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Synopsis

Thisdissertation askd4ave the criticisms surrounding 70s feminist art negatively impacted

02y 1 SYLR NI NB 7TSYI wHenehgsding ittinde 2maielnllddPChaptérS &

onedraws uporkeywritings byLynda Nead,inda Nochlinywhitney Chadwick and Hilary

Robinson to examine criticisms of a range of artworks that provoked a strong feminist

reaction during the period of secdrwave feminism, primarily focusing on the work of

Hannah Wilke. ldoing so an overviewf the social and political agendas behind female
FNIA&AGAaQ 62N)] RSFEAY3 gAlGK G KProvidelzRTEis RdzZNA y 3 (|
creates a context for Chapter two in which to explore the various relationships

contemporary fenale artists have to the category of feminist art, focusing on artfstisessa

Beecroft, Cecily Brown and Pipilotti RiShe first two case studies analyse selected works

GKAOK NBGSIHt (KS YLANRAGTGQY INKASGI 2UNIN20a (hismiss KA OK (1 K
RSSYSR ySOS&aalNE Ay GKS ONBlFIGA2Y 2F Wwadz00Saa-s
Ariel Levy and Amelia Jones, it is revealed how feminist content, including emotion are often
sidelined in favour of masculinist objective readings. Tien concern of this dissertation is

to uncover the problematic nature of combining theory and practice when depicting the

nude, and conclusively proposes that, despite these issues, a continual engagement and
RSOSt2LIYSYyil 2F FSYAYNSBSYAYREAYOE GRS FEOSR alk NBWI
female artists such as Pipilotti Rist to positively contextualise their work in a clear and

unrestrictive manner.
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Introduction

This dissertatiorxaminesvhether or notfeminist critidh & Y& & dzZNNE dzy R XlgpidtiorE S Y £ S |
of the female mide during thel970s WomeRa f A0 SNIF A2y Y2 thu¥Sedll KI @S y
contemporaryfemale artist€approachto the nude. By discussingrominent 70s feminist artist

Hannah Wilke anth particular her examples of body asupplemented with examples of work by

her counterpars within the movement, théirst objective of this dissertation is to explore how

feminist criticisms haveverriddenthe subjectivity otertain 70s feminist artworkg: KS 2 2 YSy Q&
Movementcreateda contested territory whereit was difficultfor women atists to negotiate their

own practicein relation tothe burdens of feminist theorywhich arguably, has resulted in a level of

avoidance of an involvement with it by contemporary female artists. Havegleous concepts and
conflictingopinions within feminist theoryregardinghow the nude should be presented in art,

dominated over the positive aspects of 70s feminist art, such as the subversibieofive

WFSYAYAYSQ aGSNB2GeLISa (KN dz3 ks thel&<ef hasYdminis 2 ya 2 F
theoretical criticism gone against itsvn ideals by attacking women arti&ss LINI OG A OS | yR & dz
matter, resulting in a situation wére contemporary female artiseseek liberation by embracing a

WLIFSIH A Y A & (I An analiisid theQrériélatidretween female artists depicting the nude

and existing theoreticditerature surroundingthe topic is imperative to my own studio practice as a

contemporary female artist exploring themes of the female body in my work.

Included is a discussion of the ligtal significance of the representation of the nude by female

artists in the 70s and why the subject matts¥cameso prominent socially and politically. During

the era of second wave feminism, ways in which female artists were albl@ke waok were

revolutionised. Notions of a patriarchaultural framework designed to favouanale dominated

concepts of aesthetic valugere being challengedomen artists shifted the purpose of the nude in

art by simultaneously liberating the female body whilst makindiances aware of the cultural

prejudices and identities projected onto fointroducethe precariousnat 2 F FSYIF € S | NI A ¢
positonasd 2 1 K ddz0 2S00 FyR 206 2S Onell-khowdeh 68 f ¢ NOTSHHzi & | £ &
YR bl NNI ((Wriided in AWV adddrpuldisied in 197%),which she explains the cultural

construction of gender in relation to the Male Gaze. Art historian and schdign&y Chadwick

guestions how female artists are supposed to renegotiate their own overlooked embtiona

subjectivity when the work is only recognised for its feminist and political overtones:



[T]o identify woman as a subject of representation and not as an object of representation is
a long and difficult process; to renegotiate cultural paradigms is qftgneived as

threatening by the dominant cultural group. Appropriating codes which have great social
power, deconstructing them to expose their inconsistencies and ideology, using fragments
and refusing wholeness, artists reveal the ways that codes ofimgare entrenched in the
dominant culture!

To gain a further understanding aflated conceptsl will explore how the construction of general

feminist art theory ultimately seeks to enlighten and provide a feminist context in whiemale

I NJi A akican&xisy i2ferring to key texts by feminist theorists: Griselda Pollock, Judith Butler,

Hilary Robinson, Lynda Nead and Linda Nochlin and Rosemary Bettéotwaver the main

parameters of my discussion lie in what happens when ideologies betwesa thierent theories

clash and the impact thiscanhavwfo 0 KS | NI AadQa &adzo2SOd YI G4GSNI WR?2
Through a discussion of Hannah Wilke, and the varying criticisms of her work, | will highlight the
inconsistencies agaained within feninist criticismssome argue that hemwork is exploitative and

narcissitic whereaothersdeemK SNJ 2 g6y &ddzo 2SO0 ABAGe ySOSaal NE F2N
SEGSYyardsS FyR @FNBAYy3a FTSYAyAad NBFOGA2ya S@21SR

art discusion surrounding the nude and the prospect of creating a new female visual language.

