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

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

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 stirdu.

Nii resmin Tiirk sanatindaki gelisimine odaklanan Uryan, Ciplak,
Ni: Tiirk Resminde Bir Modernlesme ékasU baslikli sergi, Tirk
ressamlarinin 20. yuzyil basindan itibaren odaklanmaya basla-
diklari bir resim tirundeki Uslup 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 1sik tutacagini
dislindligimiiz bu serginin lilkemiz sanat ¢evrelerinde 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 Muzesi ekibine ve sergiye katkida bulunan tim kisi ve
kuruluslara igten tesekkurlerimizi 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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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-
nu Zeynep Yasa Yaman'in yaptigi bu sergide, kadin imgesi odaginda
Tilrkiye'nin sanatsal modernizmi kadar, kiiltlirel modernlesme sti-
recinin cesitli yonleri irdeleniyordu. 2013 yilinda, Ekrem Isin’'in ki-
ratorligiinde 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 dtesini arayan sanat-
cilarin diinyasina yakinlastik. Turkiye'nin kendi modernlik oykisU-
nin, gorsellige yansiyan hem agik hem ortiik cephelerini resimler-
de seyrettik. Bugiin Uryan, Ciplak, Nii sergisiyle sanatsal ifadenin
basat turlerinden biri olan ¢iplak figlire odaklanirken de arka plan-

da yine modernlesme dykiimiiz var. ilk ressamlarimizin figiire y6-

nelisi, sanat egitiminin bir geregi olarak ¢iplak canli modelden ¢a-
lismak gereksinimi, sergilerde manzara, natirmort, portre gibi tiir-
lerin arasina "ni"yu de katmak arzusu tarihsel olarak ulkemizde,
yalnizca sanatla ilgili konular olmadi. Modernlesme slrecinin sos-
yokiiltiirel ve psikolojik boyutlarini gozler oniine seren boyutlara da
tasidi. Bu perspektiften baktigimizda, her g serginin de Turkiye'nin
tarihinde resimlerin tanikligini gozler online sermeyi amagladigi,
bu yoniiyle miizenin misyonuna dair ipuglari verdigi goruliyor.

Biz bu sergiyi, artik aramizda olmayan degerli, sevgili hocam Sem-
ra Germaner (1944-2015) ile birlikte hayal ettik. Tlrk 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
oykimize disardan degil, iceriden bakabilmek, yargilayarak degil,
empatiyle bakabilmek, eserlere bakarken yalnizca Avrupa moder-
nizmiyle yaklasabilmek degil, bir ressamin kisisel 6zglinlik ara-
yisina tanikligi segmektir. Bu sergideki resimler, her sanatsal mo-
dernlesme oykisunin siireglerini duyuran taklit ve esinlenme gibi
olgulari yansittigi gibi, bu siireglerden gegerek 6zglin bir sanatgi
kimligine ulasma ¢abasini da ortaya koyuyor. Sergideki resimleri
Semra Hoca'yla birlikte segme olanagimiz olmadiysa da serginin
adini o koydu. Nii resmin modern sanatin akademizmden kopusun-
da tasidigi simgesel onemi Turk 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 Miizesi'nde Turk 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 dinyamizin 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 6nemli 6rneklerini
barindiran istanbul ve Ankara Resim ve Heykel Miizesi gibi kurum-
larin envanter calismalarinin devam etmesi nedeniyle bu kurum-
lardaki resimleri oyklye 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 llkemizde, bu sergi, Tiirk resminin
modernlesme donemini ve modern sanatini temsil eden sanatgila-
rimizi bir araya getirirken, pek ¢ogunu neden daha yakindan tani-
madigimizi da giindeme getirmis oluyor. Hem sanatgilara, hem do-
nemlere bakan retrospektif sergiler ve arastirmalara hala biylk
bir gereksinim var.

Tlrk resminde yeni bir tiir olarak nii'niin seriivenine dair sanat ta-
rihsel bir perspektif kurmamiza olanak taniyan, kurumlar, kolek-
siyoncular ve sanatgi aileleri bu serginin gergceklesmesinde temel
bir role sahipler. Hepsine ¢ok biiylik bir tesekkir bor¢cluyum. Ha-
zirlik surecinde koleksiyonlarinin igerigini paylasan, diisunceleri-
ni dile getiren tiim dostlara, ozellikle Ferit Edgl'ye, ayrica tesekkir
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 suresince eserlerin bir araya gelmesinde ¢ok yogun bir ¢alis-
ma gergeklestiren sevgili Begiim Akkoyunlu Ersoz ve sevgili Ta-
nia Bahar’'a bu sergi stirecindeki keyifli galisma igin ¢ok, ¢cok te-
sekkir ederim.
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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 Edgl, | 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 Begum Akkoyunlu Ers6z and Tania Bahar for their tireless
efforts in bringing together the works displayed in this exhibition.



“Muallim Bey! Dogru mu, siz ¢iplak kadin resmi yapiyor-
mussunuz?”

“Dogrudur, neye yanlis olsun?”

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

“Cirilgiplak tabii.”

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

Bunun lizerine muhasebeci bey derin bir nefes alir.

“Be birader bunu boyle soylesene. Sen Tiirk¢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 aga¢
degil, soyunamaz.”

(Malik Aksel, “Olmayacak Tesadiifler”, Tiirk Edebiyati, say: 35,
Kasim 1974)

Kiltir'l genis bir ¢ergevede iktidar iliskilerinin hem kurumsal-
lastigi hem yikima ugratildigi bir toplumsal eylem alani olarak
tanimlayan kultir 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, “kiltirimiz” diyebilecegimiz alan tim bu “paylasilan
anlamlar”in’ bir bileseni olmaktadir. Fakat kiltirel pratikler, yani
yasarken tabi oldugumuz, deneyimledigimiz ve gozlemledigi-
miz olgular, kiltiirin 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 siiregler kadar bireysel hassasiyetleri de iceren
olduk¢a karmasik bir olgu olarak karsimiza ¢ikar. Ciplak 6ziinde
insanin “doga” halidir ama, insan ciplakliginin goruntileri, her-
hangi bir yer ve zamandaki toplumsal yapiya, cinsiyet dlizenine,
ahlaki ve ideolojik degerler sistemine iliskin ipuglari edinebile-
cegimiz baslica kiltiirel veriler arasinda yer alir. Bu yonuyle sa-
nati da kapsayan ama onunla sinirli olmayan ¢iplakligi gosterme
ve gorme bigimleri, kiltlir-otesi “doga”nin nasil bizim kiltirimuz
haline geldiginin baslica gostergelerinden biri sayilabilir.

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

1 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 lilkeleri de da-
hil olmak Uzere diinyanin hemen her yerinde oldugu gibi bel-
li hukuki yasalara tabi olarak sinirlidir. Ancak Tirkiye'nin ken-
dine ozgul 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, 6rf, adet, namus gibi basliklar
altinda genellestirilen kiiltirel motivasyonlar, bedenin gorinur-
lik bigimleri Gizerinde 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 Ulzerinden, Bati kiltiriyle ve
modernizmle, dolayisiyla ulus-devlet surecinin “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, Tirkiye'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 kiiltiriinin, eski-
nin ve yeninin, geleneksel ve modernin etkilesimi siirecinde or-
taya c¢ikan geliskilerin somut bir yansimasi haline gelir. Nilifer
Gole'nin isaret ettigi gibi, Bati dlinyasi, insan bedenini bilim ve se-
kiilarizasyon ¢gemberinde 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” s6z konusu oldugunda, bu sanat tiirii-
ni tarihsel suregte timiyle kadin bedeniyle o6zdeslestiren cin-
siyetci 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.

16

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 Fatmaglil 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
anissue 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
Niliifer 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 bigimlerine de yansir.’ Tlirk resminde de nii'niin iretimi ve
alimlanmasi ayni psikolojik dinamikleri izler. Ozellikle erken do-
nem Tiurk 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 Uretilen ni resimlerin izini
stirerken, Osmanli'dan Cumhuriyet’e uzanan zihniyet donidsimi-
nin sanata yansiyan yonlerini buginiin penceresinden gosterme-
yi amagcliyor. Ciplakligin sanatsal temsillerine karsi gegmiste oldu-
gu kadar bugiin de yine “taassup”® kavramiyla aciklanan kiltirel
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 i¢c hesaplasmalari; mahremle 6zdeslestirilmis kadin bedeni-
ne yonelik cinsellikten arinmis bir algi gelistirmenin siireglerini;
modern(lesmis) kimlik algisiyla sanat ve nii arasindaki baglantiyi
resimlere bakarak diislinmeyi, diisindirmeyi amacliyor.

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 alinisiigin 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 sozcuktir
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.

6 According to Turk Dil Kurumu Sozligu (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 soz ediyoruz.
Tlrkiye'de resimlerin coguna zaten tarih atilmadigi igin onlari ve
uretildikleri ortami, Usluplarina, gunun gazetelerine, dergileri-
ne yansimis olan birtakim bilgi kirintilarindan, nadiren de olsa
sanatgilarin 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 ge¢mis. Ressami kendi atolyesinde, resimleriyle ¢evrili ola-
rak gosteren bir poz. Natliirmorttan baska tiir 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 figlir ve ¢iplak resim-
lere karsi gosterilen taassup dolayisiyla Seyyid Bey'in bu resim-
leri teshir etmemesi ve ancak yemis, ¢i¢cek gibi resimleri goster-
mesi olsa gerektir. Derc ettigimiz Atelyesi fotografinda gorilen
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 Suleyman 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 kiltlirse, 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 slirecinde “mutaassiplarin simsegi’ni ¢e-
ken alanlarin basinda gelen ¢iplak kadin imgesinin, ancak “sa-
nat kiiltliri"yle normallesecegini savunur.’ Cezar, bir islam top-
lumunun taassubundan so0z 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. Ni, bu anlamda, sanat kalturind 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 ¢iplak
olmak (nakedness) utan¢ uyandiracak bir soyunmusluk halidir
oysa ni (nude), ciplak bedenin belli sanatsal geleneklerle yeni-
den bigcimlendirilmis ideal gorintistdur. 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 tiiri 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, sanatcinin onlindeki en ¢etin sinavdir.

Gergekten de ¢iplak model, anatominin ve orantinin on planda ol-
dugu bir gorsel sistem ¢ercevesinde Bati'da sanatgilarin 15. yiz-
yildan 19. yizyil sonlarina kadar gegen 500 yillik siire¢te 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 Kultir 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-
glrlid kompozisyonlarin listesinden gelmesinde sanatgiya kilavuz-
luk eden vazgegilmez bir kaynak sayilmistir. Ronesans sanatgila-
ri, antik Yunan ve Roma geleneginin temelindeki insan figlrint 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 gerekge de bu
ideale varmak cabasidir. Alberti, Vitruvius'a atifla ideal bir beden-
de tim pargalarin bitlnle olan iliskisinin yaratacagi mikemmel
uyumdan soz eder. Ayrica Plinius’tan yola ¢cikarak, Yunan ressam
Zeuksis'in Helene'yi yaratabilmek i¢in Kroton'daki en guzel kizlari
se¢ip, 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. ylizyila
kadar gegen yuzyillar iginde varligini stirdiiren bu ikonografik ge-
lenek, yalnizca Avrupali sanatgilari degil, Avrupa-merkezci sanat
anlayisini benimsemis her kiltirin 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 baglantiyi 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.



Balikgl, izzet Ziya Bey'in deseni. Kaynak: Osmanli Ressamlar
Cemiyeti Gazetesi, No. 2, 25 Mart 1912.

Fisherman, izzet Ziya Bey's drawing. Source: The Ottoman Society
of Painters Journal, No. 2, 25 March 1912.

“Batr'nin guizel sanat eserleri kadinin ve kadinligin masumiyetiy-
le yliz giizelliginin 1siginda parlar. Hatta onun ¢iplakliginin Gzerin-
de gezinir. Oysa bizdeki kadinlik, ufuktaki sislerin veya bir tilin
ardindaymis gibi, yarim yamalak goruliir ve hissedilir. Bu etkiler,
garip bir sekilde, hem iten hem ¢eken zitlar kanununun toplami-
dir. Batililar, biitiin ahlaki ve gayri ahlaki sebeplerle deha merte-
besine ulasirken bize o saf, bakir daglar, ormanlar ve denizler kal-
mistir. O sessiz sekil ve renkler huzurunda bu cansiz -cansiz ol-
masa bile askini pek az kalbe sokabilen, pek az kalpte gozlerden
uzak bir sevdali hayat yasatabilen- birgok biiyiik seylerin, kiigl-
lerek ufak bir gergeveye sikismis sahneleri karsisinda resim sa-
nati ilerleyemezdi, ilerleyemedi ve ilerleyemez de... Buglin Batili
ressamlarin hayret veren saheserlerinde parildayan hep ask me-
likeleri, sanatg¢i hayal glictniin gizmek istedigi resimler hep gii-
zel yiizli ilahelerdir. Bir siir ve ask yasatmak icin renklerin uyu-
mundan olusmus, ressamlik glicini gostermek istedikleri resim-
ler ne dyle baharin bereketli vahalari, ne kisin karli, agirbasli man-
zaralari, ne de bir sefilin perisan tavirlaridir. Hep sirin yiizler, hep
diizglin endamlar, hep ¢iplak goguslerdir... Kisacasi hep Tanri'nin
sakli glizelligidir. Sanat, ask dogurur. Ask, guzellik dogurur ve bu
glizelligin bitlin 6rneklerinin goriindigl yer de kadindir."2
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Osmanli Ressamlar Cemiyeti Gazetesi (glincellestirilmis basim), yay. haz.
Yaprak Zihnioglu, Latin harflerine aktaran irfan Dagdelen (istanbul: Kitap
Yayinevi, 2007): 181. Dagdelen'in Latin harflerine aktardigi bu metni
sadelestiren Bengl Vahapoglu'na tesekkir ederim.

Abdilmecid Efendi, Beden Etiiti, tarihsiz, kagit Gizerine fiizen,
65,5 x 50 cm, Milli Saraylar Koleksiyonu.

Abdulmecid Efendi, Figure Study, undated, charcoal on paper,
65,5 x 50 cm, National Palaces Collection.

offers a glimpse into the culture of academic art that became
popular during this period. Much like any other painter interested
in figurative representation, Abdiilmecid Efendi appears to have
produced several academic studies and must have looked at sev-
eral ancient sources to execute them.' Evidently, the nudity of
the figure did not deter this member of the Ottoman dynasty —and
the last Caliph of Islam in the ensuing years— from fulfilling the
requirements of his profession as an artist.

THE OBSCENE AS A QUESTION OF
PERCEPTION

Kenneth Clark argues that when we consider examples extend-
ing from ancient Greece, Rome, and the Renaissance all the way
to modern art, each nude, albeit decked with some aesthetic
idealism, may arouse, though perhaps imperceptibly, erotic sen-
timents in viewers, but that an educated viewer would not find
sexuality in a naked body, but rather the ideal architecture and

15 Anincomplete nude painting by Abdilmecid Efendi is preserved in the
National Palaces Collection. See Hanedandan Bir Ressam Abdilmecid Efendi,
ed. Omer Faruk Serifoglu (Istanbul: Yapi Kredi Yayinlari, 2004). Also, Sema
Oner notes that a painting dated 1899 and titled Aviuda Kadinlar (Women in
the Courtyard), which includes nude female figures, is also by Abdilmecid
Efendi. See Sema Oner, “Dolmabahce Sarayi Resim Koleksiyonu'ndaki
Yapitlariyla Halife Abdulmecid Efendi”, Osman Hamdi Bey ve Dénemi, ed.
Zeynep Rona (Istanbul: Tarih Vakfi Yurt Yayinlari, 1992): 88. While the name
of the collection that includes this painting remains unknown, debates
prevail over attributing it to Abdilmecid Efendi.

1911-1914 yillari arasinda yayimlanan Osmanli Ressamlar Cemiye-
ti Gazetesi'nde bu tir yazilarin yani sira sanatsal anatomi bilgisinin
gerekliligi Uzerine yazilar da yayimlanmis, hatta ¢iplak sayilabilecek
bir erkek deseni de yer almistir. izzet [Ziyal Bey (1880-1936) imzali
bu desende geng bir erkek, atletik bedeni ve pozuyla tipik bir nu'dir.
Figlirin i¢ yapisini gorunir kilacak bir ayrinticilikla resmedilmis ol-
masi dikkat gekicidir. Erkek bedeninin idealize edildigi antik Yunan
sanati orneklerini ve Ronesans kopyalarini ¢agristiran bu etitte de
hissedilen ideal bigcim arayisi, nii sanatinin temelini olusturur.

Osmanli Ressamlar Cemiyeti Gazetesi'ni destekledigi bilinen Seh-
zade Abdilmecid Efendi'nin (1868-1944) giinimiize ulasmis bir
deseni de bu donemde yayginlasmaya baslayan akademik sanat
kultirinu dusundurir. Abdulmecid Efendi de figure ilgi duyan
her ressam gibi, belli ki birtakim akademik etitler yapmis, bunu
yaparken de antik kaynaklara bakmistir.”® Belli ki figlirln ¢iplak-
Ligr, Osmanli hanedanina mensup da olsa —sonraki yillarda da bi-
lindigi gibi, son islam halifesi olacaktir- ressam olarak meslegi-
nin gereklerini yerine getirmesine engel olmamistir.

BiR “TELAKKi” MESELESI OLARAK
MUSTEHCEN

Kenneth Clark, antik Yunan'dan Ronesans’a ve modern sanata uza-
nan orneklere baktigimizda, estetik bir idealizmle bezenmis olsa da
her ni’'niin izleyicide belli belirsiz de olsa erotik bir duygu uyandira-
cagini, ama egitimli bir izleyicinin ¢iplak bedende cinsellik degil, do-
gadan soyutlanmis bir tasarim olarak insan bedeninin ideal mimari-
sini, glizelligini gorecegini savunur.' Bu anlayisa gore ni, cinsel bir
cagrisim uyandirsa dahi (ki Clark, egitimli bir géziin dahi bir ¢iplaga
bir comlege bakar gibi bakamayacagini soyler) bir sanat tiirii olarak,
mustehcen sayilamaz. Mustehcen, ya da pornografik olan, hem fel-
sefi hem estetik anlamda, bir anlamda sanatin 6teki'sidir.”

13 Abdulmecid Efendi’'nin Milli Saraylar Koleksiyonu'nda yer alan
tamamlanmamis bir nid resmi de bulunmaktadir. Bkz. Hanedandan Bir
Ressam Abdtilmecid Efendi, ed. Omer Faruk Serifoglu (istanbul: Yapi
Kredi Yayinlari, 2004). Ayrica, Sema Oner, ciplak kadin figiiriine yer veren
1899 tarihli Avluda Kadinlar adli bir tablonun Abdilmecid Efendi'ye ait
oldugunu belirtmektedir. Bkz. Sema Oner, “Dolmabahge Sarayi Resim
Koleksiyonu'ndaki Yapitlariyla Halife Abdilmecid Efendi”, Osman Hamdi Bey
ve Dénemi, yay. haz. Zeynep Rona (istanbul: Tarih Vakfi Yurt Yayinlari, 1992):
88. Hangi koleksiyonda bulundugu bilinmeyen bu resmin Abdilmecid
Efendi'ye atfedilmesi, tartismali bir konu olmayi sirdirmektedir.

14 Kenneth Clark, The Nude (Harmondsworth, Middlesex: Penguin Books, 1956): 6.

15 Lynda Nead, pornografinin sanatin oteki'si olarak kurgulanisini irdelerken
simgesel ve psisik bir diizeyde gorsel olanin sanatla, dokunsal olanin pornografiyle
ozdeslestirildigini iddia eder. Nead, Kenneth Clark'in The Nude adli kitabinda
izleyende dokunma arzusu/cinsel istek uyandiran imgelerin sanat ve yaraticilik
alanindan kovularak daha alt kultlrel kategoriler olarak belgesel, propaganda ve
pornografiye havale edildigine isaret eder. Bkz. Lynda Nead, The Female Nude-Art,
Obscenity and Sexuality (Londra&New York: Routledge, 1992): 27-28.

beauty of the human body as a design abstracted from nature.’
Accordingly, even if the nude implicitly contains sexual connota-
tions (after all, Clark adds that even the educated eye cannot look
at a nude as if s/he is looking at pottery), it is not considered
obscene as a form of art. The obscene or pornographic is, both
in the philosophical and the aesthetic sense, considered as the
‘other’ of art."’

Examining the connection between the nude and photography -
considered another ‘other’ of art in the 19" century- further eluci-
dates how the nude was perceived as a ‘form of art’ in and of itself.
Photographers taking nude images imitated the poses in classi-
cal paintings.'® Starting with the daguerreotypes in the 1840s and
throughout the development of photographic technology, the aca-
demic repertoire of poses was widely used in nude images first
seen in Paris. In these images, not only the repertoire of poses,
but the studio spaces were also arranged in a way to recall the
atmosphere in the paintings. Furthermore, images of nude mod-
els intended for artists were used as supplementary material by
photographers. Noting that the production of such nudes, which
depicted men, women, and children in various poses had evolved
into an industry in France in the 19™ century, William A. Ewing re-
lates that such photographs were preferred, as they were more
economical than hiring a model and helped resolve technical
problems such as foreshortening.'”” Taken in homogenous light
and thus distinctly revealing anatomical details, such photographs
constituted an indispensable source material for French artists. It
is known that Delacroix, for example, ordered photographs of this
kind and he, as well as other painters, used daguerreotypes to cor-
rect ‘visual misperceptions.?’ There are nude images produced in
the postcards and photo cards that were first introduced in the late
19t century and became highly popular in the during the Second
Constitutional Era, and there are some examples that may suggest

16 Kenneth Clark, The Nude (Harmondsworth, Middlesex: Penguin Books,
1956): 6.

17  In examining the construction of pornography as the other of art, Lynda Nead
claims that visual art and tactile pornography are identified on a symbolic
and psychic level. Nead points, “As soon as the image becomes an ‘incentive
to action’” as pointed in Kenneth Clark’s The Nude, “it is expelled from the
realm of art and creativity and enters the inferior and corrupted domain of
documentary, propaganda, and pornography.” See Lynda Nead, The Female
Nude-Art, Obscenity and Sexuality (London & New York: Routledge, 1992): 27-28.

