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INAN & IPEK

KIRAC

TURK RESIM SANATININ BiR DONEMINE
“CIPLAK” GOZLE BAKMAK...

Pera Mizesi, 10. yil sergi programlarini hazirlarken, Turkiye'nin
modernlesme siirecini ele alan bir sergiye daha yer vermek is-
tedi. Bu dlislinceyle, mizenin kurulusuna g¢alismalariyla 6nem-
li katkilar koyan ve 2007 yilinda aramizdan ayrilan degerli sanat
insani Samih Rifat’in bir arzusunu da gerceklestirerek Tirk res-
minde ni’'nlin resimsel bir konu ve bi¢cim olarak ortaya cikisina
odaklanan bir sergi hazirlamak i¢in ¢alismaya basladi.

Serginin kiratori degerli sanat tarihgisi Ahu Antmen’in, 2015
yilinda kaybettigimiz usta ve degerli sanat tarihgisi Semra
Germaner’in bilimsel danismanliginda, miize ekibiyle yaptigi
kapsamli ¢alisma yaklasik iki yil stirddi.

Nii resmin Tiirk sanatindaki gelisimine odaklanan Uryan, Ciplak,
Nii: Tiirk Resminde Bir Modernlesme Oykiisii baslikli sergi, Tiirk
ressamlarinin 20. yuzyil basindan itibaren odaklanmaya basla-
diklari bir resim tirindeki tslup gesitliligini ornekleyen birbirin-
den ilging eserlerden olusuyor.

Geleneksellik ve modernlik, sanatsal yaklasimlarin cinsiyetgi
yond, insan bedeninin gorsel bir bicim olarak ya da bedenin do-
ganin kendisi olarak ele alinmasi gibi konulara da isik tutacagini
diisindigimuz bu serginin Glkemiz sanat ¢cevrelerinde ilgi uyan-
diracagina inaniyoruz.

Bu vesileyle, ebediyete ugurladigimiz iki degerli sanat insa-
ni, Samih Rifat ve Semra Germaner'in aziz anilarini saygiyla
selamliyor, sergi kiiratori Ahu Antmen’e, degerli koleksiyoner-
lere, Pera Mizesi ekibine ve sergiye katkida bulunan tim kisi ve
kuruluslara igten tesekkirlerimizi sunuyoruz.

LOOKING ‘BARE-EYED’ AT A PERIOD IN
TURKISH PAINTING...

In designing its 10" anniversary exhibition program, Pera Mu-
seum chose to include another exhibition focused on the mod-
ernization process of Turkey. With this idea in mind, the Museum
began to work on an exhibition centered on the emergence of
the nude as a pictorial subject and form in Turkish painting and,
in doing so, also hoped to bring to fruition a dream first envis-
aged by esteemed literary figure Samih Rifat, who contributed
significantly to the founding of Pera Museum before passing
away in 2007.

The thorough research and study exhibition curator and es-
teemed art historian Ahu Antmen conducted in collaboration
with the museum team and the academic advisory support of
prominent art historian Semra Germaner, who passed away in
2015, lasted approximately two years.

Centered on the development of nude painting in Turkish art, the
exhibition titled, Bare, Naked, Nude: A Story of Modernization in
Turkish Painting is comprised of equally fascinating works epito-
mizing the diversity of styles in a genre Turkish artists began to
focus on from early 20" century onwards.

We are certain that as it sheds upon issues such as tradition
and modernity, gender-biased aspects of artistic movements,
and the treatment of the human body as a visual form or as na-
ture itself, this exhibition will receive the interest it rightfully de-
serves from the art circles in Turkey.

We would thus like to take this opportunity to respectfully sa-
lute the memory of two valuable people of the art world, Samih
Rifat and Semra Germaner and extend our heartfelt thanks to
exhibition curator Ahu Antmen, esteemed collectors, the Pera
Museum team, and all individuals and institutions that have con-
tributed towards the exhibition.
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AHU ANTMEN

Uryan, Ciplak, Nii: Tiirk Resminde Bir Modernlesme Oykiisii, Pera
Mizesi'nin ilk 10 yilinda, Turkiye'nin sanatsal modernlesme siire-
cinin spesifik bir boyutuna odaklandigi Giglinci sergi oluyor. Bu ser-
gilerin ilki, 2006 yilinda, modernlesmenin basat simgesi olarak ka-
din imgesine bakan, Kadinlar, Resimler, Oykiiler-Modernlesme Siire-
cindeki Tiirk Resminde Kadin imgesinin Déniisiimii'ydii. Kiiratorligii-
ni Zeynep Yasa Yaman'in yaptigi bu sergide, kadin imgesi odaginda
Tilrkiye'nin sanatsal modernizmi kadar, kiiltiirel modernlesme sti-
recinin cesitli yonleri irdeleniyordu. 2013 yilinda, Ekrem Isin’'in ki-
ratorliiglinde Diisler, Gercekler, imgeler-Modern Tiirk Resminde Cum-
huriyet imgesi‘ni izledik: Bir topraga bagli halk olmak bilincinin an-
lamlarinin modern imgelemde nasil karsilik bulduguna odaklanan
bu sergide, hamasi bir Cumhuriyet imgesinin 6tesini arayan sanat-
¢ilarin diinyasina yakinlastik. Turkiye'nin kendi modernlik oykisu-
nun, gorsellige yansiyan hem acik hem ortiik cephelerini resimler-

de seyrettik. Bugln Uryan, Ciplak, Ni sergisiyle sanatsal ifadenin

basat turlerinden biri olan ¢iplak figlire odaklanirken de arka plan-
da yine modernlesme Gykiimiiz var. itk ressamlarimizin figiire yo-
nelisi, sanat egitiminin bir geregi olarak ¢iplak canli modelden ¢a-
lismak gereksinimi, sergilerde manzara, natiirmort, portre gibi tiir-
lerin arasina "ni"yl de katmak arzusu tarihsel olarak ulkemizde,
yalnizca sanatla ilgili konular olmadi. Modernlesme slrecinin sos-
yokiiltirel ve psikolojik boyutlarini gozler oniine seren boyutlara da
tasidi. Bu perspektiften baktigimizda, her ¢ serginin de Tirkiye'nin
tarihinde resimlerin tanikligini gozler online sermeyi amacladigi,
bu yoniyle mizenin misyonuna dair ipuglari verdigi gortliyor.

Biz bu sergiyi, artik aramizda olmayan degerli, sevgili hocam Sem-
ra Germaner (1944-2015) ile birlikte hayal ettik. Tlirk sanatinda
modernlesme doneminin birikimine ilgi duymama, ayrica bu biriki-
me alternatif bir modernlik perspektifinden bakma ¢abama Sem-
ra Hoca neden oldu. Bununla kast ettigim, kendi sanatsal modernlik
oykumuze disardan degil, iceriden bakabilmek, yargilayarak degil,
empatiyle bakabilmek, eserlere bakarken yalnizca Avrupa moder-
nizmiyle yaklasabilmek degil, bir ressamin kisisel 6zgunlik ara-
yisina tanikligi segmektir. Bu sergideki resimler, her sanatsal mo-
dernlesme oykusuiniin siireglerini duyuran taklit ve esinlenme gibi
olgulari yansittigi gibi, bu siiregclerden gegerek 6zgin bir sanatgi
kimligine ulasma ¢abasini da ortaya koyuyor. Sergideki resimleri
Semra Hoca'yla birlikte se¢gme olanagimiz olmadiysa da serginin
adini o koydu. Nii resmin modern sanatin akademizmden kopusun-
da tasidigi simgesel onemi Tirk resmindeki seyri agisindan anlat-
mak gayemiz vardi; onun da hayal ettigi gibi bir sanat tarihsel biri-
kimin bir araya gelebilmis olmasini umuyorum ve onu 6zlemle ani-
yorum. Ayrica Pera Mizesi'nde Tirk resminde ¢iplagin seyrine ba-
kan bir sergi yapmak arzusu iginde oldugunu sonradan ogrendi-

