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Firstly, the aim of this written piece is to examine the effect of naked women in paintings; if and how it has impacted on and differentiated the gender balance of the art world. It will analyse the significance of historical movements to understand contemporary feminist art; and thus will explore artwork featuring female nudes, which have encouraged female artists to display their bodies. To first understand the theory of Feminism, it will explore the three waves of feminism. Artists related to these ideas, have been chosen due to the historical importance of the movements discussed, such as; Lynda Benglis ‘Advertisement in Artforum’ (1974) and Birgit Jürgenssen ‘Housewives’ Kitchen Apron’ (1974-7). Secondly, it will explain the discourse about women, here related to the control Imperialism had on Orientalism, through which women have been represented through the imagination of the painter. It will aim to understand the effect this has had on different generations of female artists in relation to Feminism and Orientalism. The written piece will link both cultural representations and political movements, and identify whether artworks have the same biases as they did in paintings of the 1800s. Although there is a vast amount of research exploring these themes, such as pornography, in this dissertation, Feminist studies are the main focus.





[bookmark: _Toc500794790]Chapter 1. Theory of Feminism 
In order to understand theories and movements discussed, it is first necessary to have an awareness of feminism. There is a significant amount of research that has been undertaken around feminism, resulting in an array of definitions, although similar, there are variations. For the purpose of this written piece, a definition has been created from theorists at the forefront of feminism theory, defining feminism as a political movement which identifies and opposes sexism, misogyny and patriarchy (Finlayson, 2016) across cultures, races and genders. The political and cultural movement helped promote gender and sex equality for women, freedom for women, and protection from sexual harassment, rape and violence. Feminists are often represented by journalists and other ‘right-thinking’ spokespeople as deviants (Laughey, 2007:102.). Feminists are “’lesbians’, ‘man-eaters’, ‘man-hater’, ‘loners’, ‘extremists’” (Laughey, 2007). According to Barbara Friedan (1992) it goes without saying that these media representations of feminism are false and stirred up by the traditional moralist view that feminists are a threat to social order, family life and human reproduction. Forty years after the birth of women’s liberation movement, there is continuous energy between the 1970’s feminist art and contemporary artwork made by women (Johnson, 2013), whether including their own nakedness or elements of what it means to be a feminist. 
The history of feminism can be split into three waves (Walker, 1992; Humm, 2003) however, other theorists speak of four waves (McRobbie, 2004; Gill, 2007; Tasker and Negra, 2007) relating to specific achievable foci and form a historical timeline. The first wave consisted of the suffrage movement; Suffrage referred to the act of voting and franchise the right to vote, which strongly helped shape ideas about leadership throughout history, and spans from early 1800’s to the present time. 

[bookmark: _Toc500794791]First Wave of Feminism
When the first wave commenced in the mid 19th century, the first women’s rights convention organised by Lucrietia Mott and Elizabeth Stanton was held in the United States of America (USA), and lasted until the mid 1900’s (Aubrey, 2001). The focus of this movement was on women’s right to vote, women gaining civil rights, equal access to education and health care. This wave tapered off during the 1940’s as countries granted women the right to vote, which was one of their goals (Goethals, Sorenson, Burns, 2004:1675). Thomas Wickert (2012) declared the ‘Suffrage’ had contributed to the passing of laws and prevented laws, it intended to provide justice; “Even the most extended system of suffrage has not included all persons” (2012:43). Wickert argues that the movement was for rich to middle class white women, this right to vote most likely did not included the poor or ethnic minorities. In Figure 1, it is recognisable that the women protesting are in fact white, upper class rich women; this is clear by their uniforms and the jewelry. Upon reflection, perhaps this segregation of the classes was in itself, contradicting their own ideology of gender equality and civil rights. 
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Figure 1 Suffrage Procession, The Suffragettes 1911.
Following this wave, in the 1950s, with the growth in consumerism (Rappaport, 2001) and the introduction of the term Housewife, what it means ‘to be a woman’ became the central issue (Laughey, 2007). Simone de Beauvoir in The Second Sex (1949), argues that the work of the housewife proceeds from a ‘negative basis’, that she is a worn-out woman “waging a ‘battle dust and dirt that is never won’, the housewife wears herself out” (Munford and Waters, 2014:84). The woman is considered to wash, iron, sweep, ferret out fluff form under wardrobes- all this halting of decay is also the denial of life (Beauvoir,1949) later echoed by Betty Friedan (1963: 264)
It is urgent to understand how the very condition of being a housewife can create a sense of emptiness, non-existence, nothingness, in women. There are aspects of the housewife role that make it almost impossible for a woman of adult intelligence to retain a sense of human identity, the firm core of self or ‘I’ without which a human being, man or woman, is not truly alive.