18  Kenneth Clark argues that photographers of naked bodies re-produce —
consciously or unconsciously- the idea of the nude for various artists and
adds that the more idealized the model is, the more challanging it becomes
for the photographer striving to imitate that model. See Clark, ibid.: 4.

19 William A. Ewing, The Body-Photoworks of the Human Form (London:
Thames and Hudson, 1994): 62.

20 Ewing, ibid.: 63.



Fotokart, sag altta "viicud guzelligi” yazili, 19. yy. sonu,
Ugur Yegin Koleksiyonu.

Photo card, bottom right "body beauty", end of 19" cen.,
Ugur Yegin Collection.

19. yuzyilda, sanatin bir diger “oteki”si sayilan fotografla ni ara-
sindaki baglantiyi irdelemek, ni’'niin kendine 6zgu bir “sanat tiiri”
olarak algilanisini daha da belirgin kilar. Ciplak fotograflari ¢eken-
ler, klasik resimlerdeki pozlari taklit ederler.'® 1840°li yillarda da-
gerreotiplerden baslayarak gelisen fotograf teknolojisi siirecinde
Paris'te goriilmeye baslayan ni imgelerde akademik poz dagarci-
g1 yaygin olarak kullanilmistir. Bu imgelerde yalnizca poz dagarcigi
degdil, stiidyo mekanlari da resimlerdeki atmosferi ¢agristiracak se-
kilde diizenlenmeye ¢alisilir. Ayrica sanatcilarin kullanimina yonelik
¢iplak model resimleri fotografcilar tarafindan sanatgilarin calisma-
larini destekleyici malzeme olarak da uretilmistir. Kadinlari, erkekle-
ri ve ¢ocuklari ¢ok cesitli pozlarda gosteren bu tiir nd’lerin Gretimi-
nin 19. yuzyilda Fransa'da bir endstri haline geldigini belirten Wil-
liam A. Ewing, bu fotograflarin sanatgilar icin hem modelden daha
hesapli olmasi, hem rakursi gibi teknik sorunlari ¢gozmekte sagladi-
g1 kolaylik icin tercih edildigini anlatir.' Homojen isikta cekilen, dola-

16  Kenneth Clark, ¢iplak beden fotografi gekenlerin bilingli ya da bilingsiz
olarak c¢esitli sanatgilarin ni anlayisini yeniden Urettiklerini savunur ve
ekler: "Model ne kadar idealize edilmisse, o modeli taklit etmeye galisan
fotograf¢inin isi o kadar zordur.” Bkz. Clark, a.g.k.: 4.

17 William A. Ewing, The Body-Photoworks of the Human Form (Londra: Thames
and Hudson, 1994): 62.
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Gaudenzio Marconi, istirahatte Erkek Figiirti, yak. 1860,
alblimen baski, 19,8 x 15,9 cm, The J. Paul Getty Museum,
Los Angeles.

Gaudenzio Marconi, Male Figure in Repose, c. 1860, albumen
silver print, 19.8 x 15.9 cm, The J. Paul Getty Museum,

Los Angeles.

the presence of photographs serving as source material for art-
ists. For example, a photograph bearing the caption 'body beauty’
and featuring a female body seen from various angles appears to
have been taken not to be viewed, but to be studied. Meanwhile,
produced solely for viewing and revealing a female in a ‘nude
pose, but not in the nude, orientalist ‘Turkish Beauty’ photographs
can be considered among the interesting examples of this kind! It
appears the various states of viewing nakedness thus entered the
Ottoman world through postcards in late 19"-early 20™ centuries,
before paintings did.

Even masses equipped with a ‘culture of art’ and accustomed to
seeing nude figures in paintings and sculptures in 19"-century
Europe had difficulty reconciling with nudity in photographic im-
ages, which, despite pictorial elements such as pose and décor,
seemed quite real.?’ The psychological effect of a naked human
body in the flesh was relatively more intense compared to the ef-
fect of nude paintings; such images were thus presumed to carry
an erotic dimension from the onset. As John Berger says, yes,
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21 Ewing, ibid.: 60.
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Dogu Giizeli. Salut de Constantinople [no. 7997], 7 Mayis 1908 tarihinde
istanbul'dan Fransa'ya gonderilmis kartpostal. Seyhun Binzet Koleksiyonu.
Oriental Beauty. Salut de Constantinople [no. 7997], postcard sent on 7 May 1908
from Istanbul to France. Seyhun Binzet Collection.

yisiyla anatomik ayrintilarin belirgin bir bigcimde segilebildigi bu fo-
tograflar, Fransiz sanatcilari icin vazgegilmez bir kaynakti: Ornegin
Delacroix'nin bu tir fotograflar ismarladigi, ayrica kendisi gibi bas-
ka ressamlarin da daggerreotipleri “gorme yanilgilari”ni diizeltmek
icin kullandigi bilinmektedir."® Osmanli'da 19. ylizyil sonunda gordl-
meye baslayan, Il. Mesrutiyet doneminde son derece yayginlasan
kartpostal ve fotokartlar arasinda ni imgeler bulunmaktadir, ayri-
ca sanatgilara kaynaklik etmis olabilecek fotograflara da rastlamak
miimkiindir. Ornegin, iizerinde “viicud giizelligi” yazan bir fotograf-
ta, belli agilardan gordlen bir kadin viicudu, sanki ¢esitli agilardan in-
celenmek iizere fotograflanmis gibidir. Ote yandan, salt seyirlik ol-
mak lzere fotograflanmis, ¢iplak olmayan ama “nii pozu” vermis or-
yantalist “Turk guzeli” kartpostallari da turinun ilging ornekleri sayi-
labilir! Ciplakligin seyirlik hallerinin, Osmanli’'nin diinyasina, 19. yliz-
yil sonu-20. ylzyil basinda resimlerden once kartpostallarla girdi-
gi goruldr.

19. ylizyil Avrupasi’'nda, ¢iplak figirleri resimlerde ve heykeller-
de gormeye alismis, “sanat kultirid”ne sahip bir kitle dahi poz,
dekor gibi resimsel unsurlara karsin, gergegin ta kendisi gibi go-
rinen fotografik imgede ¢iplakliga o kadar kolay alisamamistir.””
izleyicinin karsisinda kanli canli bir insan viicudu gérmesinin
psikolojik etkisi, nu resimlerin etkisiyle karsilastirildiginda daha
yogun hissedilmis; bu tiir imgelerin basindan itibaren erotik bir
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18 Ewing, a.g.k.: 63.
19  Ewing, a.g.k.: 60.
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Dogu Giizeli. Salut de Constantinople [no. 9701], 21 Subat 1907 tarihinde
istanbul'dan Fransa'ya gonderilmis kartpostal. Seyhun Binzet Koleksiyonu.
Oriental Beauty. Salut de Constantinople [no. 9701], postcard sent on 21
February 1907 from Istanbul to France. Seyhun Binzet Collection.

much like what Clark claims that the nude may be a way of see-
ing that painting has attained, nonetheless the way of seeing the
nude is not limited to art; there are “nude poses” and “nude ges-
tures” and these forms of expression seen in paintings as well as
photographs are essentially associated with sexuality.?? The free
circulation of such images in the realm of popular culture without
the legitimizing shield of art history and the museum also has an
impact on ways of perception. From this perspective, the nude
photograph, including examples reflecting ‘lighter’ images, has
thus evolved into an object catering to the new mass of collec-
tors after ‘erotica.’ Consequently, although the art of painting has
been focusing on nudity for several centuries, the nude photo-
graph was thus often considered obscene.

From this perspective, nude painting, in a sense, acts as a border
between art and obscenity. As Lynda Nead points out, the nude
is the cultural indication distinguishing that border, as it poses
a threat to certain cultural values. In that regard, the nude be-
comes the symbol of the transformative effect of culture over
the responsibility ascribed to the viewer.2® According to Kenneth
Clark, the nude is not the subject of art, but a form of art, and its
subject as a form or a design is not the naked human body, but
the ‘ideal body.
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22 John Berger, Ways of Seeing (London: Penguin Books, 1972): 53.
23 Nead, ibid.: 29.



boyut tasidigi distinilmistir. John Berger'in dedigi gibi, evet ni,
Clark'in iddia ettigi gibi resmin ulastigi bir gorme bigimidir bel-
ki, ama nu'yl gorme bigimi sanatla sinirli degildir, “ni pozlar”,
“ni hareketler” vardir ve fotograflarda da goriilen bu ifade bigi-
mi, 6zlinde, cinsellikle iliskilendirilmistir.2® Sanat tarihinin ve mii-
zenin mesruiyet zirhi olmaksizin popiler kiiltir sahasinda ser-
best¢e dolasiyor olmalari da bu gorintilerin alimlanma bigimle-
rini etkiler. Bu agidan bakildiginda nu fotograf, daha “soft” gorin-
tlleri yansitanlar da dahil olmak lizere, “erotika” pesinde yeni bir
koleksiyoncu kitlesine hizmet eden bir nesne haline gelmis, her
ne kadar resim sanatinin birkag ylzyildir odaklandigi bir konu-
yu, ¢iplagl, gosteriyor olsa da genellikle miistehcen bulunmustur.

Bu agidan bakildiginda ni resim, aslinda bir bakima sanat ve
mistehcen arasindaki sinir gibidir. Lynda Nead'in isaret ettigi
gibi, belli kiltiirel degerlere yonelik bir tehdit olusturdugu igin, o
siniri belirgin kilan kiltlrel gostergedir. Bu anlamda nd, izleyici-
ye yuklenen sorumluluk tzerinden, yuksek kultirin dontsturu-
cli etkisinin simgesi haline gelir.?2' Kenneth Clark’'a gore, sanatta
konu degil, bir bigim, bir tasarim olarak nii'niin konusu zaten ¢ip-
lak insan bedeni degildir. “ideal beden”dir:

“Ciplak insan bedeninin zevkle seyredilen bir nesne oldu-
gu varsayilir. Oysa sanat okullarini ziyaret edip ogrencile-
rin gayretle resmettikleri sekilsiz, zavalli modelleri goren-
ler bunun bir yanilsama oldugunu bilirler. Bedeni oldugu
gibi resmederek onu sanatsal kilamazsiniz — ¢iplak resmi
yapmak, bir kaplan resmi ya da karli bir manzaranin resmi-
ni yapmaya benzemez. Genellikle dogayla ve hayvan diin-
yasiyla ictenlikle 6zdeslestigimizde, bu mutlu uyumdan bir
sanat yapiti dogar. Estetik 6grencileri buna empati der. Ve
bu empatik yarati siireci, ni'yu ureten zihniyetin tam tersi-
dir. Ciplak bedenlerden olusan bir kitle, bizde empati uyan-
diracagina hayalkirikligr hatta dehset uyandirabilir. NG, gor-

digiini resmetmek degil, mikemmel kilmaktir."??

Ciplak bedene bakip, onda “¢iplaklik” gormemeyi gerektiren bu
teorik ¢cergevenin Tirkiye'de ni resmin kabulili ya da reddi bag-
laminda nasil yansidigini izlemek ilgingtir. Nd, islam kiiltliriiniin
taassubuna timdiyle aykiri ama Bati kiiltirinin estetik normla-
rini timuyle yansitan bir simge olarak, kaginilmaz bir tartisma
konusu olmustur. Bu baglamda, Osmanli'dan Cumhuriyet'e ge-
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20  John Berger, Ways of Seeing (Londra: Penguin Books, 1972): 53.
21 Nead, a.g.k. 29.
22 Clark, a.g.k.:: 3.

“It is widely supposed that the naked human body
is in itself an object upon which the eye dwells with
pleasure and which we are glad to see depicted. But
anyone who has frequented art schools and seen the
shapeless, pitiful model that the students are industri-
ously drawing will know this is an illusion. The body is
not one of those subjects which can be made into art by
direct transcription—like a tiger or a snowy landscape.

¢is stirecinde Bati kiltiirtiyle yetismis aydinlarin, Bati'nin yliksek
kiltirinu bir Ust deger olarak benimsemisliginin gostergesine
dontsmiustir. Celal Esad Arseven’in 1939'da Yedigiin dergisin-
de “Ciplak Resim” basligiyla yayimlanan yazisini okudugumuzda,
ornegin, adeta bir kiltir dersi almis oluruz. Louvre Miizesi'nden
verdigi ornekler goz oninde bulundurulursa, bir tur “ylksek
kultir”dn temel alindigr agiktir. Arseven once “ciplak resmin” ne
oldugunu tanimlar:
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Often in looking at the natural and animal world we joy-
fully identify ourselves with what we see and from this
happy union create a work of art. This is the process
students of aesthetics call empathy, and it is at the op-
posite pole of creative activity to the state of mind that
has produced the nude. A mass of naked figures does
not move us to empathy, but to disillusion and dismay.
We do not wish to imitate; we wish to perfect.”?

It is interesting to observe how this theoretical framework that
precludes seeing ‘nudity’ when looking at a naked body was re-
flected in the context of the acceptance or rejection of nude paint-
ing in Turkey. As a symbol completely against the fanaticism of
Islamic culture, but entirely representative of the aesthetic norms
of Western culture, the nude has inescapably been the subject of
controversy. In that respect, it has evolved into an indication of
how, in the transition from Empire to Republic, Ottoman intellec-
tuals trained in Western culture adopted the high culture of the
West as a superior value. When we read the article “Ciplak Resim”
(Nude Painting) Celal Esad Arseven published in Yedigiin maga-
zine in 1939, for example, we almost receive a lecture on culture.
Considering the examples he cites from the Louvre Museum, it be-
comes evident that a kind of ‘high culture’ is embraced as the base.
Arseven starts off by defining ‘nude painting":

“Whether it is male or female, paintings of naked bodies
hold an aesthetic value in terms of art. If the enthusiasm for
art these paintings elicit from the viewers is great enough
to take precedence over feelings of lust and sexuality, then
these paintings are called nudes, or what the French call nu.
If, however, a painting does not possess any artistic beauty
or quality, but merely evokes lustful sentiments, it is called
a pornographic painting, which we translate as bahi.”*
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24 Clark, ibid.: 3.
25  Celal Esad Arseven, “Ciplak Resim”, Yedigiin, May 9, 1939, issue 322,
unpaginated.

“Erkek olsun kadin olsun, viicudi lryan olan resimler, sa-
nat bakimindan estetik bir kiymeti haiz olur ve ona bakanlar
Uzerinde tevlit ettigi sanat heyecaninin blylkligl sehvani
ve cinsi duyguyu hissettirmeyecek derecede olursa o gibi
resimlere ¢iplak resim derler ki, Fransizcada buna nu tabir
olunur. Eger bir resim sanat¢a biyik gizellik ve evsafi
haiz olmayip da insanda bedii heyecan yerine sehvani bir
his uyandirirsa, ona da pornografik resim deniyor ki, biz de
bunu ‘bahi’ diye terclime ediyoruz.”??

Arseven, yaklasik 20 yil kadar sonra Kenneth Clark’in “giplak” ve
“nl” arasinda yapacagi ayrimi da su sekilde anlatir:

“Mesela Pariste Luvr mizesinde bulunan heykeltras
Allegrain’in yapmis oldugu Diana heykeline bakalim. Bu
heykelin karsisinda bir parca bedii zevki olan her insanin
duydugu heyecan sirf bediidir ve bu heyecan insanin ruhu-
nu okadar kavrar ki, onda sekil ve terkip ahenginden bas-
ka bir sey goremez. Bu bediil ahenk onun ¢iplak viicudi-
ni en kalin bir libastan fazla orter. Gozleriniz o vicudin
cinsi azalarindan fazla inhinalardaki ahenk ve terkipteki
glizellikle mesgul olur. Ruhun duydugu manevi zevk oka-
dar kuvvetlidir ki, bltiin sehvani hisleri oldirdr. Vicudin
en mahrem cihetleri esiri bir mahiyet alir. Diyebilirim ki, bir
sanatkar boyle giizel bir heykel veya resim oniinde cinsiye-
tini bile unutur. (...) Fakat bu demek degildir ki her ciplak re-
sim bediidir. Nice resimler vardir ki, bunlar yaninda ¢ok ka-
pali oldugu halde bahidir. Mesela elbiseli bir kadinin fistan-
lari altindan bacaklarinin pek kugtk bir kismi gorunur vazi-
yetteki bir resmi hatta ¢oraplarini ayagina ceker vaziyetteki
bir resmi biisbiitiin ¢iplak vaziyetinden ¢cok baht olabilir. iste
asil mesele bunu tefrik etmektedir. Hulasa, bu gibi resimle-
rin mahiyetini tayin etmek biraz da telakki meselesidir.”%

Celal Esad Arseven, “Ciplak Resim”, Yedigtin, 9 Mayis 1939, Sayi 322, sayfa
numaras! bulunmuyor.
Arseven, a.g.k.

Nearly twenty years before Kenneth Clark, Arseven described
the distinction between ‘naked’ and ‘nude’ as follows:

“Let us, for example, review Allegrain’s sculpture of Diana
preserved in the Louvre Museum in Paris. The excitement
any man with the slightest aesthetic taste would feel vis-a-
vis this sculpture would be solely aesthetic; this excitement
grasps one’s soul so powerfully that he sees nothing but the
harmony of form and design in it. This aesthetic harmony
covers the naked body of the sculpture more than the thick-
est clothing ever could. Your eyes become preoccupied with
the harmony of curves and the beauty of design, rather than
the sexual members of the body. The spiritual pleasure of
the spirit is so profound that it annihilates all lustful feel-
ings. The most intimate parts of the body take on a captivat-
ing meaning. | can say that an artist forgets his own sexuali-
ty in front of such a beautiful sculpture or painting. (...) How-
ever, this does not mean that every painting is aesthetic.
Many paintings can be erotic even though the body may be
disguised more compared to this one. For example, a slight
show of legs under the long skirts of a dressed woman or
the painting of a woman as she puts on her stockings may
be far more obscene than her nakedness. The real issue,
therefore, is to be able to distinguish between the two. In
short, determining the true nature of such paintings is, to a

certain extent, a question of perception.”?

Having found himself in court several times with accusations of
obscenity, Hiiseyin Rahmi Glirpinar also wrote about the subject
of perception (Arseven used the word 'teldkki' for that). Published
in an art almanac? released in 1950, Girpinar's article “Art and
Nudity” carried the suggestive heading “An Open Case.” In his ar-
ticle, Gurpinar too distinguished between the aesthetic and the
carnal. However, the responsibility he placed on the shoulders of
viewers was heavier than Arseven. He made a clear distinction
between ‘A mind educated in the refinements of art’ and ‘a mind
devoid of such education.

“Are the terms obscene and impudent used for a certain na-
kedness that invites lust? If we feel excited by a naked body,
we can understand and explain this excitement in two ways:
aesthetic and carnal... There is no lust in aesthetic excite-

26 Arseven, ibid.
27  ltis stated that this article is the second edition of the article originally
published in 1929 in Vakit newspaper as part of a survey.



Arseven'in soziini ettigi “telakki” (anlayis) konusunda misteh-
cenlik suglamalariyla kendini pek ¢cok kez mahkemede bulan Hi-
seyin Rahmi Giirpinar da kalem oynatmistir. Girpinar'in 1950'de
basilan bir sanat yilliginda yayimlanan?® “Sanat ve Ciplaklik” ya-
zisinin “Bitmeyen Bir Dava” Gstbasligiyla verilmis olmasi da an-
lamli sayilabilir. Giirpinar da yazisinda, bedii ve hayvani ayrimi
yapar. Fakat izleyiciye yikledigi sorumluluk, Arseven’'den daha

fazladir: “San’atin inceliklerile terbiyelenmis bir dimag” ile “boy-

le bir terbiyeden mahrum dimag” arasinda kesin bir ayrim yapar:

“Miistehcen ve hayasizca tabirleri, sehveti davet eden agik-
Liklar icin mi kullanilmistir? Agik bir viicut karsisinda heye-
can duyarsak, bunu iki suretle telakki ve tefsir edebiliriz:
Bedii ve hayvani... Bedii heyecanda sehvet yoktur. San’atin
inceliklerile terbiyelenmis bir dimag tabii veya masnu’ ¢ip-
lak vicutlarda sirf bir guzellik gorur; bizim ‘girkin’ dedikle-
rimizde de tabiat glizeldir. Bu heyecanin esasini Freud na-
zariyelerine gore, sirf cinsi cezibeye atfederlerse de canli
ve ¢iplak bir model karsisinda mermerini yontan san’atkara
sorunuz; (Mesaisi anlarinda duydugu lezzet nedir?) Merme-
re, musambaya can vermekteki bir halikiyyet hissidir. Bu
ise, sehvetten ylksektir. Eseri temasa edenler de ayni tak-
dir hissi ile miitehassis olabilirlerse, ortada ¢iplak yoktur.
‘Ayip ve mustehcenlik’, bu san’at hududunun tamamile hari-
cinde kalir. Fakat, bu zevk terbiyesinden mahrum bir dimag
sahibi boyle bir eser karsisinda bulundugu zaman gozleri
hemen hicabin perdesinden siyrik duran agik noktaya diki-
lir. Yzl kizarir, belki de carpintiya tutulur. iste gériiyoruz ki,

terbiye ve telakkiye gore, ‘ayip’ ndmevcut ve mevcuttur.’?

Her iki yazarin satirlari, Turkiye'de ni’'niin, basli basina bir gos-
terge olarak, modern, Baticil kilttrin donustiricu etkisinin sim-
gelerinden biri oldugunu tim agikligiyla yansitir. 1930’larda res-
mi ideolojinin yonlendirmesiyle modern(ist) toplumsal kimligini
insa etmekte olan Tirkiye'de ni'niin kabull ya da reddi, adeta
ideolojik bir meseledir. 1939'da izmit Halkevi'nde Miistakil Res-
samlar ve Heykeltiraslar Birligi'nin actigi bir sergide?” bazi re-
simlerin mustehcen bulunmasi lzerine ¢ikan, glinlerce basi-

25 Buyazinin, Vakit gazetesinde 1929 yilinda gergeklestirilen bir anket
vesilesiyle yayimlanan yazinin ikinci basimi oldugu belirtilmektedir.