Bare, Naked, Nude: A Story of Modernization in Turkish Painting con-
stitutes the third exhibition through which the Pera Museum, in
its 10" year, focuses on a specific aspect of the period of artistic
modernization in Turkey. The first one of these exhibitions was
Women, Paintings, Stories / Transformation of the Image of ‘Women’
in Turkish Painting in the Modernization Era. Curated by Zeynep Yasa
Yaman, the exhibition explored, with the image of women at its
center, not only artistic modernization in Turkey, but various other
aspects of the process of cultural modernization. Dreams, Reali-
ties, Images: The Image of the Republic in Modern Turkish Painting
organized in 2013 under the curatorship of Ekrem Isin focused
the meanings of consciously becoming a nation and a people in
the modern imagination. This exhibition brought viewers closer to
the world of artists in search of what was beyond a heroic image
of the Republic. We observed how both the open and closed fronts
of Turkey’s own story of modernization was visually reflected in
paintings. As we concentrate on the nude figure, a fundamental
genre of artistic expression, in Bare, Naked, Nude, we find yet an-
other story of modernization in the background. The interest first
Turkish artists had in the figure, the need for the life class as a
requisite of art education, and the desire to add the ‘nude’ to oth-
er genres such as landscape, still life, and portrait in exhibitions
were historical issues beyond the realm of art. These issues also
held aspects that revealed the sociocultural and psychological di-
mensions of the period of modernization in Turkey. Viewed from
this perspective, we find that all three exhibitions aim to demon-
strate how paintings stood testimony to Turkish history and also
offer clues about the museum’s mission in that regard.

We had envisioned this exhibition with my dear, esteemed pro-
fessor Semra Germaner (1944-2015), who is no longer with us.
Prof. Germaner was the cause of both my interest in the period
of modernization in Turkish art, and my effort to view it from the
perspective of an alternative modernity. What | mean by this is
the ability to view our own story of artistic modernization not
from the outside, but from within, to evaluate it not judgmentally,
but with empathy, and choose to witness not only the anach-
ronism when compared with European modernism, but artists’
search for their individual identities. The paintings in this ex-
hibition not only reflect concepts such as emulation and inspi-
ration that herald the processes of any story of modernization,
but demonstrate efforts to work through these phases to reach
independent artistic identites. Although we did not have the op-
portunity to curate the works displayed with Prof. Germaner, it
was she who gave the exhibition its title. We had intended to
present the symbolic significance of nude painting in modern




gim sevgili Samih Rifat'i (1945-2007) da bu vesileyle anmak isti-
yorum. Bu serginin, onlar aramizdayken yapilmadigina hayiflani-
yorum. Bu agidan bu sergi, sanat diinyamizin bu iki erken kaybina
bir ithaf sayilir.

Bu serginin hazirlik siireci, gegmisin yeterince arsivlenmedigi ul-
kemizde bu tur bir sergi kurmanin ne kadar zor oldugunu gosteren
yogun ve ogretici bir deneyim oldu. Cok farkli kurumsal ve 6zel ko-
leksiyona dagilmis resme ulasmaya ¢alistik, bazen samanlikta igne
ariyoruz hissine kapildik. Zaman zaman kiiratoryel tercihler degil,
olanaklar kurguyu belirledi. Ornegin, nii resmin dnemli 6rneklerini
barindiran istanbul ve Ankara Resim ve Heykel Miizesi gibi kurum-
larin envanter ¢alismalarinin devam etmesi nedeniyle bu kurum-
lardaki resimleri oykuye dahil edemedik. Aslinda bu sikinti, daha az
bilinen veya hi¢ sergilenmemis resimlere daha ¢ok yonelmemize
yol acti, belki de iyi oldu. Sergide bazilari cok yipranmis eserler de
gorebilirsiniz; ressamlarin ta 6grencilik yillarindan kalma desenler,
yillarca rulo olarak saklanmis, hi¢ bakim gormemis resimler var
aralarinda. Bazi durumlarda, bunlara tanik edebilmeyi estetik 6zel-
liklerinden daha onemli saydik.

Devlet resim miizelerinin yillarca kapali kaldigi, 6zel koleksiyonla-
rinsa halkla nadiren bulustugu ulkemizde, bu sergi, Tirk resminin
modernlesme donemini ve modern sanatini temsil eden sanatcila-
rimizi bir araya getirirken, pek ¢ogunu neden daha yakindan tani-
madigimizi da glindeme getirmis oluyor. Hem sanatg¢ilara, hem do-
nemlere bakan retrospektif sergiler ve arastirmalara hala blyik
bir gereksinim var.

Tirk resminde yeni bir tur olarak nii'niin sertivenine dair sanat ta-
rihsel bir perspektif kurmamiza olanak taniyan, kurumlar, kolek-
siyoncular ve sanatgi aileleri bu serginin gerceklesmesinde temel
bir role sahipler. Hepsine ¢ok bliyuk bir tesekkir borgluyum. Ha-
zirlik suirecinde koleksiyonlarinin igerigini paylasan, distnceleri-
ni dile getiren tiim dostlara, 6zellikle Ferit Edgu'ye, ayrica tesekkiir
etmek isterim.

Bu resimlerin izleyiciyle bulusma olanagini yaratan Suna ve inan
Kirag Vakfi Pera Mizesi'ne, her zamanki i¢ten ve yureklendiri-
ci tavri icin sevgili M. Ozalp Birol'a, bu projeyi hep giindemde tu-
tan ve gerceklesmesinde israrci olan sevgili Zeynep Ogel'e, ser-
gi slresince eserlerin bir araya gelmesinde ¢ok yogun bir ¢alis-
ma gerc¢eklestiren sevgili Beglim Akkoyunlu Ersoz ve sevgili Ta-
nia Bahar’a bu sergi surecindeki keyifli calisma i¢in ¢ok, ¢ok te-
sekkir ederim.

12

art’'s break from academism through how it evolved in Turk-
ish art. | hope that the ensuing art historical selection reflects
her vision, and | remember her with longing. | would also like to
take this opportunity to cherish the memory of dear Samih Rifat
(1945-2007), whom | learned had hoped to organize an exhibition
on the evolution of the nude in Turkish painting. | regret that this
exhibition was organized after both their passing. In this respect,
Bare, Naked, Nude is, in a sense, dedicated to the memories of
these two untimely losses of the art world.

The preparation period of this exhibition was an intense and in-
structive experience, and showed us the difficulties of construct-
ing this kind of exhibition in a country not so keen on keeping
an archive on the past. We tried to reach many different institu-
tional and private collections, and sometimes felt like looking for
a pin in an haystack. In some instances, possibilities, rather than
curatorial choice determined the framework. For example, the
istanbul and Ankara State Museums of Painting and Sculpture,
which hold significant examples of nude painting, could not lend
works due to their ongoing process of inventory checking. Actu-
ally, this grievance led to a more thorough search for less known
works, or even works which had never been exhibited before, so
maybe it was for the better.

In a country where state museums of art remain closed for
years on end, and private collections are rarely viewed by the
public, this exhibition also brings forth the question of why we
don't have a closer insight into the many artists that represent
the modernization period and modern art in Turkey. There is an
immense necessity for retrospective exhibitions and research on
past artists and periods.