This raises questions about the ¢entions ofthe nude:Are a younger generation of female artists

simply regurgitatingrrevious concepts frorthe 70s because thehave been denied knowledge of

this movement, or because sometbe same issueare still as relevant today? My proposal is both,

but more prominently the latter. If this is thease, it is important to questiok ¥ G2 RIF @ Q& FSYI
artistsapproach the sbject matter differently from those in the 70is it due to theimplications of

feminist theory? As a practigrartist attempting to implemenan effective feminist approach in

engaging with the female body it is crucial to ask: has the problematic anafuthe way fermist

theory appears to confusimmage with content had a negative implication on the way female artists

now approach the female nude?

In relation to key texts by Ameila Jones and Ariel Liewsildiscusiow theLINR 6 € SY I G A0 G SN
femA Y AAYQ KI & 0 Sofitgmp&anofaddal©dBtiRtyanedsa Beecroft and Cecily Brown

and if this iglue to the fact thatféminist art as a category hdackedvisibility in auniversallymale

R2YAYLl G§SR WdzwhiehStNEohtiolQhoidajes ateNdeEpreted. Both artists attempt

to bypass the gendebased subordinatiowhich affixesi KS G SNY Wg 2 Y@hogho ST2 NBE U

their depictions of the female nudéloweverarei KSANJ I G 6 SYLIJia G2 WYl “[ S A
overcoming or simplyeiterating their partialitywithinit?L ¥ | O2y Ay dzZl f & dzo &a SNIA S

lWhitney ChadwickWWomen, Art and Socieffzondon: Thames and Hudson, 1990) p.365.



the casejs this due tahe prefix W LIJ2whidh@mplies thafeminist politics isan outmoded

LIKSy2YSy2y s RSudtditdigBal of Slotvigyvanieiytiiedr own sbjectivity? Outlined

is thata new feminist position neexto come into articulation in a contemporary setting in order to

advance its discigons. This wilbe consideredh y NBt | GA 2y G2 ! YSEALF W2y SaQ:
FSYAYAAY Qllelwighihe atyorklal-Phdotti Rist, whiclattempts to restructure

perspectives of the female body.

1. The Female Nude in Feminist Art Theory and Practice

1.1 Historical Overview

Western fine art practice has predominantly existed in a patriarchal framework in wigcmale

artist enjoys a dominant position in relation to both the production and consumption of fine art. The

female nude has held a central position as subject matter and subsequently has existed in the

confines of this cultural sphere. In highly regardetNdi 4 2 N] & & dzOKe Birthof VeRus G A OSf £ A
(1486)(i 2 /| S IThefafgBRathers(1906) the female nude has servesd a symbolic objedb be

viewed and enjoyed by the spectator. Thus has$ surprising thathe 1970sSecond Wave Fenist

Liberaton Movement provokedhew examinatios intohow the nude has so far been perceived in

western art, or more importantly, the supposed lack of women artists diggiGt. This is not to say

that prior to the 1970s women were completely inactiveart-making or indepicting the nude.

However, it was the 70s protests againgtat the historical preference towardsvhat Whitney

Chadwick refersto @8 K SNRAOQ YIS | NI 6KAOK KlFIa fSR (2 Alda

A factor partially responsible for thmale dominanfproduction of art is the existence efducatioral

art institutions within avalue system which sustained the notion of sexual difference and held an
attitude that gender constitutes ability. Therefore the value of artworks was defined based on which
gender praluced it. In Framing Feminisntxiselda Pollock discusses how T@inist artists sought

to challenge the problematic gender inequalities engrained in the way several different types of art

institutions such as museums, galleries and universitiestioned, as well asrthodox ideas about

2 Amelia JonesSelf/image: Technology, Representation and the Gopteary SubjectLondon: Routledge,

2006) p.209. AmeliaJonéd,¢ KS wS i dzNy 2F CSYA YA awoadromimg®ls 8tiKSur + A & dzl f
Name: Seven Essays On Historiography and Curatorial Praetisedlalin Hedlin Hayden, Jessica Sjoholm

Skribbe (Newcastle: Cambridge Scholars, 2@il03.

®Chadwick, p.8.



GKFEG Y1548 WINBhe§eQdeas BB &Y 82 NPERI NI O AYRI b2O0OKf Ay
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should not be equatetb any difference in capability in the production of art but rather the lack of

equal academic opportunities available to wonten.

Prior to the beginning ofthe 300 Sy G dzNE =X 62YSyQa | 00Saa G2 GKS tAF
within educational estalishments despite the study of the female nude being a crucial component

in academic art training from the f&entury onwards.Even if a woman had managed tagé

herself in art educatiomlong with her male peers, her gender was resitrecin denyilg heraccess

to the most highly regarded type of subject matfeArguably during the 18 century when women

gainedequal access to the life room, the nude still proved a very academic and objective study

rather than the uninhibited exploration of sedhd of gender issues which came about during the

1970s: intrinsic to my investigation is this altered approach towards the female nude.

Ly GKS SIFNIieée adl3sSa 2F (KS 22YSyQa az20SYSyias GKS
WF2NH2 G GSy Qhothddariaded to pricticé despite ghese difficulties; granting them the
recognition they felt had been lost in the realms of a male dominated art history. The investigations

pointed towards the fact that uncovering these works could prove valuable tdigwission and

LINE RdzOG A2y 27T Ing@abl@ iiioughtNBiout yhe guestion of there being an

Wdzy RSNI @Ay 3 FSYAYAYS | SuhicticBuidp@sem a lmldaérkeert fémal? O 2 NB A
artists, and consciously be applied by contemppii@male artistavishing to celebrate

womanhood®

However, these ideologies arose from the dominant voice of a predominantly middle class feminist

group, whichcreated the issue afimply herding all @men artists into the same leagueverlooking

the numerous historical, social and personal differences in whiehattwork had been produced.

