata@ontext is reflected at two
levels: the official narrative of the State throutjie images of a Public space and
through the eyes of women in the private spacejutaposing the glimpses of the
private and public sphere, she demonstrates tHerelitiated memory of women
from that of the square, and how the main offistalry differs from the individual

narratives. In the domestic setting we see womaettirkgy cooking, casting lots and

133 New Works New Horizor{sstanbul: Istanbul Modern Publications, 2009)681.69
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taking care of the little boy growing in that hou3ée memory of those women is
not the same with the official history written byem reflected through the memory
of the square. The two screens which seem to beaied with each other if watched
independently are actually parallel. Men in thestfiscreen come and go into the
domestic scene however women remain . The films#eat movie, as the history of
those women, the movie is mute. She recollectpase of Turkey, only this time “as
seen from inside”, alongside the Taksim Square€mory representing the outside.
Karamustafa calls the viewer to question whoseotysis accepted as the official
one, and whose histories are ignored from the niastorical narrative. She
discusses the place of women in the narrative dki$l history.
As the following quote from her reflects, she giges the official history from

an individual point of view, and invites the viewerdismiss the identification with
it: “My work is constantly focused on memory. ltrdas the projection of my own

experiences of our recent history. (...) My referenaee personal and locaf*

3.2.2. The Exhibition Course

Four large size works welcome visitors in the fopérthe museum. The
biggest one at the center is Fahrelnissa Zeid sratispainting entitled “My Hell”
(205x508cm), the other four works are from BedrhRaEyubglu, Burhan Uygur,
Erol Akyavg and Sarkis. But Zeid’'s big canvas is consideredtlas icon
representing Istanbul Modern. The exhibition followp a chronological historical
line from the 1900s till 2010. The main artisticvements, the artist groups gathered
together with their similar approaches to artigtioduction, in terms of content or

technique, are exhibited in the same rooms aligrinednologically. In the first room

134 YKY, sdylesi, p.7
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there are works from the Levantines, the first Talrkpainters, and Turkish late
impressionists -the impressionism took place irkéyrwith a 40years of delay from
the West-. Mihri Rasim (Mgiik) was the only woman painter in this room, bioé t
women artists who were her contemporaries (refetweid the second chapter) are
still missing. The first woman artist generatiomerks are more difficult to insert in
the narrative considering the archives —their pragst are more difficult to find out.
We can state that the crucial moments introducilemaes in the histofy® operate
more efficiently for the early years of the Turkighinting history. The making of
sources and archives are more difficult to recomed the narratives are more
ossified when new works or archives to bring tbiigre absent.

The second room covers the cubic-constructivistieanies in the Turkish
painting between (1923-30s) where we can find windk® Eren Eylbglu and Hale
Asaf as female artists. The following room représéhe 1950-60s, and there are no
works from women artists. The room reserved torigjue painting of the 60s gives
place to Naile Akinci as the only woman painfgikriye Dikmen and Aliye Berger
who were active artists in this period are exhibit®t here, but in a separate room
for women painters breaking away the chronolodical. In the following 70s room
there are works by N& Erdok and Nevhiz Tanyeli followed by the workisArzu
Basaran and Fatma Tulin in the 80s room.

The main difference of this exhibition is actualhe room mentioned a few
lines above as breaking the chronological flows tisi the room reserved only to
women artists. The positioning of this room as $igleside by the 80s room is not a
coincidence; the 80s are the period witnessingottie of identity issues in Turkey.

The reconsideration of the history with a genderspective has begun in those

135 Michel Rolph-Trouillot,Silencing the Past: Power and the Production otdtis(Boston: Beacon
Press, 1995)

83



years. The privatization of culture gave rise t® tldiscovery of some women artists
missing in the official history. The gender issyg®blematized by the feminist
movements of the 80s reckoned the female artisthenhistory which were not
appreciated as they deserved. Until the 2000se thesks could not meet with the
viewers on a regular basis considering that theyalieries, and civil art initiatives
did not have such spaces for permanent exhibitidieey also did not have
collections, or even resources for that would emalsluisition. Istanbul Modern has
rendered the works of those forgotten women artistgether with those of the
contemporary women artists. Hence they are vidiblaudiences and the Museum
gave them a “home, as a place where the pathswfevs and artists intersect, as a
shelter in which art may safely take refugé”