The institutions, the collectors and the families of artists who
contributed to the art historical perspective we have tried to
construct carry a fundemantal role in the realization of this ex-
hibition. | highly acknowledge their contribution. And to all the
friends who shared their collections and thoughts, and especially
to Ferit Edgu, | owe my gratitude.

| would also like to extend my appreciation to the Suna and inan
Kira¢ Foundation Pera Museum who created the opportunity for
these works to meet its public, to M. Ozalp Birol for his ever-en-
couraging approach, to Zeynep Ogel for her persistence in keep-
ing this project on the agenda and diligence in seeing it through,
and to Begiim Akkoyunlu Ersoz and Tania Bahar for their tireless
efforts in bringing together the works displayed in this exhibition.
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“Muallim Bey! Dogru mu, siz ¢iplak kadin resmi yapiyor-
mussunuz?”

“Dogrudur, neye yanlis olsun?”

Bir an teredditten sonra: “Yani ¢irilgiplak mi?”

“Cirilgiplak tabii.”

“Anlayamadim, demek istiyorum ki, anadan dogma mi?”
Anladim is uzayacak, akli bir tiirli yatmiyor yahut aklini oy-
natacak, hemen karsilik verdim: “Siz de tuhafsiniz muhase-
beci bey. Hi¢ dyle sey olur mu? Modelin lstline pestemal ko-
yuyoruz, futa koyuyoruz, olmazsa modeli paravana arkasi-
na oturtuyoruz, golgesinin resmini yapiyoruz.’

Bunun lzerine muhasebeci bey derin bir nefes alir.

“Be birader bunu boyle soylesene. Sen Tirk¢e de bilmiyor

musun? Ciplak baska, ¢irilgiplak baska, sonra da anadan

dogma yine baska... Oyle ya, kapali toplulukta ¢iplak resim

olur mu? Agag yazin giyinir, kisin soyunur. Ama insan agag¢
degil, soyunamaz.”

(Malik Aksel, “Olmayacak Tesadlifler”, Tiirk Edebiyati, sayi 35,
Kasim 1974)

Kiltlr'l genis bir ¢cergevede iktidar iliskilerinin hem kurumsal-
lastigi hem yikima ugratildigi bir toplumsal eylem alani olarak
tanimlayan kiltir kuramcisi Stuart Hall'a gore, bir seyi hangi ke-
limelerle ifade ettigimiz, ona dair ne tiir hikayeler anlattigimiz,
ne tip imgeler Urettigimiz, hangi duygularla 6zdeslestirdigimiz,
hangi degerler atfettigimiz, nasil siniflandirdigimiz ve kavram-
sallastirdigimiz, birlikte benimsenen birtakim anlamlar olustu-
rurken, “kiltirimuiz” diyebilecegimiz alan tim bu “paylasilan
anlamlar”in' bir bileseni olmaktadir. Fakat kiltiirel pratikler, yani
yasarken tabi oldugumuz, deneyimledigimiz ve gozlemledigi-
miz olgular, kilttirin burada tanimlandigi kadar homojen bir se-
yir izlemediginin de kanitidir. Bu baglamda ¢iplak/¢iplaklik konu-
su, gelenekselden moderne ¢esitli donusumleri kapsayan tarih-
sel ve toplumsal siirecler kadar bireysel hassasiyetleri de igeren
oldukg¢a karmasik bir olgu olarak karsimiza g¢ikar. Ciplak ozlinde
insanin “doga” halidir ama, insan ¢iplakliginin goruntuleri, her-
hangi bir yer ve zamandaki toplumsal yapiya, cinsiyet diizenine,
ahlaki ve ideolojik degerler sistemine iliskin ipuglari edinebile-
cegimiz baslica kiiltiirel veriler arasinda yer alir. Bu yonuyle sa-
nati da kapsayan ama onunla sinirli olmayan ¢iplakligi gosterme
ve gorme bicimleri, kiltlir-otesi “doga”nin nasil bizim kiltirimiz
haline geldiginin baslica gostergelerinden biri sayilabilir.

Stuart Hall, “Introduction”, Representation, yay. haz. S. Hall-J. Evans-S. Nixon
(Milton Keynes: The Open University, 2013): xix.

“Professor! Is it true that you are painting nude women?”
“Of course it's true; why shouldn't it be?”

After a moment of hesitation, “You mean completely naked?”
“Completely naked, of course.”

“I don’t understand. What | mean is, they are stark naked?”
Upon realizing that this would take some time, that he
wouldn't be able to wrap his mind around it and possibly
goinsane, | replied at once. “You are a little strange,

Mr. Accountant. Would such a thing be possible? We place
a loincloth or a silk apron on the model, or, alternatively,
we put her behind a folding screen and paint her shadow.”
Convinced, the accountant took a deep breath. “Why haven't
you said so from the beginning? Don't you speak Turkish?
Bare is one thing, but naked and bare-naked are altogether
different... After all, there can’t be nude paintings in a con-
servative society. Trees are covered with leaves in the sum-
mer and shed those leaves in wintertime. But humans are
not trees, they don't shed their clothes.”

(Malik Aksel, “Olmayacak Tesadiifler”, Tiirk Edebiyati, nr. 35,
November 1974)

Defining culture as a realm of social action in which power rela-
tions are both institutionalized and subverted, the cultural theo-
rist Stuart Hall points to the ‘shared meanings’ that constitute to
this understanding, from the words we use to describe some-
thing to the tales we tell about it, the emotions we associate with
it, the values we ascribe to it, the images we create about it, the
ways in which we classify and conceptualize it." Nevertheless,
cultural practice, including everything that we are subverted to,
and experience or observe in our lives is itself a reflection of how
culture overflows beyond such an homogeneous definition. With-
in this context, the subject of the nude and nudity emerges as a
rather complex concept that encapsulates not only historic and
social processes that encompass various transformations from
the traditional to the modern, but contains personal sensitivities
as well. In essence, nudity may be the ‘natural’ state of a human
being, but representations of it can be considered fundamental
clues about the social structure of a given place and time, its
gender order, and its system of ethical and ideological values.
Ways of representing and seeing nudity —which incorporate, but
are not limited to artistic images— can thus be considered one of
the primary indicators of how ‘nature’ beyond culture becomes
our culture.

Stuart Hall, “Introduction”, Representation, eds. S. Hall-J. Evans-S. Nixon
(Milton Keynes: The Open University, 2013): xix.




Tirkiye'de kamusal alanda ¢iplakligin teshiri, Bati llkeleri de da-
hil olmak Uzere diinyanin hemen her yerinde oldugu gibi bel-
li hukuki yasalara tabi olarak sinirlidir. Ancak Tiirkiye'nin ken-
dine ozgu tarihsel ve kiltiirel kosullari, hukuki diizenlemele-
rin 6tesinde varligini hissettiren kisitlamalarla sekillenir. Orne-
gin, kiltturel zeminini dindarlikta ve islami yasam biciminde te-
mellendiren unsurlar da Turkiye'nin gundelik kiltliriiniin 6nem-
li bir bilesenini olusturur. Gelenek, orf, adet, namus gibi basliklar
altinda genellestirilen kiiltirel motivasyonlar, bedenin gorintr-
LUk bigimleri tGzerinde hak iddia eder. Bu baglamda, Osmanli'dan
Cumbhuriyet’e gegis surecinde ve iddia edilebilir ki glinimiizde de
suregiden muhafazakarlik-modernlik ikileminde, ¢iplaklik olgu-
su simgesel bir anlam kazanmistir. Ciplakligi kavramsallastirma
bicimimiz, ozellikle kadin bedeni Uzerinden, Bati kulturuyle ve
modernizmle, dolayisiyla ulus-devlet siirecinin “agik kadin” im-
gesiyle ilintilendirilirken, karsisinda “ortinme” yuzeysel bir al-
giyla, modern karsiti ve geleneksel olani imler olmustur. Erkek
bedeninin ¢iplakliginda durum biraz farklidir: Adeta "yigidin mali
meydandadir”!.. Kadinlar ise, Fatmagil Berktay'in isaret etmis
oldugu gibi, Tlrkiye’de hem cemaat merkezli (geleneksel) hem
devlet merkezli (modern) politikalarin nesneleri? durumunda ol-
duklariigin, ne kadar agik ne kadar kapali olduklari basli basina
bir meseledir.

