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Denizin Ustiinde Bir imza: Giilimser Aral Uretmen
ve Arsivin Goriinmez Kadinlar:

A Signature on the Sea: Gulumser Aral Uretmen and
the Invisible Women of the Archive

Omer Durmaz
Dokuz Eyliil Universitesi, Glizel Sanatlar Fakiiltesi, Grafik Sanatlar Béliimii Ogretim Gérevlisi

ingilizceye ceviren / Translated into English by Nil Abik
Ceviri diizeltmeni / Translation proofreader Alisha Erézer

“Arsiv tozu, yalmizca eski kagidin kokusu degil, bir donemin hangi adlar:
sakladigini ve hangilerini kenara ittigini de fisildayan bir isaret.”

“Archival dust is not merely the scent of old paper; it is also a whisper of
which names an era preserved and which it pushed aside.”
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Glizel Sanatlar Akademisi Afig Atolyesi, “3 Mart Balo” hazirliklar, 22 Subat 1951. Fotografta soldan saga: Namik Bayik, [?], [?], [?], Gulimser Aral, [?], [?], [?],
[?], Gevher Bozkurt, Ayhan Akalp, [?], [?], [?].

Poster Workshop of the Academy of Fine Arts, preparations for the “3 March Ball,” 22 February 1951. From left to right: Namik Bayik, [?], [7], [?], Glilimser
Aral, [7], [?], [?], [7], Gevher Bozkurt, Ayhan Akalp, [?], [7], [?].
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Arasgtirma-inceleme / Articles

Ozet

rin tarihyazimindaki goériinmezligini Giilimser

Aral Uretmen (1929-2022) 6érnegi iizerinden ince-
ler. Bab-1 Alide lise yillarinda baglayan moda gizimle-
ri, Devlet Giizel Sanatlar Akademisi Afis Atdlyesinde
yangin sonrasl kosullarda edinilen atélye disiplini ve
1950lerde Denizcilik Bankasinda kurulan kurumsal
gorsel dil, mikro-tarih anlatisinin omurgasini olusturur.
Sozli tarih goriismeleri, aile arsivi, personel sicil kayit-
lar1 ve gazete kupiirleri birlikte okunarak Tessam’, ‘nes-
riyat’, ‘halkla miinasebet’ gibi arsiv etiketlerinin, tasarim
emegini nasil gérilnmez kildig1 gosterilir. Uretmen'in
1952de bir banka afisiyle 6diil almasina ragmen kanon-
da anilmamasi, arsivlerin arama s6zligi ile tasarim ta-
rihinin kanon kurma pratikleri arasindaki gerilimi gorii-
nir kilar. 1960 sonrasi yurtdisi yillar: ve bakim emegi, bir
‘vetenek kaybindan cok bir ‘goriiniirliik kaybi' olarak
tartisilir. Calisma, kadin tasarimcilarin ‘yok' olmadigini;
yanhs ¢ekmecelere, yanhs unvanlara ve katalogsuzluga
itildigini savunur ve kataloglama sistemi ile arastirma
protokollerine doniik somut 6neriler sunar. Son olarak
bu dosya calismasi, tasarim tarihinin yalnizca tiriinlere
degil, kayit bicimlerine de bakmasini 6nerir.

Bu makale, Tiirkiyede kadin grafik tasarimcila-

Anahtar Kelimeler: Kadin Grafik Tasarimcilar, Tasarim
Tarihyazimi, Arsiv Arastirmasi, S6zIi Tarih, Bab-1 Al,
Denizcilik Bankasi, Efemera, Kurumsal Arsivler

Giris: Kanonun Disindaki Isimle
Karsilasma

Kadin grafik tasarimcilarin tarihi izerine ¢calismaya bas-
ladigimda elimde bir ‘biiyiik plan’ yoktu. Birkac isim ve
is vardu. Bir de ¢cogu zaman erkeklerin adlariyla yazilmis
bir tarih vardi. Ben o tarihin disina tasan adlar1 aradikca,
‘disarisimin ashinda koca bir alan oldugunu fark ettim.

Arsiv tozu, yalmizca eski kagidin kokusu degil, bir déne-
min hangi adlar1 sakladigini ve hangilerini kenara itti-
gini de fisildayan bir isaret. Bazen tek bir kupiir kenari,
kalin tarihyazimi ciltlerinin yapamadigini yapiyor: Adi
bir kere yaziyor ve gerisini bize birakiyor.

Cikis noktam basit bir gdzlemdi: Tiirkiyede grafik tasa-
rim tarihine dair yayinlarda kadin adlar1 ya yoktu ya da
cok sinirliydi. Oysa ayni donemlerde kadinlar resim, se-
ramik, tiyatro, hatta yayincilik ve gazetecilik alanlarinda
goriiniir bicimde iiretim yapiyorlardi. Grafik tasarim ve
illiistrasyon s6z konusu olunca sanki perde kapaniyordu.

Bu perdeyi aralamak icin li¢ yontemi birlikte yiriit-
tim: S6zlii tarih ve yakin tanikliklar; efemera takibi
(afis, brosiir, takvim, dergi sayfasi gibi ‘glindelik’ tasarim
kalintilar1); kurumsal arsiv arayisi. Her biri bagka bir
kapiy1 acty; ama her biri baska bir duvari da gosterdi.
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Abstract

graphic designers in Tiirkiye through the case of

Giiliimser Aral Uretmen (1929-2022). Uretmen’s
early drawings produced in Bab-1 Ali, the discipline she
acquired in the Poster Workshop at the State Academy
of Fine Arts, her contribution to establishing a corporate
visual language at Maritime Bank of Tiirkiye through-
out the 1950s, and a professional practice interrupted
by years spent abroad are reconsidered through both
the traces preserved in archives and the gaps they leave
behind. The text draws on multiple types of sources—
oral history interviews, a family archive, institutional
personnel records, period press clippings, and personal
correspondence—while making visible the difficulties of
accessing sources, the silences within documents, and
what ‘unfound’ information signifies for historiography.
The aim is not merely to add a new name to history, but
to render visible the search vocabulary of design history,
the effects of job titles (artist / graphic designer / graphic
artist), and the ways in which the canon is constructed.
The final section points to possible directions for the
future of women'’s design historiography in Tiirkiye,
including the alignment of dispersed archives, collective
indexing, improved access to institutional records, and
the expansion of oral history networks.

This article examines the invisibility of female

Keywords: Women Graphic Designers, Design Historiog-
raphy, Archival Research, Oral History, Bab-1 Ali, Mari-
time Bank of Tiirkiye, Ephemera, Corporate Archives

Introduction: Encountering a Name
Outside the Canon

When I began to work on the history of female graphic
designers, I did not have a ‘grand plan’ at hand. There
were only a few names and works. There was also a
history that had mostly been written in the names of
men. As I searched for the names that extended beyond
that history, I realised that the ‘outside’ was, in fact, a
vast field.

Archival dust is not merely the scent of old paper; it is
also a whisper of which names an era preserved and
which it pushed aside. At times, the edge of a single news-
paper clipping accomplishes what the weighty volumes
of historiography cannot - it writes a name once and
leaves the rest to us.

My point of departure was a simple observation: in
publications on the history of graphic design in Tiirkiye,
women'’s names were either absent or extremely limited
in number. Yet during the same periods, women were
visibly active in fields such as painting, ceramics, thea-
tre, and even publishing and journalism. When it came
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Sozlii tarihin en biiyiik avantaji, resmi kaydin bos birak-
t1g1 yerleri ‘ses’le doldurmasi. En biiyiik riski ise sesin de
zamanla degismesi. Ayni olay iki farkl tarihle anlatan
bir hafiza, aslinda bize yalnizca olayin tarihini degil, o
olayin yasam icindeki yerini de anlatir. Uretmenle ilgili
calismamda bu ikili durum sik sik karsima gikti.

Meshurun degil, mechuliin izini siirerken kanonun di-
sindaki adlara dair ilk ipucu, cogu zaman biyiik bir
‘kesif’ an1 gibi yasanmiyor. Daha ¢ok, bir arsiv yigininda
kiiciik bir climle, bir dipnot, bir kupiir kenari... Benim
icin o kiiciik ciimle, Abidin Daver'in Cumhuriyet'teki
yazisinda “(..) Denizcilik Bankasinin afiglerini yapan
bayan Giiliimserdir” ifadesiydi. Bir banka afisinin {ire-
ticisi, hem de adiyla, iistelik ‘bayan’ diye 6zellikle belir-
tilerek kayda geciyordu. Buna ragmen tasarim tarihinin
ana metinlerinde bu ad yoktu. Bu ¢eliski, arastirmanin
baslangi¢ sorusuna doniistii: Arsivde adi olan bir kadin
tarihyaziminda neden ‘yok'tu?

Bu metin, o sorunun pesinden gidiyor. Bir yandan Uret-
men'in biyografisini detaylandiriyor; diger yandan bu
biyografiyi miimkiin kilan arastirma araclarini, kismi
bulgular1 ve kag¢inmilmaz bosluklari goriiniir kihyor.
Ciinkii kadin tasarim tarihi, cogu zaman ‘tam’ bir arsivle
degil; kirik dokiik, birbirine eklenen parcalarla yaziliyor.

Kadin tasarimcilar ¢ogu zaman yok degil; adlari, unvan-
lar ‘tasarimcr’ ve liretimleri de ‘tasarim’ diye okunmadi-
g1icin arsivin yanlis cekmecesinde kaliyor.

Tiirkiye Olceginde Goériinmezlik: 1970'ler
Esigi ve Erken Dénem Aragtirmalarinin
Onemi

Tiirkiyede kadin grafik tasarimcilarin goriiniirliigi
19607larin sonu ile 19707lerin basindan itibaren bagh-
yor. Diisiindiigiiniizde, 1970'ler olduk¢a yakin bir tarih
aslinda. Kadinlar 70'ler boyunca ¢agdas grafik tasarim
pratigi icinde varlar; 19807lerden itibaren daha gorii-
niirler; 1990'larda uluslararas: platformlara cikiyorlar;
20001erde hem sektérde hem iiniversitelerde giiglii bir
agirlik kazaniyorlar. Bugiin grafik tasarim béliimlerin-
de kadin 6grenci sayisi cogu yerde daha yiiksek ve aka-
demik dagilim da béyle. Buna ragmen, yakin tarihte bile
kadinlarin yeterince anildigini séylemek zor.

Bu tabloyu geriye dogru okudugumuzda ©6n-tarih
(pre-history)’ arastirmalarinin 6nemi ortaya cikiyor:
1970 Oncesinde gercekten kadin tasarimci yok muydu?
Yoksa meslegin adi, tanimi ve kayit bicimleri degistigi

Abidin Daver, “Hem Nalina Hem Mihina: Reklamlara Dair,”
Cumbhuriyet, 19 Kasim 1953, 2.

1
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to graphic design and illustration, however, it was as
though a curtain fell.

In order to draw back this curtain, I pursued three meth-
ods simultaneously: oral history and close testimonies;
the tracing of ephemera (such as posters, brochures,
calendars, and periodical pages—everyday' design
remnants); and the search for institutional archives.
Each opened a different door, yet each also revealed
another wall.

The greatest advantage of oral history lies in its capacity
to fill, give ‘voice’ to, the spaces left blank by the official
record. Its greatest risk, however, is that the voice itself
changes over time. A memory that recounts the same
event with two different dates tells us not only the date of
the event, but also its place within a life. In my research on
Uretmen, this dual condition frequently confronted me.

When tracing not the famous but the unknown, the
first clue to names outside the canon rarely unfolds as
a grand moment of discovery.” It is more often a small
sentence buried within a mass of archival material, a
footnote, or the edge of a clipping. For me, that small
sentence was Abidin Daver’s remark in Cumhuriyet: (...) it
is Mrs Giiliimser who produces the posters for the Mari-
time Bank of Tiirkiye." The producer of a bank poster was
recorded by name, and explicitly identified as a lady’. Yet
this name was absent from the main narratives of design
history. This contradiction became the central question
of the research: why was a woman whose name appeared
in the archive nevertheless ‘absent’ from historiography?

This text follows the trajectory of that question. On one
hand, it elaborates on the biography of Uretmen; on the
other, it renders visible the research tools, partial findings,
and inevitable gaps that make such a biography possible.
The history of women in design is most often written not
through a ‘complete’ archive, but through fragmented
pieces that are gradually assembled together.

How can a woman designer whose name is
recorded in the archive be rendered ‘absent’ in the
writing of design history?

Women designers are often not absent; rather, their
names and titles are not read as designer’, and their
work is not recognised as ‘design’. Therefore, they remain
misplaced in the wrong drawer of the archive.

Abidin Daver, “Hem Nalina Hem Mihina: Rekldmlara Dair,”
Cumhuriyet, 19 November 1953, 2.
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icin mi goériinmiiyorlar? Osmanlidan Cumhuriyete
uzanan genis bir tarih arahigimi kapsayan yayinlarda
1970e kadar kadinlarin nadiren kayda gecmesi, bilim-
sel kuskuyu tetikliyor. Eger plastik sanatlarda oncii
kadinlar biliniyorsa, neden tasarim ve illiistrasyonda
bilinmiyor? Bu yokluk, ‘nitelik/sayr’ eksikliginden mi

Arsivde kaydi olan bir kadin tasarimci, tasarim
tarihi yaziminda nasil ‘yok’ sayilir?

kaynaklaniyor, yoksa kaynak seti ve kuramsal gerceve
sorunu mu? Giiliimser Aral Uretmeni izlemek, bu soru-
lara somut bir yerden yaklasmay: sagliyor.

Burada kritik ayrim su: ‘Grafik tasarim’' sézliniin yerles-
mesiyle grafik iretimin ortaya ¢ikip varlik géstermesi
ayni sey degil. 19507lerde iiretilen afis, brosiir, logo ve
dergi sayfa diizeni; bugiin rahatca grafik tasarim dedi-
gimiz igler/iiretimler/eserler. Fakat o dénemde bu tiir
Uiretimler cogu zaman Treklam’, ‘propaganda, nesriyat’
gibi biirokratik basgliklarin altinda; yapanlar da ‘ressam’
olarak tanimlaniyor. Sadece akademik, entelektiiel bir
cevrede grafik, grafik sanatcis, grafikci ifadeleri nadi-
ren kullaniliyor. Bu nedenle, literatiirde 1970'ler ‘baslan-
gic’ gibi goriiniirken, arsivde 1900’lerin basina uzanan
bir siireklilik rahatlikla bulunabiliyor.