26 Huseyin Rahmi Gurpinar, "Bitmeyen Bir Dava: Sanat ve Ciplaklik”, 7950
Sanat Yilligi, yay. haz. Refik Ahmed Sevengil (istanbul: Osmanbey Matbaasi,
1950): 119.

27 Kiymet Giray, Mistakiller'in tarihini ele aldigi kitabinda bu konuya dikkat
cekiyor. Bkz. Kiymet Giray, Mistakil Ressamlar ve Heykeltiraslar Birligi
(istanbul: Akbank Yayinlari, 1997): 60-61.
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ment. A mind educated in the refinements of art sees pure
beauty in naturally or artificially naked bodies; what we call
‘ugly’ is also naturally beautiful. Although Freud’s theories
ascribe it purely to sexual attraction, one should ask the
true meaning of this excitement to the artist who sculpts
his marble in the presence of a live and naked model (what
pleasure does he feel as he works?). It must be the sense of
being God-like in giving life to marble or canvas. That is be-
yond lust. If those viewing the work are moved by the same
sense of appreciation, then there is no nudity to speak of.
‘Shameful and obscene’ fall entirely outside the borders of
art. However, when a mind devoid of such education stands
before such a work of art, his gaze immediately falls upon
the point being exposed behind the cover. He is flushed and
perhaps even feels palpitations. We thus see that ‘shame-
ful’ exists in proportion with one’s level of education and
understanding."?®

The lines of both writers clearly reflect that as an indicator in
and of itself, the nude in Turkey has been perceived as one of the
symbols of Western culture’s transformative influences. In the
1930s, when Turkey was in the process of building its modern(ist)
national identity through the guidance of the official state ideol-
ogy, the acceptance or rejection of the nude almost became an
ideological issue. The debates over obscenity rising out of an ex-
hibition?” The Association of Independent Painters and Sculptors
opened at izmit Halkevi (People’s House) in 1939 demonstrated,
as Peyami Safa underlined in his article published in Cumhuriyet
newspaper, that the issue of the nude was almost 'a nationalissue
and not a question of art' for Turkey. According to Safa, “The izmit
incident was a move against the Turkish Civil Code, no paragraph
of which prohibits the display of nudity in plastic arts; the izmit
incident was a move against the founding principles of the Turk-
ish reform, which embraces Western culture and civilization.”®
The discussion of nude paintings as a national issue among art-
ists and intellectuals in Turkey of the 1930s blatantly reveal the
discrepancies over the adoption of the criteria for social values.
It clearly articulates the ongoing conflict between the notion Ni-

28  Huseyin Rahmi Gurpinar, "Bitmeyen Bir Dava: Sanat ve Ciplaklik”, 1950
Sanat Yillig, ed. Refik Ahmed Sevengil (Istanbul: Osmanbey Matbaasi, 1950):
119.

29 Kiymet Giray draws the reader’s attention to this subject in the book she
wrote on the history of Mustakiller (Independents) Mistakiller'in See Kiymet
Giray, Miistakil Ressamlar ve Heykeltiraslar Birligi (istanbul: Akbank Yayinlari,
1997): 60-61.

30  Peyami Safa, “San‘at degil, memleket meselesi’, Cumhuriyet (April 28,
1939): 3.

na da yansiyan tartismalar, Peyami Safa’'nin Cumhuriyet gazete-
sinde yayimlanan yazisinda soyledigi gibi, ni konusunun Turki-
ye i¢cin adeta “san’at degil, memleket meselesi” oldugunu gozler
oniine serer. Safa’ya gore, “izmit vak'asi, hicbir maddesile plastik
san’atlarda ¢iplagin teshirini yasak etmiyen medeni Tiirk kanun-
larina karsi cephe alan bir harekettir; izmit vak'asi, garb kiiltiirii-
nli ve medeniyetini benimsiyen Tirk inkildbinin 6zprensiplerine
karsi cephe alan bir harekettir.”?®

Ni resimlerin 1930°lu yillarin Tirkiyesi'nde sanatcilar ve aydin-
lar tarafindan bir memleket meselesi olarak tartisilmasi, top-
lumsal deger olgiitlerinin sahiplenilmesi noktasindaki ayriliklari
tim ciplakligiyla gozler oniline serer. Niyazi Berkes'in “kutsallas-
mis gelenek”? dedigi olguyla, cumhuriyetgi, modernist ideallerin
suregiden ¢atismasini agik eder. Her iki kilturin de kendi benim-
sedigi degerlere tehdit olarak algiladiginin ifadesine donusur.

BATI KULTURU KARSISINDA
GELENEKSEL KULTUR:
TAASSUBU ASMAK MUMKUN MU?

Sanatsal bir bigcim olarak ni imgesinin/kavraminin Avrupa re-
sim geleneginin merkezinde yer alirken, Bati diinyasinin otesin-
de ayni anlama, oneme, etkiye sahip olmadigini biliyoruz. Ken-
neth Clark'in da isaret ettigi gibi, ornegin Uzakdogu'nun resim-
lerinde ¢iplak figlirlere rastlayabilsek de onlara yalnizca dolayli
olarak “nii” denebilir.®* John Berger de Hint, iran, Afrika ve Ame-
rika yerlileri gibi Avrupa disindaki sanat geleneklerine dikkat ¢e-
kerek, bu farkli kilttrlerde ¢iplakligin higbir zaman edilgen ol-
madigina isaret eder; bir durumu ozellikle vurgular: Bir yapitin
konusu cinsel cekicilikse, bir cinsel sevisme sahnesi betimlenir;
nesnelesmis kadinlar ya da erkekler degil.3' Ayni durum, islam
minyatur resmii¢in de gegerlidir.

Ciplak bedeni basli basina seyirlik bir olgu olarak ele almak, an-
tik Yunan'dan baslayarak, Avrupa geleneginin icadidir. Fransiz fi-
lozof Frangois Jullien, The Impossible Nude adli kitabinda bu ge-
lenegin Avrupa'ya 6zgl karakterini irdelemek i¢in nii imgenin bu-

28  Peyami Safa, “San’at degil, memleket meselesi’, Cumhuriyet (28 Nisan
1939): 3.

29  Niyazi Berkes, "kutsallasmis gelenek” kavramini, gelenegin nasil asindigini
anlatirken kullaniyor ve dile 6zel bir anlam atfediyor. Berkes'e gore, bir
dile yabanci bir sozcik girdigi zaman, anlami bilinmese de gelenegin
en gugcll ¢ergevesinin degismeye basladiginin gostergesidir. Bkz. Niyazi
Berkes, Tirkiye'de Cagdaslasma, yay. haz. Ahmet Kuyas (istanbul: Yapi Kredi
Yayinlari, 2002): 19.

30 Clark, a.g.k: 7.

31 Berger, a.g.k.: 53.

29

yazi Berkes refers to as “sanctified tradition”®' and Republican,
modernist ideals. It implies that both cultures perceive it a threat
against their values.

TRADITIONAL CULTURE VERSUS
WESTERN CULTURE: IS IT POSSIBLE TO
OVERCOME ‘CONVENTIONALISM’?

We know that while the image/concept of the nude as an art
form was at the center of the European tradition of painting, it
did not hold the same meaning, significance, or effect beyond the
Western world. As Kenneth Clark pointed out, although we may
encounter naked figures in Far Eastern paintings, they can only
indirectly be called “nudes.”®? Drawing the reader’s attention to
non-European art traditions such as those of India, Iran, Africa,
and Native America, John Berger stressed that nudity in these
different cultures was depicted in relation to the sexual act in-
volving both genders, beyond the visual objectification of men or
women.* The same is true for the Islamic art of miniature.

Treating the naked body as an object for viewing is, starting from
ancient Greece, purely the invention of the European tradition. In
The Impossible Nude, French philosopher Frangois Jullien draws
comparisons with ancient Chinese art, which contains no nude im-
ages, in order to examine the European character of this tradition.
Comparing 'form' (eidos), which lies at the heart of ancient Greek
philosophy, with the perception of form in ancient China, Jullien
approaches the issue from the context of being and existence: In
ancient Greece, existence is form, therefore it presents a fixed and
unchanging appearance. In China; however, being is form and a
fixed appearance cannot be ascribed to an existence in a constant
state of being.®* According to Jullien, while the nude is perceived as
an image that brings together form and essence in ancient Greece,
the human body can never represent essence in ancient Chinese
philosophy. While Jullien's book opens an important window to
how the naked body found both a philosophical and an aesthetic
ground in ancient Greece, it also reveals why different cultures
do not embrace this legacy with the same interest/perception.

31 Niyazi Berkes uses the term ‘sanctified tradition’ when describing
how tradition is worn out and ascribes a special meaning to language.
According to Berkes, when a foreign word enters a language, even if the
meaning is unknown, it is a sign that the strongest framework of tradition
is about to undergo change. See Niyazi Berkes, Turkiye'de Cagdaslasma, ed.
Ahmet Kuyas (Istanbul: Yapi Kredi Yayinlari, 2002): 19.

32 Clark, ibid.: 7.

33 Berger, ibid.: 53.

34 Francois Jullien, The Impossible Nude-Chinese Art and Western Aesthetics,
translated by Maev de la Guardia (Chicago & London: The University of
Chicago Press, 2007): 65,68.



lunmadigr eski Cin sanatiyla karsilastirma yapar. Eski Yunan fel-
sefesinin temelinde yer alan “bicim” (eidos) olgusuyla eski Cin'de
bicim algisi arasindaki farkliliklari karsilastiran Jullien, mese-
leye varlik ve olus baglaminda yaklasir: Yunan'da varlik bigim-
dir, dolayisiyla sabit ve degismez bir goriinim arz eder. Cin'de
ise olus bigimdir ve surekli olus halindeki varliga sabit bir go-
rinim kazandirilamaz.3? Jullien’e gore eski Yunan'da ni, boyle-
ce bigim ve hakikatin bulustugu bir imge olarak algilanirken, eski
Cin disiincesine gore insan bedeni asla hakikati temsil edemez.
Jullien’in kitabi, eski Yunan'da ciplak bedenin nasil hem felse-
fi hem estetik bir zemin bulduguna onemli bir pencere agarken,
farkli kilttrlerin bu mirasi neden ayni ilgiyle/algiyla sahiplen-
mediklerini ortaya koyar. Dogrusu antikitenin mirasinin, birgok
Bati-disi kiiltiir i¢in ancak kendi kutsallasmis geleneklerine rag-
men; baska bir kiltirin davranis, algilayis, kavrayis bicimlerini
benimseme seklinde; Batililasmayla kosut bir modernlesme su-
recinde glindeme geldigini disundurdur.

Bu agidan bakildiginda, tibbi konular, hamam sahneleri ve cin-
sellikle iliskili minyatirli elyazmalarinda ¢iplakliga rastlanabil-
se de “nl", Osmanli minyatirlerinde de nadiren karsimiza ¢ikan,
modern bir olgudur. Tek basina duran giyinik figurler dahi, bir
yenilesme stirecinin habercisidir. Cumhuriyet oncesi geleneksel
Tirk resminde tek tek kadin ve erkek figlrlerinin 17. ylzyildan
itibaren goriilmeye basladigini anlatan Metin And’a gore, 18. yliz-
yilda konuya ilgi artar. Ayrica bu donemin minyatir albiimlerinde
rastlandigi gibi, kadinin ¢iplakligina da yer verilir.3® And, bunlar-
dan biri tille ortili ve ayakta; digeri elinde bir narla agaca yas-
lanmis; bir digeri de hamamda yikanan ug¢ ¢iplak resme dikkat
ceker. 18. ylizyil saray ressami Rafayel Manas'in hamamda bir
anne ve kizi gosteren ve minyatur gibi kiu¢ik boyutlu olmasina
ragmen mukavva lizerine guvas ile yapilan resmine ise, dzellik-
le Uzerinde durarak, geleneksel tasvir sanatindan uzaklasan bir
ornek olarak yer verir.

Metin And'in dikkat ¢ektigi dort minyatiirden liglinlin hamam/yi-
kanma sahnesi olmasina karsin dykiiden/tasvirden ¢ok basli ba-
sina ¢iplak figlrlere odaklanilmis olmasi, onlari ait olduklari ge-
leneksel temsil bicimlerinden ayirir. Osmanli saray koleksiyonla-
rinda bulunan bu gibi ornekler, ¢iplak bedenin dolayli degil, basli
basina seyirlik bir olgu olarak ele alinmaya basladigini gosterir.

32 Frangois Jullien, The Impossible Nude-Chinese Art and Western Aesthetics,
cev. Maev de la Guardia (Chicago&Londra: The University of Chicago Press,
2007): 65,68.

33 Metin And, Osmanli Tasvir Sanatlari 1: Minyatiir (istanbul: Tiirkiye is Bankasi
Yayinlari, 2002): 426.
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He suggests that the legacy of Antiquity, for many non-Western
cultures, can only come forth as part of a process of a modernity
based on European models, and despite one’s own sanctified tra-
ditions; a way of adopting another culture’s modes of perception.

From this standpoint, although we encounter nudity in medical
subjects, hamam scenes, and manuscripts with miniatures on
sexuality, the “nude” was a modern concept that rarely emerged
in Ottoman miniatures. Even free-standing dressed figures were
the harbingers of a process of reformation. According to Metin
And, who relates that single male and female figures in pre-
Republican traditional Turkish painting are encountered as of
the 17" century, the interest in the subject escalated in the 18™
century. Furthermore, female nudity is also found in miniature
albums from this period.*® And draws attention to three nudes:
one is standing covered by a thin veil, a second leans against
a tree with a pomegranate in her hand, and a third is bathing
at the hamam. He pays particular attention to 18"-century court
artist Rafayel Manas’ small, miniature-sized gouache painting on
cardboard depicting a mother and daughter in a hamam as an
example that draws away from the traditional art of painting.

Although three of the four miniatures Metin And highlights por-
tray hamam/bathing scenes, the focus on naked figures rather
than the narrative/depiction distinguishes them from the tradi-
tional forms of representation to which they belong. Similar ex-
amples found in Ottoman palace collections indicate that the na-
ked body emerges not indirectly, but as an object to be viewed. In
fact, the hamam theme may have served as a pretext for present-
ing a nude for view. The inclusion of such images on album pages
made of thickened cardboard is also a distinguishing feature. In
that regard, unlike nude depictions encountered in manuscripts
such as Hubanname and Zenanname, or Hamse-i Atayi, they do not
accompany a text or even if they do, the text remains in the back-
ground. Unlike the kind of nudity encountered in manuscripts,
they are not intrinsic to the natural flow of a depicted scene. Fig-
ures seen on single album folios, on the other hand, appear to
be the result of an exchange between the single-figure nudes of
European painting tradition and traditional ways of seeing.

According to Tilay Artan and Irvin Cemil Schick, while the figure
with the pomegranate that drew And'’s attention recalls the de-
pictions of Venus, the goddess of love, Abdullah Buhari’'s nude in

35 Metin And, Osmanli Tasvir Sanatlari 1: Minyatiir (istanbul: Tiirkiye is Bankasi
Yayinlari, 2002): 426.

1. Ciplak kadin. 1. Ahmet Albim. Topkapi Sarayi Miizesi B408. Nude woman. Ahmet | Album. Topkapi Palace Museum B408.

2. Ciplak kadin. Albim. Topkapi Sarayi Miizesi H2168. Nude woman. Album. Topkapi Palace Museum H2168.

3. Hamamda yikanan kadin. Tek yaprak. Topkapi Sarayi Miizesi YY1043. Woman in the hamam. One sheet. Topkapi Palace Museum YY1043.

4. Rafayel Manas, Hamamda anne-kiz. Topkapi Sarayi Miizesi H1918. Rafayel Manas, Mother-daughter in hamam. Topkapi Palace Museum H1918.

Hatta hamam konusu, tek basina seyirlik bir ¢iplak sergileyebil-
menin bir gerekgesi de olabilir. Bu tip imgelerin kalinlastirilmis
kartondan yapilan albim sayfalarinda yer almasi da onlari ay-
ristiran bir ozelliktir. Bu anlamda, Hubanname ve Zenanname ya
da Hamse-i Atayi gibi elyazmasi orneklerinde rastlanan ¢iplaklik
betimlemelerinden farkli olarak, eslik ettikleri bir metin ya yok-
tur ya da arka plandadir. Elyazmalarinda rastladigimiz ¢iplaklik-
ta oldugu gibi, betimlenen sahnenin dogal akisina igkin degildir-
ler. Tek yaprakli albim sayfalarinda gorulen figlrlerse, Avrupa
resim geleneginin tek figlirld nd’leriyle geleneksel gorme bigim-
leri arasinda bir tur alisverisin sonucu gibidir.

Tilay Artan ve Irvin Cemil Schick'e gore, And'in da dikkatini ge-
ken narli figlir, ask tanrigasi Venus betimlemelerini ¢agristirirken,
Abdullah Buhari'nin hamamdaki ¢iplagi adeta gergek bir kadinin
temsiline benzer.®* Bu yorum, sanat tarihindeki Venls betimleme-
lerini ilahi Venuis/diinyevi Venls kaliplari icinde degerlendiren an-
layisi yankilar. Tek basina seyirlik kadin figlrlerinin belli kilttrel

34 Tilay Artan-Irvin Cemil Schick, “Ottomanizing pornotopia: Changing visual
codes in eighteenth-century Ottoman erotic miniatures”, Eros and Sexuality
in Islamic Art, ed. Francesca Leoni-Mika Natif (Surrey: Ashgate Publishing,
2013): 160.

the bath resembles the representation of a real woman.3¢ This
interpretation echoes the notion that evaluates the Venus depic-
tions in art history as part of the Celestial Venus /Earthly Venus
distinction. It also suggests the extent to which single female fig-
ures for viewing are subject to certain cultural norms. The Celes-
tial Venus is untouchable; the Earthly Venus, on the other hand,
calls to touch.¥ Is this effect merely created by the fact that one
is depicted in an almost magical garden atmosphere, whereas
the other appears in a real setting, like that of a hamam? Signing
and dating his works, which have a unique style of their own, as
a European artist would and having customers outside the Otto-
man court, Buhari, Banu Mahir argues, may have worked from
live models.® Nevertheless, what determines the distance be-
tween the divine and the mundane, perhaps in the truest sense,

36  Tilay Artan-Irvin Cemil Schick, “Ottomanizing pornotopia: Changing visual
codes in eighteenth-century Ottoman erotic miniatures”, Eros and Sexuality
in Islamic Art, ed. Francesca Leoni-Mika Natif (Surrey: Ashgate Publishing,
2013):160.

37  For a detailed interpretation on the Celestial Venus / Earthly Venus
dichotomy extending from Plato to Kenneth Clark, see Nead, ibid.: 19.

38  Banu Mahir poses that Abdullah Buhari's single figures and male
depictions yield the impression that they are made from a specific model,
as distinct from those of Levni. See Banu Mahir, Osmanli Minyatir Sanati
(istanbul: Kabalci Yayinevi, 2005): 80.



kaliplara ne kadar tabi oldugunu da diisiindiiriir. ilahi Veniis'iin do-
kunulmazligi vardir; diinyevi Venliis ise adeta dokunmaya ¢agirir.®
Bu etkiyi veren, figiurlerden birinin adeta masalsi bir bahge atmos-
ferinde, digerininse hamam gibi gercek bir ortamda betimlenmis
olmasi midir yalnizca? Kendine 6zg bir Gislubu duyuran yapitlari-
ni bir Avrupali gibi imzalayan ve tarihleyen, Osmanli sarayi disinda
da miusterisi bulunan Buhari'nin, Banu Mabhir’in 6ne surdugi gibi,
canli modelden calismis olmasi da mimkindir.3¢ Ama ilahi/din-
yevi arasindaki mesafeyi belki de gergek anlamda belirleyen Artan
ve Schick’in Buhari’'nin hamamdaki ¢iplaktan yola ¢ikarak glinde-
me getirdikleri sorulardir: Albim yapragina yerlestirildigine gore
belli ki elyazmasi okuyabilecek bir miisteriyi hedeflemeyen bu res-
min olasi musterileri arasinda Avrupalilar da var miydi? Buhari'nin
amaci, Avrupali erkeklerin Osmanli kadin bedenine duyduklari il-
giyi besleyecek imgeler lretmek miydi? Avrupa’'da erotik sanatin
Uslubu ve icerigi Buhari icin tanidik bir malzeme miydi?®’

Bu gibi sorular, hala ¢ok fazla bilinmez barindiran bir sahada ya-
sanmakta olan bir donisimi en azindan sezinlememize yar-
dimci olurken, 18. ylzyildan itibaren Osmanli’'nin Avrupa'yla et-
kilesiminin, hem Osmanlilar, hem Avrupalilar agisindan mima-
ri, mobilya, kiyafet, sanat nesneleri gibi kdltiirel trinler lizerin-
de ne kadar belirgin hale geldigini dislindurir. Ciplaklik ya da
erotizm degil ama “ni”, bir kavram olarak belli ki bu donemde
Osmanli’'nin gorsel diinyasinda yer almaya baslamis, ancak cin-
sellikten arindirilmis bir estetik baglam bulamamistir. Murat
Bardakgl, matbaanin Tirkiye'ye gelisinden 19. ylizyilin sonlarina
kadar cinsellikle ilgili bir kitap basilmadigini, ancak zaman igin-
de cinsel saglik ansiklopedisinden bozma erotik kitaplara donii-
sen bahnamelerle hubannamelerin her zaman revagta oldugu-
nu belirtir. Bardakgi'ya gore, litografinin yayginlasmasiyla birlik-
te o zamana kadar hattat elinden ¢ikan bu tip kitaplarin tasbas-
kisi, piyasada da bolca bulunmaya baslamistir.®® Ciplakligin, gor-
sel olarak, yalnizca bahname tiri erotik metinlerin az sayidaki
resimli nliishalarinda gorulebildigi bir ortamda, “mustehcen"den
arindirilmasi sureci de dolayisiyla, kolay olmayacaktir.

35  Platon'dan Kenneth Clark’'a uzanan ilahi Vents/dinyevi Venls ayrimina dair
ayrintili bir yorum igin bkz. Nead, a.g.k.: 19.