Bu perspektiften bakildiginda, Tiirkiye’nin modernlesme sureci-
nin yine belli basli gostergelerinden oldugunu soyleyebilecegi-
miz yagliboya resim ve heykel gibi sanatsal pratiklerin temel tiir-
leri arasinda yer alan “ni” (ciplak), estetik tartismalari asan il-
ging bir konu olarak dikkat ¢eker. Dogu ve Bati kiiltiiriinin, eski-
nin ve yeninin, geleneksel ve modernin etkilesimi stirecinde or-
taya c¢ikan cgeliskilerin somut bir yansimasi haline gelir. Nilifer
Gole'nin isaret ettigi gibi, Bati diinyasi, insan bedenini bilim ve se-
kilarizasyon ¢emberinde estetik ve saglik kontrolliine tabi tuta-
rak denetler. Misliman beden ise ahlak ve inan¢ dinyasinin di-
sipliniyle soluk alir.® Beden temsilleri, dolayisiyla, her iki kiiltii-
rel pozisyonun farkli bir bigimde manipule ettigi bir saha hali-
ne gelir.

Ote yandan, sanatta “nii” séz konusu oldugunda, bu sanat tiirii-
ni tarihsel suregte timiyle kadin bedeniyle ozdeslestiren cin-
siyet¢i yaklasim, bugiiniin penceresinden bakildiginda daha da

2 Fatmagiil Berktay, “Dogu ile Bati'nin Birlestigi Yer: Kadin imgesinin
Kurgulanisi”, Modern Tiirkiye'de Siyasi Diisiince Cilt 3 (istanbul: iletisim
Yayinlari, 2002): 277.

3 Niliifer Gole, Modern Mahrem (istanbul: Metis Yayinlari, 1991): 115.
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The display of nudity in the public sphere in Turkey is limited,
as it is almost everywhere else, including in the West, by certain
laws and regulations. However, specific historical and cultural
conditions in Turkey create limitations beyond legally defined
boundaries. Factors that take piousness and an Islamic way of
life as their cultural base constitute a significant component of
Turkey's daily culture. Generalized under headings such as tradi-
tion, custom, practice, and virtue, cultural motivations lay claim
to the body’s ways of appearance. In this respect, the concept
of nudity attains a symbolic meaning in the transition from the
Ottoman Empire to the Republic, and arguably in the dilemma
of a conservatism-modernism debate still prevalent today. While
our way of conceptualizing nudity, particularly in relation to the
female body is associated with Western culture and modernism,
and, by extension, the ‘unveiled woman’ of the nation-state, ‘veil-
ing,” in contrast, has come to signify, through some superficial
perception, the traditional, and the opposite of what is modern.
The standards are different when it comes to male nudity and im-
plicitly carry a 'show what you got' attitude! The fact that women,
as Fatmagll Berktay points out, are the political objects? of both
community- (traditional) and state (modern)-oriented politics,
the extent to which their bodies are covered or exposed becomes
an issue in itself.

From this perspective, the 'nude, as one of the fundamental
genres of oil painting and sculpture can be considered among
the primary indicators of Turkey’'s process of modernization, and
stands out as an interesting subject that extends issues of aes-
thetics. Indeed, it becomes a concrete reflection of the conflicts
that arise from the interaction between Eastern and Western cul-
tures, the old and the new, the traditional and the modern. As
Nilufer Gole points out, the Western world controls the human
body through its laws of aesthetics and science while the Mus-
lim body respires with the discipline of the world of morality and
faith.® The representations of the body, therefore, evolve into a
field in which both cultural positions manipulate the body in dif-
ferent ways.

On the other hand, the perception that the nude body is a woman's
body, i.e. the gender discrimination so prevalent in representations
of the nude in art becomes even more clear when looking from

2 Fatmagiil Berktay, “Dogu ile Bati'nin Birlestigi Yer: Kadin imgesinin
Kurgulanisi”, Modern Tiirkiye'de Siyasi Diisiince Volume 3 (istanbul: iletisim
Yayinlari, 2002): 277.

3 Niliifer Géle, Modern Mahrem (istanbul: Metis Yayinlari, 1991): 115.

net gorinir. Nu, erkek ya da kadin ¢iplakligini tanimlayan sanat
tird olmasina karsin, ozellikle kadin bedeninin nesnelestirilisi-
ne hizmet eden, mesruiyet kazandiran bir gorsellik bigimi hali-
ne gelmistir. Bu baglamda ikonkirici bir ¢alisma sayilan Gorme
Bicimleri'nde John Berger, Avrupa yagliboya resim geleneginin
kadinlarin salt “seyirlik” nesneler olarak algilanir olmasinda ba-
sat bir role sahip oldugunu iddia eder. Sanat tarihinin bu algi-
yi surekli Ureten imgelerle dolu olduguna isaret eden Berger'e
gore, “¢iplak olmak, insanin kendisi olmasiyken” ni, baskalari
tarafindan ¢iplak gorulmektir. Ciplak bir bedenin ni olabilmesi
icin dnce bir nesne olarak goriilmesi gerekir.* Ni resimlerin ide-
alizleyicisinin her zaman erkek oldugu varsayilir ve bu varsayim
temsil bigcimlerine de yansir.’ Tlirk resminde de nii'niin iretimi ve
alimlanmasi ayni psikolojik dinamikleri izler. Ozellikle erken do-
nem Tirk resminde rastlanan erkek ni’'ler ise, bir tercih degil, bir
zorunluluk olarak ortaya ¢ikar.

Uryan, Ciplak, Nii sergisi, ylizyil basinda gizli sakli ve tek tiik, Cum-
huriyet donemindeyse yogun olarak tretilen ni resimlerin izini
siurerken, Osmanli'dan Cumhuriyet'e uzanan zihniyet donisimu-
nin sanata yansiyan yonlerini bugiiniin penceresinden gosterme-
yi amagcliyor. Ciplakligin sanatsal temsillerine karsi gegmiste oldu-
gu kadar bugiin de yine “taassup”® kavramiyla agiklanan kiiltlrel
direnci, ressamlarin nasil asmaya calistiklarina odaklaniyor. Ulke-
mizde “sanat¢l” kavraminin padisahin “kullar1” olmaktan “birey”
olmaya donislmind; bir zihniyet/medeniyet dairesinden baska
bir kavrayisa gegisin sancilarini; “sanatg¢i” kimliginin olusumun-
daki ic hesaplasmalari; mahremle 6zdeslestirilmis kadin bedeni-
ne yonelik cinsellikten arinmis bir algi gelistirmenin siireglerini;
modern(lesmis) kimlik algisiyla sanat ve nii arasindaki baglantiyi
resimlere bakarak dusiinmeyi, disundurmeyi amagliyor.

Gegmise bugliniin penceresinden bakmaya calismanin elbet-
te bazi zorluklari var. ilki, malzemeye ulasmaktaki giicliikle-
rin, hatta olanaksizliklarin yarattigi bosluklari doldurmak. Ozel-
likle daha eski donemdeki resimlerin bedestenlerde, eski esya
diikkanlarinda yok olup gitmesi bir yana, konusu geregi gizle-
nen saklanan bazen de ozellikle yok edilen, zaten bilgisi bel-

4 John Berger, Ways of Seeing (Londra: Penguin Books, 1972): 54.

5 Berger'in tartismasinin Hollywood sinemasi Uzerinden, psikanalitik bir
cercevede ele alinisi igin bkz. Laura Mulvey, "Visual Pleasure and Narrative
Cinema", The Feminism and Visual Culture Reader, ed. Amelia Jones
(Londra&New York: Routledge, 2003): 44-53.