This formof stereotypingonly reinforced the art historical habit f F At Ay 3 ¢2YSy Qa I NI |
0KS RSYyA3INI G§SR OF (°8spitiemalic\eaticsSigeoldg\iiattiese averks ¢

with their new feminist overtones could simply beirgegrated into the existing structure of

* Griselda Polloclgraming FeminisrLondon: Pandora, 1987) xiii.

*[AYRE b2OKtAY W2K& || @S ¢KSNBmen A$aid AmderabdNBheriEssayg YSy | N
(London: Thames arldudson, 1989) pp. 14758

® Chadwick, p.33.

"Ibid., p.33.

® See pp., 1718 in Contextual Overview

°Pollock, p.82.

%bid., p.62
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importance®*

Withthe simplefem y A ald | YOAUGAZ2Y F2NJ Sljdz-f NAIKGE F2N G4KS
was a time when activists campaigned fastive changes to engender discriminationThe

shiftingsocialand political climatdrought feminist concernmto the public eyeand allowed

women the freedom to epress themselves in the artspmeengagingwith subject matters
O2y&aARSNBR Wil 022Q ad2NNBPdzyRAY3 (KSnandYl S 02Re 3
childbirth ** In TiedUp Woman(1973) Ana Mendietausedher own body as performance tooto

depict the restrictive position of the female body in sociEt¥his encapsulatethe significance of

femaleartists addressingender specific issuelrectly with their own bodie# order to create an

accessible and universal fetaaxperienceAnautobiographical transposition from body to artwork

causeda major shift in the appeance of visual art' and was intrinsic to theeclamation of the

female body and sexuality, both of which have been repressed in western culture aedtgrn art

as a result. The inequality and control of women under patriarchy has exispadallel withmale

I NJIi doaniheerihguse of the idealised female nude as a subject matfer.

An investigation into the theories of the 1970s was and is crimialontemporary female artists to

be able to position themselves within the parameters of a previously male dominated field. At the
time, many of the artworks were being produced both in light of ancesponse to feminist theory;
therefore they often lecamehighly political and debated sources of feminist visual imagery. They
fuelled discussion about the complexities surrounding attempts by female artists to renegotiate their
position within a patriarchal structure favouring an already acceptade inellectual supremacy.

The ideal effect of this would be that it would allow for contemporary female artists to better

position themselves when depicting the nude, however it has resulted in the nude becoming highly

contested territory when it comesto sel@ch y 3 WI LILINBLINAF 6 SQ AYIF3ISNE | YR

! Chadwick, p.12.
'2 Cornelia Butleryvack!: Art and the Feminist Revolutifiros Angeles: Calf.: Museum of Contemporary Art,
2007)pp., 292325.
¥ Gloria Moure, ed.Ana Mendietad . F NOStf 2y Y 9RAOA2ySa t2f NINIF FI = mdpdc 0
14
Pollock, p.3.
1o Lynda NeadThe Female Nude: Art, Obscenity and Sexualitgydon:Routledge, 1992) p6.



1.2 Contextual Overview

hyS 2F GKS (Sé& FSYAyriad ARSIa RAaAOdzadaSR 020K Radz
Movement and in the years preceding it is the notion that gender exists as aatwanstruction.

The eminently influentiaS a &+ @ WxAadz-f t€SFadz2NE FyR bl NN} GA@GS
reference point for numerous feminist art writers when discussing the issues surrounding the

objectification of the female nude as well@emen as both subject and object. Based on an

analysis on the structure of film, Mulvey highlights the importance gtipsanalytic theoryor

drawing attention to the ways in which gender and sexuality in culture are socially cotestyso

other feminsts can begintd FA I3 K& (GKS dzyO2yaOA2dza &0 NHzOGdzZNBER f A
GKS Y2YSyid 2F I NNARGFE 2F 1 y3dzZd 35S0 Jktedrdftoa i At f
her discussion is the phallus as a symbolafgr and dominatio, denotingall the typically

WYl 40dztf AySQ ljdzr t AGASa 6KAOK aA0GNHzOGdZNB a20ASides 3
Ad SY02RASR LXKeaAOlrfte Ay (GKS F2N¥Y 27F | LISyArazr
they exist as dteral inverse to men; exhibiting LILJI2 aAy 3 QFSYAYAYySQ | GG NR 6 dzii

(04

Q)¢

irrationality. The idea of the castrated womaroves problematicot only in that she functions as
an archetype of sexual difference, threatening the male symbolic structureishwhe exists, but
also in her confinementto th'y S3 I 6§ A B3SQ NI 6 KSNJ iKIy GKS WLRaAAGAD
/ 2y O0SLJia 2F O2yadaNHzOGA2yAaY yR GKS LISNODSAGSR Wi
{AY2YyS 58 TheSdcamPRBINDR@E2 A NR& YI Ay O2yOSNYy Aa GKIFG G
YFHESS SLAG2YAT SR a oK2tSs SaaSydAalt |yR dzyA 3SNE

andthus her incomplete, inessential subordination.

This gendered structure is the foundation from whMulvey discusses the formation of the

preR2YAYLFyid altS DIFET Sd 5NI Wiy disbBs¥s tHe splitinatugedf Wa A NN.
GASGAYI AY 6KAOK GKS S32Q0a ARSIFI{AAGAO YAANBO23yA
realandperce®@ aSyasS 2F aStfFTo ¢KSaS AyO2yaraiaSyoasSa Ol
GKFG OKFNIFOGSNRAGAOA 2F ISYRSNIFYR WFSYAYAYAGEQ

“lauraa dzf #Se s WxAadz f t ST SdNBayid Qther PleasidylLadure @Mdvey A y

(London: MacmillafPublishers Ltd1989) p15

" Linda Nochlinywomen, Artand Powerand Other Essaysondon: Thames and Hudson, 1989) p.28.