Friedan (1963) perceived women to feel alone whilst idealising this term, therefore, portrayed a sense of emptiness, suggesting that a woman is not her true self, that she is ‘a puppet on string’ and not accepting the adultness of the role. In her book, The Feminine Mystique (1963), she identified a fifteen year period after World War II in the United States, when the ‘suburban housewife’ became the feminine ideal upon which American women were expected to build their lives. She writes about this ‘happy housewife’ heroine, a myth perpetrated by media and socially accepted to be the ideal of a respectable woman (Friedan 1963:30). Whelehan (1995, cited in Schippers, 2007), acknowledged the need for women to challenge Hegemonic masculinity- male domination and female intimidation. Femininity it itself was very much seen in a position of demotion in relation to masculinity, with the union of marriage being used as a device to enforce this male dominance (Connel, 1987). In order to create a balance between genders, a neural point considering factors such as protection, safety, welfare of relationships and family is vital. 

[bookmark: _Toc500794792]Second Wave of Feminism
In 1975, at the height of second wave feminism (Laughey, 2007) and as a manifestation of the link between women and the kitchen, the resettlement from second wave feminism came about when many of the legal institutional rights failed. Thus, the Second wave of feminism arrived with the 1960’s and included the Women’s Liberation Movement that campaigned for equal rights on issues such as employment, marital relationships and sexual orientation (Laughey, 2007). This wave was seen as the ‘New Social Movement’ which began in the early 1960’s and lasted well into the late 1980’s. The focus in this wave was on the rights of women in the workplace along with equal salary for equal work in the workplace between men and women. This wave also concentrated on fair opportunities for married women and sharing the same anti-patriarchal values and the same goal of equality between sexes (Laughey, 2007). Although the equal pay act was established in 1969, the discrimination act against women did not settle until 1984. 

[bookmark: _Toc500794793]Third and Fourth Wave of Feminism
Third wave feminism attempted to bridge the gap between second wave politics and the ‘personal choice’ rhetoric of post-feminism by arguing that women’s personal choice must be politically contextualised. The gradual introduction of postmodernism influenced what would become the third wave of feminism which began to develop from the 1990’s onwards. The third wave ideology, focused on a post structuralism understanding of gender and sexuality. ‘Post-feminism’, as it is commonly known, claims that “no singular perspective on feminism can speak for women across the multiple difference of class and race” (Oullette, 2002:318). The failure of the legal establishments of the second wave, including the creation enforcement of sexual harassment policies for women in the workplace, child care services, access to contraception and other reproductive services (including legalising abortion) plus many more, has served as a foundation for the third wave. Since the early 1980’s there has been a continual critique of second-wave feminism. In E. Ann Kaplan’s (2012) book Looking for the other, she identifies women as continuing to develop as a cultural and social category. This suggests that there is already a development for the fourth wave, to which is present to this day, some which think shifted the third wave to fourth wave around 2005. Many have expressed concern on how it differs from the waves that came before, however this wave consists of the rising evolution of social media.

Whilst the internet has emerged increasingly over the years, questions have arisen concerning the amount of internet usage by women, and how technology play a role in accelerating the fourth wave in feminism. In Ealasaid Munro’s (2013) article, Feminism: A Fourth Wave, she argues that the fourth wave has been supported by the internet. Enduring the rise of social media, it has not only impacted but challenged sexism and misogyny. This suggests even to this day, each coming wave, feminists still find women being under-represented, for example the small percentage of seats taken up by women in political governments.  Munro (2013), implies that feminism must not only be progressed in the wave narrative, but also outside, to continue the openness of feminism. 