Bu siirekliligi kurmak, ayni zamanda tasarim tarihinin
yontemini tartismay: gerektiriyor. Eger tarih yalnmzca
mesleki derneklerin, ajanslarin, sergilerin ve ‘grafik ta-
sarimc1’ unvaninin etrafinda yazilirsa; unvanin ortaya
cikmadig dénem otomatik olarak ‘bos’ kaliyor. Bu bos-
lugu doldurmak icin bakis agisimi basih kiiltiire, is iligki-
lerine, yaratici endiistriye ve kiiltiir ekonomisi gibi diger
uretim aglarina kaydirmak gerekiyor.

Arsivde ‘Tasarim’ Adim Geri Cekmek:
Meslek Adlar1 ve Arama Sozligii

Grafik tasarim kavrami diinya olceginde 19207lerde
ortaya ciksa da ‘disiplin’ olarak kabul gérmesi ve egitim-
li tasarimcilarin s6z sahibi olmasi uzun siirer. 2. Diinya
Savasi sonras! yeniden yapilanma dénemi grafik tasari-
min daha genis 6lcekte ‘kabul goérdiigii bir esik olarak
ele alinir. Bu yiizden erken dénemin uygulayicilari cogu
zaman matbaacilar, dizgiciler ve basin-yayin emekgcileri
olur; gorsel ile metni bir araya getiren ilk ‘grafikciler’ de
bu diinyanin i¢inde sekillenir.

Tiirkiye baglaminda bu erken doénem arastirmalari
ozellikle Bab-1 Alide somutlasir; 19907lara kadar basin
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Invisibility on the Scale of Tiirkiye:
The Threshold of the 1970s and the
Importance of Early Studies

The visibility of women graphic designers in Tiirkiye
begins in the late 1960s and early 1970s. When one
considers it, the 1970s are, in fact, a relatively recent
period. Throughout the 1970s, women were present
within contemporary graphic design practice— from the
1980s onwards they became more visible; in the 1990s
they appeared on international platforms, and in the
2000s they gained significant prominence both within
the sector and in universities. Today, in many institu-
tions, the number of women students in graphic design
departments is higher, and the academic distribution
reflects this as well. Despite this, it is difficult to argue
that women have been sufficiently acknowledged even
in recent history.

When this picture is read retrospectively, the importance

of ‘pre-history’ research becomes apparent: were there

truly no women designers before 1970? Or do they remain

invisible because the name of the profession, its definition,
and its modes of documentation have changed? In publi-
cations covering a broad historical span from the Otto-
man period to the Republic, the fact that women are rarely
recorded until 1970 arouses scholarly suspicion. If pioneer-
ing women are known in the plastic arts, why are they not
known in design and illustration? Does this absence stem

from a lack of ‘quality” or “numbers”, or is it rather a prob-
lem of source material and theoretical framework? Trac-
ing Giiliimser Aral Uretmen makes it possible to approach

these questions from a concrete standpoint.

The critical distinction here is this: the consolidation of
the term “graphic design” is not the same as the emer-
gence and existence of graphic production itself. Posters,
brochures, logos, and periodical page layouts produced
in the 1950s are works that we would readily describe
today as graphic design. Yet at the time, such produc-
tions were often classified under bureaucratic head-
ings such as ‘advertising’, ‘propaganda’, or ‘publishing,
and their makers were defined as ‘painters’. The terms
graphic, graphic artist, or graphic designer were only
rarely used, and then mostly within academic or intel-
lectual circles. For this reason, while the 1970s appear as
a ‘beginning’in the literature, the archive readily reveals
a continuity extending back to the early 1900s.

To establish this continuity also requires a discussion
of the methodology of design history. If history is writ-
ten solely around professional associations, agencies,
exhibitions, and the title of ‘graphic designer’, then the
period before the emergence of that title is automati-
cally left empty’. In order to fill this gap, the perspective
must be shifted towards print culture, labour relations,
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yayinin merkezi olan Bab-1 Alide gazete, dergi, yayinevi
ve matbaalarin gérsel ihtiyaglarim karsilayan insanlar
‘ressam’ diye anilir. Giizel yazi, harfleme, ¢izim, illiist-
rasyon ve sayfa diizenlemesi, bu yetenekli emekcilerin
omzundadir. Bugiinden bakinca onlar1 grafik tasari-
min énciileri sayariz; ama arsiv, onlar: ‘grafik tasarimcr’
diye kaydetmez. Dolayisiyla kadinlar ararken ilk adim,
bugiiniin kelimesini geri ¢ekmektir. ‘Grafik tasarimcr’
yerine Tessam’, ‘ticari sanatcl, reklam ressami, ‘nes-
riyat, ‘halkla miinasebet, ‘propaganda’ gibi kelimeler;
ayrica ‘afig’, ‘brosiir’, ‘takvim', ‘pul’ gibi {irtin adlar: aras-
tirmanin anahtarlar olur.

Uretmen’in Denizcilik Bankasi kaydinda unvanin
‘ressam’ olarak gecmesi? bu yontemin ne kadar kritik ol-
dugunu gosterir. Meslek adlarinin tarihsel degisimi yal-
nizca bir terminoloji meselesi degildir; kimlerin gériiniir
olacagini belirleyen bir gii¢ iligkisi tiretir.

Giilimser Aral Uretmen’in Denizcilik Bankasrndaki
‘ressam’ kaydi, meslek adlarinin tarihyazimini nasil be-
lirledigini ¢iplak bi¢imde gdsteriyor.

Somut, giincel bir 6rnekle devam edelim: Herkesin iyi
bilecegi tizere arsiv malzemesinin dogru tanimlanma-
s1 -yani nesnenin ne oldugunun, kime ait oldugunun
ve hangi baglamda nasil iiretildiginin dogru yazilmasi-
kaynagin arastirmaciya ulagabilmesi i¢in en temel adim-
dir. Dijital cagda arsiv yazilimlari isi kolaylastiriyor gibi
gorinse de kayit bilgisi hatal girildiginde, aradiginiz
sey sistemin icinde olsa bile cogu zaman ‘yok’ hiikkmiine
diisityor. Ko¢ Universitesi dijital koleksiyonlarinda yer
alan Ankara Birasi’ etiketi bunun tipik bir 6rnegi: Malze-
me, belge yonetiminde ‘afis’ olarak tanimlanmis; ancak
afis ve etiket apayri iretimler; boyut, baski, baglam,
bilgi, vb. ayrisiyorlar. Bu 6rnekten de anlasilacag lizere,
arsiv calismalarinda grafik tasarima dair iiretimlerin
tiimi icin ¢cogu zaman afis yazildiginm ve bir genelleme
s6z konusu oldugunu gériiyoruz. Ustelik bu etiketin ta-
sarimcis! Tirkiyenin 6ncii kadin ressamlarindan, ayni
zamanda illiistratér de olan Sabiha Bozcali olmasina
ragmen belgelemede béyle 6nemli bir {ireticinin bilgi-
sine de yer verilmemis. Bu sorunu fark edip gerekceli3
bicimde kurumu bilgilendirdigimde kayit 6nce diizeltil-
di; ancak bir siire sonra yeniden eski haline getirildi. Bu

2. Denizcilik Bankasi Personel Mudurliigu, Giltimser Aral Personel
Dosyast ve Sicil Kaydi, 12.01.1953 (Omer Durmaz Arsivi).

3. Etiket tasariminin tespit edebildigim ilk kaynag Istanbul Sehir
Universitesinin Taha Toros arsiviydi. Taha Toros, Sabiha Bozcalryla
ilgili yayin, arsiv calismasi yapmusti. Universitenin kapatilmasiyla
bu arsiv dagildi ve birgok sey gibi s6z konusu etiket ile benzer
tasarim alternatifleri farkl kaynaklarda karsimiza ¢cikmaya bagladi.
Etiket tasarimin kiinye bilgisi Taha Toros argivinde olmasi gerektigi
gibiydi. Ornek: https://mavciefendiwordpress.com/2015/08/26/
taha-toros-arsivi-acildi-ve-dahi-bu-arsivden-bir-sabiha-bocali-
illustrasyonu/ (Yayin: 26.8.2015, Erisim: 2.2.26)
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the creative industries, and other networks of produc-
tion such as the cultural economy.

Removing the Name ‘Design’ from the Archive: Job
Titles and Search Dictionary

Although the concept of graphic design emerged glob-
ally in the 1920s, its recognition as a ‘discipline’ and the
authority of formally trained designers took considera-
ble time to establish. The post-Second World War period
of reconstruction is often regarded as a threshold at
which graphic design gained broader ‘acceptance’. For
this reason, early practitioners were frequently printers,
typesetters, and press workers; the first ‘graphic artists’
who brought together image and text also took shape
within this milieu.

In the context of Tiirkiye, this phenomenon of ‘pre-his-
tory research’ becomes particularly concrete in Bab-1 Ali;
until the 1990s, the centre of the press and publishing
world, those who met the visual needs of newspapers,
periodicals, publishing houses, and printing presses in
Bab-1 Ali were referred to as ‘painters’. Calligraphy, letter-
ing, drawing, illustration, and page layout rested on the
shoulders of these skilled workers. From today'’s perspec-
tive, we would regard them as pioneers of graphic
design; yet the archive does not record them as graphic
designers’. Consequently, the first step in searching for
women is to withdraw today's terminology. In place of
‘graphic designer’, terms such as ‘painter’, ‘commercial
artist’, ‘advertising artist’, ‘publishing’, ‘public relations’,
and ‘propaganda’, as well as product names such as
‘poster’, brochure’, ‘calendar’, and stamp’, become the key
words of the research.

The fact that Uretmen’s title appears as ‘painter’ in the
Maritime Bank of Tiirkiye record®> demonstrates how
critical this method is. The historical transformation of
professional titles is not merely a matter of terminology;
it produces a power relation that determines who will
become visible.

Giiliimser Aral Uretmen’s record as a ‘painter’ at the
Maritime Bank of Tiirkiye starkly demonstrates how
professional titles shape historiography.

Let us continue with a concrete and contemporary exam-
ple. As is well known, the accurate identification of archi-
val material —that is, correctly recording what the object
is, to whom it belongs, and in what context and how it
was produced — constitutes the most fundamental step

2. Maritime Bank of Turkiye Personnel Directorate, GUliimser Aral
Personnel File and Service Record, 12 January 1953 (Omer Durmaz
Archive).



kiiciik geri doniis, meselenin bir ‘etiket hatasindan daha
fazlasi oldugunu diisiindiiriiyor: Arsiv, yalnizca bilgi de-
polayan bir yer degil; bilginin nasil kurulacagini, nasil si-
niflanacagini ve hangi adlarin goriiniir kalacagin belir-
leyen bir rejim. Ustelik Salt Arastirma’nin Sabiha Bozcali
arsiv calismasina dayanan kapsamh sergisinden sonra,
Bozcalinin ‘bilinmiyor’ oldugu varsayimiyla aciklanabi-
lecek bir durumla da kars: karsiya degiliz. Tam tersine,
burada arsivlerin birbirini ‘duymasi’ ve dogrulamasi ge-
rekirken, kayit alanindaki kii¢iik bir tercih ya da ihmal,
bilgiyi yeniden sessizlige itebiliyor. Bu yiizden Ornek,
basit bir istisna degil; arsivlerin konusmadigl, konussa
bile sesin kolayca kisilabildigi bir vakaya isaret ediyor.
Burada s6ziinii ettigim sey hamaset ya da kurum eles-
tirisi tiretme hevesi degil; kadinlarin arsivde nasil kay-
boldugunu, gériitnmezligin hangi kiiciik idari kararlar ve
kayit aliskanliklariyla tekrar tekrar tiretildigini goster-
mek. Bu tiir érnekleri sakince ama acik bicimde tartis-
maya a¢cmadikca arsivin sorunlarim “istisna” sanmaya
ve ayni kayiplar1 yeniden liretmeye devam ediyoruz.

Artik bu tir belirsiz, tammmlanmamis, eksik birakilmig
malzemenin farkinda oldugum icin pratikte arsiv ara-
malarimi genel olarak su sekilde yapiyorum:

« Kurum arsivinde ‘grafik tasarim’ diye klasor yoksa,
‘Halkla Miinasebetler’, ‘Nesriyat', Reklam ve Propa-
ganda’, ‘Tanitma’, Turizm' gibi bagliklara bakiyorum.

« Personel dosyalarinda ‘grafik tasarimci’ aramak
yerine artist’, ‘ressam’, dekoratér’, ‘cizer', ‘miibeyyiz,
‘miirettip’ gibi unvanlara odaklaniyorum.

« Basili malzemede imza yoksa; matbaa, basim yeri,
tarihleme, kagit tiirii, bask: teknigi, tipografi, tarz ve
icerik gibi ipuclariyla malzemeyi bir baglama yerlesti-
riyorum.

Anlasilacag: tizere arama sozciikleri keskin degil; her
yeni bulgu sézliigii genisletiyor. Ornegin Uretmen’in
Denizcilik Bankas: kaydindaki unvanini 6grendigim-
de, benzer unvanlarla ¢alisan baska kadinlarin da izini
sirmek miimkiin oldu. Bu noktada tarihyazimi, yal-
nizca ‘kim' sorusuna degil, arsiv calismalar1 agisindan
‘hangi kelimeyle sorusuna da cevap veriyor.

Giiliimser Aral Uretmen’in Yagsamu ve
Mesleki Seyri

Giiliimser Aral Uretmen'in yasam cizgisi, yalnizca bir
“kisisel basar1” hikayesi olarak degil Tiirkiyede grafik
uretimin mesleklestigi bir dénemi iceriden okutan bir
kesit olarak ele alinabilir. Bursadan Istanbula uzanan
cocukluk ve lise yillarinda Bab-1 Alide baslayan iicretli
cizim pratigi, heniiz ‘grafik tasarim’ adinin yerlesme-
digi bir ortamda, kadin emeginin nasil dolasima girdi-
gini gosterir. Bu béliim, Uretmen'in erken isciliginden
Akademideki atolye disiplinine, oradan da Denizcilik

6/24

INER il S0 WM Veste )  Arsivde Kadin ve Toplumsal Cinsiyet Dergisi

in ensuring that a source can be accessed by researchers.
Although archival software in the digital age appears to
facilitate this process, when catalogue data are entered
incorrectly, what one seeks is frequently deemed ‘absent’,
even if it exists within the system. The Ankara Birasi’
label held in the Kog University digital collections offers
a typical example. The material has been classified in the
records as a ‘poster’; yet a poster and a label are entirely
different forms of production, differing in size, printing
technique, context, and informational structure, among
other aspects. As this example makes clear, in archi-
val practice, works relating to graphic design are often
broadly recorded under the heading of ‘poster’, resulting
in a generalising tendency. Moreover, despite the fact
that the designer of this label was Sabiha Bozcali — one
of Tiirkiye's pioneering women painters and also an illus-
trator — no reference to such a significant producer was
included in the documentation. When I identified this
issue and formally notified the institution with justifi-
cation?, the record was initially corrected; however, after
some time, it was reverted to its previous form. This
minor reversal suggests that the matter extends beyond
a simple ‘labelling error’ — the archive is not merely a
site of information storage, but also a regime that deter-
mines how knowledge is constructed, classified, and
which names remain visible. Furthermore, following the
comprehensive exhibition based on Salt Research’s archi-
val work on Sabiha Bozcali, we are not confronted with
a case that could be explained by assuming that Bozcali
was ‘unknown’. On the contrary, at a moment when
archives ought to ‘hear’ and corroborate one another, a
small preference or omission in cataloguing can once
again consign knowledge to silence. What I refer to
here is neither rhetorical exaggeration nor a desire to
produce institutional critique; rather, it is an attempt to
demonstrate how women disappear within the archive,
and how invisibility is repeatedly reproduced through
minor administrative decisions and habitual recording
practices. Unless such examples are discussed calmly yet
openly, we continue to treat archival problems as ‘excep-
tions’ and to reproduce the same losses time and again.