6 Turk Dil Kurumu Sozligu'ne gore taassup, Arapga kokenli bir sozclktir
ve bagnazlik anlamina gelmektedir. Ancak glinimuz kullaniminda bu
sozclgun “gelenege baglilik” ¢agrisimi daha agirtiklidir.
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today’'s perspective. Although the nude is an art form that defines
male or female nudity, it has evolved into a form of image-making
that serves and legitimizes the objectification particularly of the
female body. In his seminal work Ways of Seeing, John Berger ar-
gues that the tradition of European oil painting plays a crucial role
in the perception of women as objects of ‘display.” Noting that art
history is filled with images that constantly feed and reproduce
this notion, Berger adds that while “to be naked is to be oneself,”
“to be naked is to be seen nude by others. A naked body has to be
seen as an object in order to become a nude.” It is assumed that
the ideal viewers of nudes are always men and this assumption is
reflected on ways of representations as well.’ The production and
reception of the nude in Turkish painting follows the same psycho-
logical dynamics. Encountered particularly in early Turkish paint-
ing, male nudes, on the other hand, appear not as a preference, but
rather as an obligation.

Tracing the footsteps of nude paintings produced secretly and few
in number at the turn of the 20" century but much more wide-
spread during the Republican era, the exhibition entitled, Bare,
Naked, Nude aims to reveal the cultural transformation from the
Ottoman Empire to the Republic and its reflections on art through
the window of the present. The exhibition also focuses on how
artists strived to overcome the cultural resistance, defined by the
concept of taassup® (conventionalism), against artistic representa-
tions of nudity. Bare, Naked, Nude further explores the evolution
of the concept of the ‘artist’ from ‘serving’ the sultan to becoming
an individual artist; the pains of transitioning from one mentality/
civilization to another; the inner struggle over the formation of
artistic identity; the processes of developing a sense of the nude
devoid of sexuality with respect to the female body identified with
mahrem (secluded); and the connection between the nude and a
modern(ized) perception of art.

Viewing the past from the present naturally poses certain chal-
lenges. The first one is filling in the gaps created by the diffi-
culty, and even impossibility, of accessing the material. The dis-
appearance of images in second-hand shops, old bazaars, and

4 John Berger, Ways of Seeing (London: Penguin Books, 1972): 54.

5 For a psychoanalytical approach to Berger's argument as it applies to
Hollywood cinema, see Laura Mulvey, “Visual Pleasure and Narrative
Cinema’, The Feminism and Visual Culture Reader, ed. Amelia Jones (London
& New York: Routledge, 2003): 44-53.

b According to Tirk Dil Kurumu Sozlugu (Dictionary of the Turkish Language
Association), taassup is an Arabic word and means bigotry or fanaticism.
Today, it is generally used as referring to conventionalism, rather than
fanaticism.



Siileyman Seyyid Bey atdlyesinde ¢alisirken.

Kaynak: Celal Esad Arseven'in Tiirk Sanati Tarihi Ansiklopedisi, II. Cilt.
Siileyman Seyyid Bey working in his studio.

Source: Celal Esad Arseven, Tiirk Sanati Tarihi Ansiklopedisi, Vol. Il

gesi de pek tutulmamis bir tarihsel malzemeden s6z ediyoruz.
Tlrkiye'de resimlerin coguna zaten tarih atilmadigi igin onlari ve
tretildikleri ortami, Usluplarina, giiniin gazetelerine, dergileri-
ne yansimis olan birtakim bilgi kirintilarindan, nadiren de olsa
sanatcilarin anilarindan yola ¢ikarak belli bir tarihsel siireklilik
icinde kavramaya calisiyoruz. Aklima Celal Esad Arseven’in bir
anekdotu geliyor: Bir giin eline Siileyman Seyyid Bey'in bir fotog-
rafi gegcmis. Ressami kendi atolyesinde, resimleriyle gevrili ola-
rak gosteren bir poz. Natiirmorttan baska tir resim yapmadigi
sanilan Seyyid'in figlr, portre, peyzaj, hatta ¢iplak resimler yap-
tigini o zaman fark etmis (bkz. s. 77). “Cogu bugiin mevcut olma-
yan bu resimlerin bilinmemesi o zamanlari figur ve ¢iplak resim-
lere karsi gosterilen taassup dolayisiyla Seyyid Bey'in bu resim-
leri teshir etmemesi ve ancak yemis, ¢igek gibi resimleri goster-
mesi olsa gerektir. Derc ettigimiz Atelyesi fotografinda gorulen
bu eserlerin nerede ve kimlerde oldugunu bilemiyoruz”’ diye ya-
zar Tiirk Sanati Tarihi'nde.

N resim, kabul etmek gerekir ki, Avrupa sanatinda da zaman za-
man mahrem bir alanin nesnesi olarak algilanmis, belli bir “ta-
assupla” karsilasmistir. Tiziano'nun sonugta bir yatak odasinda
bakilmak lzere, bir ¢ceyiz sandiginin Gizerine resmedilen meshur

yapmaz, “Halka agik bir mizede sergilemekten baska ¢are var
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7 Celal Esad Arseven, Tiirk Sanati Tarihi Cilt lll (istanbul: istanbul Maarif
Basimevi, 1967): 142.
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junk shops aside, we are speaking of an historical material that
—depending on its subject— was hidden or deliberately destroyed
and the information of which is often not recorded. As most of
the paintings in Turkey are undated, we try to understand them
and the settings in which they are created as part of a certain
historical continuum and based on their styles, crumbs of infor-
mation we discover in the newspapers and journals of the past,
and, albeit rarely, from the memoirs of artists. An anecdote by
Celal Esad Arseven springs to mind in this context. One day, Ar-
seven came across a photograph of Sileyman Seyyid Bey. It was
an image that revealed the artist at his own studio, surrounded
by his own paintings. Arseven then realized that although Seyyid
was presumed to be a still-life artist, the paintings showed oth-
erwise, as they included figures, portraits, landscapes, and even
nudes (see p.77). “The lack of knowledge about these paintings,
many of which no longer exist today, must have stemmed from
Seyyid Bey’'s reluctance to display them due to the taassup shown
against figurative and nude paintings at the time and his prefer-
ence to show paintings of flowers and fruits instead. We do not
know where the paintings we see in this studio photograph are or
by who owns them today,”” he writes in Tiirk Sanati Tarihi.

It must surely be admitted that nude paintings were also per-
ceived as the object of a private sphere in European art from time
to time and met with a certain degree of taassup. It is, therefore,
small wonder that Mark Twain quips, “in truth, it is a trifle too
strong for any place but a public art gallery”® about Titian's fa-
mous Venus of Urbino (1538), painted over a dowry chest to be
viewed in a bedroom! Indeed, caricatures portraying the impact
nudes had on viewers were endless at a time when nudity be-
came one of the leading forms of expression of 19"-century aca-
demism and occupied the official Salons. Nevertheless, identify-
ing nudity solely with the sexual is as much a form of culture as
is the attempt to purge such an understanding of the naked body.