[bookmark: _Toc500794794]Chapter 2. Feminism in Art 
In response to the four waves of feminism, an era of overloaded identities have expressed feminist art; feminism has been more extensive, reflective which range interesting voices. According to Silvia Bovenschen’s 1976 book, Is there a Feminine Aesthetic?, Art has been primarily discovered by men. Bovenschen (1976), declared that men have neatly separated and dominated the public sector, and that they have defined the normative standards for evolution. Feminism has made a contribution to the avant-garde and / or modernist arts of the 1970’s (Lippard, 1995). In her book (1995) The Pink Glass, Lippard quotes, “Feminism’s greatest contribution to the future of art has probably been precisely its lack of contribution to modernism”. Both Feminism and post modernism have emerged as two of the most important political-cultural currents of the last decade: they have tried to rethink the relation between philosophy and social criticism as to develop paradigms of criticism without philosophy (Nicholson, 1990).

[bookmark: _Toc500794795]Birgit Jurgenssen
In 1975, at the height of second wave feminism (Laughey, 2007) and as a manifestation of the link between women and the kitchen, Birgit Jürgenssen represents her female body that has merged with a kitchen stove to form a new organism (Mörtenböck, Mooshammer 2014:37).
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Figure 2, Housewives’ Kitchen Apron, Birgit Jürgenssen 1974-7.
Jürgenssen’s concept of the female body and kitchen furniture, facilitates double reproduction of mother and housewife. She dared to expose form to the visible reproductive female body, in which to be committed to birth rates and hygiene of marriage and family. She uses her skin, as a starting point for her reflections, therefore is directed by dominant gaze. This impression of a domineering ‘male gaze’ with the female nude as the privileged object of a particular form of capitalist, has enjoyed widespread currency and a revulsion against opening up questions around the nude has succeeded. 

In Laura Mulvey’s (1989) book Visual and Other Pleasures, she claims that male characters are “bearers of the look” (Mulvey, 1989:809), which is aimed (far more often than not) at physically desirable, sexually submissive females. This suggests that through the male gaze, the female body becomes a territory and a valuable resource to be acquired. Thus, the socially defined and culturally mediated forms to which the female body is expected to conform, serve the political and economic struggle over the determination and possession of available resources (Conboy, ‎ Medina and Stanbury, 1977). Subsequently, Mulvey developed a female ‘Aesthetic of Curiosity’, which she linked the female body as a container, ‘Pandora’. The box is assigned to enclose maliciousness and therefore, held under lock and key (Lajer-Burcharth, Söntgen 2016). 

As such, Jürgenssen’s Housewife Kitchen Apron presents woman as object, woman as appliance, woman as receptacle, thus showing feminist art’s role in reflecting, making fun of and highlighting the ridiculousness of the role of women in contemporary culture. The term ‘Scopophilia’ (Mulvey, 1975), which implies ‘pleasure is looking’, also associates with the ‘male gaze’. Which is demonstrated by Sigmund Freudian (1910) theory, by suggesting that ‘pleasure in looking’ is a human instinct that develops in the early years of a person’s existence when they begin to experience control over their sight. Scopophilia is to be directed either by voyeurism, that is linked to sexual attraction, or scopophilic which is linked to narcissistic identification (Nelmes,2003). Jürgenssen’s ‘Housewife Kitchen Apron’, expresses the desire through ‘Scopophilia’. Hence, her intention was to create a mystery of sexual domination, which produces some sort of secrecy from having someone watch her undertaking domestic housework. 



[bookmark: _Toc500794796]Hannah Wilke 
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Figure 3, S.O.S. Starification Object Series, Hannah Wilke, 1974.

Indulging the second wave, Hannah Wilke (1974) used her naked body in a series of images, as her artistic material (Kleiner,2009). Her images are real and metaphorically erotic and unique, which display both pleasure and pain. She takes one step further to use her upper half naked body as a backdrop, with sculptures of vulvas randomly stuck to her using gum (rather than clay), Wilke stating that, “I chose gum because it’s the perfect metaphor for the American woman – chew her up, get what you want out of her, throw her out and pop in a new piece” (Wilke, 1980:77). In this series, Wilke mimics the representation of women (mostly those in advertisements) by posing glamorously, whilst the viewer is distracted by the unpleasant scars on her body. In aid of this, Wilke hoped that women would ‘’take control off and have pride in the sensuality of their own bodies’’ (1989). Her goal was to use the image as an attack on popular pictures of women. As a result of this, the second wave of feminism introduced the ability to express oneself throughout art. 
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Figure 4, ‘Advertisement in Artforum’ (1974), by Lynda Benglis, (who was originally a sculptor), responds strongly in the 1974 art piece to an earlier ad by Robert Morris ‘The ‘Infamous’’ (1974). Both images were intended to highlight the absurdity of the sort of hyper-masculinity that dominated the art world. ‘The Infamous’ (1974), illustrates the artist nude from the waist up, to only be attired in steel chains, studded collar, sunglasses, wrist restraints and military style helmet. 
[image: ]          [image: ]
          	 Figure 3, ‘The ‘infamous’’,                 		   Figure 4,’ Advertisement in Artforum’,
                   Robert Morris’ 1974                                        		      Lynda Benglis 1974.