36  Banu Mahir, Abdullah Buhari'nin tek figlr ve erkek tasvirlerinin
Levni'ninkilerden farkli olarak belirli bir modele bakilarak yapilmis izlenimi
verdigini sdyler. Bkz. Banu Mahir, Osmanli Minyatiir Sanati (istanbul: Kabalci
Yayinevi, 2005): 80.

37  Artan-Schick, Osmanli erotik minyatirlerinin Avrupa koleksiyonlarinda
bulunmasinin, Avrupali gezginler arasinda popller oldugunun bir
gostergesi sayilabilecegini belirtirler. Bkz. a.g.k.: 176.

38  Murat Bardakgl, “Osmanli doneminde mustehcen yayin”, Milliyet Sanat, S.
145 (1 Haziran 1986):14.

32

is the questions Artan and Schick ask based on Buhari’s nude in
the hamam: since it was part of an album folio, this depiction was
obviously not targeting a customer that could read manuscripts.
Does that mean that its potential customers included Europeans?
Was it Buhari's intention to create images that would nurture the
interest European men had in the depictions of Ottoman women?
Was the style and content of erotic art in Europe familiar source
material for Buhari?%

While such questions at least help us gain a sense of the transfor-
mation taking place in a field with too many unknowns, they sug-
gests how the Ottoman Empire’s interaction with Europe became
evident, both for Ottomans and Europeans, over cultural products
such as architecture, furniture, clothes, and objects of art. The
‘nude, and not nudity or eroticism, evidently began assuming a
place in the Ottoman visual world during this period, but could
not find an aesthetic context stripped of sexuality. Murat Bardakei
notes that no books on sexuality were published between the in-
troduction of the printing press in Turkey until late 19" century, but
that the bahname and hubanname, which evolved from encyclope-
dias of sexual health to erotic books over time, always maintained
their popularity. According to Bardakgi, written by calligraphers
until then, such books became widely available on the market
following the widespread use of lithography.*® In an environment
where it was only seen in the limited illustrated copies of bahname
—like erotic texts, the process of distinguishing nudity from what
was considered ‘obscene’ would thus prove to be a challenge.

Can a connection be made between the representation of nudity
seen in such publications and the ways in which earliest artists
working in Western style viewed nudity? We believe not. The at-
tempt to establish a visual connection between the nudity Ot-
toman artists would come to know as academic study material
and the erotic publications in the Ottoman Empire can lead to
nothing more than inaccuracy. Demanded as an extension of the
art education for the Muslim-Turkish-Ottoman artists studying in
Paris as of late 19" century, the nude was required to be a body
stripped off its sexuality. Speaking of a new visual culture could
only be made possible if the body could be desexualized. The true
battle of the transformation of mentality we observe in paintings
must have been taking place in the inner world of artists.

39  Artan-Schick argue that the presence of Ottoman erotic miniatures in
European collections may be an indication that they were quite popular
among European travelers. See ibid.: 176.

40 Murat Bardakgl, “Osmanli doneminde mustehcen yayin”, Milliyet Sanat, issue
145 (June 1, 1986):14.

Bu tir yayinlarda gorilen ¢iplaklik temsilleriyle, Bati Uslubunda
calisan ilk ressamlarin ¢iplaga bakisi arasinda bir baglanti kuru-
labilir mi? Pek sanmiyoruz. Osmanli ressamlarinin akademik bir
etlit malzemesi olarak taniyacaklari ¢iplakla Osmanli'daki ero-
tik yayinlar arasinda gorsel bir baglanti kurma g¢abasi, bir yanil-
g1 Uretmekten oteye gitmez. Bir kere, 19. ylzyil sonundan itiba-
ren Paris'te egitim gormeye giden Misliman-Turk Osmanli sa-
natgilar i¢in sanat egitiminin bir uzantisi olarak talep edilen nd,
cinselliginden arindirilmis beden olmak durumundaydi. Yeni bir
gorsel kiiltirden soz edebilmek, esas olarak, o beden cinselligin-
den arindirildiginda mimkun olacakti. Bizim resimlerde izledigi-
miz o zihniyet donisimiiniin esas kavgasi, ressamlarin i¢ diinya-
sinda yasaniyor olmaliydi.

OSMANLI’NIN DEGISEN DUNYASI VE
GORSEL KULTUR

Osmanli'nin diinyasi, 18. ylizyildan baslayarak matbaayla, pozi-
tif bilimler temelinde agilan mihendislik ve tip okullariyla, Bati
edebiyatindan yapilan gevirilerle, ilk gazetelerin yayimlanmasiy-
la belirgin bir modernlesme stirecine girmistir. Bu ¢cergcevede bir
dizi yeni siyasi, hukuki diizenleme igeren Tanzimat Fermani'nin
1839'da ilan edilmesiyle Osmanli devleti, gelenekselden fark-
li bir gelecek tahayyiilu icinde oldugunun isaretlerini vermeye
baslar. ilber Ortayli, Tanzimat insaninin gelenekten timiiyle kop-
mamis oldugunu vurgularken, yine de Tirkiye'de gelenegi degis-
tirme geleneginin Tanzimatgilarla basladigini savunur.** Bu ge-
lenegi degistirme geleneginin en onemli alanlarindan birisi de
sanat, ya da daha genis bir ¢ergevede, gorsel kiltirdir. “Osman
Hamdi'nin Oniindeki Gelenek” baslikli yazisinda 9 Aralik 1858 ta-
rihli bir iradeyle Uskiidar ve Besiktas riisdiyelerine Miilazim Ne-
cib ve Miilazim Salim efendilerin resim hocaliklarina tayin edil-
digine isaret eden Ortayli'ya gore, bu dénemde istanbul ve tasra
mekteplerine Askeri okul ¢ikisli ressamlar atanmakta ve Osman-
U, hiisn-i hatla resim sanatini bir arada 6grenmektedir.*® Askeri
okullarda, oncelikle askeri amaglarla da olsa perspektif gibi Bati
normlarina agilan resim egitimi yenilesmeye dair ¢ok onemli bir
adimdir ama, figliri igermedigini, manzara odakli oldugunu vur-
gulamak gerekir.

Figliriin sanat egitimi dagarcigina girmesinde oncu bir rol Gistlene-
cek olan Osman Hamdi Bey'in hentiz ilk genglik yillarini yasamakta

39 ilber Ortayli, “Tanzimat Adami ve Tanzimat Toplumu”, Batililasma Yolunda
(istanbul: inkilap Kitabevi, 2015): 19.

40 Aktaran ilber Ortayli, “Osman Hamdi'nin Oniindeki Gelenek”, Batililasma
Yolunda (istanbul: inkilap Kitabevi, 2015): 185.

THE CHANGING WORLD OF OTTOMANS
AND VISUAL CULTURE

The Ottoman world entered a marked process of modernization
as of the 18™ century with the introduction of the printing press,
schools of engineering and medicine rooted in positive sciences,
translations made from Western literature, and the publication of
the first newspapers. Following the proclamation of the Tanzimat
Fermani (Imperial Edict of Reorganization) in 1839, which foresaw
a new political and legal organization, the Ottoman state began
showing signs of a future envisioned rather differently than the tra-
ditional present. Although he stresses that the Tanzimat man was
not entirely detached from tradition, ilber Ortayli argues that the
process of changing tradition in Turkey began with proponents of
Tanzimat.’ One of the foremost areas of the ‘tradition of changing
tradition’ was art, or on a larger scale, visual culture. In his article
entitled, “Osman Hamdi'nin Oniindeki Gelenek” (The Future Before
Osman Hamdi,) Ortayli points how Miilazim Necib and Miilazim Sa-
lim Efendis were appointed to the middle schools of Uskiidar and
Besiktas, respectively on December 9, 1858, stressing that during
this period, artists of Military school backgrounds were assigned
to schools in Istanbul and in the provinces, teaching students both
the art of calligraphy and painting.*? Art education based on West-
ern norms, such as perspective, offered primarily for militaristic
purposes was quite an important step towards modernization;
however, it must nevertheless be emphasized that the paintings
did not include figures and was limited to landscapes.

During this period of transformation in which Osman Hamdi, who
later took an instrumental role in introducing the figure to art educa-
tion, was still an adolescent, Sultan Abdiilmecid was —as an Ottoman
sovereign enjoying and advocating European architecture, art, and
music— among the innovative sultans that opened the path for the
popularization of a new visual culture. Much like his father Mahmud
Il, he also had his oil portraits painted.*®* The emergence of Western-
style paintings during the reign of Abdiilmecid in the Ottoman world
was instigated not only by the influence of non-European and non-

41 llber Ortayli, “Tanzimat Adami ve Tanzimat Toplumu"”, Batililasma Yolunda
(istanbul: inkilap Kitabevi, 2015): 19.

42 Cited by ilber Ortayli, “Osman Hamdi'nin Oniindeki Gelenek”, Batililasma
Yolunda (istanbul: inkilap Kitabevi, 2015): 185.

43 Itis known that apart from foreign artists visiting Turkey such as Sir David
Wilkie (English), Jean Portet (French), and Luigi Rubio (Italian), Sultan
Abdilmecid also commissioned his portraits to Sebuh and Rupen Manas
brothers in Turkey. See Giinsel Renda, “Yenilesme Doneminde Kiiltir ve
Sanat” [http://www.tarihtarih.com/?Syf=26&Syz=352709]



oldugu bu dondsiim siirecinde, Sultan Abdulmecid, Avrupa tarzi mi-
mari, sanat ve muzigi begenen ve destekleyen bir Osmanli hiikiim-
dari olarak, yeni bir gorsel kilturin yayginlik kazanmasinin yolunu
acan yenilik¢i padisahlar arasindadir. O da babasi Il. Mahmut gibi,
yagliboya portrelerini yaptirmistir.! Abdilmecid’in doneminde, Os-
manli diinyasinda Bati tarzi resmin gorinir olmasinda Avrupali ve
gayrimuslim ressamlarin yani sira ilk kez Tirk ressamlarin etkinligi
de s6z konusudur.*? Saltanati ddneminde basta askeri okullar olmak
lizere Darilissafaka’'da, hatta Enderun’da yetismis Tiirk ressamla-
rin sanat ortaminda yer almaya basladigi Sultan Abdiilaziz donemi
de Osmanli modernlesmesinin ¢cok 6nemli bir evresidir.** Mustafa
Cezar’a gore, resme karsi gosterilen taassup Abdiilaziz doneminde
hafiflemeye baslar.* Sanatlar icinde en ¢cok resme ilgi duyan, hatta
kendisi de resim yapan, yabanci ressamlara destek olan, istanbul'da
ilk resim akademisinin agilmasina olanak taniyan, Siileyman Seyyid
Bey (1842-1913) ve Seker Ahmed Ali Pasa'yi (1841-1907) resim egi-
timi icin Avrupa'ya gonderen Sultan Abdiilaziz, Seker Ahmet Ali da-
nismanliginda sarayda Batili ressamlarin yapitlarindan olusan bir
resim koleksiyonu da olusturmustur.

1867 yiinda Paris, Londra ve Viyana'ya giderek Avrupa'y! ziyaret
eden ilk Osmanli padisahi olan Abdiilaziz, bu kentlerde cesitli sa-
ray ve muzeleri gezmis, ayni yil Osmanli'nin da katildigi Paris Ulus-
lararasi Sergisi'ni de ziyaret etmistir. Abdiilaziz'i Viyana'daki Ambras
Galerisi'ni ziyareti sirasinda betimleyen bir resim, konumuz agisindan
ozellikle ilgingtir. Haftalik Fransiz gazetesi Llllustration'da yayimlanan
bu illistrasyonda, Sultan Abdiilaziz'in arkasinda, antik heykeller go-
rinir. Wendy Shaw’a gore bu resim, Bati tarzi giysilerle tam bir Avru-
pa etkinligi olan muze ziyaretini gergeklestiren Osmanli padisahinin
Avrupa adetlerini benimseyisinin simgesel niteliginin gdstergesidir.*®
Dikkat gekici olan, miizedeki kalabalik heyetin iginde kimligini ayirici
bir sekilde on planda betimlenen Abddlaziz figurinun sirtinin belirgin
bir bicimde heykellere doniik olmasidir. illiistrasyonu yapan M. Pet-
rovice, acaba bu kompozisyonu bilingli bir sekilde mi bu sekilde kur-
gulamistir? Bu bir Osmanli padisahinin, bu ¢iplak heykeller karsisin-

41 Sultan Abdiilmecid'in ingiliz Sir David Wilkie'ye, Fransiz Jean Portet'ye ve
italyan Luigi Rubio gibi Tiirkiye'yi ziyaret eden yabanci ressamlarin yani
sira Turkiye'de Sebuh ve Rupen Manas kardeslere portrelerini yaptirdigi
bilinmektedir. Bkz. Glinsel Renda, “Yenilesme Doneminde Kiltlr ve Sanat”
[http://www.tarihtarih.com/?Syf=268&Syz=352709]

4?2 Renda ¢esitli kaynaklarda adi gegen, ancak eserleri gliniimiize ulasmayan
Ferik ibrahim Pasa, Ferik Tevfik Pasa, Hisnii Yusuf, Ferik Abdullah Pasa,
Haskoyli Ahmed Emin, Eylplu Stkri gibi askeri okul ¢ikisli ressamlarin
adini vermektedir. Bkz. a.g.k.

43 Agk.

44 Cezar, a.g.k.106.

45 Wendy Shaw, Osmanli Miizeciligi, cev. Esin Sogancilar (istanbul: iletisim
Yayinlari, 2004): 102-103.
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Muslim painters, but their Turkish counterparts.“ The period of Sul-
tan Abdilaziz is also a critical stage of Ottoman modernization, as
Turkish painters trained at most notably at military schools, but also
in Dariissafaka and even the Enderun (palace school) began to ap-
pear in the art milieu during his reign.*® According to Mustafa Cezar,
the taassup against painting came to diminish during the reign of Ab-
diilaziz.*® With a particular penchant for painting, among other forms
of art, supporting foreign artists, opening the first painting academy
in istanbul, sending Siileyman Seyyid Bey and Seker Ahmed Ali Pasa
to Europe for art education, and even painting himself, Sultan Abddil-
aziz, with Seker Ahmed Ali Pasa as his advisor, also put together an
art collection comprised of works by Western painters at the palace.

As the first Ottoman sultan to visit Europe through his trips to Paris,
London, and Vienna in 1867, Abdiilaziz toured various palaces and
museums in these cities and also visited the International Exposition
of Paris, where the Ottoman Empire was also represented there the
same year. The painting depicting Abdulaziz during his visit to the
Ambras Collection in Vienna is particularly interesting in terms of
our subject. Published in the weekly French journal L'lllustration, the
illustration portrays antiquities behind Sultan Abdilaziz. According
to Wendy Shaw, the illustration “also suggests the symbolic nature
of his adoption of European customs: wearing Western dress, he
participated in the very European activity of museumgoing (...)"*” In-
terestingly enough, Abdilaziz, whose identity is distinguished from
the crowded group in the foreground at the museum, stands with his
back conspicuously turned to the sculptures. Could the illustrator M.
Petrovice have deliberately sketched this illustration as such? Could
this be an expression of the reservations an Ottoman sultan may
have had about such nude sculptures? The detached, contemplative
expression of the sultan’s face may also be considered meaningful,
but it is evident that his expression is not of taassup. Upon his return
to Turkey, Abiilaziz summoned a sculptor named C.F Fuller to Istan-
bul and commissions his statue to him.*®

44 Renda offers the names of military school-graduate artists mentioned in
sources but with no surviving works, including Ferik ibrahim Pasa, Ferik
Tevfik Pasa, Hisnul Yusuf, Ferik Abdullah Pasa, Haskoyli Ahmed Emin, and
Eylplu Stkri. See ibid.

45 Ibid.

46 Cezar, ibid.:106.

47 Wendy Shaw, Possessors and Possessed: Museums, Archaeology and the
Visualization of History in the Late Ottoman Empire (Berkeley: University of
California Press, 2003): 83-84.

48  Mustafa Cezar states that Abdulaziz saw notables have their sculptures
made and was quite impressed by that. Fuller's sculpture depicting
Abddlaziz on horseback was cast in Munich. See Cezar, ibid.: 95. Installed
at Beylerbeyi Palace, the sculpture was moved first to Topkapi Palace after
Abdiilaziz's death, and later to his private mansion in Baglarbasi, Uskiidar.
Today, it is preserved at the Beylerbeyi Palace Museum.

Sultan Abdiilaziz Viyana'daki Ambras
Galerisi'ni gezerken. L'lllustration,

1277 (17 Agustos 1867).

Sultan Abdiilaziz in his visit to Ambras Gallery
in Viennaa, L'lllustration, 1277 (17 August 1867).
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da ¢ekincesinin ifadesi midir? Sultanin yliziinde onu gevresinden ko-
paran diistinceli ifade de anlamli sayilabilir; ama belli ki o ifadenin ne-
deni, taassup degildir. Abdulaziz, Tirkiye'ye dondigtinde, C.F. Fuller
adinda bir heykeltirasi istanbul'a getirtir ve heykelini yaptirir.%

Abdiilaziz'in Avrupa seyahatine katilanlar arasinda bulunan Omer
Faiz Efendi'nin Ruzname’sindeki ifadeler heyetteki herkesin Abdii-
laziz kadar acgik gorisli olmadigini da diistindirr. Nillifer Ondin’e
gore, Omer Faiz Efendi'nin yazdiklari, Osmanli erkaninin heykele,
ozellikle ciplak heykele islami gelenekten kaynaklanan i¢sel celis-
kiler yasayarak, ilgiyle baktiklarinin ifadesidir:

“Sergide bilhassa kadinlara ait ¢iplak heykeller, ayri bir ga-
leride olmakla beraber, glizelligin bulunmasi arzu edilen her
yerde mevcut idi. Bizler, bunlara kagamak gozlerle, amma
Frenklerden daha blylk aldka ile bakiyorduk. ...Beraber bu-

lundugumuz imam-i Sani ve Zat-1 Hazret-i Sehriyarinin Ho-

46 Mustafa Cezar, Abdilaziz'in Avrupa'da biylik adamlarin heykelini
yaptirdigini gordigunt ve bundan etkilendigini belirtir. Fuller'in Abdilaziz'i
at Uzerinde betimleyen heykeli, Minih'te dokulmustir. Bkz. Cezar, a.g.k.:
95. Beylerbeyi Sarayi'na yerlestirilen heykel, Abdilaziz'in 6liminden
sonra dnce Topkap! Sarayi'na, ardindan Abdiilmecid Efendi'nin Uskiidar
Baglarbasi'ndaki 6zel koskine gotirilmustur. Buglin Beylerbeyi Sarayi
Mizesi'ndedir.
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The statements in the Ruzname of Omer Faiz Efendi, a member of
Abdilaziz's entourage during his visit to Europe suggest that not
everyone in his retinue was as open-minded as the sultan him-
self. According to Niliifer Ondin, Omer Faiz Efendi’s notes reveal
that the Ottoman officials were viewing sculptures, particularly
naked ones, with a certain degree of interest coupled with inner
conflicts inflicted by Islamic tradition.

“Though they were in a separate gallery, sculptures, espe-
cially of nude women, were everywhere in the exhibition,
everywhere that beauty needed to be found. We were steal-
ing looks at them, but with much more interest than the
Europeans did... | quietly asked Hasan Nami Efendi, second
imam and hodja of the Sultan if it forbidden, sinful, abomi-

nable, permissible, or a good deed to look at them."*?

Itisindeed interesting that Abdtilaziz's first visit to Europe coin-
cided with a period in which visual materials were used in Otto-
man newspapers.5® Publications featuring the first features and

49 Aktaran Ondin, ibid.: 29.

50  Cezar notes that istanbul landscapes and other small paintings were included,
as emblems, on the pages of Ruzname-i Ayine-i Vatan newspaper published in
1866-1868. Cezar has also identified that Western employees were used in the
newspaper’s illustration and printing jobs. See Cezar, ibid.: 106.
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Musavver Medeniyet gazetesinde yayimlanan, Frangois
Guffroy’a ait heykelin illiistrasyonu, Aralik 1874.
Illustration of a sculpture by Frangois Guffroy, published in
Musavver Medeniyet journal, December 1874.

casl Hasan Nami Efendi hazretlerine yavasca sordum: Efen-
di hazretleri bunlara bakmak haram midir, glinah midir, mek-
ruh mudur, mubah midir, sevap midir?”’

Abdiilaziz'in Avrupa ziyaretinin, Osmanli'da gazetelerde ilk kez
gorsel unsurlara yer verildigi doneme rastlanmasi da ilgingtir.®
Glzel sanatlarla ilgili ilk haberlerin ve resimlerin basilacagi ya-
yinlar da ¢ok gegmeden gorulir ve yayginlasmaya baslar. Ki-
sacas! Abdilaziz'in saltanati doneminde onceki donemlerden
farkli olarak resim, gerek gazete ve dergilerde resimlerin ba-
silmasiyla gerekse ilk kez diizenlenen resim sergileriyle hal-
kin artik gozleri onundedir ve ¢iplaklik temsilleriyle de ilk kez
bu donemde karsilasiriz: Mustafa Cezar, glzel sanatlarla il-
gili resimlere yer veren ilk gazete olan Musavver Medeniyet'in
(1873-1874) yayimladigi Bakiis ve Veniis heykellerinin resimle-
rine dikkat ¢eker.*?

47 Aktaran Ondin, a.g.k.: 29.

48  Cezar, 1866-1868 yillarinda yayimlanan Ruzname-i Ayine-i Vatan gazetesinin
sayfalarinda amblem halinde istanbul manzaralarina, ayrica baska kiiciik
resimlere yer verildigini belirtir. Cezar, gazetenin resim yaptirma ve
bastirma islerinde Batili elemanlardan yararlandigini da tespit etmistir. Bkz.
Cezar, a.g.k.: 106.