Now that I am aware of the existence of such ambigu-
ous, undefined, or incompletely catalogued material, T

3. The earliest source I was able to identify for the label design was
the Taha Toros Archive at Istanbul Sehir University. Taha Toros had
conducted publications and archival research on Sabiha Bozcali.
Following the closure of the university, the archive was dispersed,
and, as with many other materials, this label and similar design
variants began to appear across different sources. The imprint
information for the label design in the Taha Toros Archive was
recorded as it ought to have been. Example: https://mavciefendi.
wordpress.com/2015/08/26/taha-toros-arsivi-acildi-ve-dahi-bu-

arsivden-bir-sabiha-bocali-illustrasyonu/ (Published: 26 August 2015,

Accessed: 2 February 2026)
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WmkoC
s UNIVERSITESI
DIGITAL COLLECTIONS

Home Browse About How to Use Contact Material Request * Saved Items Login

© Item Description

Envanter No / Inventory No nss2

Baglik / Title Atatirk Orman Giftigi Fabrikasi Ankara birasi etketi

Dokiiman tirl / Type of document  Afig
Ankara birast

Uretim

Ankara Bira Fabrikas:
‘Atatirk Orman Gifigi

Anahtar kelimeler / Keywords

Materyal tiri / Material type imai / gizim
Format JPEG
Dijitallogtirme tarihi / Dato-digitized 2016

Koleksiyon / Collection ki

VEKAM Kittphar

Kataphane / Library

her

wllanim / Rights and usage i surette Kog Universitesi Vehbi Kog Ankara Arastirmalan Uygulama ve
pyalayamaz, yeniden iretemez, dagitamaz, icra edemez, degistiremez
telf sahipl

Argivdeki bir ‘etiket hatasi’ bazen tarihin akisini degistirir. Kog
Universitesi dijital koleksiyonlarinda yer alan bu nesne, bir siire “afis”
olarak kataloglanir. Oysa bu, Sabiha Bozcali'nin Ankara Birasi i¢in
tasarladif zarif bir etiket calismasidir. Olgek ile iglev arasindaki fark:
gormeyen kayit dili, Bozcali'min grafik {iretimini ‘tasarim’ arayan
gozlerden yillarca saklar; arsiv bilgiyi depolamakla kalmaz, gériintirlitk
rejimini de kurar.

An “error of labelling” in the archive can sometimes alter the course of
history. This object, held in the Kog University digital collections, was
for a period catalogued as a “poster”. In fact, it is an elegant label design
created by Sabiha Bozcali for Ankara Birasi. A cataloguing language
that fails to recognise the distinction between scale and function
concealed Bozcali's graphic production from eyes searching for “design”
for years; the archive does not merely store knowledge, it also constructs
a regime of visibility.

Bankasi gibi yar1 kamusal bir kurumda kurumsal gorsel
dilin ingasina uzanan hatti birlikte diisiinmeyi 6neriyor.

-Bursa'dan Bab-1 Ali'ye: Cocuk Yasta Baslayan Bir
Gorsel Seriiven

Giiliimser Aral Uretmen, 23 Agustos 1929'da Bursada
dogar. Maliye miifettisi Liitfi Aral ile Melek Aralin
ikinci kizidir. Gocuklugu Bursa-Istanbul hattinda geger;
ailenin Istanbula tasinmasina ragmen Bursayla bag
kopmaz. Cizim yetenegi erken fark edilir. Daha lise 6g-
rencisiyken Bab-1 Alide illiistratér, o zamanki ifadeyle
‘ressam’ olarak calismaya baglar; artik Tirkiyede ba-
sin-yayin diinyasinin, edebiyatin, gazeteciligin tam go6-
beginde bir 6grencidir.

Uretmen 1944-1953 arasinda Tiirkiye Yayinevinin cikar-
dig1 Ev-Is dergisi icin moda illiistrasyonlari yapar; ayni

generally conduct my archival searches in the following
manner:

« If there is no folder labelled ‘graphic design’in an ins-
titutional archive, I consult headings such as ‘Public
Relations’, ‘Publishing’, Advertising and Propaganda’,
‘Promotion’, and Tourism’.

« Rather than searching for ‘graphic designer’ in person-
nel files, I focus on titles such as ‘artist’, ‘painter’, deco-
rator’, draughtsman’, ‘copying clerk’, and ‘typesetter’.

« If there is no signature on printed material, I situate
the item within a context by means of clues such as
the printing house, place of publication, dating, type
of paper, printing technique, typography, style, and
content.

As becomes evident, the search terms are not fixed; each
new finding expands the vocabulary. For instance, once I
learned Uretmen’s title in the Maritime Bank of Tiirkiye
record, it became possible to trace other women working
under similar designations. At this point, historiography
responds not only to the question of ‘who’, but also, from
the perspective of archival research, to the question of
‘with which word'.

The Life and Professional Trajectory of
Giiliimser Aral Uretmen

The life course of Giiliimser Aral Uretmen may be consid-
ered not merely as a narrative of ‘personal achievement’,
but as a cross-section that offers an internal perspec-
tive on a period in which graphic production in Tiirkiye
was becoming professionalised. Her paid drawing prac-
tice, which began in Bab-1 Ali during her childhood and
secondary school years spanning from Bursa to Istanbul,
demonstrates how women'’s labour entered circulation
in an environment where the term ‘graphic design’ had
not yet become established. This section proposes to
consider together the trajectory extending from Uret-
men’s early craft practice to the studio discipline of the
Academy, and from there to the construction of a corpo-
rate visual language within a semi-public institution
such as the Maritime Bank of Tiirkiye.

-From Bursa to the Bab-1 Ali: A Visual Journey
Beginning in Childhood

Giiliimser Aral Uretmen was born on 23 August 1929
in Bursa. She was the second daughter of Liitfi Aral, a
financial inspector, and Melek Aral. Her childhood
unfolded along the Bursa-Istanbul axis; although the
family moved to Istanbul, their connection with Bursa
was not severed. Her talent for drawing was recognised
at an early age. While still a secondary school student,
she began working in Bab-1 Ali as an illustrator — in the
terminology of the time, a ‘painter’ — thus becoming a
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yayinevinde Kemalettin Tugcu'yla ¢alisir. Kendi anlati-
sinda bu dénem, kaynak yoksunluguna ragmen yaratici
kesiflerle 6ne ¢ikar: Savas yillaridir; moda dergileri azdir;
sinema bir referans bankasina doniisiir. Filmlerde gor-
diigii kiyafetleri cizer, kendi tasarladig: kagit bebekleri
giydirir; cizimler kiz sanat okullarinda kullanilir. Bu d6-
nemin igleri dergi sayfalarinda ‘anonim’lesir; imza, kredi,
telif pratikleri zayiftir. Uretmen, Bab-1 Ali'ye acilan bu
erken donemi kendi agzindan s6yle anlatir:

‘Lisede epeyce moda ¢izimi yapmig olmamin verdigi
yatkinlikla, bir yakinimizin tavsiyesiyle Béab-1 Ali'ye,
Ev-Is dergisine kiyafet modelleri ¢izdim. Moda ve ev
kapsarminda; orti, yastik, cocuk, kadin giysileri ¢iz-
meye {lcretli olarak 1944 yillarinda basladim. Ikinci
Cihan Harbi yillar1 idi, moda dergileri yeterli degildi.
Tek yardimcim sinemaydi! Izledigim filmlerdeki giy-
sileri ciziyor, sonra yaptigim kagit bebeklere 6zgiin
giysilerimi giydiriyordum. Lise derslerimin yamn siraq,
bu is epeyce vaktimi altyordu. Bu cizimleri kiz sanat
okullar: da alip diktiriyorlardi. Moda ¢izimleri biriki-
mim halen durmaktadir.™
Uretmen Bab-1 Alideki temaslarini daha da somutlasti-
rir: “Kemalettin Tugcu ile 1948-1951 yillar1 arasinda, Bab-1
Alide Tiirkiye Yayievinde tamstim” der; Ev-fs mecmua-
sina “modeller” verdigini, baskiya verenin ise Tugcu ol-
dugunu ekler. Bu iki satur, iki agidan 6nemlidir. Birincisi,
Uretmen'in Akademi'ye baslamadan énce gérsel emek
drettigini ve bunu bir yaratici ekonomi icinde yaptigi-
n1 gosterir. Ikincisi, ‘grafik tasarim’ etiketi heniiz ortada
yokken, moda ¢izimi gibi alanlarin nasil bir gecis zemini
olusturdugunu hatirlatir: Bab-1 Alideki yayinevi-mat-
baa ekosistemi, yaratici endiistri geng bir kadina hem is
hem de goriinmez bir deneyim alani agar.

-Akademi Yillari: Atélye Disiplini, Yangin ve
“‘Diinyaya A¢ilan Tek Pencere”

Uretmen, lise yillarinda basladig1 alayh ‘ticari resim’
pratigini egitimle derinlestirmek ister. Devlet Giizel
Sanatlar Akademisinin Afis Atolyesi sinavlarina girer
ve 1949da Akademi'ye kaydolur. Bu sirada Bab-1 Alide
calismay siirdiiriir. Akademi 1948de biiyiik bir yangin
yasar; kiitiphanenin ve egitim materyallerinin énemli
kismi kaybolur. By, yalnizca bir bina kaybi degil; gorsel
kiiltiiriin bellek kaybidir. Dolayisiyla Uretmen'in sanat
ve tasarim egitimi bu biiyiik yanginin, arsiv kaybinin
Akademide yarattig1 derin etkisi icinde siirer.

Uretmen, hazirlik egitiminde Sabri Berkel, Emin Barin,
Zeki Faik izer'le calisir; ardindan Afig Atélyesinde devam
eder. Atolyenin rutini fiziksel ve diisiinsel bir disiplin

4. Omer Durmaz, “Giiliimser Aral Uretmen'le séylesi’, 21 Nisan 2016,
Istanbul.
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young student situated at the very heart of Tiirkiye's
press and publishing world, literature, and journalism.

Between 1944 and 1953, Uretmen produced fashion illus-
trations for Ev-Is, a periodical published by Tiirkiye
Yayinevi; at the same publishing house, she worked
alongside Kemalettin Tugcu. In her own account, this
period stands out for its creative discoveries despite
material scarcity: these were the war years; fashion
magazines were limited; cinema became a ‘reference
bank’. She drew the garments she observed in films and
dressed paper dolls of her own design; her drawings
were used in girls’ vocational schools. The works of this
period became ‘anonymous’ within the pages of the peri-
odical; practices of signature, credit, and copyright were
weak. Uretmen recounts this early phase, which opened
onto Bab-1 Ali, in her own words as follows:

‘Having developed a considerable aptitude for fashion
drawing during my secondary school years, and upon
the recommendation of an acquaintance, I went to Béb-1
Ali and drew clothing designs for the periodical Ev-Is.
Within the scope of fashion and domestic life, I began,
around 1944, to produce drawings of covers, cushions,
children’s and women'’s garments on a paid basis. These
were the years of the Second World War; fashion maga-
zines were limited. My only assistance was the cinemal! I
drew the garments [ saw in the films I watched, and then
dressed the paper dolls I had made with my own origi-
nal designs. Alongside my secondary school lessons, this
work took up a considerable amount of my time. Girls’
vocational schools would also acquire these drawings
and have the garments made. My collection of fashion
drawings still survives.*

My only assistance was the cinema!

Uretmen renders her contacts in Bab-1 Ali even more
concrete: T met Kemalettin Tugcu between 1948 and 1951
at Tiirkiye Yayinevi in Bab-1 Ali,’ she states, adding that
she supplied ‘models’ to the periodical Ev-Is, while Tugcu
was responsible for sending them to press. These two
lines are significant in two respects. First, they demon-
strate that Uretmen was producing visual labour prior
to entering the Academy, and that she did so within a
creative economy. Second, they recall how fields such as

4. Omer Durmaz, ‘Interview with Giiliimser Aral Uretmen,” 21 April
2016, Istanbul.
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Savag yillarinin yoklugunda yaraticithgin glindelik bir pratige doniigmesi.. Ev-Is dergisinin sayfalarinda yer alan moda illiistrasyonlar1 Uretmen’in lise
caginda Bab-1 Ali'ye attig1 ilk profesyonel imzalardir. Moda dergilerinin az oldugu yillarda sinema onun ‘referans bankasi’' olur; filmlerden akilda kalan

kostiimler, ¢izimde dénemin kadinlari igin birer model sayfasina déntistir.

The transformation of creativity into a daily practice amid the scarcity of the war years... The fashion illustrations published in the pages of Ev-Is
constitute Uretmen’s first professional signatures, produced during her secondary school years in Bab-1 Ali. At a time when fashion magazines were scarce,
cinema became her ‘“reference bank”; costumes remembered from films were translated into model pages for the women of the period through drawing.

&

Tek yardimcim sinemaydi!

”n

ister: Cizim masalari, soba basinda uzun saatler, eskizle-
rin tek tek degerlendirilmesi, kompozisyon ve fikir iizeri-
ne yogun bir tartisma ortamui.. Teknik olanaklar bugiin-
kii gibi degildir; yontem gozlem ve deneme-yanilmadir.

Uretmen'in sinif arkadaslari arasinda daha sonra farkli
alanlarda tiinlenen adlar vardir: Melike Abasiyanik,
Semih Balcioglu, Ayhan Isik, Mengii Ertel, Kuzgun Acar,
Ayhan Akalp.. Bu kusagin ortak deneyimi, savas yilla-
rinin eksikleriyle bas etmek ve bir yandan calisip bir
yandan egitim almaktir. Uretmen, Alman grafik tasarim
dergisi Gebrauchsgraphik'i “diinyaya acilan tek pencere”
olarak anar. Bu ciimle, dénemin gorsel referans dolasi-
mini anlamak i¢in anahtar niteliginde.

fashion drawing functioned as transitional grounds at a
time when the label ‘graphic design’ had not yet emerged:
the publishing and printing ecosystem of Bab-1 Ali, as a
creative industry, opened up both employment and an
invisible sphere of experience for a young woman.