While her intention was to lure attention to women’s lack of artistic power, this suggests that the by choosing to use her own body in her work, symbolised the reclamation of her power to use human rights as a subject by from posturing seductively. Some of Bengils motivation behind the advertisements was to generate amusement into the feminist art movement, for example the erotic sex figurine; however many critics were not humoured and were infuriated by the images and realised she is eager to make of the divisions of both genders (Allen,2011). This shows, that even though the act of denunciation of the male-dominance was implied, it wasn’t appreciated by everyone, especially by feminists at the time (Smith, 2011). 

During the late 1960’s and early 1970’s, feminism fundamentally changed contemporary art practice, critiquing its assumptions and radically  altering its structures and methodologies ( Butler, Mark, 2007). However, questions have been raised on what exactly that contribution is and how important it has been. Based on the controversial posters from ‘The Guerrilla Girls’, it goes without saying the impact they have made on contemporary art. ‘The Guerrilla Girls’ were activists in the feminism movement, in which they promoted humorous visuals and outrageous facts to expose gender and ethnic related problems, to gain equal access in political art, pop culture, film, and music. Having encounter the mass media on their own ground with a ‘hidden agenda’, as they put it, their determination fights the unfair and shocking image the media portray women as. They monitor the scene and expose the shameful statistics at a fast working pace. Receiving which have been known craven apologies as well as outraged self-justifications (Lippard,1995), this proves that their work is being acknowledged from their targets.
[image: ]
Figure 5, ‘Do Women Have To Be Naked To Get Into the Met. Museum?’ The Guerrilla Girls 1989.

The (1989) ‘Do Women Have To Be Naked To Get Into the Met. Museum?,  demonstrates how they visualised and challenged exposure of women within the industry. More importantly, by expressing a women wearing a fierce mask of a welfare animal, positioned in a vulnerable ‘naked’ pose, they grimace on that fact that women are the object however still control the male gaze by passively producing the desirable image (Hopper,2015). On the contrary, not all women artists focus on intimidating the male gaze through deliberate naked posters, but some do focus on alarming domestic imagery. Specifically, feminist artists can express themselves and their focus movement on art, often screening to be taking off from, rather than getting off on, implications of floors and brooms and dirty laundry. They tend to use imagery that they are fond of and see a lot of throughout media, however this impacts their vision because it’s there and they can’t escape it (Lippard, 1995). Lippard (1995), identified that one of the feminist goals is to reintegrate the aesthetic self and the social self and to make it possible for both to function without guilt or function.

‘’Feminist art raises consciousness, invites dialogue and transforms culture (Raven,1988:24)’’. Whilst Feminist artists have actively changed society (Kimball, 2005), one of their achievements has been to draw attention to the stereotyped gender roles which appear in art, advertising and the media. Barbara Kruger’s famous print entitled ‘Your Gaze Hits the Side of My Face’ lures attention to the fact that the male gaze can present expressions of dominance or hostility, and a form of harassment. Kruger challenges contemporary art by stating that, “I do not think of art per se, I think of words and pictures.- If those images on the street are seen as pictures with words on them, then that’s what they are” (quoted in Nairne 1982:157). Kruger’s conflicting slogans, has been persistently criticised, quoting her art indistinguishable for advertisement found on the street. Moreover, making women aware in complex ways, it seemed was a duty as a feminist artist, in different scenarios which related to the mass culture. The layout technique Kruger uses in this art piece, is more often than not, used to sell consumer goods (Kleiner, 2009). She subverts the usual male gaze via accepting that it is there, to which then prevents the piece becoming a product or object. However, from using the powerful implement which is the assistance of text and language, Kruger exposes the undermining myths of women that the media usually reinforce. The feminist art movement has not just challenged the way women were viewed as artists and subjects in works of art, but also women confronting their subordinate roles in society. 
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Figure 6,  Your Gaze Hits the Side of my Face, Barabara Kruger, 1981.