49  Cezar, a.g.k. 107.

Francois Jouffroy, Veniis'e ltiraf Edilmis itk Sir, 1839,
mermer, 166 x 57 x 44 cm, Louvre Miizesi Koleksiyonu.
Francois Jouffroy, First Secret Confidence to Venus, 1839,
marble, 166 x 57 x 44 cm, Louvre Museum Collection.

images on fine arts soon came to fore and became widespread.
In short, unlike earlier periods, the reign of Abdilaziz wit-
nessed the spread of illustrations or images among the public,
both through their publication in newspapers and journals and
display in the exhibitions held for the first time. We encounter
the representation of nudity for the first time during this period;
Mustafa Cezar draws the reader’s attention to the pictures of
Bacchus and Venus sculptures published in Musavver Medeniyet
(1973-1874), the first journal to include images on fine arts.’’

When we review the illustrations published in this newspaper, we
understand that the initial encounter with the naked body in the
Ottoman world first took place through the artistic depictions of
foreign artists. We also see that nudity was considered, for the
first time, within the context of fine arts, in a manner that almost
stripped it off its nakedness. The depiction of Bacchus, for ex-
ample, is an illustration of a sculpture discovered in Cyprus and
transferred to the Imperial Museum. The article accompanying
the illustration includes many details about it and describes the
figure as being naked, and offers, without ever commenting on its
sexual member, the following charming explanation: “Hair is seen
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51 Cezar, ibid.: 107.

S0z konusu gazetede yer alan illiistrasyonlari inceledigimizde, Os-
manli diinyasinda ¢iplak beden goriintiisiiniin 6nce yabanci ressam-
lara ait sanat yapiti betimlemeleriyle gerceklestigini anlariz. Ciplagin,
ilk kez glizel sanatlar kategorisi icinde, adeta ¢iplakligindan arinmis
olarak glindeme geldigini goruriz. Bu illistrasyonlardan Bakiis'l
betimleyen, Kibris'ta bulunan ve Miize-i Himayun'a nakledilen hey-
kelle ilgili bir gizimdir. Heykelle ilgili ayrintili tespitlere yer veren ya-
zida figliriin ¢iplak oldugu belirtilirken agikga goriilen cinsel organi-
na hi¢ deginilmeden, “iki omuzlari ve gogsii iizerinde killar goriin-
mekte olup bundan cismin ¢iplak oldugu anlasilmaktadir”® seklin-
deki agiklama pek hostur! Ayni dergide bir yil kadar sonra yayimla-
nan Vendus illistrasyonu ise, hem tam sayfa yayimlanmasi hem daha
gercgekei betimlenmis bir illistrasyon olmasi agisindan daha dikkat
cekicidir.®" Bugiin Louvre'da bulunan, Francois Guffroy'ya ait bir hey-
kelin goriintisudur. Her iki illistrasyon da Musavver Medeniyet'te yer
alan baska pek ¢ok fotograf, illistrasyon gibi, yabanci kaynaklardan
aktarilmis olmalidir.%

Mustafa Cezar'in vurguladigi gibi, gazete ve dergilerde resimle-
rin basilmaya baslamasi Abdiilaziz'in saltanati doneminde goru-
len en onemli yeniliklerden birisiyken —ki Musavver Medeniyet'in
“halka sanat kiltiiri kazandirabilmek adina ¢iplak kadin resmini
basmasini mevcut taassuba cesaretle gogiis germe”® olarak ta-
nimlar— bir digeri de, hi¢ kuskusuz, ilk bliylk ¢apli resim sergile-
rinin —ustelik ilk kez bir ni de icerecek sekilde— onun doneminde
gerceklesmis olmasidir. Sultanahmet’teki Sanat Okulu'nda resim
ogretmenligi yapmakta olan saray yaveri Ahmet Ali Efendi’'nin
(sonraki yillarin Seker Ahmed Ali Pasa’si) 1873 yilinda Sultanah-
met Sanayi Okulu'nda diizenledigi ilk buylk ¢apli sergi, bu an-
lamda bir milattir. Bu serginin ac¢ildigi yillarda Pera, ozellikle se-
farethanelerin etkisiyle Avrupai bir tiir kent icinde kent olarak
diikkan vitrinlerinde kiiciik capli pek cok sergi(leme)ye mekéan
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50  Musavver Medeniyet, 5 Sevval 1291/2 Tesrin-i Sani 1290/14 Kasim 1874,
no. 6, s. 47-48.

51  Dergide, s6z konusu heykelin 1873 Viyana Sergisi'nde sergilendigi ve
takdirle karsilandigi belirtilmektedir. Bkz. Musavver Medeniyet, 28 Zilhicce
1291/25 Kanun-1 Sani 1290/6 Subat 1875, no. 16, s. 153.

52 Musavver Medeniyet'in Turk basin tarihindeki yerini inceleyen Feyzullah
Uyanik'a gore, glincel olaylari gorsel unsurlarla destekleme ¢abasi igindeki
gazetede fotograflar Abdullah Biraderler, Mosyo Sebah'in Fotografhanesi,
Almanya gazeteleri, Fransiz gazeteleri, Misir ve Viyana gazeteleri ve ¢esitli
kitaplardan aliniyor, bazi resimler ise aslina bakilarak giziliyordu. Bkz.
Feyzullah Uyanik, “Biyografi Arastirmalarina Kaynak Olarak Musavver
Medeniyet Gazetesi ve Tiirk Basin Tarihindeki Yeri", Trakya Universitesi
Edebiyat Fakltesi Dergisi, S. 6 (Temmuz 2013): 78.

53  Cezar, a.g.k.: 107; italik bana ait. Cezar ¢iplakligi degil, kadin ¢iplakligini
vurgulamaktadir.
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on his two shoulders and chest, which leads us to conclude that
the object is naked.”®? The Venus illustration published in the same
journal nearly a year later, on the other hand, is quite noteworthy,
as it is printed on a full page and is a more realistic illustration.5?
It portrays the image of a sculpture by Frangois Guffroy, currently
preserved at the Louvre. Much like many other photographs and
illustrations published in Musavver Medeniyet, it must have been
obtained from foreign sources.®

As Mustafa Cezar notes, while the publication of images in news-
papers and journals was one of the most important innovations of
Abdilaziz's reign —after all, he describes the publication of nude
female images in Musavver Medeniyet as “a courageous defiance
of the existing taassup in the name of introducing the culture of
art to the public"%®- another, without doubt, was the execution of
the first large-scale painting exhibitions—and with the inclusion
of a nude for the first time. The first large-scale exhibition court
aide-de-camp Ahmed Ali Efendi (later came to be known as Seker
Ahmed Ali Pasa), who was teaching peinture at the Art School in
Sultanahmet, organized in Sultanahmet in 1873, constitutes a
milestone in that respect. During the years in which this exhibi-
tion was opened, Pera, particularly due to the presence of em-
bassies, served as a European city within the city and catered to
many small-scale displays in shop windows.* However, an exhi-
bition of this magnitude, displaying the multicultural structure of
the life in istanbul, had never been organized before. In addition to
non-Muslim minorities and Levantines, numerous Muslim-Turk-
ish painters also participated in the exhibition, which welcomed
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52 Musavver Medeniyet, 5 Sevval 1291/2 Tesrin-i Sani 1290/ November 14,
1874, no. 6: 47-48.

53  Thejournal notes that the sculpture in question was displayed at the
Vienna Exhibition of 1873 and greatly admired. See Musavver Medeniyet, 28
zilhicce 1291/25 Kanun-1 sani 1290/February 6, 1875, no. 16, 1. 153.

54 According to Feyzullah Uyanik, who studied the place Musavver Medeniyet
holds in the history of Turkish press, the journal strived to use visual
elements on current issues and thus borrowed photographs from Abdullah
Brothers, the Photograph Studio of Monsieur Sebah, German newspapers,
French newspapers, Egyptian and Viennese newspapers. Some were
illustrated based on the original. See Feyzullah Uyanik, “Biyografi
Arastirmalarina Kaynak Olarak Musavver Medeniyet Gazetesi ve Tirk Basin
Tarihindeki Yeri", Trakya Universitesi Edebiyat Fakiiltesi Dergisi, i. 6 (July
2013): 78.

55  Cezar, ibid.: 107; italics are mine. Cezar emphasizes not nudity, but female
nudity.

56  Based on the exhibitions she identifies, Seza Sinanlar Uslu categories the
periods in Pera as preparation period of 1840-1870 and amassing period of
1870-1900. According to Sinanlar, studios offering private classes and the
opening of Sanayi-i Nefise Mektebi (School of Fine Arts) were instrumental
in the amassing of exhibitions. For detailed information on the opened
exhibitions, see Seza Sinanlar, Pera'da Resim Uretim Ortami 1844-1916,
unpublished PhD thesis (istanbul Teknik Universitesi Sosyal Bilimler
Enstitiis, 2008).



olusturmaktadir® ama, istanbul'da hayatin cokkiiltiirlii yapisini
da gozler onune serecek bu denli biyik ¢apli bir resim sergisi
daha once dizenlenmemistir. Gayrimuslim azinliklar ve Levan-
tenlerin yani sirailk kez ¢ok sayida Miisliiman-Tirk ressamin ka-
tildigl, profesyonellerin yani sira amatorlerin ve ogrencilerin de
yer aldigi sergi, bir sanat akademisi gereksinimi giindeme getir-
mesi acisindan da onem tasir.

Agirlikli olarak portre, manzara, naturmort tirinde resim-
leri bir araya getiren bu sergide bir ni'nin sergilendigi de
bilinmektedir.5 istanbul'da Fransizca olarak yayimlanan La Tur-
quie gazetesinde, Francois Claude Hayette'e (1838-1890) ait bir
“académie couchée”den (uzanan ¢iplak model) dikkat ¢ekici bir
resim olarak soz edilmistir. “Ciplakligi etut etmek fikrinin bile
skandal oldugu”®® 1870'lerde Avrupali da olsa bir ressamin nii
resminin, kamuya acik bir mekanda, sarayin gozetimi altinda na-
sil olup da sergilendigi, gergek bir merak konusudur. Hatta akla,
Hayette'in resminin yatan bir modeli betimledigi, tam anlamiyla
ciplak olmayabilecedi de gelmektedir; fakat yaziyi kaleme alan
yazarin kullandigi terim (académie couchée) Fransiz sanat ter-
minolojisinde uzanan bir ¢iplaga isaret etmektedir. Soz konu-
su ¢iplagin erkek olmasi da yliksek bir olasiliktir. 1868-1890 yil-
lari arasinda Galatasaray Lisesi'nde resim ogretmenligi yapan
Hayette'in® tek tiik resmine bazi koleksiyonlarda rastlanabil-
mekle birlikte, soz konusu ¢iplagina dair ne yazik ki higbir ipu-
cu bulunmamaktadir. Ancak hem Hayette'in hem onunla ayni do-
nemde istanbul'da bulunan ve Osmanli diinyasindaki ilk 6zel re-
sim akademisini agan bir diger Lyon'lu ressam olan Pierre Désiré
Guillemet'nin (1827-1878), agirlikli olarak Gayrimislim 6grenci-
lerine, “académie”den yani canli ¢ciplak modelden ¢alisma olana-
g1 veren Avrupai bir sanat egitimi tarzini benimsedikleri tahmin
edilebilir. Galatasaray’da verilen resim egitiminde, Fransa'dan
getirilen algi modellerin kullanildigi da bilinmektedir.® Ote yan-
dan, 1870’lerde, sanatgilarin misterek atolye kiralayarak canli
modelden calistiklarina dair ipuglari da yok degildir. La Turquie

54  Seza Sinanlar Uslu, tespit ettigi sergilerden yola ¢ikarak Pera'da 1840-
1870 arasi yillari hazirlik donemi, 1870-1900 arasini ise ¢gogalma donemi
olarak nitelemektedir. Sinanlar'a gore, sergilerin ¢ogalmasinda ozel ders
veren atolyelerle Sanayi-i Nefise Mektebi'nin agilmasi etkili olmustur.
Acilan sergilerle ilgili ayrintili bilgi i¢in bkz. Seza Sinanlar, Pera'da Resim
Uretim Ortami 1844-1916, yayimlanmamis doktora tezi (istanbul Teknik
Universitesi Sosyal Bilimler Enstitiisii, 2008).

55  Cezar, a.g.k.: 399.

56  Aktaran Cezar, a.g.k.: 406.

57  Semra Germaner, “Mekteb-i Sultani'den Galatasaray’a Resim Egitimi
ve Sanata Katki", Mekteb-i Sultani'den Galatasaray Lisesi'ne Ressamlar
(istanbul: Pera Miizesi Yayini, 2009): 30.

58  Giilsiin Glivenli, “icerigi ve Yontemleriyle Resim Dersleri”, a.g.k.: 60.
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amateurs, professionals, and students alike and brought to fore
the need for an academy of art.

Comprised predominantly of portraits, landscapes, and still lifes,
the exhibition is known to have had a nude on display.’” Published
in French in Turkey, the journal La Turquie describes the académie
couchée (lying naked model) by Francois Claude Hayette (1838-
1890) as an outstanding painting. It is rather a mystery how, at a
time when “even the idea of studying nudity was scandalous”® in
the 1870s, a nude painting by an artist —even though he was Euro-
pean- could be displayed at a public venue, under the supervision
of the palace. One might even think that Hayette's painting portrays
a lying model that might not necessarily be fully naked; however,
the term (académie couchée) the author of the article uses points
to a lying nude in the French terminology of art. It is highly prob-
able that the nude in question was a man. While a few paintings by
Hayette, who taught art at Galatasaray Lycée between 1868 and
1890, are encountered in some collections, there are no traces to
be found of the nude in question. It can however, be surmised that
both Hayette and his contemporary and fellow Lyonnais Pierre Dé-
siré Guillemet (1827-1878), who opened the first private painting
academy in the Ottoman world, adopted a European style of art ed-
ucation that provided non-Muslim students with the opportunity to
work académie, with live models. It is also known that art instruc-
tion at Galatasaray also entailed the use of plaster models brought
from France.®” Furthermore, there are some clues suggesting that
in the 1870s, artists co-leased studios and worked with live mod-
els. An article published in La Turquie newspaper reports that due
to “reasons of tradition and culture” in the Ottoman Empire, male
or female models were not permitted to work in the apartments
where the artist's family lived. The same article states that the
models are unexpectedly shy for their profession, but continue to
pose anyway.®

Hayette's nude must have been the first and perhaps the only
painting displayed, as an example of its kind, at an exhibition
open to public in 19"-century istanbul. Articles published on
the exhibitions Seker Ahmed Ali Pasa organized at Darulfiinun
in 1875 contain a plethora of information about architectural
drawings, landscapes, and still lifes, but make no mention of any
nudes, which would quite possibly draw attention. Detailed es-

57  Cezar, ibid.: 399.

58  Cited by Cezar, ibid.: 406.

59  Giilsiin Givenli, “icerigi ve Yontemleriyle Resim Dersleri”, ibid.: 40.
60  Cited by Cezar, ibid.: 406.

gazetesinde yayimlanan bir yazida, Osmanli'daki “an’ane ve egi-
time bagli nedenler”den dolayi, erkek ya da kadin modellerin sa-
nat¢inin ailesinin bulundugu apartmanda calistirilmasina karsi
cikildigi belirtilir; fakat ayni yazida modellerin mesleklerinden
beklenmeyecek olglide ¢ekingen oldugu, ama herseye ragmen
poz verdikleri bilgisi de yer alir.>

Hayette'e ait nii, 19. yiizyil istanbul'unda, tiiriiniin 6rnegi ola-
rak halka agik bir sergide gorilebilen ilk ve belki de tek resim-
dir. Bilindigi kadariyla, Seker Ahmed Ali Pasa'nin Darilfinun’da
1875'te diizenledigi sergilerle ilgili yayimlanmis yazilarda mi-
mari ¢izimler, manzara ve naturmortlardan soz edilmekte; dik-
kat cekmesi muhtemel olan herhangi bir ni'den soz edilmemek-
tedir. 1880-1881 yillarinda Elifba (ABC) Sanat Kullibi'nln et-
kinlikleri olarak, ilki Mavrokordato adinda bir Rum tarafindan
Tarabya'daki Rum Kiz Okulu’nda, ikincisi ingiltere sefareti cali-
sanlarindan Washington'in Tepebasi Belediye Bahgesi'nde du-
zenledigi sergilerde de yapitlara iliskin ayrintili bilgi veren yazi-
lar arasinda ni resmin bahsi gegmez. 1880 sergisiyle ilgili ola-
rak Abdullah Kamil imzali bir yazida, “Tarabya resim sergisi-
nin manzara-i umumisi alelitlak bir Osmanli sergisi sifatinda idi.
Orada Osmanilige ait zeminlerden siretlerden baska bir sey go-
rilmez idi"¢® cimlesi bir ipucu sayilabilir. Ayni yazarin, 1881 ser-
gisiyle ilgili olarak yayimladigi yazisinin hemen basinda, “islam
kadinlarinin dahi seyr ve temasalarini teshil ve tesvik i¢in her cu-
martesi glinleri sergiye saat licten bese kadar yalniz kadinlar ka-
bul olunacaktir”® bilgisini vermesi de bir baska ipucudur.

“islam kadinlarinin dahi” nitelemesi, 19. yiizyil sonunda 6zellik-
le Pera bolgesindeki Avrupai yasam goz oninde bulunduruldu-
gunda kendine 6zgli bir tir modernlesme sireci igindeki Osman-
i diinyasinin kolayca degismeyen bazi 6zelliklerinin gostergesi-
dir. 19. ylzyil sonunda resim sergileri, Miisliman Osmanlilar igin
bir dizi yeni kiltirel etkinlik bigimi arasindadir. Gayrimislimlere
ve elcgiliklere ait tiyatrolarin ge¢misi daha eskiye dayanmaktadir
ama, 1840-1870 yillari arasinda agik kalan Naum Tiyatrosu'nda
istanbullular, opera ve bale, pandomim, sihirbazlik gosterileri iz-
leme olanagina kavusmustur. Naum'dan sonra Beyoglu'nun yani
sira Istanbul'un baska semtlerinde de ¢ok sayida tiyatro acilir;
1890’lardan sonra halka agik ilk film gosterileri de baslar. Dindisi
eglence kdltirinin gelismesine katkida bulunan bu tir etkinlik-
leri izleyenler arasinda, Misliman kadinlarin sayisinin ise, ken-

0000000000000 e

59  Aktaran Cezar, a.g.k.: 406.
60  Aktara Cezar, a.g.k.: 495.
61  Aktaran Cezar, a.g.k.: 500.
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says on the works included in the exhibitions organized in 1880-
1881 as part of the Elifba (ABC) Art Club activities, the first one
of which was held by an Ottoman-Greek named Mavrokordato at
the Greek School for Girls in Tarabya and the second by Wash-
ington, a British embassy employee at the Municipal Gardens of
Tepebasi, do not mention any nude paintings. Written by a certain
Abdullah Kamil, an article on the 1880 exhibition, which reads,
“The general view of the Tarabya painting exhibition was abso-
lutely an Ottoman painting. There was nothing but images of Ot-
tomanism there,”®' can be construed as a clue. In another article
he published on the 1881 exhibition, the same author offers the
following information: “In order to facilitate and encourage even
Muslim women to visit the exhibition, only women will be admit-
ted to the exhibition on Saturdays from three to five o’clock,”®?
which provides us with yet another clue.

Considering the European lifestyle, especially in the Pera area in
late 19" century, the aforementioned phrase “even Muslim wom-
en” remains a clear sign of some of the unchanging features of
an Ottoman world in its unique process of modernization. In late
19t century, painting exhibitions were considered among a se-
ries of new cultural activities for Muslim Ottomans. The history of
theater companies owned by non-Muslims and embassies were
dated earlier, but istanbulites found the opportunity to watch op-
eras, ballets, mime, and magic shows at the Naum Theater, which
remained in operation between 1840 and 1870. Following Naum,
a number of theaters were opened in areas other than Beyoglu
in istanbul; first public film screenings began as of the 1890s. It
is known that despite special hours/spaces allocated to them,
Muslim women were quite low in number among the spectators
of such forms of spectacle that catered to the development of a
non-religious culture of entertainment.®

The exhibitions held in 1901, 1902, and 1903 first at Dogu Pasaji in
Beyoglu, and the other two at a commercial building on Posta So-
kak No. 417 in Beyoglu, respectively also brought impetus to the cul-
tural life of Istanbul. Organized by Alexandre Vallauri, a professor of
architecture at Sanayi-i Nefise Mektebi (School of Fine Arts), Régis
Delbeuf, the editor of the newspaper Le Stamboul published in Istan-
bul, and Contans, France’'s ambassador to Istanbul, these exhibitions
reflected the cultural diversity of cosmopolitan Istanbul by bringing
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61  Cited by Cezar, ibid.: 495.

62  Cited by Cezar, ibid.: 500.

63 Yuksel Celik, “Toplumsal Yapi ve Degisim”, Osmanli Devleti'nde Yenilesme
Hareketleri 1876-1918, ed. Ali Akyildiz (Eskisehir: Anadolu Universitesi
Yayinlari, 2013): 183-184.



1902 istanbul Salonu’ndan sergi goriintiisii. Il. Abdiilhamid Fotograf Koleksiyonu,
istanbul Universitesi Nadir Eserler Kiitiiphanesi 90528/11. fotograf.Gallery view
from 1902 Istanbul Salon exhibition. Abdiilhamid Il. Photography Collection,
istanbul University Rare Books Library 90528/Photo 11.

dilerine ayrilan ozel saatlere/mekéanlara ragmen, pek fazla ol-
madidi bilinmektedir.?

1901, 1902, 1903 yillarinda ilki Beyoglu'nda Dogu Pasaji'nda, di-
ger ikisi Beyoglu Posta Sokak No. 417 adresinde bulunan bir handa
diizenlenen sergiler de istanbul kiiltiir hayatinda belirgin bir hare-
ketlilik yaratmistir. Sanayi-i Nefise Mektebi mimarlik bolimi hoca-
si Alexandre Vallauri, istanbul'da yayimlanan Le Stamboul gazetesi
miidiirii Régis Delbeuf ve Fransa'nin istanbul'daki elgisi Contans'in
dizenledigi bu sergiler, Guillemet, Seker Ahmed Ali Pasa, Osman
Hamdi Bey, Fausto Zonaro, Salvatore Valeri, Halil Pasa, Joseph
Warnia-Zarzecki, Leonardo de Mango, Pietro Bello gibi sanatgila-
ri bir araya getirmesiyle, kozmopolit istanbul'un kiilttrel cesitliligi-
ni yansitir. Mustafa Cezar’a gore, “istanbul Salonu” olarak lanse edi-
len bu sergilerde ¢iplak sergilenmemesi kosulu vardir.®® Bu konuya
yonelik 0zel bir hassasiyet, sergiyi diizenleyenlerin agiklamalarin-
dan da anlasilir:

62 Yiksel Celik, “Toplumsal Yapi ve Degisim”, Osmanli Devleti'nde Yenilesme
Hareketleri 1876-1918, ed. Ali Akyildiz (Eskisehir: Anadolu Universitesi
Yayinlari, 2013): 183-184.