Be KS WY A NNR Ndment in @HcRa chilil recognisteeir own image, resulting in the constitution of

the ego, when physical ambition begins to outweigh motor capacitg.dizf @S& > Wx A adzZl £ t € S| & dzNE
/ Ay S YVisudband Qther Pleasurbg Laura Mulvey, p18.



surrounding environment by which ideals are imposed onto the indivifllali A& GKAa &aaz2 OAl
S4Glo0f AAKSR AYGSNLINBGI GAZYy 272 GIEWA T2 REAFFS NBy DB

an icon to be displayed and viewed pleasurably.

t NEOfSYIFIGAO Aa GKFG RSALIAGS YSy o0@ks¢lfBtilli KS Wl Ol A ¢
alfgreada GKNBFGSya (2 S@21 BThiskh8iddaligtie qubliies A G 2 NR 3 Ay
FTIONAROIGSR o608 GKS YIES 3IFTS FNB YAaYlFIdOKSR ¢gAilK
Mulvey acknowledges that society in its curretigfiocentric, lawand-order promoting form, relies

on the image of the castrated woman to function. This symbolic order continuesntool viewing

pleasure, splitting ibetween active male and passive female, bustpérception only exists

becausen m@sentation of the world, like the world itself, is the work of men; they describe it from

GKSANI 20y LRAY(ID 2F OAS6r oKAOK (KSe O2y¥FdzaS 46 AF

It is obvious that the Male Gaze is a dominant force which controls how images of women are

perceh GSR® ¢ KS aLJ) A G -pgreefitidnNids in2hE fach thaY tBey spé& theinSefves

GKNRdzAK GKS DIFIT1SQa ARSIFtAaldA2ya 2F ISYRSNIP ¢ Kdz
women; making them seteflective and extremely image consgi) creating a paradox between

the reality and performance of self. As John Berger famously stated:

Men act and women appear. Men look at women. Women watch themselves being looked
at. This determines not only most relations between men and women butlaéscelation

of women to themselves. The surveyor of woman in herself is male: the surveyed female.
Thus she turns herself into an objecand most particularly an object of vision: a sight.

This is applicable not only to how women are presented andgieedwithin art but also reinforces

the idea previously suggested by Chadwick that the traditional focus has not been on women as
makers but as subjects of aft. Thus women have had to find ways to appreciate historical artworks
despite theirexclusiornof femaleperspectives, because they are lead to believe that questioning

their objectives would be to uretmine their great significanc:

Qx
(-

YOS dzg2ANDRE jd26Se@Ny gAYy P20S02NPBa 2ySée SYLKEaras

Toril Moi,Sexual/Textual Politics: Feminism Literary Thélooymdon: Routledge, 1985) p.65

i‘ia dzft #Sés WxA&adzZ £ tf St asndband Qther PleasitBglLaura MBveyp. 29y SY I 5 Q Ay
Ibid., p.21.

%2 Simone De Beauvoifhe Second Séixondon: Vintagel997) p.161

% John BergeiWays Of SeeingHammondsworth: Penguin, 19Yp.35

MadA gSes WxAradzf tf S| avisndand Qtter Phehstrdytalira Mbey p1g.SY I 5 Q A Y

Chadwick, p.33.

Pw2aSYINE . SGGSNI 2y s ViiblyZFématremisisiniiArt: preAdthofddyilany

Robinson ed. (London: Camden, 1987) p.252. Nochlin, p.29.
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[I]n a patriarchal culture it is clearly the case that women are forced to adopt a masculine
viewpoint in the praluction and consumption of images far more often than men are
required to adopt a feminine on€.

Ly KSNJ Saaleée Wiz2g 52 22YSy [221ZQ FSYAyAald 6NAGS
valid point that, although Mulvey provides a basis from whichdgin understanding the

spectatorship of women, it is a dedicationdescribing the confines of the MaleaZe in which

women are trapped. Thus is there any means by which women presenting the nude can break out of

GF &A0GNHZOGdzNE 2¥ 3ISYRSNBR 221 Ay3éK

Suge@sted is that the male bias binary systeronfr which psychoanalytic theogyrisesis in itself

phallocentricand assumes hierarchy when placing worhad W # iek&t®MNdman, which

reinstates their oppressed positioff.In This Sex Which Is Not Qhece Irigaray discusses the

implications of this in comprehending womanhood and its inability to articulatetacthed or

specifically femaleliscourse? In opposition to Mulvey rigaray argues thatxamining the tools of

patriarchy only enforces, rathéhan subverts, what is already the probléffirigaray suggesthat

the only means of braking out of oppression is to emplogw, female methodof articulation in

order to overthrow the already male dominated structure of language (which of courseategihe

waying KA OK ¢2YSyQa I NI A& | ylexpbitat®ial oménIshasetd G A 2 y I £ S

upon sexual difference and can only be resolved through sexual diffetefice

In response to the restrictive nature of voyeurism, the overlying ohjedtir many women artists

RdzNAYy 3 GKS 22YSyQa az2@dSYSyd &I hizediv@siondithefanls | Y 2 N
nudein an attempt to break ibut of oppressiort? Integral to my contextual overview is an analysis

of feminist artist HannahVilke, who used her own nude as an artistic mediungtestion the

O2y 4Nl RAOGUAZ2Y 0S06SSy a2 O0OAS (sastved realitptisNar & £ & 2F A F
inextricable association with the movement which links her to some of the key feminist theory