[bookmark: _Toc500794798]Chapter 3. Orientalism 
The social and cultural construction of geographical identities, is usually influenced by power. “This affects national identities and cultural geographies, such as the ‘East’ and ‘West’ in Orientalism” (Blunt, et al 2003:10).  Orientalism has established a set of divisions in which the Orient is characterized as irrational, exotic, erotic, despotic and heathen, thereby securing the West in contrast as rational, familiar, moral, ethical and Christian (Reina Lewis, 1996: 16). Indeed, Edward Said identifies Orientalism as a European Invention. To first understand Orientalism as a discourse, ‘Imperialism’ needs to be asserted for. The divisions between the East and the West, can only be indicated with imperialism; meaning that the political and economic framework has not only confronted one another, but the difference power had made, which defined cultures and borders of the world.

According to French theorist Michel Foucault, discourse is a way of thinking about relationships between power, knowledge and language (Blunt, et al., 2003). However, the concept has developed vague, either meaning almost nothing, or being used with more precise, but rather different, meanings in different contexts. The theory of discourse, Foucault (1980:117) defines as “a group of statements in so far as they belong to the same discursive formation; it is made up of a limited number of statements for which a group of conditions of existence can be defined”. However, Said (1990) identified directly connected Orientalism through discourse, on how ‘the West’ statements and languages about ‘the East’, what is said about ‘oriental mind’, ‘the oriental landscape’ or ‘oriental despotism’ and how it is defined (Blunt, et al 2003:11). He directs it to the power relations of colonialism and imperialism; specifying the forged relationship between ideas created in the discourse of Orientalism as either ‘West’ (the colonisers) or ‘East’ (the colonised) (Blunt, et al 2003:10). This demonstrates how the East had been ‘rescued’ by the West, saving it from exotic beings and a reversed way of living. The very premise on which culture was produced and interpreted in nineteenth century France and Britain was based on the construction and exclusion of a radicalised and, in this instance, Orientalised other (Lewis, 1996:12). Said (1990) argues that Orientalism was and is a discourse in which the West’s understanding about the Orient and indissolubly bound up with its control over it. “If women are ambiguously present within the discourses of Orientalism, they are just as ambiguously present within the discourses developed to expose and oppose Orientalism” (Said, 1990:12). They are finally ‘Orientalised’ with Said’s terms into the perceptions and the language which express, the uses men have for women within exploitative societies. Lewis (1996) explores the deconstruction of the superior Western. This signifies that the subject does not mean to replace a unified white male Western subject with a unified white female subject, but conflicting positions inherent in those terms to ‘disentangle’ the ways in which representations of an Orientalised other simultaneously undercut and influence to imperialist ideas and policies (Lewis,1996:26). Developing two authoritative sources which refers to the discourse of Orientalism, indicates how the orientalist discourse has been reproduced through the eras of writers, which implements the power it continues to carry on.

The Orientalism of the feminist discourse, prejudged the way it constructed oriental patriarchy and developing the world itself (Kennedy, Lubelska and Walsh, 2005). Throughout the eras, female nudity has constantly held a significant place in art; female corporeity is intensely visible. This has had a major impact on oriental woman, particularly by how they were depicted in paintings by artists, such as French painter Jean- Léon Gérôme. Gérôme’s (1879) ‘The Snake Charmer’, convinced viewers that works of art like these, were simply reflections of an Oriental reality (Pinder,2013). Paintings like this portrayed woman of the East, as being erotic and backward; as Cheris Kramarae and Dale Spender quoted, ”Arab women would be photographed in a studio, set up and as if it was taken in real life” (2000;1118).
[image: ]
Figure 7, The Snake Charmer, Jean- Léon Gérôme (1879).
Said indicated female Orientals remain the persons of a male power- fantasy: “They express unlimited sensuality, they are more or less stupid, and above all they are willing and submissive” (Said, 1978:207). Evidently, women were sexually exploited, and pleasured French men fantasies, which then allowed access to view Arab women’s private spaces. “From a feminist point of view, this purpose can be claimed to be essentially male pleasure, concomitant social benchmarking and commercial profit” (Ponterotto, 2016:134). In order to avoid an account that disregards women as agents and readers, Said (1990), assumes women are amongst the readers of [his] work, therefore must include women as mediators in Orientalism without losing the complications of their relationship to domestic discourses on both sides of the Orientalist divide (Lewis,1996). Likewise, Lewis (1996) echoes by stating historical studies have explored Western (mainly middle-class) women’s experience of, and involvement in, imperialism. The sexual use and productivity of women are recognised to seem equivalent to their actual presence and their consciousness. 