63 Aktaran Cezar, a.g.k.: 422. Cezar'a gore, hiikimet ilgilileri, 1901 sergisinde oldugu
gibi 1902 sergisi icin de ¢iplak kadin resmi teshir edilmemesini sart kosmuslardi.
Ancak bu savini destekleyecek kaynak tam olarak belirtilmemektedir. Cezar'dan
sonra pek ¢ok kaynakta ayni bilgi Cezar'a gondermede bulunarak yer alir.
Cezar'in kaynagi Delbeuf'lin agiklamasi mi tespit edemedik.
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1902 istanbul Salonu’ndan sergi goriintiisii. Il. Abdiilhamid Fotograf Koleksiyonu,
istanbul Universitesi Nadir Eserler Kiitiiphanesi 90528/14. fotograf.

Gallery view from 1902 Istanbul Salon exhibition. Abdiilhamid Il. Photography
Collection, istanbul University Rare Books Library 90528/Photo 14.

together artists such as Guillemet, Seker Ahmed Ali Pasa, Osman
Hamdi Bey, Fausto Zonaro, Salvatore Valeri, Halil Pasa, Joseph War-
nia-Zarzecki, Leonardo de Mango, and Pietro Bello. Promoted as the
“Istanbul Salon,” the exhibitions prohibited the display of nudes, ac-
cording to Mustafa Cezar.%* A particular sensitivity about this issue
was also evident in the statements of the exhibition organizers:

“Well, are there no nudes, you will ask. No, there are none.
This has many reasons, some of which are art-related,
whereas others entirely ethical. So long as the viewer is not
accustomed to such display, the artists chose not to star-
tle them. No mother visiting Pera Salon with her daughter
should have to flee. Yet, when it comes to ethics at Pera,
there is a very strict attitude. Therefore, the nudes are sys-
tematically eliminated.”s®

Having included this explanation in the booklet he published for the
exhibition in 1902, Régis Delbeuf adds that artists often refrain from

64 Cited by Cezar, ibid.: 422. According to Cezar, state officials demanded
the exclusion of nude females both from the 1901 and 1902 exhibitions.
However, the source to support this view is not precisely cited. The same
information is repeated in many subsequent sources in reference to Cezar.
We could not identify it Cezar’'s source was the statement Delbeuf had
made.

65  Cited by Edhem Eldem, Osman Hamdi Bey SozIugi (Ankara: Kiltir Bakanlig
Yayinlari, 2010): 146.

“Pekiyi hi¢ ni yok mu diyeceksiniz? Dogru, yok. Bunun da
kimi sanata bagli, kimi de tamamen ahlaki olan birgok sebe-
bi var. Seyirci bu tip teshirlere alismadikga, kimseyi urkut-
mek istemediler. Pera Salonu’na kiziyla birlikte gelen hig-
bir anneyi kagmak zorunda birakmamaliydi. Oysa Pera’'da
is ahlaka gelince gayet kati bir tutum var. Dolayisiyla da sis-
tematik bir sekilde niilerden vazgegildi."”®*

1902'deki sergi vesilesiyle yayimladigi kitapgikta bu agiklamaya
yer veren Régis Delbeuf, sanatgilarin zaten bu tir tuvaller yapmak-
tan imtina ettiklerini de ekler.®® Ote yandan Adnan Coker, 1902'deki
sergide, sergiyi dizenleyen ekip i¢cinde yer alan Fausto Zonaro'nun
ozel 6grencisi olan Ahmet Rifat'in, beline kadar ¢iplak bir erkek
etutu sergiledigini belirterek, bu resmi ilk kez bir Turk ressamin bu
tur bir resmi sergileyisi olarak saptar.®® Coker'in isaret ettigi resim,
Semra Germaner'in Tiirk resminde ger¢cek anlamda ¢iplaga, figlri
asama asama soyarak ulasildigi yorumunu akla getirir.¢” Ote yan-
dan, daha dailging bir nokta, Seza Sinanlar Uslu'nun 1902 sergisin-
de, Ahmet Rifat’in s6z konusu resminin yani sira yer aldigini sapta-
dig1 resimlerdir: Bunlardan biri, Sanayi-i Nefise Mektebi hocalarin-
dan Joseph Warnia-Zarzecki'nin Vanitas Vanitatum baslikli bir res-
midir ve arkadan gorinen bir ¢iplak erkek figliri icerir. Digeri ise,
Fausto Zonaro’nun 6grencisi olan Wasmagidis adinda geng bir res-
samin carmiha gerilmis isa figiiriiniin yaninda bir akbaba tarafin-
dan dislenen Prometeus’u gosterdigi bir resimdir ki, o da Prome-
teus figlirlini yerde yatan bir ciplak olarak betimlemektedir.®® Cip-
lak sergilenmemesi kosulunun bulundugu bir sergide bu resimle-
rin sergilenmesi nasil s6z konusu olmustur? Bir yasagin delindigini
varsayabiliriz elbette, ama Régis Delbeuf'liin “evet, hi¢ nii yok” agik-
lamasi bu olasiligi dislar. Bu da ister istemez bizi, ni resimle ilgili
alginin cinsiyetci temelini dusindurmeye iter. Yasak olan ¢iplaklik,
belli ki kadinin ¢iplakligidir. “Ciplak” kadin oldugunda sakincalidir.

SANAYI-I NEFISE’DE “AKADEMI”

istanbulun bu ilk salonlarinin diizenlendigi donemde, 1882-
1883'te kurulan Glzel Sanatlar Akademisi'nin yirmi yillik bir geg-

64 Aktaran Edhem Eldem, Osman Hamdi Bey SézIigu (Ankara: Kiltir Bakanlig
Yayinlari, 2010): 146.

65  Delbeuf, nilerden vazgegilince Salon’un highir eserden mahrum
kalmadigini ¢linku zaten sanatgilarin tercih ettigi bir tema olmadigini iddia
eder. Bkz.Eldem, a.g.k.:146.

46 Adnan Coker, Osman Hamdi Bey ve Sanayi-i Nefise Mektebi (istanbul: Mimar
Sinan Universitesi Yayini, 1983): 45.

67  Semra Germaner ile sohbetlerimiz sirasinda dile getirdigi bir goristur.

68  Bu bilgileri benimle paylasan Seza Sinanlar Uslu'ya tesekkir ederim.

Uslu ayrica bu konuyu da igeren kapsamli arastirmasinin bir bélimund
Napoli'de 16-18 Eylul 2015 tarihlerinde gerceklestirilen 15. Tirk Sanatlari
Kongresi’'nde sunmustur.

41

executing such works.®® Adnan Coker, on the other hand, notes that
Ahmet Rifat, a student of Fausto Zonaro, who was part of the team
organizing the 1902 exhibition, displayed a semi-nude male study
and marks this painting as the first time a Turkish artist exhibited
a work in this genre.” The painting Coker highlights recalls Semra
Germaner’s analysis that the nude in Turkish painting was attained
by literally stripping the figure gradually.®® A more interesting point,
however, is made by Seza Sinanlar Uslu, who identified several oth-
er paintings next to the mentioned work by Ahmet Rifat in the 1902
exhibition. One of these is the painting entitled, Vanitas Vanitatum by
Sanayi-i Nefise instructor Joseph Warnia-Zarzecki and includes a
naked male figure seen from the back. The other is by Wasmagidis, a
young artist and student of Fausto Zonaro and portrays a naked Pro-
metheus lying on the ground and being eaten by a vulture next to the
crucified figure of Jesus.®’ How, then, was it possible to include these
paintings in an exhibition where “no nudity” was a precondition? We
can always assume that a ban had been broken, but Régis Delbeuf's
“no, there are no nudes” comment eliminates that possibility. This
inevitably leads us to question the gender-oriented nature of percep-
tion. The prohibited nudity is evidently that of the female. ‘The nude’
is objectionable only if it concerns a woman.

‘ACADEMY’ AT THE SANAYI-I NEFISE

Founded in 1882-1883, the Sanayi-i Nefise Mektebi (Academy of Fine
Arts) already had a twenty year-long past during the period in which
the first aforementioned salons were organized in Istanbul. Acad-
emy, in artistic terms, referred to drawing from live models and aca-
demic art education entailed figures. However, although the Sanayi-i
Nefise, which may be considered a giant leap in the process of the
transformation of visual culture in the Ottoman Empire was modeled
after art academies in the West, the fact that it was located in an Is-
lamic country was evidently never overlooked by its founder and first
director Osman Hamdi Bey (1840-1910). The use of figures at the
Academy first began with portraits; even the half and full-sized and
clothed figures were rare and were always male. The most impor-
tant indication of how limitations perceived as taassup reflected on
the school structure was the impossibility of working with live mod-

66 Delbeuf claims that when the nudes were eliminated, the Salon had not
been deprived of any works, for the genre was not preferred by artists
anyway. See Eldem, ibid.: 146.

67  Adnan Coker, Osman Hamdi Bey ve Sanayi-i Nefise Mektebi (istanbul: Mimar
Sinan Universitesi Yayini, 1983): 45.

68  Semra Germaner expressed this view during one of our conversations.

69  I'd like to thank Seza Sinanlar Uslu for sharing this information with me.
Uslu also presented part of her comprehensive research, which also
includes this subject, at the 15" Turkish Arts Convention held in Naples on
September 16-18, 2015.



misi vardir. Ve akademi, adi ustlinde, canli modelden galisma an-
lamina gelmekte ve akademik sanat egitimi de figliri icermekte-
dir. Ancak, Osmanli'da gorsel kiiltiiriin sanatsal anlamda dontisi-
mu slirecinde dev bir adim sayilabilecek Glizel Sanatlar Akademi-
si, her ne kadar Bati'daki sanat akademilerini kendine model al-
mis olsa da bir islam iilkesinde bulundugu bilinci, belli ki kurucu-
su ve ilk miduird Osman Hamdi Bey (1840-1910) tarafindan hig-
bir zaman goz ardi edilmemistir. Akademi'de figlr, once portreler-
le baslar, yarim ve tam boy giyinik figurler bile nadirdir ve resme-
dilenler hep erkektir. Genel taassup olarak algilanan sinirlamala-
rin okulun yapisina yansidiginin en onemli gostergesi, Bati'da sa-
nat akademilerinin temeli olan canli modelden calismanin olanak-
sizligidir. Edhem Eldem, Osman Hamdi Bey'in midurligu sirecin-
de (1882-1910) Akademi'den uzak tuttugu ciplak modeli, kisisel
bir cekinceden cok Osmanli ve Miisliiman olarak istanbul'da ya-
siyor olmasinin getirdigi mecburiyete baglar.®” Osman Hamdi'nin
birka¢ akademik etiit disinda higbir ¢iplagina rastltanmamasini da
ayni ¢cekinceyle aciklar.”? Osman Hamdi'nin déneminde ¢iplak can-
li modelden g¢alisilmasa da atdlyelerde ciplak heykellerin bulun-
dugu Sanayi-i Nefise Mektebi'ni ziyaret eden bir maarif nazirinin,
heykelleri bir pestamalla ortmek tavsiyesinde bulundugu da gesit-
li kaynaklarda yer almaktadir.”!

1890-92 yillari arasinda Sanayi-i Nefise Mektebi'nin 6grencisi olan
Celal Esad Arseven'in (1875-1971) bu konuda aktardigi anilari,
Akademi'de sanat egitiminin ilk donemine ait onemli bir ipucudur:

“Resme ilk baslayan talebe karsisina konulmus olan algi-
dan dokme hendesi miicessem sekillerin ve kabartma gicek
ve tezyinat modellerinin kagit tstiine komdir kalemle (fi-
zenle) ve sosla resimlerini yaparlardi. Bu hususta liyakat
gosterenler algidan bust ve heykellerden calisirlar ve ora-
dan da canli model kismina gegerlerdi. 0 zaman mektepte
ciplak resim yapmak yasak oldugu i¢in kadin model de geti-
rilmiyordu. O zamanlari halkin taassubu nazar-i dikkate ali-

69  Eldem, a.g.k.: 145,

70  Eldem, kitabinda daha once Ferit Edgi’'nin “Osman Hamdi-Bilinmeyen
Resimleri” kitabinda basilan bir ni etiite de yer vermistir. Bkz. Eldem, a.g.k.:
145. Ferit Edgu’'nun yayimladigr kitapta, Osman Hamdi'ye ait olabilecegi
belirtilen resimler arasinda ni etidler ve bir yagliboya nii yer almaktadir.
Soz konusu kitapta yer alan yazisinda Mustafa Cezar, Osman Hamdi'ye nu
etltler ve yagliboya ni konusunda ¢ekimser kalmistir. Bkz. Mustafa Cezar-
Ferit Edgli, Osman Hamdi-Bilinmeyen Resimleri (istanbul: Ada Yayinlari,
1986).

71 Aktaran Ondin, a..g.k.: 146. Ondin'in Abdiilhak Sinasi'den ("Miizelerimiz ve
Hamdi Bey II" Ulki, S. 39, Mayis 1939, s. 187-191) aktardigi bu anektoda
Eldem de ailede anlatilan bir rivayet olarak yer vermektedir. Bkz. Eldem,
a.g.k.: 146.
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els, which was the very foundation of the art academies in the West.
Edhem Eldem ascribes Osman Hamdi's decision to keep nude mod-
els away from the Academy throughout the time he served as direc-
tor (1882-1910) not so much to his personal reservations, but rather
to the demands of living in Istanbul as a Muslim and an Ottoman.”®
He explains the lack of nudes —except for a few academic studies—in
Osman Hamdi's oeuvre by the same reason.”” Although nudes were
not studied from live models during Osman Hamdi's period, various
sources reveal that a minister of education visiting Sanayi-i Nefise
Mektebi suggested covering the nude sculptures with a loincloth.”?

A student of Sanayi-i Nefise Mektebi between 1890 and 1892, Celal
Esad Arseven’s (1875-1971) memoirs about this subject offer im-
portant clues about the early period of art education at the Academy.

“Students starting art education for the first time would
make charcoal drawings on paper of the geometrical
solid forms, embossed flowers and decorations made
of plaster and placed in front of them. Those who had
competence would begin working on plaster busts and
sculptures and then move on to live models. As it was
prohibited to paint nudes in school at the time, female
models were not present. The fanaticism of the pub-
lic was taken into consideration and female and nude
models were not permitted. In any case, it was impos-
sible to find nude models at the time. The dressed up-
per bodies of some models hired by the day, including
porters, farmhands, and vendors would be painted and
the students would mostly concentrate on the head.””?

It appears that during the time of Ali Sami Boyar (1880-1967)
who studied at Sanayi-i Nefise Mektebi between 1902 and 1908,
the use of live models increased and it became possible to even
use nude male models. Boyar marks the date 1906 as the year in
which the execution of ‘academy figures’ became possible in the
real sense at the Academy.

70  Eldem, ibid.: 145.

71 In his book, Eldem included the drawing published earlier in Ferit Edgu’s
“Osman Hamdi-Bilinmeyen Resimleri.” See Eldem, ibid.: 145. The book
published by Ferit Edgl included nude studies and a nude oil painting
among the works attributed to Osman Hamdi. In the piece he wrote for
the book in question, Mustafa Cezar abstains from attributing the works to
Osman Hamdi Bey. See Mustafa Cezar-Ferit Edgu, Osman Hamdi-Bilinmeyen
Resimleri (istanbul: Ada Yayinlari, 1986).

72 Cited by Ondin, ibid.: 146. Eldem also mentions this anecdote Ondin cites
from Abdiilhak Sinasi (“Miizelerimiz ve Hamdi Bey III", Ulkdi, i. 39, May 1939,
pp. 187-191) as a rumor passed around in the family. See Eldem, ibid.: 146.

73 Arseven, ibid.: 131.

narak kadin ve ¢iplak model getirilmezdi. Zaten o zamanin
zihniyetine gore ¢iplak duracak model bulmak da imkansiz-
di. Tenekeci, hamal, rengber, satici gibi guindelik tutulan bazi
modellerin elbiseli olarak govde kisimlari yapilir ve en ¢ok
kafa resimlerine calisilirdi.””?

1902-1908 yillar1 arasinda Sanayi-i Nefise Mektebi'nde egitim
goéren Ali Sami Boyar'in (1880-1967) déneminde canli model kul-
laniminin arttigi, hatta ¢iplak erkek model kullanmanin mimkdin
oldugu anlasilir. Boyar, Akademi’de ger¢cek anlamda “akademi”
yapabilmenin tarihini 1906 olarak saptar:

“Bu tarihte yagliboya ¢alisma sistemini merhum Ruhi, mer-
hum Nazmi Ziya ve benim de aralarinda oldugum bir pro-
testo heyetinin miidahalesiyle degistirmeye mecbur olmus-
lardi. Artik ciplak modellerden akademi yapacaktik. isin en
zor kismi model bulmakti. Bunun ¢aresini de merhum Naz-
mi buldu. Kendisi yagla giiresen bir pehlivan oldugu igin
Tirk pehlivanlari arasinda ¢ok dostu vardi. iste boylece ilk
ciplak viicud resmine Tiirk pehlivanlariyla baslamistik.””?

Malik Aksel de anilarinda Gebzeli bir pehlivanin modellik ettigi-
ni soyler, ancak bunun Il. Mesrutiyet'in ilan edildigi yillarda oldu-
gunu belirtir. Halil Edhem Bey'in mudurligi sirasinda, yasi buyi-
tilerek Sanayi-i Nefise'ye giren Seref Akdik (1899-1972) de ani-
larinda, 1915'te emekli olan Joseph Warnia-Zarzecki'nin sinifini
anahtar deliginden ¢iplak model ¢alismalarinin nasil yapilageldi-
gini izlerken kapida yakalandigi anlatir.”

Sanatgilarigin bir zorunluluk olarak beliren erkek ve dzellikle peh-
livan modeller, bu donemde glires sporunun kitlesel anlamini da
giindeme getirir. Osmanli'da 19. ylizyil sonundan Il. Mesrutiyet
yillarina uzanan sirecte llke capinda ilgiyle izlenen, hatta yurt-
disi musabakalarda edinilen basarilarla daha da g¢ekici hale ge-
len gures sporunun, insan bedeninin gorsel bir nesne olarak al-
gilanmasinda onemli bir payi oldugu iddia edilebilir. Cesitli dergi-
lere ya da kartpostallara basilan fotograflarda, pehlivanlarin vi-
cutlarini gururla poz vererek sergiledikleri goriliir. Osmanli res-
samlarinin model sikintisini gidermek igin bir zorunluluk olarak
beliren bu yonelimin hemen hemen ayni donemde Fransa'da go-
rilen “kiltur fizik” hareketiyle ortiismesi daha da ilgingtir. 1904
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72 Arseven, a.g.k. 131.

73 Coker,a.g.k. 14.

74 Osman Altintas, Seref Akdik (Ankara: Kiltir ve Turizm Bakanligi Yayinlari,
1988): 3.
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“Thatyear, they were forced to change the oil painting sys-
tem through the intervention of a protest group including
the late Ruhi, the late Nazmi Ziya, and myself. We could
now paint academy figures from nude models. Finding
models was the most difficult part. Nazmi came up with
a solution for that. As he was a wrestler, he had many
friends in the oil wrestling community. So, we began the
first nude figure painting with Turkish wrestlers.”’*

In his memoirs, Malik Aksel also mentions a wrestler from Gebze
working as a model but notes that he modeled during the years of
the proclamation of the Second Constitution. Seref Akdik (1899-
1972), who falsified his age to be admitted to the Academy during
the directorship of Halil Edhem Bey, relates in his memoirs how he
was caught at the door as he was spying on Joseph Warnia-Zar-
zecki's life clas, the drawing teacher who retired in 1915, through
a keyhole.”

Emerging as a requisite for artists, male, and especially wrestler
models brought to fore the social meaning of wrestling during this
period. During the period that extended from late 19" century until
the Second Constitution, wrestling was a highly popular sport across
the Ottoman Empire and was made all the more attractive through
the achievements of Ottoman wrestlers at international competitions.
It can be claimed that this widely popular sport had an instrumental
role in perceiving the human body as a visual object. In the photo-
graphs printed in various journals or postcards, wrestlers appear to
be proudly displaying their bodies. It is even more interesting that the
use of wrestlers to overcome the problem of procuring models for
Ottoman artists coincides with the ‘culture physique’ movement that
emerged in France during the same period. In the journal La Culture
Physique published as of 1904, Greco-Roman sculptures and athlet-
ic, masculine male bodies were often printed side by side, bringing
classic aesthetic ideals up to date.” Published between 1909 and
1914 and constituting the most important example of culture and
current news magazines in the Ottoman world, Sehbal, on the other
hand, not only included photographs of wrestler sculptures, but also
of wrestlers displaying their bodies. Despite homoerotic connota-
tions, these images —based on the assumption that the readers were
heterosexual males— were not met with the same reactions shown
against the representation of the female body.