The woman artists’ room does not constitute a ‘m@enomy of sameness’
which reproduces the male-defined category of ‘wenagainst which feminism has
been fighting for. The artists in that room arehgatd together not around their
common artistic qualities taking their source fridmair gender. They are exhibited in
a separate gallery because they are all differerdifferent ways from the main
historical narrative, and they all have an exceigosition which does not fit into
the chronological ordering of works in a male higtorheir common attribute is
their difference from their male contemporariest they are different from each
other in their difference. Hence to gather thena ioom does not bring us to some
kind of essentialism based on gender differencasidering that they are all
different in different and unique ways. However wlike chronological narrative of
male-dominated art history is kept intact, thosenen had to be exhibited in a

separate room because they do not fit into this.flo

136 New Works New Horizor{sstanbul: Istanbul Modern Publications, 2009)1p.2
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Semiha Berksoy (1920-2004) in this gallery, whoserkwwas discussed
previously, was drawn out of the history after 8ts. Her artistic production does
nothing in common with her contemporaries. Shestbkr personal story in her
paintings, and does not take the Academy or ithaaity seriously. Aliye Berger
(1903-74) made engravings almost as embroideryh wiich a virtuosity of
needlework on metal plates in a period when herentaintemporaries were not
giving importance to engravings, and working on sige paintings. Nil Yalter used
video in a period when nobody preferred this mediidehmet Guleryiiz or Komet
as prominent male painters of the same period wlesding again with big size
canvases and video on that day was not even coedids “real art” considering the
technical virtuosity as a painter needed to be slgowff through big size canvases.
Debbie Duffint®’ interprets the fact that big size canvases areised by women as
the tendency where women artists do not inclineatomoccupying space and “feel
small”. In a male art universe that might be thmity possibility of existence: to
occupy small spaces to not threaten anybody. Censgl the canvas painting of
women was not taken seriously, Nil Yalter sougimeav path to express herself. In
that regard, today she is considered as a leadjngeffor Turkish art. Nur Kogak
and ipek Duben whose works in the exhibition are explopgeviously in this
chapter, are also exhibited in that separate rodhey all differ from their
contemporaries in terms of their subjects, medimaya artistic expression so they
needed to be positioned differently within the maéntered narrative. They are
different from their male contemporaries becausey tistrive to express their
individuality in a masculinist art system and eanliented her own strategy to

critique the system or just to formulate their ostyle in art.

137 Kathy DeepwellNew Feminist Art CriticisnfManchester: Manchester Univ. Press, 1995) p.64
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CONCLUSION

Since its beginning in the late Ottoman period, fielel of modern painting in
Turkey was embedded in a masculinist discourse. ifitezdictions of the figurative
painting in Islam impede the possibility of an arttic course in modern painting
tradition which should have grown up dialecticatlyough its local dynamics and
through the unique characteristics of artists. Heine feeling of “belatedness” in the
modernization process and the possibility of “catghup” through modern painting
gave to a state led art scene in order to be mamelras hastily as possible. The
patriarchal nature of State power reproduced in dttefield the gender hierarchies
prevalent in the society. The beginning of modeamiing education in the Military
School reinforced this masculinist character offtélel.

Certainly the reproduced gender hierarchies inattidield dominating women
are not special only to Turkish society. As revidvire this study, the modern painting
or the art field in general terms has been pati@rsince its beginning with the
Renaissance. The conception of art, artist andt@rtcreativity as a male domain is
deeply rooted in the European tradition of paintifige idea of genius and the limits of
what should be considered as art were generatedghra male dominated discourse.
The gender ideology reproduced through this dismitias begun to be criticized only
from the 60s onwards as a result of feminist moveme

The same masculinist conception of art and arkistted in the case in Turkey
as well, and the domination of the State intendifihe gender discrimination
perpetuating in the art sphere since the Renaissartte Foundation of the State
Academy of Fine Arts for Women (1914) after 30 gefrom that of men’s (1883)

legitimized the male domination in the Academy adlwThe historical narrative of
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modern Turkish art was founded within the Stated&ray of Fine Arts and the women
were excluded from this institution until both Aeswlies were united in 1926. However
even then, the gender ideology and discriminatiograined in the institutions has
remained. In other words, it is possible to say womtheir works and stories were
excluded from the historical narrative of Turkish a