-The Academy Years: Studio Discipline, Fire, and the
“Only Window onto the World”

Uretmen sought to deepen, through formal education, the
informal practice of commercial art’ that she had begun
during her secondary school years. She sat the entrance
examinations for the Poster Studio at the State Academy
of Fine Arts and enrolled in the Academy in 1949. During
this period, she continued working in Béab-1 Ali. In 1948,
the Academy suffered a major fire; a significant portion of
its library and teaching materials was lost. This was not
merely the loss of a building, but a loss of visual cultural
memory. Uretmen’s artistic and design education there-
fore proceeded within the profound impact created at the
Academy by this devastating fire and archival destruction.

9/24



Zeki Faik Izer'in Paris'te lisansiistii egitim icin Suna Kan
Fonu iizerinden yaptig1 oneri, aile tarafindan ‘geng bir
kadin1 yurtdisina tek basina géndermenin tedirginligi
nedeniyle kabul gérmez. Bu kiiciik biyografik ayrinti,
kadinlarin mesleki gelisim imkanlarina nasil cinsiyetci
bir sinirlama getirildigini gosterir.

Bu bélim, kadinlarin tasarim egitimine erisimindeki
‘gbriiniir'’ ve ‘gériinmez’ bariyerleri birlikte diisiindiirii-
yor. Uretmen Akademiye kabul ediliyor, mezun oluyor,
6dil aliyor; yani basariya ulagmanin ‘resmi’ kanallarina
giriyor. Fakat Paris'te lisansiistii olasiliginin aile tarafin-
dan reddedilmesi egitimdeki esitligin kariyer kararla-
rinda nasll kirildiginmi gésteriyor. Bu kirillma, her zaman
acik bir yasak olarak degil, ‘korumact’ bir tutum olarak
kendini gosteriyor. Dolayisiyla kadin tasarim tarihini
yazarken, yalnizca kurumlarin kayitlarina degil, aile ici
kararlarin cinsiyetci dogasina da bakmak gerekiyor.

-Mezuniyet, Atélye Uretimleri ve Tarihsel Kaynakla
Calisma

1951 yilindaki mezuniyetinin hemen ardindan, Uret-
men'in el yazisiyla tuttugu kisa bir not, “akademik
kariyer” ihtimalinin nasil belirdigini anlatir. 16 Mayis
1952 tarihli bu notta, Zeki Faik izer'in kendisine Akade-
mide ‘kostiim tarihi’ ekseninde asistanlik icin bir kapi
araladigini; Bale Bolimiinde her sali yapilan hocalar
toplantisina katilmasinin teklif edildigini yazar. Notun
devamy, tasarimc kimligini tek bir ‘afis’ izerinden oku-
may! zorlastiran tiirden bir ¢alismayi tarif eder: Topka-
p1 Sarayr'nda minyatiir kitaplar iizerinden, ismail Hakki
Konyali ve Rifki Meldl Meric esliginde 6zellikle askeri
kayafetleri detayli ¢izip arsivledigini; depolardaki tarihi
kostiimleri renk, isleme ve malzeme bakimindan gérme
sansi buldugunu kaydeder. Bu satirlar, bir yandan Aka-
demi cevresindeki hocalik/uzmanlik aglarini gériniir
kilar; 6te yandan Uretmen'in ‘grafik’ ile ‘kostiim tarihi’
arasinda kurdugu képriiniin erken izini ortaya koyar.

Ayni not sayfasinin alt kismi, bu arsiv ¢alismasinin
somut bir {iretime nasil déniistiigiinii de gésterir. Uret-
men, Harbiye Askeri Miize i¢in, Istanbul'un fethinin 500.
y1ili dolayisiyla hazirlanacak mehter takimi giysileriyle
yeniceri askeri kiyafetlerini cizip teslim ettigini belirtir;
hatta kag ¢izim yaptigin1 ve 6deme kalemlerini tek tek
yazar: 22 adet tekil ¢izim ve 4 adet grup c¢izimi -toplam
26 ¢izim. Tutarlarin not edilmis olmasi, bu islerin ‘hobi’
degil, mesleki bir emek olarak goriildiigiinii; ancak ayni
emegin daha sonra arsivde ¢ogu kez kiyafet ¢izimi' bas-
lig1 altinda kayboldugunu hatirlatir.

Uretmen'in Akademi cevresinde ‘asistan’ olarak amldig
bir bagka iz, beklenmedik bir yerde karsima ¢ikti: 2005
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Uretmen worked with Sabri Berkel, Emin Barin, and Zeki
Faik Izer in her preparatory training. She then continued
in the Poster Studio. The routine of the studio required
physical and intellectual discipline — drawing tables, long
hours by the stove, the evaluation of sketches one by one,
and an intensive environment of discussion on composi-
tion and ideas. Technical facilities were not as they are
today; the method was observation and trial and error.

Among Uretmen’s classmates were names who would
later become renowned in different fields, a few include:
Melike Abasiyanik, Semih Balcioglu, Ayhan Isik, Mengti
Ertel, Kuzgun Acar, and Ayhan Akalp. The shared expe-
rience of this generation was coping with the shortages
of the war years while working and studying simultane-
ously. Uretmen refers to the German graphic design peri-
odical Gebrauchsgraphik as the ‘only window onto the
world'. This sentence is key to understanding the circula-
tion of visual references in that period.

Zeki Faik Izer's proposal, made through the Suna Kan
Fund, that she pursue postgraduate study in Paris
was not accepted by her family, owing to their anxiety
about sending a ‘young woman' abroad alone. This
small biographical detail demonstrates how gendered
constraints were imposed upon women’s opportunities
for professional development.

This section prompts a joint consideration of the ‘visi-
ble’ and ‘invisible’ barriers shaping women'’s access to
design education. Uretmen was admitted to the Acad-
emy, completed her studies, and received awards; thus,
she entered the official’ channels of recognised achieve-
ment. However, the family's refusal of the possibility of
postgraduate study in Paris reveals how formal equality
in education can fracture at the level of career trajecto-
ries. This rupture does not necessarily take the form of
an explicit prohibition; rather, it often manifests itself as
an ostensibly ‘protective’ attitude. Therefore, in writing
the history of women in design, it is necessary to exam-
ine not only institutional records but also the gendered
character of intra-family decision-making processes.

-Graduation, Studio Production, and Working with
Historical Sources

Immediately following her graduation in 1951, a brief
handwritten note by Uretmen recounts how the possi-
bility of an ‘academic career’ began to emerge. In this
note, dated 16 May 1952, she records that Zeki Faik Izer
opened a path for her to serve as an assistant at the
Academy in the field of ‘costume history’, and that she
was invited to attend the weekly Tuesday meetings of
the faculty in the Ballet Department. The continuation
of the note describes a form of work that resists reading
her identity as a designer solely through a single ‘poster’.
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tarihli Zeki Faik izer kitabindas Tiirk Sanati Tarihi Ensti-
tiisli toplantisindan bir toplu fotograf yayimlanir. Fotog-
raftaki kisilerin adlari tek tek yazilir; ancak en sondaki
kadin figiirin karsisina bir soru isareti konulur. Ayni fo-
tograf, Uretmen’in elindeki belgeler arasinda, kursunka-
lemle “Giliimser Aral grafiker” notuyla dolasir. Bu kiigiik
‘(?), goriinmezligin en yalin érneklerinden biridir: Kisi
kadrajda vardir, kurum ici agin icindedir, ama ad1 yazil-
muyor. Ustelik soru isaretinin hemen yaninda izer'in cev-
resindeki erkek kanon eksiksiz bicimde listelenir. Béyle
anlarda, tarihyaziminda ‘eksik bilgi' dedigimiz seyin as-
linda nasil bir hiyerarsiyle tiretildigi daha net gériiniir.

-Denizcilik Bankast: Kurum Dili ve Bir ‘flk’

1953te Uretmen, Denizcilik Bankasinda ise baslar
ve kurumda kadrolu grafik iiretim isini {istlenen ilk
isimlerden biri olur. Arsiv kaydinda su bilgiler yer alir:®
12.01.1953 baslangi¢ tarihi; 550 lira maas; “Halkla Miina-
sebet Islerinde ressam” unvani. 1954ten itibaren ban-
kanin Halkla Miinasebetler Dairesi Nesriyat Biirosun-
da “reklam propaganda ressami” olarak calisir. 1960'ta
bankadan ayrildiginda maasi 925 liraya ¢ikar. O yillarda
unvanlar ‘grafik tasarimci’ degildir; ressam’, ‘reklam res-
saml, ‘matbaa ressamyr’, ‘afisci’ gibi adlandirmalar dolasir.
Uretmen kendisini “grafik sanatgisi” diye tarif eder.

Bankada kadrolu tek tasarimcidir. Ekipte bir i¢ mimar,
bir fotograf¢ci ve disaridan danigsmalik yapan déne-
min 6nemli sanatgi-tasarimcilarindan Mazhar Nazim
Resmor bulunur. Bu yapi, kurumun gorsel iletisimi bir
islev olarak kurguladiginmi gosterir. 1953 6ncesi Deniz-
yollari’nin grafik iiriinlerine bakinca farkli imzalar ve
illistrasyon dilleri goriliir; reklam ve tanitim anlayisi
biitlinliiklii degildir. Uretmen’in gelisiyle kurum, daha
tutarh bir gorsel dile yaklasir. Deniz temal illiistrasyon-
lary, yalmizca bir estetik tercih degil deniz ulagimi algisi-
n1 kuran bir gérsel cerceve olur.

Uretmen bu dénemi “ustalik dénemi” diye anar: Abidin
Daver ve Genel Miidiir Ulvi Yenalin verdigi temalarla
turizmi canlandirmak icin afis ve brosiirler tasarlar; te-
malarin genisligi, bankanin modernlesme giindemi ile
gorsel iletisim arasindaki bag: acik eder.

19501erin Tiirkiyesinde ‘halkla miinasebet’ birimi,
modern kurum olmanin gostergelerinden biri. Bu bi-
rimler, yalmizca brosiir basmak icin degil, kurumun
kendini ulusal ve uluslararasi alanda ‘temsil etmesi icin
calisir. Denizyollar1 ve Denizcilik Bankasi icin turizmi

5. Giil frepoglu, Zeki Faik Izer (Istanbul: Yap: Kredi Yayinlari, 2005), 31.

6. Denizcilik Bankasi Personel Mudurligi, Gllimser Aral Personel
Dosyast ve Sicil Kayd, 12.01.1953 (Omer Durmaz Arsivi).

She writes that, at the Topkapi Palace, she examined
miniature manuscripts, drawing and archiving in detail
particularly military garments, under the guidance of
Ismail Hakki Konyal and Rifki Melill Meric; she further
records that she had the opportunity to see historical
costumes preserved in storage, observing their colours,
embroidery, and materials. These lines render visible, on
the one hand, the networks of teaching and expertise
surrounding the Academy; on the other, they reveal an
early trace of the bridge Uretmen established between
‘graphic’ practice and costume history’.

The lower section of the same note page also demon-
strates how this archival research was transformed
into a concrete production. Uretmen records that, for
the Military Museum in Harbiye, she drew and delivered
the costumes of the janissary band and the uniforms
of Janissary soldiers to be prepared for the 500th anni-
versary of the conquest of Istanbul; she even lists indi-
vidually the number of drawings produced and the
corresponding payments: 22 single drawings and 4
group drawings — a total of 26 drawings. The fact that
the sums were recorded indicates that these works were
regarded not as a ‘hobby’ but as professional labour; yet
it also recalls how the same labour would subsequently
disappear in the archive, often subsumed under the
heading of ‘costume drawing’.

Another trace of Uretmen being referred to as an ‘assis-
tant’ within the Academy circle came to my attention in
an unexpected place: in a 2005 book on Zeki Faik Izers,
a group photograph from a meeting of the Institute of
Turkish Art History is published. The names of the indi-
viduals in the photograph are listed one by one; however,
a question mark is placed next to the last woman. The
same photograph circulates among the documents in
Uretmen'’s possession, annotated in pencil with the note
‘Giiliimser Aral, graphic artist’. This small (?)’ constitutes
one of the most unadorned examples of invisibility: the
individual is present within the frame, situated within
the institutional network, yet her name is not recorded.
Moreover, immediately beside the question mark, the
male canon surrounding Izer is listed in full. At such
moments, it becomes clearer how what we describe
in historiography as ‘missing information’ is in fact
produced through a hierarchy.

-The Maritime Bank of Tiirkiye: Institutional
Language and a ‘First’

In 1953, Uretmen began working at the Maritime Bank
of Tiirkiye and became one of the first figures within

5. Giil frepoglu, Zeki Faik Izer (Istanbul: Yap: Kredi Yayinlari, 2005), 31.
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Turk Sanati Tarihi Enstitiisi’niin bir
toplantisi. Soldan saga: Nureddin
Ormanci, Zeki Faik Izer, Albert
Gabriel, Celdl Esat Arseven, Halil
Dikmen. Arkada: Mualla Eyuboglu, (?).

A meeting at the Turkish Art History

Institute. From left to right: Nureddin

Ormanci, Zeki Faik [zer, Albert Gabriel,

Celal Esat Arseven, Halil Dikmen. 4
Behind: Mualla Eyuboglu, (). g1 Gvms e ™™

Bir soru isareti tarihe nasil not diiger? frepoglunun Zeki Faik Izer kitabinda yayimlanan toplu fotografta, en sagdaki kadin figliriiniin kargisinda
yalnizca “(?)" vardir. Uretmen’in kendi arsivindeki kopyada ise kursunkalemle “Giilimser Aral grafiker” notu okunur; tarihin yazmadig: ismi, kisi kendi

serhiyle geri ¢agirir.

How does a question mark inscribe itself into history? In the group photograph published in frepoglu's book on Zeki Faik Izer, only a “(?)" appears
opposite the female figure on the far right. In the copy preserved in Uretmen’s personal archive, however, the handwritten note in pencil reads “Giiliimser
Aral, graphic designer”; the name omitted by history is thus restored through the subject’s own annotation.

canlandirma hedefi, gérsel malzemenin stratejik 6ne-
mini artirir. Uretmen'in iglerinin gesitliligi (afis, brosiir,
takvim, pul, logo) bu stratejinin parcasi olmustur.

Burada ‘ilk' kelimesini dikkatli kullanmak gerekiyor.
Uretmen'in kurumdaki ‘ilk kadin tasarimcr’ olmasi onu
romantiklestiren bir etiket olmamali; tam tersine erkek
egemen bir kurumda bir kadinin daimi tasarimci olarak
konumlanmasinin kurumsal mekanizmalarini agiga ¢i-
karan analitik bir ara¢ olmal.. Bankanin arsiv dili, Uret-
men'’i ressam’ diye kaydediyor; ama isin karsiligi, bugiin
‘kurumsal kimlik ve gorsel iletisim' dedigimiz genis bir
alana yayiliyor.