THE ‘CULTURE OF ART’ AND THE NUDE

In his book Sanatta Bati'ya A¢ilis ve Osman Hamdi, Mustafa Ce-
zar argues that incurring the wrath of conservatives in the Otto-
man Empire’s process of modernization, the image of the female
nude could only be normalized through a “culture of art.”” Cezar

7 Celal Esad Arseven, Tiirk Sanati Tarihi Volume Il (istanbul: istanbul Maarif
Basimevi, 1967): 142.

8 Mark Twain, A Tramp Abroad, 1880: [https://www.gutenberg.org/
files/119/119-h/119-h.htm.]

9 Mustafa Cezar, Sanatta Batiya Acilis ve Osman Hamdi (istanbul: Tiirkiye Is
Bankasi Klltir Yayinlari, 1971): 107.

midir?..” diye!® Ciplagin 19. ylizyil akademizminin baslica ifade
bicimlerinden biri haline gelerek resmi Salon’lari istila ettigi do-
nemde izleyici lizerinde uyandirdigi tepkileri anlatan karikatir-
lerin de sonu gelmez. Fakat ¢iplakligi salt cinsellikle 60zdesles-
tirmek nasil kiltiirse, cinsellikten arindirmanin baslica sahasi da
sonucta yine kiltirddr.

“SANAT KULTURU” VE NU

Sanatta Bati'ya Ac¢ilis ve Osman Hamdi kitabinda Mustafa Cezar,
Osmanli'nin yenilesme siirecinde “mutaassiplarin simsegi’ni ¢e-
ken alanlarin basinda gelen ¢iplak kadin imgesinin, ancak “sa-
nat kiiltliri"yle normallesecegini savunur.’ Cezar, bir islam top-
lumunun taassubundan soz etmektedir ama, aslinda “sanat kul-
tird” olarak adlandirdigi olgunun ¢iplak bedeni ve ozellikle ¢ip-
lak kadin bedenini —her kosulda ve kultirde— normallestirici, do-
gallastirici bir etkisi vardir. Nu, bu anlamda, sanat kilturini gi-
yinmis ¢iplakliktir.

Kenneth Clark, sanat tarihinde ¢iplak konusunda yazilmis temel
metin olarak hala basvurulan 1956 tarihli kitabi The Nude'da in-
giliz dilinin olanaklarindan yararlanarak, “naked” (¢ciplak, anadan
dogma) ve “nude” (nd) arasinda ayrim yapar: Clark’a gore ciplak
olmak (nakedness) utan¢ uyandiracak bir soyunmusluk halidir
oysa nii (nude), ¢iplak bedenin belli sanatsal geleneklerle yeni-
den bigimlendirilmis ideal gortntistdir. Nitekim Clark’in kitabi-
nin altbasligi, ideal Bicim Uzerine Bir inceleme'dir. Nii sézciigiiniin
ingilizceye 18. yiizyilda “sanattan anlamayan adalilari” resim ve
heykelin gerekli sayginliga sahip tlkelerdeki gibi ¢ciplak insan be-
deninin sanatin temel konusu olduguna ikna etmek i¢in zorla be-
nimsetildigini anlatan Clark, kitabinda “nii"niin M.0. besinci yiiz-
yilda ortaya ¢ikan Yunan kokenli bir sanat turi oldugunu ifade
eder. Ciplak insan bedeni resmetmenin sanatta bir konu degil,
basli basina bir tiir oldugunu savunan Clark'a gore “ni sanati"nin
temelinde glizellikten once denge, simetri ve belli bir sistem bu-
lunur. Ciplak beden, sanatg¢inin dniindeki en ¢etin sinavdir.

Gergekten de ¢iplak model, anatominin ve orantinin 6n planda ol-
dugu bir gorsel sistem ¢ercevesinde Bati'da sanatgilarin 15. yiiz-
yildan 19. ylzyil sonlarina kadar gegen 500 yillik siiregte insan fi-
gurini resmetmenin inceliklerini 6grendikleri temel egitim mal-
zemesi olmustur. Sonsuz bir poz dagarcigi ve gorsel ifade barindi-

8 Mark Twain, A Tramp Abroad, 1880: [https://www.gutenberg.org/
files/119/119-h/119-h.htm.]

9 Mustafa Cezar, Sanatta Batiya Acilis ve Osman Hamdi (istanbul: Tirkiye Is
Bankasi Kltir Yayinlari, 1971): 107.
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speaks of the taassup of an Islamic society, but in fact, the con-
cept he defines as ‘culture of art’ has a normalizing, naturalizing
effect on the naked body, particularly the naked female body, un-
der any given condition and any given culture. In that sense, the
nude is nudity wreathed with the culture of art.

In The Nude first published in 1956 and still used as a primary ref-
erence on nudity in art history, Kenneth Clark uses the ‘generosity’
of the English language to distinguish between naked and nude. Ac-
cording to Clark, “to be naked is to be deprived of our own clothes,
and the word implies some of the embarrassment most of us feel
in that condition.”’® The word ‘nude, on the other hand, projects
the ideal view of a body re-formed in certain artistic traditions. Af-
ter all, the subtitle of Clark’'s book is A Study on Ideal Form. Not-
ing that the word was “forced into our vocabulary by critics of the
early eighteenth century to persuade the artless islanders that, in
countries where painting and sculpture were practiced and valued
as they should be, the naked human body was the central subject
of art,”" Clark adds that the nude was an art form of Greek origin
that emerged in fifth century BC. Arguing that the representation
of the naked human body is not a subject, but a genre in art, Clark
believes that balance, symmetry, and a certain system lie -before
beauty- at the base of ‘nude art.” The naked body poses, therefore,
the most challenging test for the artist.

Indeed, the nude model constituted the primary educational mate-
rial through which Western artists learned the finer points of de-
picting the human figure in the 500 years extending from the 15%
until the late 19" century, as part of a visual system that placed
anatomy and ratio in the foreground. Possessing an endless rep-
ertoire of poses and visual expressions, this live study material
was considered an indispensable source that guided the artist in
overcoming multi-figure compositions, a requisite of academic
painting. While discovering the human figure lying at the base of
ancient Greek and Roman traditions, Renaissance artists not only
internalized the body, but the theoretical frame surrounding it, as
they strived to understand and represent the cosmic laws at the
heart of the mathematical harmony between all organs of the body.
Serving as an intellectual guide for Renaissance artists, Leon Bat-
tista Alberti's (1404-1472) text entitled, On Painting (1435) high-
lights, as an artistic principal, this attempt to reach the ideal form
as the justification behind the study of both ancient sculptures and
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10 Kenneth Clark, The Nude: A Study in Ideal Form (Princeton: Princeton
University Press, 2015): 3.
11 Ibid, 3.



ran bu canli etiit malzemesi, akademik resmin geregi olan ¢ok fi-
glirli kompozisyonlarin listesinden gelmesinde sanatgiya kilavuz-
luk eden vazgecilmez bir kaynak sayilmistir. Ronesans sanatgila-
ri, antik Yunan ve Roma geleneginin temelindeki insan figlrind ye-
niden kesfederken, yalnizca bedeni degil bedeni saran kuramsal
cerceveyi de i¢sellestirmisler, bedenin tim organlari arasindaki
matematiksel uyumun temelindeki kozmik yasalari algilamaya ve
yansitmaya calismislardir. Leon Battista Alberti'nin (1404-1472)
Ronesans sanatgilari igin entelektiel bir kilavuz niteligindeki Re-
sim Uzerine (1435) adli metninde sanatsal bir ilke olarak hem antik
heykellerin hem canli modellerin etiit edilmesindeki gerekg¢e de bu
ideale varmak c¢abasidir. Alberti, Vitruvius'a atifla ideal bir beden-
de tiim pargalarin butinle olan iliskisinin yaratacagr miikemmel
uyumdan soz eder. Ayrica Plinius'tan yola gikarak, Yunan ressam
Zeuksis'in Helene'yi yaratabilmek i¢in Kroton'daki en guzel kizlari
secip, onlarin en giizel hatlarini resmettigi hikayeye yer vermesi,
sanatin Doga’'nin bire bir kopyasi degil, mikemmellestirilmis bir
yansimasi oldugu anlayisini ifade eder.'®