SIZNNR dzy RAy3a (GKS 1tnQad 5SaLIAGS akeSiddmagerigbatedasS Ay I |j dzA

® SHEGSNI2Y S WI 2 ¢ Visidy FémabFényinisin 8n2l Ar@an AytholpgRobinson ed. p.257.
27 1a;
Ibid., p.252
| uce IrigarayThis Sex Which Is Not OfNew York: Cornell U.P., 1985) p.69.
2 fAGSNIt SEIFYLXS 6SAYy3 CNBdzZRQa RSa@BBALIIAZY 2F (KS
% This oppositional viewpointis al$dS Y2 y 4 i N} 6 SR o0& [ dzO0& [ AL} NR 6KSy &aK$
2LIJ24aAy3 42YSOKAY3I R2 &2dz SYR dzLJ 60SAy3I RSTFAYSR o A
AY WCSYAyAald LaadzSa Ay /2yG0SYLEZNIWRR: ! NIQ ! dzZRAZ2 ! a
<http://www.tate.org.uk/audio-arts/volume4/number-1> [Accessed: 15 February 2016]
B[ dzOS L NRA I NI &3 e liigizlayt Reatidedl. BladrgaretSWiiBoyd(@xford: Bigckwell, 1991)
p.32.
¥ SGGUSNI 2y T WI 2 g Visily Fénmabr&nyisni ah@Arttan AnghologRobinson ed. p.251.
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highly contested feminist debate, and suddenly personal endeavours became political ones. One of

her most prominent works$.0.§ Starification Object Seri€$975), consists of Wilke acting out the

poses of a glamour model, having stuck numerous vulvic forms made out of chewing gum to her

naked body to symbolise the degradation of women within commodity culture. Relating to Irigaray,

Wilke sought to create a imuely feminine artistic languagéa L dza SR G KI G 6 KA OK NBO
vagina, as a source and symbol rather than a joke. Nobody cringes when they hear the word

LIK I £*Hawewert Wilke was subjected to feminist criticisms. Suspicious of her supposed
YIENODAZGAAAYE WAdZRAGK . I NNE FyR {lIyReé& CftAGUSNN¥YIY RA
GAY | aadzyAyda GKS O2y@SyiArzya aaz20AFriSR gAGK | 3
Of SINX LG aSSvya KSNI 62NV REYRZ *8zdic KENJY ®2 NOAYy3I GKI

Thus it was argued that certain methods of representation would simply place the female nude back

in the restrictive position in which it already existed. Mulvey notes that:

Feminist aesthetic theory became, itself, fascinated by thegenand by analysing the

image, turning away from the problems of the real, influenced both by the impact of
semiotics on contemporary culture and the revulsion against realism that characterised in
the late 1960s and 19708.

Therefore a conflictvas create in which aemale subjectivity has been eradicated in favour of the
SyOo2YLJ} aaAay3d YIS 3FLTSY a! FSYAyA&Ad ONRGAdzS 27
gKAOK GKS O0G 27F @ASgA Y Bhasthérai@dbgen pidblenfag forr 6 Sa YI £ S
feminist theorists to support the production of the female nude within feminist art, due to an

understanding that so far, the language by which to read the female nude is weighted with male

values® meaningthat it may not be read in any other thaa male context. Howeveit is

counterproductiveto base feminist criticism oa wariness opre-existingstructures of

representation over subjectivitywhen analysing a femist artworkdue to the fact that theaude has

now been given a voiday the arist. *

¥ Hannah WilkeA Retrospectiv€Columbia, University of Missouri Press, 1989) p.46.
* Wannah Wilk@The New Common Good Magazitssue 11 taken from the MAKE archive.
* Amelia JoneBody Art: Performin@he SubjedfMinneapolis: University of Minnesota Press, 1998) p.172.
% |Laura MulveyVisual and Other Pleasur&ondon: MacmillafPublishers Ltd, 1989) xxii
37 i
Ibid., p.252.
% Rose Garraréh conversation with Marion Roberts (of Birmingham P@&884 URL:

<http://www.rosegarrard.com/vaso_di_pandora.htim[accessed: Z%January 2016]

UleayREFE bSIFRI WCNI Y ATYieFerate Sluder® Ghiscerfity anceSexdidlity,6 Y
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Wilke, as well as numerous other femalé¢ists, endeavoured to modifgpproaches to

representation by refusing to simptopy nethods of art productionvhich had previously been

RSSYSR Wadz00S&aa¥TdzZ 3Q 0dzii ¢ K kaOt TidinRto indoda® NB & G NR Ol
mediumssuch aphotography photomontageand performancewas a means of calling into

guestion the social construction of gender whilst bringing-swlfcant ideas of femininity into the

artwork *° Most significantly itwasMB dzS8 R G KI G 62 YSy Qa LiSleeF 2 NX I yOS | N
{ OK Y S Sindrigf Sciol(1975) succeeded in subverting the male gaze becaugeit& 6 SR WA Yy (K
Y2YSYGzZQ HotR oINERIYS ARSIf A44SR WogK2fSQ RSLIAOGAZ2Y A
between the internal and external body. This presentation of the female biadhn interchangeable

new stateis what was said to prevent its fetishisatidn.