Until the 80s, the biggest art collector was thtarlbul State Museum of
Painting and Sculpture dependent on the Academg. Bdurgeoisie had not started
investing in art and the only power instance ofsbene was the two before mentioned
state institutions. The artists were dependenttate $nstitutions in order to earn their
life either by selling their works to the Stateleotion or by being an academician. The
necessary critical distance to discuss the gerdbmlagies was missing in this web
where they were all dependent on the State. Asugi®al in this study, the collection
policies of State institutions were totally gentieased which shows that the barriers on
the existence of woman artists in art history andheir actual artistic production were
deeply rooted in them. To review the institutiomration of the art field in Turkey
helped us to see the prejudices and discriminatidhe level of institutions as well as
in the level of discourse. The scarcity of resosrabout woman artists and their works
is related to those processes. My biggest problenngl the research was to find
resources such as catalogues, books, essays @anacagsearches about the Turkish
woman artists in the past. Today the referencesitaboman artists are still very
limited. Unfortunately this situation is consider&ég masculinist discourses as an
indicator for the arguments such as “the lack eftvity”, “the low-production”, and
“the very limited number” of woman artists. Thesea need for detailed monographies
about female artists to enable further researdDed. history researches would also be

very enlightening to display the masculinist chtenof the official historical narrative
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and to reformulate it by including the individuabses of the excluded actors. The
future research outputs would render visible therajon of gender ideology in the art
field.

The feminist critique of the art scene introduaedhie 60s in Europe didn’'t have
any repercussions in Turkey. But this silence dussmply that the Turkish art scene
is exempt from such a need for critical questionidg the contrary, as the quotes from
the artists put forth, the women artists have beeny aware of the gender
discrimination and the patriarchy and they suffent it. They all managed in their own
way to survive in this atmosphere. But interesgnghey all refrained from defining
themselves as feminist. | think the reason of ti@bberate distance from the feminist
movement could be due to their reluctance aboutgo&@beled under the “woman
artist” or “woman art” rubric. This kind of confingent will limit their representation
and they will be exiled in such a claustrophobisipon in a male defined field. But to
have a more clearer view of their motivationssiinecessary to interview artists from
different generations. | think such a research $ow on the reluctant relation of
Turkish female artists with feminism would be venyeresting and enlightening. But
the scope of my research did not allow me to realirch interviews.

Another interesting point to analyze would be thmemce of any feminist
groups in the art sphere consisting of feministiagj artists or initiatives. The artists
have avoided any individual as well as feministugractivities despite the fact that
they suffered from the problems that feminism sauglight. Further studies will bring
new perspectives in such a neglected field, howévere is a limit to what can be
accomplished in just one research. Although thereldc be many complementary
analyses, the critical reading of male artists tedr works is also missing in this study.

A deeper analysis of their representation will hedpgrasp the dynamics of gender
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ideology’s operation and give us a bigger pictdi@s thesis is more likely a picture of
the institutionalization process of the art field iTurkey and analysis of its
transformation with new actors in perspective ohiféist theory. This study is not an
attempt to judge the artists or their works ahéyt are feminist enough or feminist at
all. What has been explored in the previous page$he changing representation of
female artists and their works by following up aartological installation until the
current power instances’ representation politicouabthem, and also how they
transform in their turn the scene. As the illugidaéxamples display the new institutions
in the field transform the representations of thests, but also the artists in their turn
change the existing representations.

The liberalization process of the 80s has enablidate enterprises in the
culture and arts. The new art galleries and fouodatand finally private museums
eroded the power of State institutions. The opewingtanbul Modern in 2005 and its
collection policy has enabled new readings of Injsend invited omitted actors in the
visual culture of Turkish art. But what should be fjuestion of another research is the
degree of autonomy of the private museums. Thealapvesting in them has tangled
interests with the government as well as with thenicipalities. These philanthropic
investments increase the visibility and prestigeceethey are in the benefit of the firms
which founded them, but those are not their mativiag They do have investments in
other economical sectors. Before declaring theamghent of the State authority by
private institutions there is a need to analyzeitktrcate relations of the State with the
private sector investing in art. Also the privataiseums have to cooperate with
government authorities to survive considering ialimost impossible for them to make

any financial benefits. They need to find for eaghibition some funds, tax exemptions
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or other kind of cooperation with the governmertie TState authority in the art field
could be lighter and subtler but it deserves a eeeapalysis.

To sum up, Istanbul Modern involves new represematin a male dominated
field by exhibiting new female artists and also ibyiting from the past, works of
forgotten ones. In this study | discussed in tlamie of one collection exhibition how
these artists transform their possibilities of &ase and the art history retroactively.
However Istanbul Modern’s historical reading is iaterpretation through its own
collection, it is just another proposition whichdpen to discussion and critic. These
discussions hopefully will trigger new readings amitl keep away a dominant and
stable conception. The visual art field in Turkeyvery weak in terms of theoretical
analysis and it is quite remote from being influelhy the social sciences. Art criticism
should not adhere only to the main narrative ohatory and theory; there is a need in
Turkey for a critical stance benefiting from diéet theoretical perspectives when
dealing with institutional practices and individuwabrks or exhibitions. Each study in

this field will pave the way for others and givetbito new questions.
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