74 Coker, ibid.: 14.

75  QOsman Altintas, Seref Akdik (Ankara: Kultir ve Turizm Bakanligi Yayinlari,
1988): 3.

76 Tamar Garb, Bodies of Modernity-Figure and Flesh in Fin-de-Siécle France
(London: Thames and Hudson, 1998): 55.



tiklarrise, artik ¢iplak erkek modelden ¢alisma olanagina kavus- learn about the kind of work they were doing there. Hence, we

mus olan, ama kadin modelden ¢alismak isteyen gen¢ kusak sa- learned about the presence of female models at academies.
natgilarin ll. Mesrutiyet'in hemen dncesinde taleplerinin arttigini We appealed to our president Hamdi Bey. We requested the ad-

gostermesi acgisindan dikkat ¢ekicidir: mission of female models into the academy. Hamdi Bey must
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in the magazine La Culture Physique.
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yilindan itibaren yayimlanan La Culture Physique dergisinde eski
Yunan-Roma heykelleriyle atletik, maskiilen erkek bedenleri sik
sik yan yana sergilenerek, klasik estetik ideallerin giincellestiril-
mesi amaclanmistir.’® 1909-1914 yillari arasinda yayimlanan ve
Osmanli diinyasinda kiiltlir-aktualite tiird dergilerin en onemli or-
nedi sayilan Sehbal dergisinde de giiresen atlet heykellerinin fo-
tograflarina yer verildigi gibi, viicutlarini sergileyen guresgile-
rin fotograflari da yayimlanmistir. Bu tir gorintiler, homoerotik
cagrisimlarina ragmen, izleyicinin heteroseksuel bir erkek oldugu
varsayimiyla, kadin bedeninin temsillerine yonelik tepkilerle kar-
silasmaz.

Anlasilan, Sanayi-i Nefise Mektebi'nde modellik i¢in her zaman
pehlivan bulmak da mimkuin degildir. Malik Aksel'e gore, zaman
zaman carsi pazardan toplanan hamal ve kifeci gibi adamlar da
kullanilir; giyinik dururlarsa bir mecidiye, ¢iplak dururlarsa iki
mecidiye verilir.”

1905 yilinda Akademi’ye giren Hikmet Onat’in (1882-1977) anlat-

75  Tamar Garb, Bodies of Modernity-Figure and Flesh in Fin-de-Siecle France
(Londra: Thames and Hudson, 1998): 55.

76  Malik Aksel, Sanat Hayati-Resim Sergisinde Otuz Gin [1943], yay. haz. Besir
Ayvazoglu (istanbul: Kapi Yayinlari, 2010): 92.
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1. Sehbal dergisinde yayimlanan gliresci fotografi. Wrestler photograph published in Sehbal magazine.

2. Sehbal dergisinde yayimlanan giiresci fotografi. Wrestler photograph published in Sehbal magazine.

3. La Culture Physique dergisi, Say1 2, Mart 1904. La Culture Physique magazine, No. 2, March 1904.

4. La Culture Physique dergisinde yayimlanan Max Unger’e ait fotograf. Photograph by Max Unger published

It appears that it wasn't always possible to find wrestlers to
model at the Sanayi-i Nefise Mektebi. According to Malik Aksel,
sometimes porters were picked up from the market and were
paid one meicidye if they would pose dressed, and two mecidiye if
they posed in the nude.””

The accounts of Hikmet Onat (1882-1977), who was admitted to the
Academy in 1905, are quite interesting, as they reveal that young
generation of artists provided with the opportunity to work with
male nudes, but hoping to work on female ones, had increased
their demands immediately before the proclamation of the Second
Constitution.

“...Young or old, we would seat whomever we could find in the
model chair... Towards the end of the year, they would pose in
the nude. Neither clothed, nor nude models would come by the
school. When we were in our senior year, the Second Consti-
tution was proclaimed in Turkey. Next, the government began
sending students to Europe to study a range of fields. Once
the path was opened, some of us went to Paris and began
working. From the letters received, we had the opportunity to

77  Malik Aksel: Sanat Hayati-Resim Sergisinde Otuz Giin [1943], ed. Besir
Ayvazoglu (Istanbul: Kapi Yayinlari, 2010): 92.

“..Model olarak geng, ihtiyar kimi bulursak model iskem-
lesine oturttururduk. Sene sonuna dogru da ¢iplak model
poz ederlerdi. Mektebe ne elbiseli ne de ¢iplak kadin mo-
del gelmezdi. Biz mektebin son sinifina gelmistik ki, Tir-
kiyemizde ikinci Mesrutiyet ilan olundu. Az sonra hiikii-
met her daldan Avrupa'ya ogrenci gondermeye basladi.
Yol agilinca bizlerden bazilari kendine hesaplarina Paris’e
gidip ¢alismaya basladilar. Aldigim mektuplardan oralar-
da ne tarz g¢alisildigini 6greniyorduk. Boylece akademile-
re kadin modeller de geldigini ogrendik. Mektep muduri-
muz Hamdi Bey’e basvurduk. Atolyemize kadin modellerin
de verilmesini rica ettik. Vaktiyle Hamdi Bey ¢alistigi aka-
demilerde nelerden ¢alisildigini bilmez olur muydu. Ama,
ne disiindlyse hiikiimetin resmi mektebinde kadin mo-
delden g¢alisilmadigini, bunun hususi ve parali miessese-
ler olan akademilerde mimkiin oldugunu soyledi. Yani bi-
zim burada kadin modelden ¢alismamiza miisaade yoktu.
Bunun lizerine aramizda diisiindiik. Arzumuzun yerine ge-
tirilmesini daha yiiksek bir makamdan ricaya karar verdik.
Bu yliksek makam neresi olabilirdi? Tabii Maarif Nezare-
ti. Bir giin toplandik. Divanyolu’'ndaki Maarif Nezareti'nde
Maarif Naziri beyi gormeye gittik. O siralarda nazir bey-
ler kimseyi geri ¢evirmezdi. Bizi de kabul etti. Dilekleri-
mizi kendisine anlattik. Dikkatle dinledi. Bu hususta Ham-
di Bey ile goriisecegini ve arzularimizin yerine getirilmesi
icin calisilacagini vaad etti. Sevinerek nezaretten ayrildik.
Ama aradan haftalar gectigi halde bir sey ¢ikmadi. Tekrar
gorustuk. Mesrutiyet rejiminin hepimize asiladigi bir cu-
retle kendi tesebblisimizle mektebe bir kadin model ge-
tirmeye karar verdik. Modele ¢iplak poz verdirmeye cesa-
retimiz yoktu; ama, elbiseli olarak calisabilirdik. Aradik,
zorluklarla bir ¢ingene kizi bulabildik. Sabah erken, kimse
gormeden, atolyede model masasina ¢ikardik. Dans eder
vaziyette poz verdirdik ve desen c¢izmeye basladik. Ara-
dan 5-10 dakika ya gec¢ti ya gegmedi mektep hademele-
ri vaziyeti goriip miizeye haber vermisler. (Mektep o za-
man Miize'nin simdi Hitit eserleri bulunan binasinda idi.)
Miize'den geldiler. Cingene kizinin derhal disari ¢ikarilma-
sini istediler. Evvela tehditle, sonra tatlilikla ve vaadlerle
bizi ikna ettiler, ¢cingene kizini kapidan ¢ikardilar, savdilar,

cikis o ¢ikis. Allah rahmet etsin, Hamdi Bey bliylk insan-
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have known the kind of models used at the academies where
he studied. Whatever he may have thought, he told us that fe-
male models were not used in the official schools of the state
and that it was only possible at privately owned academies with
tuition. In other words, we were not allowed to work with female
models here. We reflected upon that. We decided to appeal to a
higher office to have our request fulfilled. What could that of-
fice be? The Ministry of Education, of course. We all gathered
one day and went to visit the Minister of Education at Divan-
yolu. At the time, ministers never turned anyone away, so he
received us. We told him about our wishes. He listened care-
fully. He promised to talk to Hamdi Bey and do his best to fulfill
our demands. We cheerfully left the ministry. However, nothing
happened despite the passing weeks. We met again. With the
courage the new constitutional regime provided us, we decided
to bring a female model to the school on our own initiative. We
did not have the courage to have her pose in the nude, but we
could still work with her clothed. We looked everywhere and,
with much difficulty, found a gypsy girl. Early in the morning, we
put her on the model table without anyone seeing. We made her
pose in a dance move and began drawing. Five or ten minutes
passed before the janitors saw us and informed the museum
(the school was located at the Museum'’s section where the Hit-
tite artifacts are displayed now). They came from the museum.
They asked the gypsy girl to be removed immediately from the
premises. First with threats, and later amicably with promises,
they took the girl out of the room, made her leave, and that was
it. May he rest in peace, Hamdi Bey was a great man with much
tolerance. He could have had us expelled, but he chose to blame
this insubordination on our young age and our passion for art.

After that, things calmed down a bit and we worked in peace,
but we were dismayed. One day, a rumor broke out. Hamdi
Bey was working with the Ministry of Education to send stu-
dents of the Academy to Europe. Soon, both the Museum and
the newspapers confirmed the news. A competition was to be
held among the Academy graduates; two winners of the paint-
ing and two of the architecture departments would be sent to
Paris with financial assistance from the Ministry. So, the com-
petition was held. Artists Ruhi and Calli, and architects Zare
and Bosnakyan were the winners. They were sent to Ecole Na-

tionale Supérieure des Beaux-Arts in Paris to complete their



di; tolerans sahibi idi. Hepimizi toptan mektepten kovabi-
lirken bu asice tavir ve hareketimizi toylugumuza ve sanat

sever olusumuza bagislamayi tercih etti.

Bundan sonra bir zaman ortalik sttliman, sakin sakin ca-
listik, ama, kirilmistik. Bir giin bir rivayet ¢ikti. Ham-
di Bey, Maarif Nezareti nezdinde tesebblise gegmis, Glzel
Sanatlar'dan da Avrupa'ya ogrenci gonderilecekmis diye.
Akabinde gerek Miize ve gerek gazeteler bu havadisi dog-
ruladilar. Mektep mezunlari arasinda yarisma agilacak, ka-
zananlardan iki ressam, iki mimar Maarif namina Paris’e
gonderilecek. Ve yarisma yapildi. Yarismayi ressamlardan
Ruhi ile Calli, mimarlardan Zare ve Bosnakyan kazandilar.
Tahsillerini tamamlamak lzere Paris’e ekol nasyonel supe-
rior de boz ar'a ('Ecole Nationale Supérieure des Beaux-
Arts) gonderildiler. Bir diisliniin, o zaman 6grenci olarak
Paris’e gidebilmek disiincemizin yetisemeyecegi bir olay-
di ve Paris'i riiyalarimizda gormeye baslamistik. Son sinifta
oldugum igin yarismaya girememistim. Ertesi sene Hamdi
Bey'in vefatindan sonra Miize middri olan kardesleri mer-
hum Halil (Edhem) Bey zamaninda acilan ikinci yarismayi
kazanip ben de Paris’e arkadaslara iltihak ettim.

Sonuca gelelim: Bizimkiler Paris’e gitmeden Hamdi Bey,
Ruhi'yi ¢agirmis; ¢linkl ele basimiz oydu. ‘Oglum’ demis,
‘siz memleketin ruhu ahvalini bilmiyorsunuz. Ben sizin
calismanizi istemez miyim? Ama, bu tesebbiisiiniizle o
kadar glgclikleri yenerek, agmaga muvaffak oldugumuz
mektebin bir anda agilmamak lzere kapatilmasina sebep
olabilirdiniz. iste sizi Paris'e gonderiyorum. Artik orada
istediginiz kadar kadin resimleri yapin."”’

Hikmet Onat’in ¢ingene kiz olayiyla ilgili aktardiklari, donemin
gazetelerine de yansimistir. Mustafa Sabri imzasiyla 1909 yi-
linda fkdam gazetesinde yayimlanan bir yazida, Giizel Sanatlar
Okulu’'nda resim derslerinde bir ¢ingene kizinin “tabii sekli ile”
model olarak kullanildigi aktarilarak, “Birkag iyi yanlarinin ha-
tiriigin Avrupalilardan aldigimiz kotiliiklerden bir tanesi de su
insan vicutlarinin resmini ve fotografini cekmek rezaletidir. is
fotograf cekmekle basladi; bakin simdi kadinlarin ¢irilgiplak vi-

77  Aktaran Ahmet Kamil Goren, “Bir Zamanlar Sanayi-i Nefise'de Ciplak Model
Sorunu”, Sanat Cevresi, Ozel Sayi 4 (Mart 2003): 50-52. Hikmet Onat'in bu
anisi, daha kisa olarak Nurullah Berk tarafindan da aktarilmaktadir: Bkz.
Nurullah Berk-Hiiseyin Gezer, 50 Yilin Tiirk Resim ve Heykeli (istanbul:
Tirkiye Is Bankasi Yayinlari, 1973): 18.
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education. Imagine, at that time, going to Paris as a student
was beyond our imagination and we had begun seeing the city
in our dreams. | could not participate in the competition, as |
was a student at the time. The following year, after the passing
of Hamdi Bey, his brother Halil (Edhem) Bey became the new
director of the museum. | won the second competition held in
his first term and joined my friends in Paris.

In conclusion, before our friends went to Paris, Hamdi Bey sum-
moned Ruhi, as he was our ringleader. ‘Son, he said, 'you don't
know anything about the state of the country. Would | not want for
you to work freely? Yet, with what you did, you could have caused
the school we worked so hard to establish to be closed down
permanently. | am thus sending you to Paris. There, you can paint
as many images of women as you like."’8

Hikmet Onat’s account of the gypsy girl incident was also echoed
in the newspapers of the period. An article written by Mustafa
Sabri and published in /kdam newspaper in 1909 relates that a
gypsy girl was used 'in her natural state' as a model during the
painting class at the Academy of Fine Arts, adding “One of the
perversities we inherited from the Europeans for the sake of a
few good ones is this scandal of painting or photographing hu-
man bodies. It all began with photographs and now, it has gone as
far as painting bare-naked bodies of women!"”? Somewhat differ-
ent from Hikmet Onat’s account, it was assumed that the model
was nude. Mustafa Sabri’s article represented the 'pro-tradition’
wing of the intense debates over the lifestyle and appearance,
particularly of women, following the 1908 revolution. Modernity
advocates, on the other hand, were waging war against the veil
and the chador. Niyazi Berkes points that after the 1908 Revolu-
tion, writers such as Ahmed Mithat, Fatma Aliye, Mahmud Esad,
and Semsettin Sami penned countless articles on a range of
subjects including the protection of women'’s rights, admission
of women into college, their right to be seen with men in public,
their dress codes, and permitting the faces of women to be pho-
tographed. Despite this relatively libertarian setting, it is known
that women in Istanbul were still disguised in chadors, could not
frequent restaurants or music halls with their husbands, sat be-
hind a curtained off area on trams and boats, could only attend

78  Cited by Ahmet Kamil Goren, “Bir Zamanlar Sanayi-i Nefise'de Ciplak Model
Sorunu”, Sanat Cevresi, Special Issue 4 (March 2003): 50-52. Nurullah Berk
also relates a shorter version of Hikmet Onat's anecdote. See Nurullah
Berk-Hiiseyin Gezer, 50 Yilin Tiirk Resim ve Heykeli (istanbul: Tiirkiye Is
Bankasi Yayinlari, 1973): 18.

79  Niyazi Berkes, ibid.: 447.

1. Mehmet Ruhi Bey (Arel), Erkek Model, 1909-10, tuval {izerine yagliboya, 100 x 73 cm, istanbul Resim ve Heykel Miizesi Koleksiyonu.
Mehmet Ruhi Bey (Arel), Male Model, 1909-10, oil on canvas, 100 x 73 cm, Istanbul Painting and Sculpture Museum Collection.

2. Hikmet Onat, Ciplak Erkek, 1910, tuval iizerine yagliboya, 100,5 x 69,5 cm, istanbul Resim ve Heykel Miizesi Koleksiyonu.

Hikmet Onat, Naked Male, 1910, oil on canvas, 100.5 x 69.5 cm, Istanbul Painting and Sculpture Museum Collection.

3. Hikmet Onat, Erkek Model, tarihsiz, tuval izerine yagliboya, 72,5 x 45 cm, istanbul Resim ve Heykel Miizesi Koleksiyonu.

Hikmet Onat, Male Model, undated, oil on canvas, 72.5 x 45 cm, Istanbul Painting and Sculpture Museum Collection.

cutlarinin resmini yapmaya kadar vardi!"’® sozlerine yer veri-
lir. Hikmet Onat'in anlattiklarindan farkli olarak, modelin ¢ip-
lak oldugu varsayilmistir. Mustafa Sabri'nin yazisi, 1908 Devri-
mi sonrasinda ozellikle kadinlarin yasami ve gorindsu lzerin-
den siirdlrilen yogun tartismalarin “gelenek yanlisi” kanadini
temsil eder. Modernlik yanlilari ise, pece ve garsafa karsi savas
acmislardir. Niyazi Berkes, 1908 Devrimi sonrasinda Ahmed
Mithat, Fatma Aliye, Mahmud Esad, Semsettin Sami gibi yazar-
larin, kadin haklarinin korunmasi, kadinlarin Universiteye de-
vamlari, erkeklerle beraber sokakta gorinmesi, nasil giyinme-
leri gerektigi, kadin ylzunin fotografinin ¢ekilmesi gibi konu-
larda ¢ok sayida yazi kaleme aldigina isaret eder. Bu gorece 0z-
giirliik ortamina ragmen kadinlarin istanbul'da hala kalin siyah
¢arsaficinde oldugu; kocalariyla lokanta ve gazinolara gideme-
dikleri; tramvaylarda, vapurlarda perde gekili bolimlerde otur-
duklari; yalniz kadinlara mahsus konferans ve konserlere gi-
debildikleri; dershanelerde perdeyle ayrilan bolimde oturduk-

78  Niyazi Berkes, a.g.k.: 447.
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conferences and concerts intended for women, and were seated
in a closed off section in the classrooms.® It appears that during
these years, the Committee of Union and Progress not only regu-
lated women'’s dress but also interfered with the representation
of women in photographs. Berkes informs us that during the
years of war, Istanbul Command Center had banned the portrait
of an unveiled woman.?" In one of his essays, Malik Aksel relates
that an artist painting unveiled women during those years was
put under investigation upon the orders of Central Commander
Cevat Bey.®?

80  Berkes, ibid.: 446, 470. Footnote 26.

81  Berkes, ibid.

82  Aksel; ibid.: 204. The account of the artist Aksel quotes anonymously in
his article published in the journal Sadirvan on November 4, 1949 reads
as follows: "l once painted a portrait of an unveiled woman. At the time,
meaning thirty years ago, Central Commander Cevat Bey initiated an
investigation on me, questioning how | could paint an unveiled Muslim
woman. This might sound odd to you now, but when we were young, a
woman had to be married to be able to talk to a man. Painting the portrait
of a woman was as dangerous as stoning the Ka'bah. Nowadays, we paint
them in the nude and no one cares.”



lari bilinmektedir.”” Bu yillarda kadinlarin kiyafetleri konusun-

da diizenlemeler yapan ittihat ve Terakki Partisi'nin, kadinlarin
resimlerdeki temsillerine de miidahale ettigi anlasilmaktadir.
Berkes, savas yillarinda istanbul Merkez Komutanligi'nin yiizi
acik bir kadin portresini yasakladigini aktarir.2® Malik Aksel'in
bir makalesinde de s6z konusu yillarda, pecesiz bir kadin resmi
yapan bir ressamin Merkez Kumandani Cevat Bey'in uyarisiyla
tahkikata ugradigi aktarilmaktadir.®'

Tim kisitlamalara ragmen, kadinlarin kamusal hayattaki var-
Lginin ve gorundrligldnin Il. Mesrutiyet'ten itibaren Cumhuri-
yet donemine uzanan yillarda adim adim arttigi bir surece gi-
rildigi de yadsinamaz. Kadinlarin sanat egitimi alabilecekleri
inas Sanayi-i Nefise Mektebi'nin agilmasi da bu siirecin sonu-
cudur. Osmanl elitinin icinde bulunan ve Bati tarzi egitim alan
ressam Mihri Misfik Hanim'in (1886-1954) girisimiyle 1914 yi-
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79  Berkes, a.g.k.: 446, 470. Dipnot 26.

80 Berkes, a.g.k.

81  Aksel; a.g.k.: 204. Aksel'in 4 Kasim 1949'da Sadirvan dergisinde yayimlanan
yazisinda isim vermeden alinti yaptigi ressamin anlattiklari soyledir: “Ben
vaktiyle pegesiz bir kadin resmi yapmistim. O vakit, yani bundan otuz sene
evvel, Merkez kumandani Cevat Bey benim hakkimda tahkikatta bulunmus.
Bu adam pegesiz olarak bir Misliiman kadininin resmini nasil yapar, diye. Size
simdi tuhaf gelir. Bizim gengligimizde bir kadinin bir erkekle konusmasi igin
nikahli olmasi sartti. Hele resmini yapmak, Kabe'ye tas atmak kadar tehlikeli
idi. Simdi bunun ¢iplaginin resmini yapiyoruz, kimsenin aldiris ettigi yok."

Omer Adil Bey, Kizlar Atélyesi, 1919-22, tuval
lizerine yagliboya, 81 x 118 cm, istanbul Resim ve
Heykel Miizesi Koleksiyonu.

Omer Adil Bey, Girls Studio, 1919-22, oil on canvas,
81 x 118 cm, Istanbul Painting and Sculpture
Museum Collection.