If this is the case and performance is the only method by which to successfully bypass issues of

voyeursm, female artists would be severely limited when wishing toaepbther art forms. What
aboutperformances which are documentgdrough photographysuch as S.0?®o0es this change

of mediumrevert the work back into object(s) subjected to fetishisatioml perverse acts of

ALISOGI G2NBAKALI LINPYAYSYGd Ay GNIRAGAZ2YEFE NI T2 NY3
able to relish the object at his chosen speed, to carry out repeatechieions and viewing

positions2** Feminist theory can thepotentially repress women artists using other art formush

as painting or sculpture tdepict the nude: the opinion of them being objectifying methods

O2y NI RAOGA GKS IINIAaGQAa gAff>x oKAOK aKS akKzdzZ R

Thiscreated divise Y Ay 62 Y Sy Q& -rhakigNSivia Bdvéhschen fuggkesiélihat as a
FSYFES FINIGA&AGT @2dzNJ FANRG 2LIA2y Aa (2 FAdaGSYLIW
back on the wider issue that women are unequally represented dulkeeio gender. To deny

St SySyia 2F @2dz2NJ 26y ARSyGAGe o@SNdzFBYWH t ISy & EALIBING
repressive, but also the only way to be understood and accepted by a masculine viewpoint.

Contesting this, it is possible to explorddJSOA FAO WFSYlI f SySaazQ odzi 2yt e
your efforts may be overruled by the male gaze and the imagery may yet again fall under the control

of patriarchy, resulting in rebjectification and conformation to the male version of the female

nude® Many criticisms of Hannah Wilke rely on this argument wvprthat the work is degrading

“°Nochlin, p.29.

* Nead,pp., 6970.

*1bid., p.68.

BIAEOAL . 20BFRBKISYCS WLYA Y S FemBianiAr-Bhéoky O\ Anthologyh 19680 A Y

2000 Hilary Robinson ed. (Oxford: Blackwell Publishers, 2001) p.302. This idea is also vigorously reinforced
throughout Judy Chicag@hrough The Flower: My Struggle as a Vdamrtistd [ 2 Y R2YY ¢KS 2 2YSyQa
1982)
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often attacking the use of her naturally beautiful body in reinforcing unrealistic ideals. Roberta Smith
RA&aYAaasSa KSNI g2N) 2 ye thiaktBe adistsientiusiastic exploitdtion ofhér & £ A G {
26y RINJ] KI ANXBoRevéel,Z@dl the gofioh thabWilke & 6V3i 12 &iGak Bedzt Q

equated withthe factthat the views of these critics have been constructed through the Male Gaze,

which fetidiizes the female body. Proven then is how sistjaithese criticisms are due to the fact

that, as previously suggested by Bettertargmenoften have to adopt a masculine viewpoint in the

production and consumption of images, which shows that they araldepof oscillating betweea

maleand female perspectivéf Wilke is able to acknowledge the difference between being purely

an object of vision and an object of her own experience, so should her female spectators.

Neither Wilke nor her counterparts ingoorated the nude into their work as a passive object of
KSGSNRaSEdzat YIES FlryidlaeT AyaidSIR AdG éFa&a G2 0N
for a direct,femaleresponse to being both surveyor and surveyed. This kind of autobiographical

intervention, previously denied to women, cannot be equated to mascwiags of looking.

CdzNJi KSNX)Y 2 NB X (i vorkidipbrélyardisKistidiis té defigrtaBy®@@ans by which to

positivdy relate toher own image, despite the ideals and degrialas society has igosed onto her
female body. ThR&?FSY I £ S £221Q 2N I+T S gKAOK 2Aft1S KAyda |
brought about the possibilitfor women to create celebratory, positive associations with
themselves® There liesthejusi A OF 1A 2y F2NJ 2 Af1SQa € S@St 2F RA&NZK
I NPdzy R NBaGNAOGADBS FSYAyAald ARS2ft23XS5a RSGSNYAYA

Inspired by and practicing within the movement, artist Judy Chicago also employed celebratory

strategies in order t@ounteract negative connotatiors the female body. Embracing an idealist

stance,sh& I Y2 dza f & dz& S R THe OianddPat(la79)ltoSignEfemalg genitads a

centre point ofspirituality” Criticismsof this work in€ dzZRS | Af 42y YNJF YSNRa | O0Odz
W2 Ny 23N LIRAYR QY #NB 1@DKKQIF NI GAGS (2 |y WIH'RASNIAAA)

“W2oSNIF {YAGKSE WINI +2A865Q ¢KS bSs ,2N] ¢AYSas CNARI
® SGGSNI 2y s WI 2 ¢ Visidy Fénatrénynisin andl ArQan AnpthologRobinson ed. p.256.

“® JonesBody Art: Performing The Jabt, pp.173175.

*"The Dinner Partgonsisted of a large, open triangular table with thirtyne hand crafted place settings made

dzLJ 2F LX FiSax SAGKSNI LI AYGSR 2N a0dzf LJISR Ayid2 @FNRIGA
history.

®KitschNEFSNE (2 + RSAINI RSR Odzf dz2NB s KAOK Aa fAYy1SR G2 7F
4dzOK a4 OKAYlF LIAYdGAYy3a YR SYONRARSNE Ay 2NRSNI G2 02y
of enlightening creative methods containgdA 4 KAy 62 YSy Q& Odz Gdz2NB g KA OK KIF @S L
the realms of domesticity which women have conventionally been subjecte@dantained within Laura

Cottingham, Amelia Jones, eds.SEdzt f t 2f AGAO&Y WdzRé / KAshly@&Qa 5AYyYy SNJI t
Angeles: University Of California Press, Berkley, 1996) p.29.
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However his assnptionthattheg 2 NJ 2 LISNI 6Sa 2y y2 20KSNJ GKIy | a
of a modernist, ad still masculinist, mode of critical evaluation that could view the piece only as a
threattopostd Yt AIKGISYYSy i RSTAYRThis espansesdyggestibiantded A O WIj dz
whole value system in which he analyses art is being tested, resulthig iejection of it* Amajor
feministcondemnation of this type of work is that it reduces female subjectivity to anatomy,
O2y iGN} RAOUAY3I GKS NRAROKyS&aa FyR @I Nordived 2F 62YSy(
concepts of femininitgonstituted wthin patriarchy>> Marjorie Kramer states:
ILINBFSNI G2 FaadyS GKSNB Aa y2 WFSYAYAYS FSadk
FFTUSNI 6S OKIy3adS UKS ¢g2NI R a2 YSY R2y QiU 2LILINE:

a different environment from menUp to now, feminine sensibility has been slave
sensibility>®