NU, sanatsal bir bicim olarak, bu distincenin hem temeli, hem
Uridnidur ve Avrupa sanatinda mitolojik ve edebi kaynaklarin re-
simlenmesine kaynaklik eder. Bu baglamda, temsil edilen beden-
lerin ¢iplakliklarini degil, tanidik bir hikayenin, tanidik bir karak-
terin resmini goriiriiz. ikonografik gelenek, sanatsal imgeyi ku-
satir. Antik Yunan ve Roma sanat anlayisinin yeniden dogdugu
Ronesans’a, insan (viicudu) temelli bir gorsel egitimin va'z edildi-
gi sanat akademilerinin yayginlasmaya baslayacagi 17.-18. yliz-
yillara, akademik sanatin en gl¢li donemini yasadigi 19. yiizyila
kadar gegen ylzyillar iginde varligini stirdiiren bu ikonografik ge-
lenek, yalnizca Avrupali sanatgilari degil, Avrupa-merkezci sanat
anlayisini benimsemis her kiiltlirin omuzladigi birikimdir. Din-
yanin herhangi bir yerinde, Avrupa merkezli mizebilimi/tarihya-
zimi degerlerinin disinda bir sanat gelenegine rastlamaksa, Do-
nald Preziosi'nin dedigi gibi, pek de kolay degildir."

Oysa Osmanli sanatgilari Bati tarzinda resim yapmaya basladiklarin-
da, soz konusu ikonografik gelenekten yoksundular. Dahasi, bu tiir bir
gorsel gelenegin penceresinden ilk kez bakan bir kitle karsisindaydi-
lar. Birakin ¢iplagi, canli model kullanmanin sakincali sayildigi bir kuil-
turel iklim iginde, hem kendi geleneklerinden uzak hem baskasinin

10 Aktaran Adriano Aymonino, “Nature Perfected: The Theory and Practice
of Drawing after the Antique”, Drawn from the Antique (Londra: Sir John
Soanes Museum, 2015): 16-17.

11 Donald Preziosi, “The Art of Art History” [1998], The Art of Art History: A
Critical Anthology (Oxford&New York: Oxford University Press, 1998): 507-
525.
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live models. Referencing Vitruvius, Alberti speaks of the perfect
harmony all the parts of the body will have with the whole. Based
on Pliny, he also includes the story of how Greek painter Zeuxis
selected the most beautiful girls in Croton and painted their most
outstanding parts in order to create his masterpiece, the painting
of Helen. This story expresses the notion that art is not an exact
replica of Nature, but a perfected reflection of it."?

As a form of art, the nude is both the foundation and the product of
this ideal and serves as source material in the depiction of mytho-
logical and literary sources in European art. In this context, we see
not the nakedness of the bodies represented, but the image of a fa-
miliar character in a familiar story. The iconographic tradition en-
velops the artistic image. Maintaining its existence throughout the
centuries spanning the Renaissance in which the Greek and Ro-
man notions of art were reborn; the 17" and 18" centuries during
which art academies preaching a human (body)-visual education;
and the 19" century, which epitomized the most powerful period of
academic art, this iconographic tradition resulted in an accumula-
tion shouldered not only by European artists, but by every culture
that adopted a Eurocentric notion of art. Encountering a tradition
of art that falls beyond the Eurocentric values of museology/histo-
riography is, as Donald Preziosi says, rather difficult.'®

Yet, when Ottoman artists began painting in Western style, they
lacked the iconographic tradition in question. What is more, they
were faced with masses looking through the window of such a vi-
sual tradition for the very first time. In a cultural climate that looked
unfavorably not only upon nudity, but also the use of live models,
they were distanced not only from their own traditions and but dis-
tant to the hundreds of years of an artistic tradition that belonged to
others. Having been trained in Paris in the 1860s, first generation
trailblazers such as Osman Hamdi Bey, Seker Ahmed Ali Pasa, Siil-
eyman Seyyid Bey, and Halil Pasa thus stayed away from this prin-
cipal genre of Western art, although they had made studies of live
models. The issue was always on the agenda for the next genera-
tion; an article published in 1913 Osmanli Ressamlar Cemiyeti Gaze-
tesi (Journal of the Association of Ottoman Painters) and signed by a
certain Kahramanzade Ahmet Ferit is quite interesting as it reflects
the connection painters of the Second Constitutional Era make be-
tween artistic progress and the image of a female nude.

12 Cited by Adriano Aymonino, “Nature Perfected: The Theory and Practice
of Drawing after the Antique”, Drawn from the Antique (London: Sir John
Soane's Museum, 2015): 16-17.

13 Donald Preziosi, “The Art of Art History” [1998], The Art of Art History: A Critical
Anthology (Oxford & New York: Oxford University Press, 1998): 507-525.

Charles-Joseph Natoire, Kraliyet Akademisi'nde canli modelden ¢alisma, 1746 /
Kalem, siyah ve kahverengi miirekkep, gri lavi, suluboya ve siyah tebesir lizerine
grafitizleri / 453 x 322 mm / The Courtauld Gallery, Samuel Cortauld Trust, London,
D. 1952. RW.397. Kaynak: Drawn from the Antique, Artists and the Classical Ideal.
Charles-Joseph Natoire, The Life Class at the Royal Academy of Painting and Sculpture,
1746 / Pen, black and brown ink, grey wash and watercolour and traces of graphite
over black chalk, 453 x 322 mm / The Courtauld Gallery, Samuel Cortauld Trust,
London, D. 1952. RW.397. Source: Drawn from the Antique, Artists and the
Classical Ideal.

yuzlerce yillik geleneginden kopuktular. 1860'li yillarda Paris’te egi-
tim goren Osman Hamdi Bey, Seker Ahmed Ali Pasa, Siileyman Sey-
yid Bey, Halil Pasa gibi ilk kusak onci ressamlar, canli modelden ¢ip-
lak etiitler yapmis olsalar da Bati sanatinin bu basat tiriinden uzak
durdular. Bir sonraki kusak iginse bu konu hep glindemdeydi: Osman-
1 Ressamlar Cemiyeti Gazetesi'nde 1913 yilinda Kahramanzade Ah-
met Ferit imzasiyla yayimlanan bir yazi, Il. Mesrutiyet donemi sanat-
¢ilarinin, sanatsal ilerlemeyle ¢iplak kadin imgesi arasinda kurdukla-
ri baglantiyr yansitmasi agisindan oldukga ilgingtir:
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“The fine arts of the West shine in the light of the female
and her feminine face of innocence and beauty. In fact, they
sweep over her nudity. But, in our case, femininity is barely
seen or perceived, as it hides behind a veil or a mist over
the horizon. Strangely enough, these effects are the sum of
the law of opposites that both attract and repel one anot-
her. While Westerners reach a level of ingenuity with all et-
hical and non-ethical grounds, we are left with those pure
and virginal mountains, forests, and seas. The art of pain-
ting could not, did not, and cannot make any progress vis-
a-vis the scenes made smaller and fit into frames, of many,
grand, lifeless things —even if they are not lifeless, able to
push their love into very few hearts, able to let live an amo-
rous life far from the eyes of others—in the presence of tho-
se quiet shapes and colors... Today, what shines in the ama-
zing masterworks of Western artists are always queens of
love and the portraits artists’ imaginations are sketch are
always beautiful goddesses. The paintings of harmonious
colors in which they seek to demonstrate the strength of
their artistry to lend a sense of poeticism and love are not
the fertile oases of spring, the snowy, demure scenes of
winter, or the miserable state of the wretched. They consist
of charming faces, proportionate physiques, and exposed
breasts... In short, it is always the hidden beauty of God.
Art gives birth to love. Love gives birth to beauty and wo-
man is the beholder of all manifestations of this beauty.”'*

Published between 1911 and 1914, Osmanli Ressamlar Cemiyeti
Gazetesi not only published articles such as the one cited above,
but also underlined the necessity to have a full grasp of artistic
anatomy, along with a male drawing that could be considered a
nude. Signed izzet [Ziya] Bey (1880-1936), the drawing portrays
a young man; it is a typical nude regarding its pose, and athletic
body. He is depicted in such detail as to lend visible the internal
structure of the figure. The search for the ideal form reflected
in this study recalls examples of ancient Greek art and their Re-
naissance copies in which the male body is idealized, thus consti-
tuting a reflection on the very foundation of artistic nudity.