-Tanikliklar: Ayhan Akalp ve Abidin Daver'in Kaydi

Uretmen'in bankaya girisini sinif arkadasi Ayhan Akalp
(1929) soyle anlatir: “Giilimser ‘terbiyeli’ bir arkadasti;
mezuniyet sonrasl Denizcilik Bankasina basvurdu; ayni
glnlerde bana da bankadan bir dneri geldi ve tesadii-
fen bankada karsilastik. Dénemin Cumhuriyet yazari
Abidin Daver, bankada fahri bir gorev iistleniyordu ve
denizcilige tutkuyla baghydi. Daver, reklam ve tanitim
islerinde yenilik istiyordu; Giiliimser'i tercih etti ve ban-
kada ise baglad1.”

Daver'in Cumhuriyet'teki yazisinda Uretmenden séz
etmesi ayrica énemlidir. thap Hulusinin afis sanatinda
actig1 yoldan, Akademide kurulan afig atélyesinden ve
Kenan Temizan'in roliinden séz ederken, “(..) Denizcilik

the institution to assume a staff position in graphic
production. The archival record includes the following
details® — a starting date of 12 January 1953; a salary of
550 lira; and the title ‘painter in Public Relations’. From
1954 onwards, she worked in the Publishing Bureau of
the Bank’s Public Relations Department as an ‘advertis-
ing propaganda painter’. When she left the Bank in 1960,
her salary had risen to 925 lira. At that time, professional
titles were not ‘graphic designer’; designations such as
‘painter’, ‘advertising painter’, ‘printing-house painter’,
and ‘poster artist’ circulated instead. Uretmen described
herself as a ‘graphic artist’.

She was the only staffed designer at the Bank. The team
included an interior architect, a photographer, and
Mazhar Nazim Resmor — one of the prominent artist-de-
signers of the period — who served as an external
consultant. This structure indicates that the institution
conceived visual communication as a distinct function.
Looking at the graphic products of Turkish Maritime
Lines before 1953, different signatures and illustration
styles are evident; their advertising and promotional
approach is not unified. With Uretmen’s arrival, the
institution moved towards a more consistent visual
language. Her sea-themed illustrations constituted not
merely an aesthetic preference, but a visual framework
that shaped the perception of sea transport.

6. Maritime Bank of Tiirkiye Personnel Directorate, GUliimser Aral
Personnel File and Service Record, 12 January 1953 (Omer Durmaz
Archive).
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Biirokratik unvanlarin dili tasarim emegini tanimazsa... Denizcilik
Bankasl personel sicil figinde Uretmen’in unvani ‘ressam’” olarak geger.
Bugtiin ‘kurumsal kimlik ve gorsel iletisim’ dedigimiz is alani, o donemde
‘halkla miinasebet’ baghgi altinda yiirtir; arastirmacy, tasarimeinin izini
bu kelimelerin iginde stirer.

When the language of bureaucratic titles fails to recognise design labour...

In the personnel record card of the Maritime Bank of Tiirkiye, Uretmen'’s
title appears as “painter”. What we would today describe as “corporate
identity and visual communication” was at that time conducted under
the heading of “public relations”; the researcher must therefore trace the
designer’s presence within the vocabulary of these terms.

Bankasinin afiglerini yapan bayan Giiliimser'dir" diye
yazar. Bu ciimle, Uretmen'in yalnizca kurum icinde degil,
dénemin basininda da adiyla kayda gectigini gosterir.

-Uretimin Cesitliligi: Afis, Brosiir, Takvim, Pul, Logo

Uretmen'in en iiretken dénemi 1950ler ve 1960larin
basidir; 6zellikle cocuklar: dogmadan 6nce. Denizcilik
Bankasi ve Denizyollari disinda Garanti Bankas, Diinya
Gazetesi, Tiirk Hava Yollari, Sisecam, Pasabahce, Askeri
Miize, Kizilay, Turizm Bakanlig), Sehir Hatlari, Yalova
Termal Otel, Liman Isletmeleri, Istanbul Ekspres Gaze-
tesi, Port Restaurant gibi kurumlara afis, takvim, brosiir,
pul, etiket ve logo tasarlar. Bu cesitlilik, Tiirkiyede tasa-
rimin disiplinlesme siirecinin bagimsiz stiidyolar ya da

7. Daver, “Hem Nalina Hem Mihina: Reklamlara Dair,” Cumhuriyet, 19
Kasim 1953, 2.
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1953 - 1954 DI$ HATLAR KIS TARIFES

Denizin gorsel dili.. Denizcilik Bankasi ve Denizyollari igin {iretilen
brostr ve afislerde guvas boya, el ¢izimi tipografi ve deniz temalar1
birlikte ¢alisir. Bu isler yalnizca estetik bir se¢im degil, modernlesme
propagandasinin da gorsel sozlugudir; yolculugun konforuy, rotanin
gliveni ve ‘uluslararasi’ olma iddiasi kagit tizerinde kurulur.

The visual language of the sea... In the brochures and posters produced
for the Maritime Bank of Tiirkiye and Turkish Maritime Lines, gouache
painting, hand-drawn typography, and maritime themes operate in
conjunction. These works represent not merely an aesthetic choice, but
also a visual lexicon of modernisation propaganda; the comfort of travel,
the security of the route, and the claim to being “international” are
constructed on paper.

Uretmen refers to this period as her ‘mastery phase’:
working with themes provided by Abidin Daver and the
General Director Ulvi Yenal, she designed posters and
brochures intended to revitalise tourism; the breadth of
these themes makes explicit the connection between the
Bank’s modernisation agenda and visual communication.



yildiz tasarimcilar {izerinden degil, farkli kurumlarin ih-
tiyaglar: tizerinden kuruldugunu da gésteriyor.

Arsiv acisindan zorluk da burada basliyor. Afis ve brogiir
gibi efemera, kurum arsivinde ‘giinliik is' sayilir; depolar-
da kaybolur; ajans kapaninca dagilir; aile cekmecelerine
girer; sahaf kolilerinde dolasir. Kadin tasarim tarihi ka-
¢inilmaz olarak bu kirilgan dolasimin tarihidir.

Uretmen yazigmalarindan birinde igin ‘malzeme’ tara-
fin1 da kayda gecirir; bu da tasarim tarihinin cogu kez
atladigi bir ayrintidir. Tiinelde Kag1t Basim Isleri adiyla
anilan toptancidan metreyle kagit aldigini; boya, samur
firca, cetvel-pergel gibi araclari ise Domuz Sokagi'nda
yabanci uyruklu yash bir ciftin diikkanindan temin et-
tigini séyler. Ana boya olarak Talens guvas kullanir; “dal-
gasiz, net bir gériiniim” i¢in guvasin teknik tistiinliigiini
ozellikle vurgular. Akrilik boyanin fuar/pano isleri icin
daha sonra ve daha ekonomik oldugu icin devreye gir-
digini de ekler. Bu not, bir tasarimcinin iiretim standar-
dini -kagit, boya, firca, teknik- bizzat tanimladigi nadir
kaynaklardan biridir; ayn1 zamanda Istanbul'un malze-
me cografyasina da igaret eder.

Uretmen'in iiretim listesi, dénemin tasarim alaninin
nasil coklu' calistigim1 da gosteriyor. Aymi tasarimci
hem banka afisi yapiyor, hem turizm brosiirii, hem
pul tasarliyor, hem cam sanayi i¢in reklam hazirhyor.
Bugiin ajanslarda ayrisan roller (illiistrator, art direktor,
tipograf, kurumsal kimlik tasarimcisi) o donemde tek
bir ‘ressam’ unvan altinda birlesiyor. Bu nedenle Uret-
men'in dosyasy, bir kiginin kariyerinden ¢ok meslegin
olusum kosullarina dair bir kesit sunuyor.

-Yurtdisi, Kesinti ve Doniis: Bakim Emeginin
Biyografisi

1960'ta Uretmen, esinin isi nedeniyle yurtdisina tasin-
mak icin bankadan ayrilir. {lk durak Yunanistandir; bu
sirada 6zellikle Tiirk Hava Yollar: i¢in serbest calismayi
slirdiiriir. Ancak esinin goérevleri, yogun tempo ve ¢o-
cuklarin egitimi nedeniyle meslegini aym stireklilikle
slirdiiremez; aileye daha fazla zaman ayirir.

Uretmen, 25 Aralik 1953'te evlendigi Faruk Uretmeni
Denizcilik Bankasi'nda tanir. 1957de Tiirk Hava Yollar1
kuruldugunda Faruk Uretmen, Ulvi Yenaln énerisiyle
Atina dis biirosuna atanir; aile hayat1 Yunanistan, Al-
manya, Liibnan ve Ingiltere gibi iilkelerde siirer. Uret-
men, Pariste yapamadig1 lisansiistiinii, bulunduklari
sehirlerin miize ve sergilerini izleyerek, kiiltiirel zengin-
ligi gbzlemleyerek ve kizlarini sanat tasarimi ortaminda
yetistirerek ‘tamamladigini’ séyler.

1970lerden itibaren Tiirk motifleri ve minyatiirler-
den beslenen igleriyle sergilere katilir; 1976da Kemal
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In 1950s Tiirkiye, the ‘Public Relations’ department was
oneof theindicators of being a modern institution. These
departments operated not merely to print brochures,
but to enable the institution to represent’ itself at both
national and international levels. For Turkish Maritime
Lines and the Maritime Bank of Tiirkiye, the objective of
revitalising tourism increased the strategic importance
of visual material. The diversity of Uretmen’s work
(poster, brochure, calendar, stamp, logo) formed part of
this strategy.

Here, the term ‘first’ must be used with caution. Uretmen’s
position as the first woman designer’ within the institu-
tion should not function as a romanticising label; rather,
it should serve as an analytical tool that reveals the insti-
tutional mechanisms through which a woman was posi-
tioned as a permanent designer within a male-dominated
structure. The archival language of the Bank records
Uretmen as a ‘painter’: yet the scope of her work extends
across the broad field that we would today describe as
‘corporate identity and visual communication’.

-Testimonies: The Recording of Ayhan Akalp and
Abidin Daver

Uretmen’s entry into the Bank is recounted by her class-
mate Ayhan Akalp (1929) as follows: ‘Giiliimser was a
“well-mannered” friend; after graduation she applied to
the Maritime Bank of Tiirkiye; around the same time I
also received an offer from the Bank, and we happened
to meet there by chance. Abidin Daver, then a writer
for Cumhuriyet, held an honorary position at the Bank
and was passionately devoted to maritime. Daver
wanted innovation in advertising and promotional work;
he chose Giiliimser, and she began working at the Bank.’

Daver’s reference to Uretmen in his article in Cumhuri-
yet is also significant. While discussing the path opened by
Thap Hulusi in poster art, the establishment of the poster
studio at the Academy, and the role of Kenan Temizan, he
writes: (..) it is Mrs Giiliimser who produces the posters
for the Maritime Bank of Tiirkiye.” This sentence demon-
strates that Uretmen was recorded by name not only
within the institution but also in the press of the period.

-The Diversity of Production: Poster, Brochure,
Calendar, Stamp, Logo

Uretmen'’s most productive period was the 1950s and the
early 1960s, particularly before the birth of her children.
In addition to the Maritime Bank of Tiirkiye and the

7. Daver, “Hem Nalina Hem Mihina: Reklamlara Dair”, Cumhuriyet, 19
November 1953, 2.
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Bilbasar'in Kurbaga Ciftligi kitabini resimler. 19807lerde,
yaklagik yirmi yil sonra Tiirkiye'ye déner. Saglik sorun-
lar1 ve esinin yurtdisindaki is hayatinin siirmesi, gocuk-
larin yetistirilmesi sorumlulugunu artirir ve profesyo-
nel kariyerini yeniden kurmayi zorlastirir. 19 Temmuz
2022'de hayatini kaybeder, 21 Temmuzda da defnedilir.

-Dosyay1 Kurmak: Bir Biyografinin Arsivde Ingasi

Uretmen f{izerine yazmak, hazir bir arsiv ¢aligmasini
acip okumak gibi ilerlemedi; tam tersine, saha ¢alisma-
styla adim adim olustu. {1k adim, literatiirdeki boslugu
netlestirmekti: Grafik tasarim tarihine iliskin temel
kaynaklarda Uretmen’in adi yoktu; oysa 19507lerin ba-
sinda tasarim 6dilleri aldig: biliniyordu. Bu geliski, beni
basili kiiltiir taramasina yoneltti. Cumhuriyet basta
olmak tiizere donemin gazetelerinde reklam/afis tartis-
malarini, yarisma haberlerini ve kurum duyurularim
izledim. Abidin Daver'in kupiirii, bu tarama sirasinda
cikty; “bayan Giilimser” ifadesi, biyografinin elle tutulur
ilk sabitleyicilerinden biri oldu.

fkinci adim, kurumsal arsive girmekti. Burada ‘ne ara-
diginiz’ kadar ‘ne diye aradiginiz’ da belirleyici. ‘Grafik
tasarimcr’ gibi bugiine ait bir terimle arayinca kayit ¢ik-
miyor; ‘ressam, ‘nesriyat’, ‘halkla miinasebet’ gibi dénem
diline yaklasinca kap1 acgiliyor. Denizcilik Bankasi perso-
nel kaydi Uretmen'in ise baglama tarihini, unvanini ve
maas bilgisini netlestirdi; bu sayede iiretim kronolojisini
somut bir tarihlendirme tizerine kurmak miimkiin oldu.

Uciincii adimda sézlii tarih devreye girdi. Uretmen'in
kendi zaman c¢izelgesini, kurum kayitlarinin ve basili
malzemenin tarihlemesiyle capraz okudum. Tanikliklar,
belgenin sdylemedigi ayrintilari -islerin nasil dagitildigy,
atdlye rutini, kurum ici isleyis- tamamladi. Bu anlamiyla
sozlii tarih, ‘hatira’ toplamakla sinirh degil, arsivle konu-
san, arsivi test eden bir yontem.

-Giiliimser Aral Uretmen'e Nasil Ulastim

Uretmen'in mesleki kariyerinden séz etmeden &nce,
kendisinden nasil haberdar olduguma ve 6zge¢misini
olusturmadaki siirece kisaca deginmek istiyorum. Bu
hikayenin, tasarim tarihi arastirmalarinda saha ¢als-
masinin ve 1srarli iz siirmenin 6énemini aktarmak icin
yararli olacagini umuyorum.