However, in order for women to escape subordination, they have tabdish what hasegregated

GKSY FNRY YSy Ay (GKS FANRG LX I OSo® {dz33%ediiSR Aa I
NELINBaAaAOBS ARSIa 2F FSYAYyAyAGeT 08 UWKAOK &akKS I 3
subjectivity which seeks to counteract the symbolic order, despite being bound to it in its

articulation Furthermore, sheloesNBS O2 3y A & S nie&dutibf oarlexeriendeli the® @ur
SELISNASYOS a I g2YLy A& 0 2debtiRgtdtleidesSthatfofanit 2 YS 2 F
women to identify as a feminist in the first place means that, there is on some level, recognition that

there are some shred issues affecting women, albeit negative offe8urely thena possibility for

celebratory images about positive aspects of womanhood, produced with imifgragendato

counteract thenegativeonesshould be allowed?

PIAfG2Y YNF YSNE w5283 CSYAY AnThe Nev@ %ok Tihe®iJanark 1080, | NI A & G A C
sec 2, (in which he implies it does.)

% Laura Cottingham, Amelia Jonedse{ SEdz f t 2f AGAO&AY WdzRé / KA Ol @&Qa 5AYY
Angeles: University Of California Press, Berkley, 1996) p.88.

wdzRé / KAOF 325 W2 2 FemjhisnhAl-TheordAr Anthdbgyd 1968 2000 Rokinson ed.
(Oxford:Blackwell Publishers, 2001) p.294.
5 Robinsonyisibly FemateFeminism and Art: an Anthology.233.

Bal NB2NRAS YNI YSNE W{2Y$S ¢ KReoiEdmirsThdoryAn@Stholbgy 16§ ! NI Q o md
2000 Robinson ed., (Oxford: Blackwell Publish2f01) p.292.

**The same issue is highlighted Rgbinson when discussing Berger in that identificatiath the

KSGSNRASEdZt YItS 3T S8 ys3ts0Ga G2 | O YBettdtédR3IS 62 YSy ¢
WYl 26 52 2 2 Ykibly fedhddreminidm/and Art: an Anthologpbinson ed. pp., 25255.

PYNI YSNE W{2YS ¢K2dz3K { BemmighAGBhdoly ¥ AatholotyNIBER 2000 (bt MO A Y
Robinson, ed. p.292.

% Robinsonyisibly FemateFeminism and Art: an Anthology.234.
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lf 6 K2 dzZaK 2 pdrthl cekbratosy ke tobkd RAFFSNBYy G adtydsS FNRBY |/
eatK Q A RS2t 238 AyiodeWRRAIARS WEKESYWHESRYAYSQ (2 RSLR
the banalityof female anatomy as it isot any more mysterious symbolically than the pha

(penis). Through her prodtion of vaginal imagery she ditbt assume that women hold a uniform
positionagainst patriarchy, but did attempo give the female body a voice for whatdsfso women

could learn for themselves to love what is despidadowever, as we have already seen, Wilke has

0SSy | O0dzaSR 2F SELX 2A0GAy3 KSNEStF FyR I O02NRAY:
OMPT MUY AGCSYAYyA&ld LI AYGAY3d R2S& y20 SELX 2A0 62Y¢

Yets AGKAY GKS alYS GSEG A zmagdkling$emiist padtthy Hade todel A y 3 &
a20ALtte t£S3Ao6f Sz i K?PThisidsagyesiN®dd2 iBligfkhatifieis 8 dot CA 3 dzNJ
an internal butexternal quality, thus the artwork has to act on a symbolic level, much the same way

as the &nguage which articulates feminist theorlg.is hardly surprising thahese kinds of criticisms

have resulted in a level of avoidance towards depicting the female nude with a feminist agenda,

seeing as they only seem teinforceits restrictive positim and creatd  a A G dzt GA2Y Ay GKAC
pleasure in the production of art is lo&tMoreover, to bring the nude back into the realm of the

objective would subject it to the Malea@e, which would end up making it exploitataeyway,

unless a specificgllFemale @z was allowed to evolve. diltaken into account is the need for a

certain amount ofdeliberateexploitation of the nude in order to constitute social and political

change. Wilke reiterates the danger of this hypocritical feminist disputerinvbek Marxism and

Art: Beware of Fascist Feminigh®77) in which she poses topless with a tie around her neck,
SY02ReAYy3I | GRBLAOIfXRBYWYd X2RNA EAl | YOS OA yiad M laft 5 2
to as a women, whilst simultaneously makingoenment on how this sociabnstructionist

approach to the body within feminist politics is now governing over the iteelogies of feminism,

which creates a perilous situation for female artists.

2Af1SQa LI NPBRAO I LILINE I OKerititi@m iniwkigh siyedzid ctiv@ly degdR A Sa |
020 K-ONBWNB 2y | yR ONBFORYFRYy2¥A0Hz OGNEONFANFHZ2T

*"HannahWilke, Hannah Wilke: A Retrospective (Columbia, University of Missouri Press,[il489judy

[/ KAOIF 323 W2 2 Y| y FdminismAIhaodyiArQAnthalodyT 1968 2000/Robinson ed. p.295.

BYNI YSNE W{2Y$S ¢K2 dz3K (i BendsyrArCTBoly K nAatkiolody NLB6® 2000M T MO A Y
Robinson ed. p.293.