Anne McClintock (1995) states the power emerged from a process with alternative forms of authority, knowledge and power, follows the tradition of postcolonial theory. However, McClintock (1993: 61) argues the under-theorised gendered dynamics of male theorists in the maintenance of nationalism and imperialism. She claims that representations of national power depends on the construction of gender difference, and can be seen in discourses where women are seen as bearers of national traditions and men as progressive agents of national modernity. 
At no point is there a plane or an outline where the eye may wander undirected. The arms surround the body like a sheath, and by their movement help to emphasise its basic rhythm. The head, left arm and weight-bearing leg form a line as firm as the shaft of a temple.( Clark, 1956).

In this quote, Clark intends to unravel an aesthetic, that has structured the representation of the female body in western art.  For Clark, the category of the nude always holds within it a theory of representation, therefore expresses the nude as a body produced by culture. 

Edouard Manet’s nineteenth century painting Olympia 1865, is an accurate example of responding to Orientalism, and refusing any category of gaze. Figure 8 displays a nude figure, seen as an erotic object offered to the man's gaze, to his illusory knowledge. Accordingly, as John Berger (1972: 56) has perceived, "almost all post-Renaissance European sexual imagery is frontal-either literally or metaphorically-because the sexual protagonist is the spectator owner looking at it”. Olympia’s erotic pose (displayed like a prostitute), is valuable not for its individuality nor the marks of her fleshly physique, but for its supremacy of these marks in a dignified language, intended to feed male fantasies while it erases any potentially threatening signs of woman's desiring prejudice (Bernheimer,1989). Additionally, T.J Clark (1984) refers Olympia as refusing to be read, according to the established codings for the nude, and take her place in the imaginary. Berger points out that the nude is essentially dehumanising because “a naked body has to be seen as an object in order to become a nude” (Berger, 1972: 54). And yet, Kenneth Clark, a traditionalist, would agree with Berger to some extent, given that Clark states Manet’s Olympia, “to place on a naked body a head with so much individual character is to jeopardize the whole premise of the nude” (1956: 225). The black servant in this picture, demonstrates Manet’s reference to sexism and racism, and at the time slavery. In addition to Orientalism, Manet rejects, making effort by placing different social classes and races in one picture. Furthermore, refusing the black servant to be nothing more than just an immigrant. By challenging Orientalism, he had made a historical statement, via shutting down the sociology of race and ethnic relations. 
[image: ]
Figure 8, Olympia, Eduoard Manet, 1863.
Manet’s painting, has had a generous amount of criticism. Clark on Olympia; ‘’By Nakedness, I mean those signs – that broken, interminable circuit- which say that there are nowhere but in a body, constructed by it, by the way it incorporates the signs of other people’’(1956). He described Olympia as a meeting in discourses on art, class and female sexuality. Both Clark and Berger suggest the naked body on display is more of focus point for sensual attention, rather than a piece of art representing the beauty of a woman. Perceiving, Olympia as an object, proposes that she can be seen and touched by anyone that desires her, appropriate to her position she poses in. To review, Orientalist art supplied French audiences popular images which frequently flaunted erotic female bodies, such as Olympia. Based on these findings, it demonstrates how the female nude has been presented and challenged at such an historical period, and which has demonstrated problematic. Many artists were influenced by painting conventions, by setting ‘guidelines’ and ‘boundaries’ to work within, however it formed a dialogue of collective understanding, which then provides given interpretations to the artist. Once these conventions are challenged this can help distort the predictable understanding of the figure in the art piece.
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           Figure 9, Madonna Nursing the                                     Figure 10, Self Portrait/ Nursing,  
             Christ Child, by Master of the                                                Catherine Opie (2004).
     Legend of the Magdalen (15th Century).