Giilimser Hanim'in imzasini ilk kez 1950'lerin Denizyol-
lar sefer tarifelerinin kapaklarindaki illiistrasyonlarda
gormiis, islerini cok begenmis, arastirinca afislerine de
ulagmistim. Giderek arsivimdeki “Giiliimser”, “Giiliimser
Aral’, “Giiliimser Aral Uretmen” imzali igler artmaya, zih-
nimde bir tasarima profili olusmaya baslamisti. Tasa-
rim ve sanatla ilgili yayinlari taradigimda hakkinda pek
bir sey bulamadim; iistelik grafik tasarim tarihinde adi

Turkish Maritime Lines, she designed posters, calendars,
brochures, stamps, labels, and logos for institutions
such as Garanti Bank, Diinya Gazetesi, Turkish Airlines,
Sisecam, Pasabahce, the Military Museum, the Red Cres-
cent, the Ministry of Tourism, City Lines, Yalova Thermal
Hotel, Port Authorities, Istanbul Ekspres Gazetesi, and
Port Restaurant. This diversity also demonstrates that
the process of design becoming a discipline in Tiirkiye
was shaped not through independent studios or star
designers, but through the needs of different institutions.

The difficulty from an archival perspective begins
precisely here. Ephemera such as posters and brochures
are regarded within institutional archives as ‘routine
work’ — they disappear into storage; when an agency
closes, they are dispersed; they enter family drawers;
they circulate in the boxes of second-hand booksellers.
The history of women in design is, inevitably, the history
of this fragile circulation.

In one of her correspondences, Uretmen also records
the ‘material’ dimension of the work; this is a detail
that design history often overlooks. She notes that she
purchased paper by the metre from a wholesaler in Tiinel
known as Kagit Basim Isleri; she obtained paints, sable
brushes, rulers, and compasses from the shop of an elderly
foreign couple in Domuz Sokagi. As her primary medium,
she used Talens gouache, emphasising in particular
its technical superiority in achieving a ‘smooth, crisp
appearance’. She also adds that acrylic paint entered her
practice later, for fair and display panel work, as it was
more economical. This note constitutes one of the rare
sources in which a designer defines her own production
standard — paper, paint, brush, technique — and at the
same time points to the material geography of Istanbul.

Uretmen’s list of productions also demonstrates how
the field of design in that period operated in a ‘multiple’
manner. The same designer produced a bank poster, a
tourism brochure, a stamp, and an advertisement for
the glass industry. Roles that are differentiated today
within agencies (illustrator, art director, typographer,
corporate identity designer) were at that time combined
under the single title of ‘painter’. For this reason, Uret-
men’s file offers not merely the career of an individual,
but a cross-section of the conditions under which the
profession itself was formed.

- Abroad, Interruption, and Return: The Biography of
Care Labour

In 1960, Uretmen left the Bank in order to move abroad
due to her husband’s work. The first destination was
Greece; during this period, she continued to work free-
lance, particularly for Turkish Airlines. However, owing
to her husband’s assignments, the demanding pace, and
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gecmiyordu. Durum ilginclesmisti; elimdekiler sadece
isleriydi; biyografisini bilmiyordum. Baska arastirmaci-
lara ve ilgili kisilere sordum; pek bir sey cikmadi, adim
ilk kez duyanlar bile oldu.

Denizcilik Bankasinda kadrolu ¢alistigini diistindiigiim
icin kurumun arsiv sorumlularina ulastim; personel
sicil dosyasi duruyordu. Bu dosyadan, kisa bir 6zge¢mis
kurmaya yetecek bilgileri edindim. Artik yliziinii de bili-
yordum; dosyada 1950'lerin basina tarihlenen bir vesika-
lik fotografi vardi. Bulduklarim yine de tasarim tarihiy-
le ilgili sorularimi yanitlamaya yetmiyordu.

Kocasinin adini 6grenince birlikte ¢alistig: kisilere ula-
sabildim; birkag yil 6nce vefat ettigi bilgisine ulastim,
ancak yakinlarinin iletisim bilgisi yine yoktu. Aile dost-
larindan birini buldum; hatirladiklarin1 aktardi, otur-
duklar: semti, kizlarinin adlarini ve mesleklerini 6gren-
dim. Muhtara sordum, yok; internette arastirdim, yok;
sosyal medyaya baktim, yok; 118 80'i aradim, yine yok.
Kizlarinin daha 6nce ¢ahistiklar: kurumlar, is yaptiklar:
firmalar1 buldum ama yine sonug alamadim.

Ara ara vazgecip, aklima geldikce buldugum her yoldan
ulagmaya c¢alisiyor, bir yandan da sahaflardan ve mi-
zayedelerden toplayabildigim islerini arsivime katiyor-
dum. Umudumu yitirdigim bir anda, kizlarinin adlarim
kullanarak ilgili olabilecek e-posta kombinasyonlarina
rastgele e-postalar génderdim ve en sonunda bir adres-
ten inanilmaz bir yanit geldi: Giiliimser Hanim'in hayat-
ta oldugunu 6grendim.

Once, kizlarinin aracihigiyla giinler siiren bir e-posta
yazismamiz oldu. Sonra Istanbul'daki evinde bir araya
geldik ve sozlii tarih goriismesi yaptim. Gililimser
Hanmim, tretimlerinin arka planini tek tek aydinlatty
her tiir eser aile arsivinde 6zenle saklanmist1. Vefatina
kadar kendisini bes kez ziyaret ettim (Nisan 2016, Eyliil
2016, Subat 2017, Mart 2019, Kasim 2019). Ziyaret edeme-
digim zamanlarda da kizlarinin destegiyle e-posta lize-
rinden soru-cevap yazismalari yaptik.

Son goriismemizde de -yine kizlarinin destegiyle-
evinde Ui¢ glin kalarak kapsaml bir arsiv ¢calismasi yu-
riuttiim; belgeleme stirecini tamamlayip tim arsivi sayi-
sal ortama tasidim. Dolayisiyla basta Giiliimser Hanim
olmak tiizere kizlar1 Arzu ve Erene cok tesekkiir ederim.
Ailenin bilingli ve duyarh yaklasimi olmasaydi pergelin
ucunu bu kadar uzaga koyamaz, daginik izleri bu dosya-
da bir araya getiremezdim.

Doérdiincii adim, gérsel malzemenin izini stirmekti. Afig
ve brosiir gibi efemera ¢ogu zaman kurum arsivinde
‘tam set’ halinde durmuyor; parcalar sahaflarda, kolek-
siyonlarda ve ev arsivlerinde ortaya cikiyor. Bu yiizden
Uretmen'in islerini bir ‘catalogue raisonné' iddiasiyla
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the children’s education, she was unable to sustain her
profession with the same continuity; she devoted more
time to the family.

Uretmen met Faruk Uretmen — whom she married on
25 December 1953 — at the Maritime Bank of Tiirkiye. In
1957, when Turkish Airlines was established, Faruk Uret-
men was appointed to the Athens foreign office upon the
recommendation of Ulvi Yenal; family life subsequently
unfolded in countries such as Greece, Germany, Lebanon,
and England. Uretmen states that she completed’ the
postgraduate education she had been unable to pursue
in Paris by visiting the museums and exhibitions of the
cities in which they lived, observing their cultural rich-
ness, and raising her daughters within an environment
shaped by art and design.

From the 1970s onwards, she participated in exhibitions
with works drawing upon Turkish motifs and minia-
tures; in 1976, she illustrated Kemal Bilbasar's Kurbaga
Ciftligi. In the 1980s, after approximately twenty years,
she returned to Tiirkiye. Health problems, the continu-
ation of her husband’s professional life abroad, and the
increasing responsibility of raising the children made
it difficult to re-establish her professional career. She
passed away on 19 July 2022 and was buried on 21 July.

-Constructing the File: The Archival Formation of a
Biography

Writing on Uretmen did not proceed by opening and
reading an already established archival collection; on
the contrary, it took shape step by step through field-
work. The first step was to clarify the gap in the litera-
ture: Uretmen’s name did not appear in the principal
sources on the history of graphic design, yet it was
known that she had received design awards in the early
1950s. This contradiction directed me towards a survey
of print culture. I traced discussions of advertising and
posters, competition announcements, and institutional
notices in the newspapers of the period, foremost among
them Cumhuriyet. Abidin Daver's clipping emerged in the
course of this survey; the phrase ‘Mrs Giiliimser’ became
one of the first tangible anchors of the biography.

In the third step, oral history came into play. I cross-
read Uretmen’s own timeline with the dating provided
by institutional records and printed material. Testimo-
nies supplemented the details that documents did not
articulate — how work was distributed, the routine of
the studio, the internal functioning of the institution. In
this sense, oral history is not limited to collecting “memo-
ries”, but constitutes a method that converses with the
archive and tests it.
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siralamak yerine, buldugum her parcayr baglamina
yerlestiren bir calisma bicimi benimsedim: Uretim alan
(banka, turizm, sanayi), is tiirii (afis, brosiir, logo), tarih
bilgisi (basim yeri, yil1) ve olasi iiretim kogullar1 (kurum
birimi, matbaa).

Bu dosyay1 biiyiiten doniim noktalarindan da s6z etmek
gerekiyor: lki, 2017de Istanbul Moderndeki Liman ser-
gisiydi®. Serginin asistan kiiratorii Ash Can'in arastirma-
larimi fark etmesi tizerine Bayan Giiliimser'in 1950'lerde

yaptig1 Denizyollar: afiglerini sergiye dahil ettik. Tasa-
rimcinin sergiyi gezerken ifade ettigi seving, tasarim-
lariin yillar sonra yeniden kamusal dolasima girmesi-
nin anlamini yalin bir sekilde ortaya koydu. ikincisi de

grafik tasarimci Esen Karol'un yonlendirmesiyle Ameri-
kal grafik tasarimcy, kiiratér ve yazar Elizabeth Resni-
ck’le tanismamdi. 2025 yilinda basilan, Resnick'in editor-
liigiinli yaptig1 Women Graphic Designers: Rebalancing

the Canon [Kadin Grafik Tasarimcilar: Kanonun Yeniden

Dengelenmesi] kitabinda “Giiliimser Aral Uretmen: A Pi-
oneering Turkish Female Graphic Designer” [Giiliimser

Aral Uretmen: Oncii Bir Tiirk Kadin Grafik Tasarimcisi]

makalesini Murat Ertiirk’le birlikte yayimladik.

-Ikinci Planda Kalmayan Bir Figiir: Uretmen'i
Merkeze Almak Ne Saglar?

Bu metnin odagimi Uretmende tutmak bir ‘temsil’ ter-
cihi degil; tasarimin kurumsallastig1 kritik bir esikte
duran bir figiirii gériiniir kilma ihtiyaci. Bab-1 Alide lise
caginda baglayan f{icretli ¢cizim, Akademide afis at6lyesi
disipliniyle birlesiyor; ardindan Denizcilik Bankasi gibi
yar1 kamusal bir kurumda siirekli bir pozisyona dénii-
sliyor ve ailevi nedenlerle kariyerini bitirmek zorunda
kaliyor. Bu hat, grafik tasarimin mesleklesme siirecini
mikro 6l¢gekte okumaya elverisli bir ¢izgi.

Uretmen’i popiiler bir yaklasimla yalmzca “ilk/éncii
kadin” etiketiyle anmak, hikayeyi daraltir. Asil sorular
sunlar: Kadinlar hangi unvanlarla ¢alist1? Hangi birim-
lere baglandi? Hangi is tiirlerinde yogunlasti? Hangi
kosullarda goriiniir oldu, hangi kosullarda kesintiye
ugradi? Uretmen dosyasi, bu sorular1 ayni cercevede ya-
nitlamaya imkan verdigi i¢in merkezdedir.

‘Basari’'nin Sonucu: Odiillii Tasarimci Erkek mi Kadin
mi?

Uretmen'in 1950'lerde tasarim diinyasinda séz sahibi ola-
bildigini gésteren temel isaretlerden biri, 1952'de Garanti
Bankas: afis yarismasinda aldig1 6diil. Bu basari, onu ya-
risma kiltliriinlin gériintrliik saglayan kanalina yerles-

8. Bkz. https://www.istanbulmodern.org/sergi/gecmis/liman

-How I Reached Giiliimser Aral Uretmen

Before mentioning Uretmen’s professional career, I
would like briefly to address how I became aware of her
and the process through which I constructed her curric-
ulum vitae. I hope that this account will be useful in
conveying the importance of fieldwork and persistent
tracing in research on design history.

I first encountered Giiliimser Hanim'’s signature in the
illustrations on the covers of the Turkish Maritime Lines
timetables of the 1950s; I greatly admired her work, and
upon further research I was able to locate her posters as
well. Gradually, works in my archive bearing the signa-
tures ‘Giiliimser’, ‘Giiliimser Aral, and Giiliimser Aral
Uretmen’ increased in number, and a profile of a designer
began to take shape in my mind. When I surveyed publi-
cations related to design and art, I found very little about
her; moreover, her name did not appear in the history of
graphic design. The situation became intriguing: what I
possessed were only the works; I did not know her biog-
raphy. I asked other researchers and relevant individu-
als; little emerged, and there were even those who were
hearing her name for the first time.

As I assumed that she had been employed on a perma-
nent basis at the Maritime Bank of Tiirkiye, I contacted
the institution’s archival officers; her personnel file was
preserved. From this file, I obtained information suffi-
cient to construct a brief curriculum vitae. I now knew
her face as well; the file contained an identification
photograph dated to the early 1950s. Nevertheless, what
I had found was still insufficient to answer my questions
concerning design history.

Once I learned her husband'’s name, I was able to reach
individuals with whom he had worked; I discovered that
he had passed away several years earlier, yet there were
still no contact details for her relatives. I found a family
friend who recounted what they remembered, and I
learned the district in which they had lived, as well as
the names and professions of her daughters. I asked the
local headman — nothing; I searched online — nothing;
I checked social media — nothing; I called 118 80 — again
nothing. I identified institutions where her daughters
had previously worked and companies with which they
had been associated, but still obtained no result.

At intervals I would give up, then resume my efforts
whenever she came to mind, attempting to reach her
through every avenue I could identify, while at the
same time adding to my archive the works I was able to
collect from second-hand booksellers and auctions. At
a moment when I had almost lost hope, I sent random
emails to possible address combinations based on her
daughters’ names; eventually, an extraordinary reply
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Turkish Maritime Lines

Yillar sonra yeniden karsilasma... Istanbul Moderndeki Liman sergisi,
Denizyollar afiglerini kamusal alana tagirken, Uretmen'in iglerinin
yeniden goriiniir olmasina da vesile olur. Arsivden ¢ikan bir afisin
sergi duvarina asilmasy, yalnizca nostalji tiretmez; tarihyazimindaki
bosluklarin nasil kapatilabilecegini de gosterir.