*bid., p.293.

% Mulvey, Visual and Other Pleasurgs]28.

®! Linda HutcheonA Theory Of Parody: The Teachings of Twentieth Century Art fiamaon: Methuen,

1985) p.51.
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a condemnation of how the body is regulated. Evident is that it is problematic to equate the very
realprod SYya O2y OSNYyAy3d GKS 02Re& ¢6AGK 'y IKNIAaGIQa AY
representation does not determine realityMimicking the formula of advertising was a means of

forcing a dialogue of feminist issues into the mainstream:

[Tlhiskindofwdld Yl & WSELX 2A0 G(KS FSirAakKraadraO adtets
reproducing its time scale for viewing and reading, echoing its themes ofemiatizism and

violence. However, this is subverted by an edge, an ambiguity and an excess which is too

incisive to sit within the parameters of the gerfre.

2 Xf15Qa adzo2SO0 L2 aAilA 2gucer gl hel parpdy emifis SHe Beflillo t S F S Y A
control ofcallinginto question the legitimacy of cultural norniSHowever, the problem lies in the

possibility that the spectator may not have an adequate understanding of what has informed the

g2 NJ G2 ThigaSiiusionisicieated in which if audiences miss a parodic allusion, they will

then read the artwork like any othewhich could explain twy Wilkewasdismissed for reinforcing

the conventions lse sought ® overthrow. Misunderstandings of context mean that the artworks
effectisa Yy Sdzii NI f ATSR 6& GKS NBTFdzalf 2NJAylFoAfAGe {2
permit the phenomenontoz Y S A v (i % creatiSg\aysifliatién in which some level of feminist

competence is required on the part of the spectator to be able to read the implications of the work

adequately.

wS@SIHEt SR A& K2g GKS YdzZ AL} A Odaiiod of &dtifafiodst | SQa LJ2 & A
artworks¢ meaning they cannot be judged from one particular objective stance. However, the

' YOATdz2dza Yyl GdzNB 2F 62YSyQa NI KFa OFdzASR O02yiN
RA&aOdzaaAzya 2y ¢ KéministQdwrk sedmitanavg evolved Waudigiat Q
appearanceandany real critical awareness of the intrinsic nature of the artwork, or what ideologies

have been used to create it, were Id$Wilke uncovered the hypocrisy present within the dominant

feminist movement and it was through her recognition of this that she kept herself from being

engulfed in the popular feminist culture or consensus of the tifhe.

2 SGGSNIRY =2 WY &y VisidyaFengateFeryfinism and Art: an Antholog§obinson ed., p.256.
%3 Robinson, edVisibly FemaleFeminism and Art: an Antholog{,ondon: Camden, 1987) p.236.

% Hutcheon,A Theory Of Parody: The Teachings of Twentieth CenturyrArs Fo75.

% Ibid., p.84.

* Ibid., p.94.

®" Robinson, edVisibly FemateFeminism and Art: an Anthology233

8 Butler, ed.Wack!:Art and the Feminist Revolution,316.
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The overbearingpften contradictorycriticisns ofcelebratiors of femininity surrounding the
62YSyQa Y20SYSyild O2dA R SELXIAY 6Ké 62YSyteRSI f Ay:S
gAGK (KS (i SRebinsdH ArGu¥skhAthf hase@iticisms had not been conducted at such a

general level then:

[1]t might have been possible to argtieat in certain contexts, and under certain
circumstances, the celebration of femininity is a highly appropriate and useful strategy for
FNIA&dGa 6K2 gAakK (G2 Llzi GKSANI g2°N) |4 GKS &aSsi
| 26 SOSNE SYAINI A yigh hds N@ stopped WBiFed ¥xplghihgithie €ame Reines
and the same kind of imagery time and time again since the 1970s: depictions of the nude do not
have to conform to any of these visual ideologies in order to be read with a feminist agenda or be
placedwithin a feminist context. For this very reason, it could be argued that the feminist movement
has not succeeded because women still feel the need#xmore key themes such as
objectification and the celebration/essentialism of the female nude, aneshaado so in conjunction
with doing justice to feminist theory. Moreover, is there still a need to produce this kind of imagery
because feminist art from the 70s lacks cultural visibility beyond a specific audi@tite®, an
informed objective positioi A 1S 2 Af 1SQa 62dzZ R 6S LI N} Y2dzyd Ay Y
FGadSydAazy (2 FNIg2NJla 6KAOK ff2g FSYAyAad RA&AOC

contemporary mainstream.

% Robinson, edVisibly FemateFeminism and Art: an Anthology234.

“Bovenschg = WL & ¢KSNB | CSY FeminigrdArt-ThSoiytiAo nithbldpl, D9GROEGT c U A Y
Robinson, ed. p.304.
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Figure 1 Sandro BotticelliThe Birth of Venud486. Tempera on Panel, 172.5 x 278.5 cm
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Figure 2 Paul Cézann@he Large Batherd905. Oil On Canvas, 127.2 x 196.1 cm
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Figure 3 Ana MendietaTiedUp Woman 1973, Series of 4 Photographs of Performance
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Figure 4 Hannah WilkeS.O.S Starification Object Serig$975. Series of 28 Black and White
Photographs of Performance, each 12.7 x 17.8 cm.
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Figure 5 Carolee Schneemamterior Scroll1975. Suite of 13 Silver Gelatirir®s taken from
photographs of Performance, each 35.5 x 27.9 cm.
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Figure 6 Judy Chicagd,he Dinner Party1979. Photograph of Installation containing ceramic,
porcelain, textile.

Figure 7 Judy Chicagdhe Dinner Réy, 1979. Photograph detailing section oftialtation
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