It is without a doubt that that Catherine Opie’s Self Portrait/ Nursing (2004) is a contemporary artwork highly influenced by Master of the Legend of the Magdalen Madonna Nursing the Christ Child (15th century). One could say that there is nothing feminine about Fig 10 (Raymond,2017), due to the short hair, butch and solid arms she shows off, and lack of pearls, long flowing hair and slim waist. Though her stereotypical scars, tattoos and masculine body may suggest lesbian sexuality, Opie responds by showing that women who are similar looking to men, can still be woman-like and show off femininity. While the picture of herself breastfeeding her son should show joy of new motherhood, the faint scar ‘Pervert’ embedded on her chest, was intended as a dispute with politicians who sought to overpower queer culture in 1990. Although it is not obvious, Opie does indeed express femininity honestly: the word feminine originates from the Latin “to suckle, to give suck” to feed the breast (Raymond,2017). This is exactly what she is doing in this image. The male dominance maintains the assessment that would view the feminine; which includes the awareness of physical desire. The picture is perceptibly encouraged by the Madonna paintings, for example the rich, red cloth draping behind the mother. During the Renaissance period, in paintings such as Madonna Nursing the Christ Child (15th century), the female was depicted by pleasuring in accordance to physique; with their breasts’ small in comparison to her body size (Partridge, 2015). It is arguable that this was how the female figure actually looked, however physiological studies might contradict with this; the larger the woman, the larger her breasts. Opie has informed the art world with her feminist account, by using her female voice to signify importance. By responding visually to a fifteenth century painting, Opie evidently carries on a generation of repeated female corporeity which is powerfully visible. More importantly, this could suggest she is snubbing orientalism by proving the difference in appearance and geographical individuals should not be theme of discussion. These factors contribute to the whole idea of feminist art; her arrogant appearance in the picture demonstrates the uniqueness she is setting for the next generation of female artists.

Liz McQuiston states that "One of women's greatest instruments for visual shock has been the female body itself, assigned political status for the first time by the Women's Liberation Movement in the 1960's. As the female body had been so often stigmatized, exploited in the misogyny, women suddenly took a firm stand and began to use their bodies to make political statements" (1997:14). Cindy Sherman (as many other female artists) reiterates Mcquinston’s quote by using her body in her own work to create a series of iconic films. In Untitled 97, Sherman portrays herself as vulnerable, by gazing directly at the camera. As a result, this leads to frustrated desire on the viewer’s part for possession through visual knowledge (Manchester:2001). 
[image: ]
Figure 11, Untitled 97 Cindy Sherman, 1982.
Although Sherman implied protection (by gently embracing the red cover), she shelters into the dark shadows out of which she looks defiantly back at the viewer, rejecting objectification. She received much negative criticism for the vulnerability she offers in this film; contemporary feminists reading interpreted them as victims of male assault (Manchester, 2001). Perhaps so, the pressure forced on women to obey satisfying the dominant sex has helped forge an identity on the female artists and contribute to shape her character, “Her own sense of being in herself is supplanted by sense of being appreciated as herself by another” (Berger, 1972:46). In Sherman’s case, detecting and responding the need and desire from the masculine gaze, she serves no form of her own whilst slaving the non-existing self; this highlights that individuality can get lost in the interpretation by the filters and facades that society clothes females with. Figure 11 portrays a similar message to Fig 7. Sherman’s pose in this photograph, is a staged reflection of orientalist stereotypes. As Sherman’s set up space is a radical response to 1800’s orientalist paintings, the technological repeat has echoed skillfully by manipulating the message, using photography. 













[bookmark: _Toc500794799]Conclusion
Based on the ideas and evidence collected throughout this piece, I have shown that artworks have not changed much over the last century, in regards to the nude and nakedness of women. It is clear to say that throughout art history, many different approaches towards the female nude and feminist views in art have been witnessed. Feminist artists that have reacted to social media’s view on women, prove that there is evidence as each decade goes by, women produce messages through art, due to a society that has become overloaded with sexual media. Traditional female nudes in art, have started to lose their ability to disturb and arouse; however it is astonishing that over the decades, the genre of the nude female is still widespread and is continuously being investigated by a new generation of artists in their own unique ways. It is the representations of women in art, whose bodies are sexually exploited for other’s approval, that keeps feminism in art a continuous topic for discussion. To my knowledge, at present, there is no evidence to show how Orientalism has influenced feminist art. As a result, the findings from this present research has given an incentive to further expand knowledge in future studies and artwork. 
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