A renewed encounter years later.. The Liman exhibition at Istanbul
Modern, while bringing the Turkish Maritime Lines posters back into
the public sphere, also enabled Uretmen’s works to regain visibility.
The hanging of a poster retrieved from the archive on an exhibition
wall does not merely generate nostalgia; it also illustrates how gaps in
historiography may be addressed.

tirir. Uretmenden sonra bu alanda éne c¢ikan bir baska
kadin, 1956da Yap: ve Kredi Bankasi afis yarismasinda
anilan Ruzin Gercindir; fakat Ger¢in'in ad1 da ana anla-
tida kolay goriinmez. Uretmen baska édiiller de alir; Ga-
ranti Bankasi brosiir yarismasinda mansiyon ve Kizilay
takvim yarismasi.

Bu tablo, kadinlar s6z konusu oldugunda ‘basari ile
‘tarihe gecme’ arasindaki iliskinin otomatik olmadigi-
n1 gdsteriyor. Uzun bir émiir siirmesine ragmen Uret-
men'in adinin metinlerde yok denecek kadar az ge¢mesi,
iiretim miktarindan ¢ok anlatinin se¢me bicimiyle ilgili-
dir. Karsilastirmalar da bunu gii¢lendirir, ayni dénemde
yarismalarda adi gegen kimi erkek tasarimcilar, sektor-
de siireklilik géstermeseler bile kayitta daha kolay kalir.

Bu nedenle yarisma arsivleri ve gazete kupiirleri, kadin
tasarim tarihinin kritik kaynaklaridir: Odiil haberi

Arsivde Kadin ve Toplumsal Cinsiyet Dergisi

arrived from one address: I learned that Giiliimser
Hanim was still alive.

First, through her daughters, we engaged in an email
correspondence that lasted for days. Subsequently, we
met at her home in Istanbul, where I conducted an oral
history interview. Giiliimser Hanim clarified, one by one,
the background to her productions—works of every kind
had been carefully preserved in the family archive. Until
her passing, I visited her five times (April 2016, Septem-
ber 2016, February 2017, March 2019, November 2019). At
times when I was unable to visit, we continued ques-
tion-and-answer exchanges via email with the support
of her daughters.

During our last meeting, again with the support of
her daughters, I stayed in her home for three days and
conducted a comprehensive archival study; I completed
the documentation process and transferred the entire
archive into digital form. I therefore extend my sincere
thanks, first and foremost to Giiliimser Hanim, and
also to her children Arzu and Eren. Without the family's
conscious and attentive approach, I would not have been
able to set the compass point so far afield, nor to bring
together the dispersed traces within this file.

The fourth step was to trace the visual material. Ephem-
era such as posters and brochures rarely survive in
institutional archives as ‘complete sets’; fragments
surface in second-hand bookshops, private collections,
and domestic archives. For this reason, rather than
arranging Uretmen’s works under the claim of a cata-
logue raisonné, I adopted a mode of study that situates
each fragment I encountered within its context: field of
production (banking, tourism, industry), type of work
(poster, brochure, logo), date information (place and
year of printing), and possible conditions of production
(institutional unit, printing house).

It is also necessary to mention the turning points that
expanded this file. The first was the Liman exhibition
at Istanbul Modern in 2017. When the assistant cura-
tor of the exhibition, Asli Can, became aware of my
research, we included the Turkish Maritime Lines post-
ers produced by Bayan Giiliimser in the 1950s in the exhi-
bition. The joy the designer expressed while visiting the
exhibition articulated, in the simplest terms, the signifi-
cance of her designs re-entering public circulation after
many years. The second was my introduction, through
the guidance of the graphic designer Esen Karol, to the
American graphic designer, curator, and writer Eliza-
beth Resnick. In 2025, in the volume Women Graphic
Designers: Rebalancing the Canon, edited by Resnick,
we published, together with Murat Ertiirk, the article

‘Giiliimser Aral Uretmen: A Pioneering Turkish Female

Graphic Designer’.
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Turkish Maritime Lines

Yillar sonra yeniden karsilasma... Istanbul Moderndeki Liman sergisi,
Denizyollar afiglerini kamusal alana tagirken, Uretmen'in iglerinin
yeniden goriiniir olmasina da vesile olur. Arsivden ¢ikan bir afisin
sergi duvarina asilmasy, yalnizca nostalji iretmez; tarihyazimindaki
bosluklarin nasil kapatilabilecegini de gosterir.

A renewed encounter years later.. The Liman exhibition at Istanbul
Modern, while bringing the Turkish Maritime Lines posters back into
the public sphere, also enabled Uretmen’s works to regain visibility.
The hanging of a poster retrieved from the archive on an exhibition
wall does not merely generate nostalgia; it also illustrates how gaps in
historiography may be addressed.

cikar, afis dolasima girer; sonra malzeme kaybolur, ad
da onunla birlikte silinir. Kupiir, bazen bu silinmeyi dur-
duran tek dayanak olur.

Goériinmezligin Mekanizmalari: Neden Adi
Gec¢miyor?

Uretmen'in yoklugu, tekil bir unutma degil; birbirini
besleyen birka¢ mekanizmanin sonucu.

« Kanonun dili: Tiirkiyede grafik tasarim tarihine ko-
lektif bakan erken metinlerin ¢cogu, erkek bir kusagin
cevresinde kurulur. Bu metinlerde, 1970 6ncesi kadin-
larin anilmamasi ‘dogal’ bir bosluk gibi sunulur.

« Arsivin dili: Uretmen'in kaydi ‘ressam’ diye gecer.
Tarihci ‘grafik tasarimci’ diye ararsa onu bulamaz.
Meslek adlari, goriiniirligii belirleyen bir siniflama
cihazidir.

-A Figure Not Confined to the Background: What
Does It Mean to Place Uretmen at the Centre?

Maintaining the focus of this text on Uretmen is not a
matter of ‘representation, but of rendering visible a
figure situated at a critical threshold in the institution-
alisation of design. Paid drawing, which began during
her secondary school years in Bab-1 Ali, converged with
the discipline of the poster studio at the Academy; it then
evolved into a permanent position within a semi-public
institution such as the Maritime Bank of Tiirkiye, and
ultimately was curtailed for familial reasons. This trajec-
tory offers a line through which the professionalisation
of graphic design may be read at a micro level.

To invoke Uretmen, in a popularised manner, solely
under the label of ‘first/pioneering woman” would
narrow the scope of the narrative. The substantive ques-
tions are these: under which titles did women work? To
which departments were they attached? In which types
of work did they concentrate? Under what conditions
did they become visible, and under what conditions were
they interrupted? The Uretmen file occupies a central
position precisely because it makes it possible to address
these questions within the same framework.

The Outcome of ‘Success’: Is the Award-Winning
Designer Man or Woman?

One of the principal indicators that Uretmen was able to
occupy a recognised position within the design world of
the 1950s is the award she received in the Garanti Bank
poster competition in 1952. This achievement placed her
within the channel of visibility afforded by competition
culture. After Uretmen, another woman who emerged
in this field was Ruzin Ger¢in, mentioned in the Yapi ve
Kredi Bank poster competition of 1956; yet Ger¢in's name,
too, does not readily become visible within the dominant
narrative. Uretmen received further awards, including
an honourable mention in the Garanti Bank brochure
competition and recognition in the Red Crescent calen-
dar competition.

This picture demonstrates that, where women are
concerned, the relationship between ‘success’ and ‘enter-
ing history’ is not automatic. Despite having lived a
long life, the near absence of Uretmen's name in writ-
ten accounts relates less to the quantity of her produc-
tion than to the selective nature of the narrative itself.
Comparisons reinforce this point: certain man designers
whose names appeared in competitions during the same
period remained more readily within the record, even
when they did not sustain continuity within the field.

For this reason, competition archives and newspaper
clippings constitute critical sources for the history of
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« Efemeranin kirilganhig: Afis, brosiir, takvim, pul gibi
isler kalic1 koleksiyonlara daha zor girer. Bu malzeme-
nin kaybs, kadinlarin gériiniirliigiinii daha hizh yok
eder.

« Imza ve miielliflik: Dergi sayfalari, kurum brosiirleri,
reklam ilanlari cogu kez imzasiz dolasir. Kadinlarin
emegi gorsel iiretim’ olarak kalir; kisi adiyla bag
kurulmaz.

« Kesinti: Tasinma ve bakim emegi, kariyerin siirekliligi-
ni kirar. Bu kirillma, bir ‘yetenek' kaybi degil; gériiniir-
lik kaybidir.

Bu mekanizmalar birlestiginde tarih, kadin emegini di-
sarida birakir. Uretmen &érnegi, bu digarida birakmanin
nasil ¢alistigini somutlar.

Bu mekanizmalarin her biri, kendi basina ‘masum’ gori-
nebilir: Kurumlar dosyalar: farkli adlandirir; afigler yip-
ranir; dergiler imza koymaz; tasarimci, ailesi nedeniyle
ara verir.. Fakat toplamda ortaya ¢ikan etki siyasidir:
Tarih, erkekleri ‘meslegin dogal sahipleri’ gibi gosterir;
kadinlari istisna ya da dipnot haline getirir.

Bu noktada Mengii Ertel'in adini1 anmak anlamli olacak.
Tiirkiyede grafik tasarim tarihine erken dénemden ko-
lektif bakan isimlerden biri olan Ertel, Akademi yilla-
rinda Uretmenle arkadas olmasina ragmen ondan soz
etmez. Benzer bicimde, Thap Hulusinin yakin cevresinde
bulunan Sabiha Bozcali da uzun siire literatiirde gérin-
mez kalir. Bu sessizlikleri kisisel bir ‘kétii niyet’ olarak
okumak yerine kanonun nasil kuruldugunu gosteren
semptomlar olarak okumak daha aciklayici. Kanon, cogu
zaman ‘yakin cevre iizerinden kurulsa da, yakin cevre-
deki kadinlar bile bu anlatinin disinda birakilabiliyor.

Giincelleme: Arastirma Pratikleri, Kaynaklar,
Sorunlar

Kadin grafik tasarimcilar iizerinde ¢alisirken cogu kez
bir yokluk climlesiyle yola cikiyorum: Adi ge¢miyor.
Sonra o yokluk baska bir yerde kiiciik bir iz birakiyor;
bir kurum kaydj, bir kupiir kenar, bir sinif arkadasinin
climlesi, bir aile albiimiinde kistirilmis bir not. Bu dos-
yada da ayni sey oldu: Uretmen’in adi énce bir gazete
ciimlesinde goriindi}; sonra arsivin ‘van ¢ekmecelerine’
dogru beni gekti.

Kaynaklari ii¢ ana kiimeye ayiriyorum:

» Kurum arsivleri ve personel kayitlar:: Unvan, tarih ve
birim bilgisi, tasarim tarihini ‘is iligkileri' tizerinden
okumay1 miimkiin kiliyor.

- Basihi kiiltiir taramasi: Gazete kupiirleri, dergiler (Ev-Is
gibi), kurum brosiirleri, takvimler, ilanlar. Malzeme
cogu zaman daginik; sahaf, koleksiyoncu, aile cekme-
cesi ve kurum deposu ayni derecede 6nemli.
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women in design: the award is announced, the poster
circulates; then the material disappears, and the name
fades with it. The clipping may at times become the sole
base that halts this erasure.

The Mechanisms of Invisibility: Why Is Her Name
Not Mentioned?

Uretmen'’s absence is not the result of a singular act of
forgetting, but of several interrelated mechanisms that
reinforce one another.

« The language of the canon: Many of the early texts
that adopt a collective perspective on the history of
graphic design in Tiirkiye are constructed around a
male generation. Within these texts, the absence of
women prior to 1970 is presented as a “natural” gap.
The language of the archive: Uretmen'’s record appears
under the designation ‘painter’. If the historian sear-
ches for ‘graphic designer’, she cannot be found. Pro-
fessional titles function as a classificatory device that
determines visibility.

The fragility of ephemera: Works such as posters, bro-
chures, calendars, and stamps enter permanent collec-
tions with greater difficulty. The loss of such material
accelerates the erasure of women’s visibility.
Signature and authorship: Periodical pages, institu-
tional brochures, and advertisements often circulate
without signatures. Women's labour remains as ‘visual
production’, without being connected to a named
individual.

Interruption: Relocation and care labour disrupt the
continuity of a career. This rupture is not a loss of
‘talent’, but a loss of visibility.

When these mechanisms converge, history leaves women'’s
labour outside its frame. The case of Uretmen renders
concrete the manner in which this exclusion operates.

Each of these mechanisms may, in isolation, appear ‘inno-
cent’ — institutions classify files under different designa-
tions; posters deteriorate; periodicals omit signatures; the

designer takes a break owing to family responsibilities.
Yet the cumulative effect is political: history presents men

as the ‘natural proprietors’ of the profession, while rele-
gating women to the status of exception or footnote.

At this point, it is meaningful to mention Mengii Ertel. As
one of the early figures to approach the history of graphic
design in Tiirkiye from a collective perspective, Ertel does
not refer to Uretmen, despite having been with her at
the Academy. Similarly, Sabiha Bozcali, who belonged to
the close circle of Thap Hulusi, remained for a long time
invisible within the literature. Rather than interpreting
these silences as a matter of personal ‘ill will, it is more
illuminating to read them as symptoms that reveal how
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» SOzl tarih ve tanikliklar: Anlatilar belgenin soguk
diline baglam kazandiriyor; ama tek basina ‘kanit’
degil, yon duygusu veriyor.

Bu ii¢ kiimeye, zamanla bir dérdiincii okuma bigimi
eklendi: iliski/ag okumasi. Kadinlarin iiretimi cogu
kez tekil ‘eser’ dosyalarinda degil, editor-cizer-matbaa-
cl-kurum iliskilerinde iz birakiyor. Bu yiizden, dosyalar
arasindaki ortak kisileri, kurumlari ve unvanlar esles-
tirmek, gériinmezligi bireysel bir ‘unutulma’ olmaktan
cikarip iliskisel bir mekanizma olarak gérmeyi sagliyor.

Bilimsel stiphecilik burada bir tislup degil, bir calisma di-
siplini: Her iddiay1 en az iki farkli kaynaktan ¢caprazlama-
ya calistyorum. Bir taniklik varsa tarih ve unvanm kayit-
tan; bir kupiir varsa baglami baska sayilardan; bir imza
varsa ayni elde iiretilmis benzer isler izerinden test edi-
yorum. Sonuc¢ ¢cogu zaman ‘kesin’ degil; ama hangi ihti-
malin neden daha gii¢lii oldugunu géstermek miimkiin.

Bu dosyada en inatc1 sey ‘sessizlikler’ oldu: Bulunamayan
afigler, imzasiz brogiirler, eksik biyografi parcalari, kayip
kurum arsivleri.. Bagta bunlari sadece engel gibi gériiyor-
dum; zamanla sessizligin kendisinin bir veri oldugunu,
yani saklama/atlama rejimini gériintr kildigini anladim.