A drawing by Crown Prince Abdiilmecid Efendi (1868-1944), who
is known to have supported Osmanli Ressamlar Cemiyeti Gazetesi,

14 Osmanli Ressamlar Cemiyeti Gazetesi (updated edition), ed. Yaprak Zihnioglu,
Romanization by irfan Dagdelen (istanbul: Kitap Yayinevi, 2007): 181. | thank
Bengl Vahapoglu for her contribution in simplifying the Latinized text from
Ottoman Turkish to today's usage.



LK CIPLAK

Turk resmininilk ¢iplaklari erkeklerdi. Bu resimlerin blyuk bir kis-
mi yagliboya akademik etiit niteligindeydi; canli modelden ¢alis-
ma olanagina kavusan sanatgilar i¢in egitim stireglerinin bir par-
¢asiydl. Bu tiir resimler hi¢ sergilenmedi, genellikle rulo halinde
saklanarak birer ani olarak kaldi, zamanla da yiprandi. Modelle-
rin cinsiyeti de bu resimlerin “ni” olarak nitelendirilmesi onlinde
bir engeldi. Tirk resminde “ni”, kadinlarin ¢iplakligiyla 6zdesles-
tirildi. izzet Ziya Bey'in 1916 yilindaki ilk Galatasaray Sergisi'nden
itibaren sergiledigi resimlerinde ¢iplaklik var ise de genellikle er-
kek figlirlere yer veren bu ressamin resimleri, pek “ni”den sayil-
madi. Namik ismail ve ibrahim Call’'nin ilk kez 1922 yilinda Gala-
tasaray Sergisi’'nde yer alan kadin ni'leri ise, yeni bir tarihsel sii-
recin baslangici olarak gorildi. Mitareke yillarina (1918-1922)
rastlayan bu ¢alkantili donemde, Osmanli ressamlari da sanatsal
anlamda blyuk bir devrimi gergeklestirmekteydi.

izzet Ziya Bey'in (1883-1936) kendine has nii'leri disinda bu déne-
me tarihlenebilen erkek ni’ler, 1906-1910 yillari arasinda Sanayi-i
Nefise Mektebi'nde veya 1910-1914 yillarinda Paris’'te gergekles-
tirilen calismalardir. Sanayi-i Nefise Mektebi’'nde canli giplak mo-
delden galismak konusunda israrli girisimlerde bulunan Mehmet
Ruhi Bey (Arel) (1880-1931) ve Hikmet Onat’in (1882-1977) bazi
eserleri giinimuze kalan az sayida ornek arasinda yer alir. Bu re-
simlerdeki figlirlerin, kadin ¢iplaklar igin uygulanan zengin “sa-
natsal” poz dagarcigina tabi tutulmadiklari gorilir.
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Men were the first nudes in Turkish painting. The majority of
these paintings were academic studies executed in oil paint; they
were part of the education of artists that had finally attained the
opportunity to work from the live model. The gender of the mod-
els constituted an obstacle in the way of characterizing these
paintings as ‘nudes’. The ‘nude’ in Turkish painting was associ-
ated with the nudity of women. Although there is nudity in the
paintings izzet Ziya Bey showed as of the first Galatasaray Ex-
hibition in 1916, his works, which often included male figures,
were not categorized as ‘nudes’ despite the presence of nudity.
The female nudes of Namik ismail and ibrahim Calli displayed for
the first time at the Galatasaray Exhibition of 1922, on the other
hand, were regarded as the beginning of a new period in art his-
tory. During this tumultuous period coinciding with the years of
the Armistice (1918-1922), Ottoman artists also staged a grand
revolution in the artistic sense.

Apart from the unique nudes of izzet Ziya Bey (1883-1936), the
male nudes dating to this period are works executed at Sanayi-i
Nefise Mektebi between 1906 and 1910 or in Paris between 1910
and 1914. Having made persistent attempts towards working
with live nude models at Sanayi-i Nefise Mektebi, some works
by Mehmet Ruhi Bey (Arel) (1880-1931) and Hikmet Onat (1882-
1977) are among the rare examples to have survived to date. The
figures in these paintings appear not to have been subjected to
the rich ‘artistic’ repertoire of poses reserved for female nudes.



HIKMET ONAT HIKMET ONAT

Erkek Model, tarihsiz Male Model, undated Erkek Model, tarihsiz Male Model, undated
Tuval lizerine yagliboya Oil on canvas Tuval lzerine yagliboya Oil on canvas
71 x 43 cm. 79 x 45 cm.
Merey Koleksiyonu Merey Collection Hakan Ezer Koleksiyonu Hakan Ezer Collection
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MEHMET RUHI BEY
(AREL)
N, tarihsiz Nude, undated
Duralit Gizerine yagliboya Oil on hardboard
43 x 71 cm.
S.U. Sakip Sabanci Miizesi Resim Koleksiyonu
S.U. Sakip Sabanci Museum Painting Collection
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MEHMET RUHI BEY
(AREL)

Aynali Cocuk (0glu Semsi Bey'in Cocuklugu), 1912 (Paris)
Child with Mirror (His Son Semsi's Childhood), 1912 (Paris)
Tuval lzerine yagliboya Oil on canvas
97 x 78 cm.

Esin Arel Tunaligil Koleksiyonu Esin Arel Tunaligil Collection
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HUSEYIN AVNI LIFI]
Ciplak Erkek Model, 1909-12 Nude Male Model, 1909-12
Tuval lGzerine yagliboya Oil on canvas
50 x 43 cm.

Belkis-Erdal Aksoy Koleksiyonu Belkis-Erdal Aksoy Collection
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HUSEYIN AVNI LIFI]
Ciplak Kadin Model, 1909-12 Nude Female Model, 1909-12
Tuval lzerine yagliboya Oil on canvas
53 x37,5cm.

Belkis-Erdal Aksoy Koleksiyonu Belkis-Erdal Aksoy Collection
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IZZET ZIiYA IZZET ZIiYA

Atolyede Geng Adam, tarihsiz Young Man at the Studio, undated isimsiz, yak. 1913 Untitled, c. 1913
Tuval lizerine yagliboya Oil on canvas Tuval lizerine yagliboya Oil on canvas
45 x 37 cm. 33,5x28cm.
Ozel Koleksiyon Private Collection Suna-inan Kira¢ Koleksiyonu Suna-inan Kirag Collection

1Z7ZET ZI1IYA
isimsiz, 1921 Untitled, 1921
Tuval lizerine yagliboya Oil on canvas
30 x39cm.
Cem Mesrur Paksoy Koleksiyonu Cem Mesrur Paksoy Collection
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1ZZET ZI1IYA
Kayiktaki Kiz, yak. 1915 Girl on the Caique, c. 1915
Tuval lizerine pastel Pastel on canvas
30 x 24,5 cm.
Zeyno-Muhsin Bilge Koleksiyonu Zeyno-Muhsin Bilge Collection
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