‘Sessizlik’ bir eksik degil; tarihyaziminin nasil ¢calistigim
gosteren bir kanit.

Kaynaga erisimde karsilastigim tipik sorunlar1 da not
diismek gerekiyor; ¢linkii bulgular kadar 6greticiler:

« Kurumsal erisim: Bazi kurumlarda arsiv ‘kurum sirry
gibi goriiliiyor; arastirmaci ancak kisisel iligkilerle
iceriye girebiliyor. Bu durum, zaten kirilgan olan belge
izlerini daha da kirilgan hale getiriyor.

» Katalogsuzluk: Malzeme var ama bulunabilir degil.
Kutu var, klasor var; indeks yok. Arastirma bu yiizden
yer yer ‘kazi'ya benziyor.

- Isim/soyad1 degisiklikleri: Evlilik soyadi, takma ad,
farkli imza bicimleri gibi etkenler ayni kisiyi birden
fazla dosyada ‘bagka biri' gibi gésterebiliyor.

» Anonim Uretim: Kurumsal tasarim ¢cogu kez imzasiz.
Bu yiizden, bicimsel benzerlik kadar iiretim zinciri-
ni (matbaa, tarihleme, kullanilan dil, kurum birimi)
izlemek gerekiyor.

« Telif ve izin: Gorsel kullanimi ve arsiv malzemesine
erisim, cogu zaman izin siireclerine bagly; bu siirecler
de arastirmanin hizini ve kapsamini belirliyor.

Gelecek Yonelimleri: Tiirkiye'de Kadin
Tasarimcilarin Tarihyazimi Nereye Gider?

Bu makaleyi bir ‘tamamlama’ degil, bir cagr1 gibi gériiyo-
rum. Kadin tasarim tarihi yazimi icin bazi somut yéne-
limler 6neriyorum:

the canon is constructed. Although the canon is often
formed through a ‘close circle’, even the women within
that circle may be excluded from the narrative.

Updating: Practice of Research, Resources, Issues

When working on women graphic designers, I often begin
with a sentence of absence: her name is not mentioned.
Then that absence leaves a small trace elsewhere — an
institutional record, the edge of a clipping, a sentence
from a classmate, a note tucked into a family album. The
same occurred in this file: Uretmen’s name first appeared
in a sentence in a newspaper; it then drew me towards
the ‘side drawers’ of the archive.

I divide the sources into three principal clusters:

« Institutional archives and personnel records: Informa-
tion on title, date, and department makes it possible to
read design history through ‘labour relations’.

« Survey of print culture: Newspaper clippings, periodi-
cals (such as Ev-I'g), institutional brochures, calendars,
advertisements. The material is often dispersed; the se-
cond-hand bookseller, the collector, the family drawer,
and the institutional storage are equally significant.

« Oral history and testimonies: Narratives provide con-
text to the cold language of the document; yet they do
not constitute ‘evidence’ on their own, but rather offer
a sense of direction.

Over time, a fourth mode of reading was added to these
three clusters: a relational/network reading. Women's
production often leaves traces not in individual ‘work ' files,
but within networks linking editor, illustrator, printer,
and institution. For this reason, matching the shared indi-
viduals, institutions, and titles across different files makes
it possible to understand invisibility not as an individual
act of forgetting’, but as a relational mechanism.

Scientific scepticism here is not a matter of style, but of
research discipline: I attempt to cross-check every claim
against at least two different sources. If there is a testi-
mony, I verify the date and title through official records;
if there is a clipping, I establish its context through other
issues; if there is a signature, I test it against similar
works produced by the same hand. The result is often
not definitive’; but it is possible to show which possibil-
ity is stronger and why.

In this file, the most persistent element proved to be the
‘silences”: posters that could not be located, unsigned
brochures, missing fragments of biography, lost insti-
tutional archives... At first, I regarded these merely as
obstacles; over time, I came to understand that silence
itself constitutes data, in that it renders visible the
regime of preservation and omission.
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« Arama s6zIiiglinli resmilestirmek: ressam, reklam
ressaml, ‘matbaa ressami, ‘negriyat’, ‘halkla miinase-
bet’ gibi dénemsel unvanlari ve birim adlarini iceren
bir anahtar sézciik listesi olusturmak.

« Efemera arsivlerini ciddiye almak: Afig/brosiir/
takvim/pul gibi ‘gecici’ malzemeyi tasarim tarihinin
ana kanit1 saymak; yerel basili kiiltiir haritalar: ¢ikar-
mak.

« Aile arsivleriyle etik igbirligi: Fotograf, mektup, eskiz,
ajanda gibi malzemeyi korumak; dijital kopyalarla
kamusal erisime agmak.

SOzl tarih protokolleri: Tanikliklar: kayit altina
almak; arsiv belgesiyle capraz okumak.

« Universite-miize-koleksiyoncu isbirlikleri: Daginik
malzemeyi bir araya getiren, acik kataloglu dijital
platformlar kurmak.

‘Silence’is not a deficiency; it is evidence that reveals how
historiography operates.

It is also necessary to record the typical problems
encountered in accessing sources, for they are as instruc-
tive as the findings themselves:

« Institutional access: in some institutions, the archive
is treated as if it were a ‘corporate secret’ — the researc-
her can gain entry only through personal connections.
This situation renders already fragile documentary
traces even more fragile.

Lack of cataloguing: the material exists but is not
retrievable. There are boxes and folders, but there is
no index. Research therefore at times resembles an
excavation.

Changes of name/surname: factors such as marital
surnames, pseudonyms, and different forms of signa-
ture can make the same person appear as “someone
else” across multiple files.

Anonymous production: institutional design often cir-
culates without signature. For this reason, it is neces-
sary to trace not only formal resemblance but also the
production chain (printing house, dating, language
used, institutional unit).

Copyright and permissions: the use of visual material
and access to archival sources are often dependent on
permission procedures; these processes, in turn, deter-
mine the pace and scope of the research.

Bu yonelimler, yalnizca kadinlar goériiniir kilmak igin
degil; Tirkiyede grafik tasarim tarihinin kéklerini de-
rinlestirmek icin de gerekli.

Birinci yonelim, arsivlerin birbirine ‘konusmasi’. Bugiin
Uretmene dair izler Denizcilik Bankasi dosyasinda, bir
kitap fotografinda, bir mektup ekinde, bir yillikta ve bir
sergi arsivinde daginik halde duruyor. Bu parcalarin
eslestirilmesi tek bir arastirmacinin mesaisiyle sinirh
kalirsa yavaslar. Kolektif indeksleme -kiitiiphane kata-
loglar: gibi calisan, ama efemera ve kisisel arsivleri de
kapsayan- acik bir veri tabani, kadin tasarim tarihi icin
hizlandirici olur. ikinci yénelim, kurum ici kayitlarin
(personel fisleri, gérev tanimlari, siparis defterleri) aras-
tirmaciya acilmasi. Uciinciisi, s6zlii tarih aglarinin ge-
nisletilmesi; yalnizca tasarimcilarla degil, matbaacilarla,
sekreterlerle, dagitimcilarla, fotografcilarla konusmak
gerekir. Clinkii tasarim emegi, cogu kez bu gériinmeyen
ara halkalarda iz birakir.

Future Directions: Where Does the Historiography
of Women Designers in Tiirkiye Go from Here?

Iregard this article not as a ‘conclusion’, but as a call. For
the writing of women's design history, I propose several
concrete directions:

Bu o6neriler, aslinda bir ‘altyapr’ listesi. Kadin tasarim « Formalising the search vocabulary: to compile a list

tarihyazimi, tek tek dosyalarla ilerlese bile, kalic1 etki
icin altyapinin kurumsallagmasi gerekiyor. Ornegin bir

‘kadin tasarimcilar s6zIigii' yalnizca biyografi toplama-

maly; hangi unvanlarla ¢alistiklarini, hangi kurumlarla

iliskilendiklerini, hangi malzeme tiirlerinde iz biraktik-

larini da géstermeli. Boyle bir sézliik, yeni arastirmalar
icin bir ‘arama motoru’ islevi goriir.

Benzer bicimde, yerel basili kiiltlir haritalar: (Istanbul

3

Izmir, Ankara gibi sehirlerde matbaa-yaymevi-dergi-a-
jans ekosistemleri) ¢cikarilmadan, kadin emeginin dolasi-

mini anlamak zor. Bu haritalar, tasarim tarihini yalnizca
‘biiylik adlar’ tizerinden degil; iiretim iligkileri izerinden
okumaya imkan verir.
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of key terms that includes period-specific titles and
departmental designations such as ‘painter’, ‘adverti-
sing painter’, ‘printing-house painter’, ‘publishing’, and
‘public relations’.

Taking ephemera archives seriously: to treat ‘epheme-
ral’ materials such as posters, brochures, calendars,
and stamps as primary evidence in design history; to
map local print cultures.

Ethical collaboration with family archives: to preserve
materials such as photographs, letters, sketches, and
diaries; to make them publicly accessible through
digital copies.

Oral history protocols: to record testimonies and to
cross-read them with archival documentation.
University-museum-—collector collaborations: to
establish open-catalogue digital platforms that bring
together dispersed materials.



Arsivde Kadin ve Toplumsal Cinsiyet Dergisi (@:VEEaty s Ebsles (oo -WV-Vuatel (5]

Sonug: Arsivde Kadinlarin Izini Siirmek, Arsivin
Dilini Degistirmek

Giiliimser Aral Uretmen'in hikayesi, Tiirkiyede grafik
tasarimin kurumsallasma siirecine dokunuyor: Bab-1
Alide baglayan ticari resim pratigi, Akademide afis
atolyesi disiplini, Denizcilik Bankasinda kurum dilinin
kurulmasi, yarisma 6dulleri, yurtdis: kesintisi.. Bu hat,
ayni zamanda goriinmezIligin iiretildigi hattir.

Uretmen’i merkeze almak, ‘unutulmus bir ad1 geri ca-
girmak demek degil yalnizca; tasarim tarihini nasil yaz-
digimiz1 yeniden diisinmek demek. Kadin tasarimcilar
cogu zaman yok degil; arsivin dili, meslegin adi1 ve malze-
menin kirillgan dolasimi yiiziinden gériinmez kaliyorlar.
Bu yiizden tarihyaziminda ‘sessizlikleri dinlemek gere-
kiyor. Sessizlik, bazen yeni bir belge kadar konuskandir.

Arsivde Kadin'da yayimlanacak bu metin, benim icin bir
son degil; bagka adlara, baska kurumlara, baska ¢cekme-
celere uzanan bir baslangic.

Uretmen’in dosyasi bana sunu &gretti: Kadin tasarim
tarihini yazmak, bazen ‘bulmak'tan cok ‘yeniden ad-
landirmak’tir. Arsivdeki ¢ekmecenin iistiindeki etiketi
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Yillar sonra yeniden karsilasma... istanbul Moderndeki Liman sergisi,
Denizyollar afiglerini kamusal alana tasirken, Uretmen'in iglerinin
yeniden goriiniir olmasina da vesile olur. Argivden ¢ikan bir afigin
sergi duvarina asilmasy, yalnizca nostalji iretmez; tarihyazimindaki
bosluklarin nasil kapatilabilecegini de gosterir.

A renewed encounter years later.. The Liman exhibition at Istanbul
Modern, while bringing the Turkish Maritime Lines posters back into
the public sphere, also enabled Uretmen’s works to regain visibility.
The hanging of a poster retrieved from the archive on an exhibition
wall does not merely generate nostalgia; it also illustrates how gaps in
historiography may be addressed.

These directions are necessary not only in order to render
women visible, but also to deepen the roots of graphic
design history in Tiirkiye.

The first direction concerns enabling archives to ‘speak’
to one another. At present, traces relating to Uretmen
are dispersed across the Maritime Bank of Tiirkiye
personnel file, a photograph in a book, an attachment to
a letter, an annual publication, and an exhibition archive.
If the matching of these fragments remains confined to
the labour of a single researcher, the process inevitably
slows. A system of collective indexing — an open data-
base functioning like a library catalogue, yet encom-
passing ephemera and personal archives — would serve
as an accelerator for the history of women in design.
The second direction involves opening institutional
records (personnel files, job descriptions, order books)
to researchers. The third is the expansion of oral history
networks; it is necessary to speak not only with design-
ers, but also with printers, secretaries, distributors, and
photographers. For design labour often leaves its trace
within these invisible intermediate links.

These proposals in fact is an ‘infrastructure’ list. Even
if the historiography of women in design advances
through individual case files, lasting impact requires
the institutionalisation of infrastructure. For example,
a dictionary of women designers’ should not merely
compile biographies; it should also indicate under which
titles they worked, with which institutions they were
dffiliated, and in which types of material they left their
traces. Such a dictionary would function as a ‘search
engine’ for new research.

Similarly, without mapping local print cultures — the
ecosystems of printing houses, publishing houses, peri-
odicals, and agencies in cities such as Istanbul, Izmir,
and Ankara — it is difficult to understand the circula-
tion of women'’s labour. Such mappings make it possible
to read design history not solely through ‘great names,
but through relations of production.

Conclusion: Tracing Women in the Archive,
Transforming the Language of the Archive

The story of Giiliimser Aral Uretmen touches upon the
process of institutionalisation of graphic design in
Tiirkiye: the practice of commercial drawing that began
in Bab-1 Ali, the discipline of the poster studio at the Acad-
emy, the construction of institutional language at the
Maritime Bank of Tiirkiye, competition awards, and the
interruption caused by relocation abroad. This trajectory
is also the line along which invisibility is produced.

To place Uretmen at the centre is not merely to recall
a ‘forgotten name’; it is to reconsider how we write the
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degistirince icerideki malzeme bir anda ¢ogaliyor. Bu
yiizden ‘Arsivde Kadin' baghgi, yalnizca bir dosya temasi
degil; bir ydntem 6nermesi.

Kadin tasarim tarihini yazmak, yalnizca yeni adlar
bulmak degil; arama s6zliiglinii ve arsivle kurdugumuz
dili degistirmek demek.
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history of design. Women designers are often not absent;
they remain invisible because of the language of the
archive, the designation of the profession, and the fragile
circulation of material. For this reason, it is necessary to
listen to the ‘silences’ within historiography. Silence can,
at times, be as articulate as a newly discovered document.

This text, to be published in Journal of Women and
Gender in the Archives, represents for me not an ending,
but a beginning — one that extends towards other
names, other institutions, other drawers.

The Uretmen file has taught me this: writing the history
of women in design is sometimes less about ‘finding’
than about renaming’. When the label on the drawer
in the archive is changed, the material inside suddenly
multiplies. For this reason, the title Women in the
Arvhives’ signifies not merely a thematic focus, but a
methodological proposition.

To write the history of women in design is not only to
discover new names; it is to transform the vocabulary of
search and the language through which we engage with
the archive.
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