Despite all limitations, we cannot deny the fact that the presence
and visibility of women in the public sphere gradually increased
in the years extending from the Second Constitution to the Re-
public. The opening of inas Sanayi-i Nefise Mektebi (Academy of
Fine Arts for Women) was a consequence of this development.
Founded in 1914 through the initiative of artist Mihri Musfik
Hanim (1886-1954) who was a member of the Ottoman elite
and received a Western education, this school® as an ‘institution
for women’ provided prospective artist to work with live female
models for the very first time. It can therefore be seen that in
the early development stages of Turkish painting, the problem
of studying figures was resolved only through absolute gender
discrimination. It is told that Mihri Misfik Hanim found models
from hamams for the girls’ studio. However, it is known that the
problem of finding live models for inas Sanayi-i Nefise Mektebi
was resolved after countless Belarusians fleeing the Soviet Rev-
olution migrated to Turkey in 1917. It is known that during the
years of Armistice (1918-1923), Russian women posed not only

83  For detailed information, see Canan Beykal, “Yeni Kadin ve inas Sanayi-i
Nefise Mektebi”, Yeni Boyut, |. 2/16 (October 1983): 6-13.

linda kurulan bu okul®?, “kadinlara mahsus” bir kurum olarak,
sanatci adaylarina ilk kez canli kadin modelden ¢alisma olanagi
saglamistir. Boylece, Tirk resminin ilk gelisim asamasinda sa-
nat egitimi kurumlarinin canli model segiminde ancak kesin bir
cinsiyet ayrimi uygulayarak figliri etiit etme sorununu ¢ozebil-
dikleri gorilebilir. Mihri Misfik Hanim'in kizlar atolyesine ha-
mamlardan model buldugu anlatilir. Ancak inas Sanayi-i Nefi-
se Mektebi'nde model sorununun esas olarak 1917'de Sovyet
Devrimi'nden kagan ¢ok sayida Beyaz Rus'un Tirkiye'ye gogliy-
le ¢ozuimlendigi bilinmektedir. Rus kadinlarinin, ozellikle mu-
tareke yillarinda (1918-1923) yalnizca kadin sanatcilara degil,
erkeklere de modellik ettigi bilinmektedir.?® Malik Aksel'e gore,
Sanayi-i Nefise'ye gelen ilk kadin model ise, Katina adinda bir
Rum kizidir.8

inas Sanayi-i Nefise Mektebi'nde kizlarin erkek modelden ¢alis-
ma gereksinimi, Arkeoloji Mlzesi'nden getirilen heykellerle ¢o-
zumlenir. Ancak cansiz da olsa erkek ¢iplak modellerin zaman
zaman sorun olusturdugu da okulun ilk 6grencilerinin anlattik-
larindan anlasilir. Nazli Ecevit (1900-1985), bir soyleside, Mihri
Miisfik Hanim'in Paris’te gordiigii egitimi inas’'ta uygulamaya ca-
listigini, mizeden getirilen bistler ve heykellerin etit edildigini
anlatirken, o guinlerde yasanan bir olayi da aktarir:

“Calismalarimiz igin Miize Muduri Halil Bey'den heykel isti-
yorduk. Mihri Hanim’a sectigi heykelleri gonderiyordu. Niha-
yet Mihri Hanim bir erkek heykeli seciyor, Yunan zamanindan
¢iplak bir heykel. Halil Bey bunu muvafik buluyor, ama mu-
zeden bir bey, ¢iplak heykel gitti diye Maarif'e haber veriyor.
Maarif'ten yetkili bir zat, ‘bu nasil istir’ diyor, Mihri Hanim'i ¢a-
giriyorlar. O da ‘ben hallederim’ diye gidiyor, ¢ok ¢arpici, hal
hatir bilen bir hanimdi. ‘Hakki aliniz var efendim, bir hanim
mektebine bir erkek heykeli gitmis, tabii dogru degil, ama biz
ona bir pestamal takariz’ diyor. Bunun lzerine Maarif'teki yet-
kili zat, 'Ya, biz onu disinmemistik’ diyor, boylece bu is halle-
diliyor ve heykel bize geldi.”®

82  Ayrintili bilgi icin bkz. Canan Beykal, “Yeni Kadin ve inas Sanayi-i Nefise
Mektebi", Yeni Boyut, S. 2/16 (Ekim 1983): 6-13.

83 1917 civarinda Akademi'ye giren Turgut Zaim'in anlattiklari da bunu
dogrular: “Nu islerine gelince: O zamanki sosyal yasanti, dini ve ahlaki
baskilar yliztinden Turk kadinlari ¢iplak olarak modellik etmeyi ¢cok ayip
ve yersiz sayarlardi. Glzel Sanatlar Akademisi'ne kadin model bulmak
bu devirde zordu. Ancak mutareke siralarinda ihtilalden kagan beyaz
Ruslardan temin edilirdi. Benden onceki kusaklarin sanatgilari ¢iplak
resimleri ancak esleri sayesinde yapabilmislerdir” Bkz. Sezer Tansug, Bes
Gergekei Tiirk Ressam (istanbul: Gelisim Yayinlari, 1966): 13.

84  Malik Aksel, a.g.k.: 92.

85  Anonim, "Nazli Ecevit ile Gorisme”, Yeni Boyut, S. 2/16 (Ekim 1983): 14.

for female artists, but for their male counterparts as well.? But
according to Malik Aksel, the first female model at the Sanayi-i
Nefise was a Greek girl named Katina.®

For the female students at inas Sanayi-i Nefise Mektebi, the prob-
lem of working on male models was resolved by bringing sculp-
tures from the Museum of Archaeology. However, the accounts
of the first students of the school reveal that even these male
models constituted problems from time to time. In an interview,
Nazli Ecevit (1900-1985) states that Mihri Miisfik Hanim strived
to apply the education she received in Paris at the inas and that
the busts and sculptures brought from the Museum were stud-
ied, adding,

“We once asked for sculptures from Museum Director Halil
Bey to supplement our work. He sent the sculptures he
selected to Mihri Hanim. Finally, Mihri Hanim decided on a
nude sculpture from Antiquity. Halil Bey found this agree-
able, but someone from the museum informed the Ministry.
Confused, a ministry official summoned Mihri Hanim. She
said ‘I'll take care of it" and left. She was striking woman
who new her manners well. You are absolutely right sir; of
course it wasn't right to send a male sculpture to a wom-
en’s school, but we can cover him with a loincloth, she told
them. Thereupon, the ministry official said, ‘Well yes, we
haven't thought of that” The matter was thus resolved and

we received the sculpture.’8

Appointed as the next director of the school after Mihri Misfik
Hanim, a painting by artist Omer Adil Bey (1868-1928) depict-
ing inas Sanayi-i Nefise Mektebi with sculptures in the studio
reflects an atmosphere confirming the accounts of Nazli Ece-
vit, who once said, “we mostly worked on portraits and nudes.”
It is known that over time, old male models were hired at inas
on the condition that they would remain clothed. Nazli Ecevit's
comment, “Models were available at school, not at home,” sug-

84  Admitted to the Academy in 1917, Turgut Zaim'’s accounts confirm this. “As
for the nudes, the social life, religious, and ethic pressures of the period
led Turkish women to considering modeling in the nude as extremely
inappropriate and contemptible. It was difficult to find female models for
the Academy of Fine Arts at the time. However, white Russians fleeing
the revolution during the Armistice worked as models. Artists of earlier
generations were only able to execute nudes with the help of their wives.”
See Sezer Tansug, Bes Gercekei Tiirk Ressam (istanbul: Gelisim Yayinlari,
1966):13.

85 Malik Aksel, ibid.: 92.

86  Anonymous, “Nazli Ecevit ile Gorisme”, Yeni Boyut, |. 2/16 (October 1983): 14.



Mihri Musfik Hanim'dan sonra okulun mudirligini ustle-
nen ressam Omer Adil Bey'in (1868-1928) inas Sanayi-i Nefise
Mektebi'ni gosteren bir resmi, atolyedeki heykel gorintileriyle
“biz en ¢ok portre ve ni lzerinde ¢alistik” diyen Nazli Ecevit'in
anlattiklarini dogrulayan bir atmosfer yansitir. inas'ta zaman
icinde, giyinik olmak kosuluyla, yasli erkek modellerin galistiril-
maya baslandigi da bilinmektedir. “Model mektepte mimkiind,
evde degil” diyen Nazli Ecevit'in, ni ¢alismak i¢cin mektepte degil-
se de evlerinde kendi eslerini model olarak kullandigi bilinen er-
kek sanatgilardan bakis agisina gore hem daha sansli, hem daha
sanssiz oldugunu diisiindiiriir. Ote yandan, Nazli Ecevit, ayni soy-
leside, kadinlarin o donemde disarida o kadar da serbest dolasa-
madiklari igin egitim surecinde manzara resmine pek yonelme-
diklerini de aktarir. Boylece yalnizca ni'niin degil, Turk resmin-
de her tiir resme yonelisin, sanat¢inin bireysel 6zgtirligd disin-
da, toplumsal kosullarla belirlenen gerekgelerini de aramamiz
gerektigini disundurur.

Sanayi-i Nefise Mektebi'nde Il. Mesrutiyet'ten itibaren egitim su-
recinin yavas yavas bir pargasi haline gelen canli model egiti-
mi, 1927 yilinda Namik ismail'in miidiirligi sirasinda sanat egi-
timinde kadin ve erkek ayriminin da ortadan kaldirilmasiyla artik
bir sorun olmaktan ¢ikar. Sanat diinyasi, Cumhuriyet ideolojisinin
kendine 0zgl devletgi feminizmini en belirgin bir bicimde yansit-
tigi alanlardan birisidir. Malik Aksel'in, iki mektebin nasil birlesti-
gine dair bir anekdotu da bunu yansitir:

“0 zamanlar Gedikpasa’'da ayrica bir Sanayi-i Nefise Mekte-
bi vardi. Bir giin Avrupa miisabakasi igin kiz, erkek muhte-
lif talebelerin bir arada bir modelden ¢alismalari icap edi-
yordu. Atolyede erkek model bulununca kizlar igeri girmek
istemediler. Bunun {izerine miidir de her meslegin icapla-
rina uymak lazim geldigine, buna uymayanlarin evde otur-
malarinda mani olmadigina dair birka¢ soz soyleyince ilkin
S. ¢ekine gekine ve basini yana carpitarak igeri giriyor, on-
dan sonra bir digeri... Miteakip gunlerde butin kizlar atolye-
yi doldurdular.”®

Namik ismail'in miidiirliigiiniin (1927-1936) son yillarinda ceki-
len bazi fotograflar, Giizel Sanatlar Akademisi®’ atolyelerinde ka-
din ve erkek ayriminin olmadigi algisini yaratacak niteliktedir. ib-
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86  Malik Aksel, a.g.k.: 92.
87  Sanayi-i Nefise Mektebi, 1928 yilinda Glizel Sanatlar Akademisi adini
almistir.

gests that the women were both more fortunate and unfortunate
compared to men, who were known to at least use their wives
at home as live models. In the same interview, Nazli Ecevit also
relates that as women were not allowed to roam around freely
at that time, they were not able to focus on landscapes as much.
This leads us to think that the proclivity not just for nudes, but all
kinds of genres in Turkish painting were also shaped by social
conditions that fell beyond the individual freedoms of the artist.

Training with live models, which gradually became a part of the
curriculum at Sanayi-i Nefise Mektebi after the Second Constitu-
tional era, was no longer a problem when the academy became
co-educational in 1927 during the directorship of Namik ismail.
The art world was one of the areas in which the Republican ide-
ology reflected its notion of feminism in the clearest way. Malik
Aksel's anecdote on the merging of the two schools reflects this
phenomenon:

“There was another Sanayi-i Nefise Mektebi in Gedikpasa at
the time. One day, various male and female students had to
work together on a model for a European competition. The
girls did not want to enter the studio upon seeing a male
model. When the director said a few words on how one should
abide by the demands of his/her profession and those who re-
fused to do so could stay at home, first S. hesitantly walked in
with her head tilted to one side, followed by another... In the

ensuing days, all the girls filled up the studio.” ¥

Some of the photographs taken in the final years of Namik ismail’s
directorship (1927-1936) give the impression that there was no
gender-based segregation in the studios of the Academy of Fine
Arts.®® A comparison between two different photographs taken in
1928 and 1936 according to the records of the ibrahim Calli stu-
dio® offer sufficient clues. In the first photograph, Calli is seen with
a nude male model in the back along with his all-male students. In
the second photograph, Calli works on a nude female model with
male and female students. In merely ten to fifteen years, we see
not just two different studios, but two different countries.

87  Malik Aksel, ibid.: 92.

88  Sanayi-i Nefise Mektebi took on the name Glizel Sanatlar Akademisi
(Academy of Fine Arts) in 1928.

89  For the photographs in question, see Canli Modelin Sanat Egitimindeki
Yeri, eds. A. Ayan-H. Katipoglu Kaya (istanbul: Yapi Kredi Yayinlari, 2006).
Although the first photograph is identified as 1928, it must be earlier.
Banned in 1925, the fez has sohuld have hot been worn in an institution at
that date.

ibrahim Calli ve 6grencileri. 1920'li yillar. Kaynak: Canli Modelin Sanat
Egitimindeki Yeri, s. 14.
ibrahim Calli and his students, 1920s. Source: Canli Modelin Sanat Egitimindeki Yeri, p. 14.

rahim Calli Atolyesi'nin Akademi kayitlarina gore biri 1928'de®
digeri 1936'da cekildigi belirtilen iki fotografini karsilastirmak
yeterince ipucu verir. ilkinde Calli, arkada erkek ¢iplak model-
le ve tiimiiyle erkeklerden olusan dgrencileriyle gorilir. ikinci
fotografta yine Calli atolyesinde, kiz ve erkek ogrenciler birlikte
kadin ¢iplak modelden ¢alismaktadir. Topu topu 10-15 yilda, iki
farkli atolye degil, iki farkli tilke goriruz.

MESRUTIYET'TEN CUMHURIYET’E:
URYAN, CIPLAK, NU

Tlrkiye'de resim sanatinin ortaya ¢ikmasi surecinde Tanzimat
Dénemi'ni (1860-1876) ilk hazirlik evresi; Sultan Il. Abdilhamit
Doénemi'ni (1876-1908) ilk gelisme evresi; Il. Mesrutiyet donemini
(1908-1922) sanatcinin sivillestigi ve bir ortamin olusmaya bas-
ladigi evre olarak ele alirsak, Cumhuriyet donemini bir tir milat
degil, bir enerjinin devami olarak degerlendirmemiz gerekir. Pa-
disaha sunulan resimlerin “kullar1” olarak imzalandigi zamanlar-
dan Osmanli Ressamlar Cemiyeti'nin kurulusuna (1908), Osman-
i Ressamlar Cemiyeti Gazetesi'nin yayimlanmasina (1911), Ga-
latasaray Sergileri'nin diizenlenmesine (1916) ve nihayet bu ser-
gilerde nu de dahil, ressamlarin istedikleri tirde resimler ser-
gilemeye baslamasina kadar gegen siireg, sanatgi bireyin Cum-

88 S0z konusu fotograflar icin bkz. Canli Modelin Sanat Egitimindeki Yeri, yay.
haz. A. Ayan-H. Katipoglu Kaya (istanbul: Yapi Kredi Yayinlari, 2006). ilk
fotografin tarihi, 1928 olarak belirtilmesine ragmen daha erken olmalidir;
1925'te yasaklanan fesin resmi bir kurumda giyilmesi soz konusu olmasa
gerektir.

ibrahim Calli ve 6grencileri. 1936. Kaynak: Canli Modelin Sanat Egitimindeki Yeri, s. 25.
ibrahim Calli and his students, 1920s. Source: Canli Modelin Sanat Egitimindeki Yeri, p. 25.

FROM CONSTITUTIONAL MONARCHY TO
THE REPUBLIC: BARE, NAKED, NUDE

In the emergence of the art of painting in Turkey, if we are to take
the Tanzimat Era (1860-1876) as the preliminary stage, the reign
of Sultan Abdiilhamid Il (1860-1876) as the first stage of devel-
opment, and the Second Constitutional Era (1908-1922) as the
stage in which the artists began to stand out and an art milieu
came to fore, we should consider the Republican era not as some
milestone, but rather as the continuation of an existing social dy-
namic. The period extending from the times in which paintings
presented to the sultan were signed by his 'subjects’ to the found-
ing of the Association of Ottoman Painters (1908), the publication
of the newspaper of the said Association (1911), the organization
of Galatasaray Exhibitions, and finally, the display of all kinds of
paintings in these exhibitions including nudes, demonstrate that
the individual artist entered the Republican period by taking signif-
icant strides in attaining his/her own identity. It would be sufficient
to review the catalogues of the Galatasaray Exhibition in order to
understand how artists transitioned from an atmosphere in which
genres such as landscape and still life were produced more due
to cultural limitations, into a period of diversity in the execution
and display of their works.”® Bringing to fore a generation of artists
sent to Paris for training in 1909-1910 and returned to their home-
land once the war broke out in 1914, these exhibitions were the

90  For detailed information, see Omer Faruk Serifoglu (ed.), Galatasaray
Sergileri 1916-1951 (Istanbul: Yapi Kredi Yayinlari, 2003).



huriyet donemine kimlik kazanma anlaminda onemli bir mesa-
fe kat ederek girdigini gozler oniine serer. Kilturel sinirlamala-
rin bir sonucu olarak manzara ve natirmort gibi tiirlerin daha
fazla lretildigi ve sergilendigi bir atmosferden, tiirlerin gesitlen-
digi bir slirece nasil gegildigini gozlemlemek igin Galatasaray
Sergileri'nin kataloglarina bakmak yeterlidir.®? 1909-1910 yilla-
rinda Paris’te egitim gormeye gidip 1914 yilinda savasin ¢ikma-
siyla yurda donen kusagi gorunur hale getiren bu etkinlik, resim
alaninda 1920'li yillarin en onemli sanat olayidir. Tlirk resminin
bu erken doneminde 6zgiin sanatsal arayislarin bir olgliti olan
yeni tirler, yeni konular ilk kez bu sergide karsimiza ¢ikmistir.

Misliman-Turk kokenli Osmanli ressamlarinin manzara, natir-
mort, portre disinda glines banyosu, sandal gezintisi, deniz ha-
mami gibi konulardan sonra nii'ye yonelmeleri ilk kez Galatasa-
ray Sergileri'yle olur. Bu sergilerin tarihi boyunca ni, yine de di-
ger tiirlere gére daha az sergilenmistir. Ozellikle 1920'li ve 30'lu
yillarda yogun olarak hemen hemen ayni isimler tarafindan ser-
gilenen ni’lerin, 1940'larda son derece azaldigi da gozlemlene-
bilir. izzet Ziya Bey'in 1916'daki ilk sergiden itibaren diizenli ola-
rak sergiledigi bazi resimler, erkek ni sergilemenin kadin ni
sergilemekten daha once s6z konusu olabildigini ortaya koyar.
Konulari ve Uslubu agisindan Paris’te donemin popdler bir ismi
olan Fransiz ressam ve illiistrator Paul Emile Chabas'i andiran
izzet Ziya Bey'in resimleri, sahilde giineslenen, yiizen, oynayan,
ergenlik donemindeki erkek ¢ocuklaridir. Genellikle ¢iplak ya da
yari ¢iplaktirlar. Bu resimlerdeki pastoral atmosferin farkli cagri-
simlari —0zellikle de ¢ocuk temsillerine yonelik glinimiz hassa-
siyetiyle bakildiginda— resimlerin anlamlandirilmasinda kdiltirel
baglamlarin ne kadar kaygan bir zemin olusturdugunu disundii-
riir. Ornegin ergen kiz cocuklarini resmettigi benzer resimleriy-
le Avrupa’da ni resmin onciilerinden sayilan Chabas’in bazi re-
simleri, 1913'te ABD'de sergilendiginde ahlaksizlik suglamasiy-
la skandala neden olmustur. Acaba izzet Ziya Bey, nii’lerinde er-
kek cocuklarini 6zellikle mi tercih etmistir? Bu kicik, kendi ha-
linde resimlerde ressamin konuya 6zel bir ilgi duydugunun se-
zinlenebilecegine isaret eden Ferit Edgd, yine de tek tek bakildi-
ginda acik bir erotizm olmadigini, ancak art arda siralandiklarin-
da farkli bir algiya neden olduklarini savunur.?® Bugiin pek hatir-
lanmasa da kendine 6zgu ni'leriyle Tiirk resminde bir onci sa-
yabilecegimiz izzet Ziya Bey'in, cesitli dergilerde, ayrica 1919'da
Mehmet Rauf'un yazilariyla birlikte yayimlanan resimli albim

89  Konuyla ilgili ayrintili bilgi igin bklz. Omer Faruk Serifoglu (yay. haz.),
Galatasaray Sergileri 7976—795] (Istanbul: Yapr Kredi Yayinlari, 2003).
90  Ferit Edgd, Gérsel Yolculuklar (Istanbul: Yapi Kredi Yayinlari, 2003): 32.
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single most important art event of the 1920s in the field of paint-
ing. As the benchmark of the search for original artistic quests in
the early period of Turkish painting, new genres and new themes
emerged, for the first time, in these exhibitions.

Having worked on landscapes, still lifes, and portraits, Ottoman
artists of Muslim-Turkish origin gravitated towards nudes —after
exploring themes of sunbathing, boat excursion, and sea baths-
for the first time in the paintings exhibited a the Galatasaray Ex-
hibitions. Nonetheless, nudes were displayed less compared to
other genres throughout the history of these exhibitions. Displayed
copiously almost by the same artists particularly in the 1920s
and 1930s, the nudes became considerably fewer in number in
the 1940s. Some of the paintings izzet Ziya Bey displayed regu-
larly from the first exhibition in 1916 onwards demonstrate that
the display of male nudes was possible before the display of fe-
male nudes. Recalling the works of then-popular French painter
and illustrator Paul Emile Chabas in terms of subjects and style,
the paintings of izzet Ziya Bey portray adolescent males sunbath-
ing, swimming or playing at the beach. They are either nude or
semi-nude. The various connotations of the pastoral atmosphere
in these paintings —particularly when viewed in terms of the cur-
rent sensitivity towards children’s representations— suggest what
a slippery slope cultural context creates in lending meaning to im-
ages. For example, some of the paintings of Chabas, who is con-
sidered one of the pioneers of nude painting in Europe with simi-
lar portrayals of adolescent girls, had caused a scandal based on
accusations of immorality when they were first exhibited in the
US in 1913. Could izzet Ziya Bey have preferred male boys in his
nudes deliberately? Pointing that the artist’'s special interest in the
subject could be sensed in these small, modest works, Ferit Edgl
argues that when viewed individually, they do not reflect any open
eroticism, but could lead to a different perception when viewed
consecutively.” Although he is an almost forgotten figure today
izzet Ziya Bey, who can be considered a pioneer in Turkish painting
with his nudes, also has a number of striking illustrations pub-
lished in various journals and in the illustrated album Ezhar along-
side Mehmet Rauf's texts in 1919. In one of these, a young girl is
seen naked on the shore, whereas in another, a naked figure can
be seen through the wooden boards of a dressing room.”> We can-
not ignore the fact that the inability to find models played as much
role as the cultural conditions did in using pre-pubescent children

91 Ferit Edg, Gorsel Yolculuklar (istanbul: Yapi Kredi Yayinlari, 2003): 32.

92  See /zzthiya—Edebfyat/ Tuvalle Bulusturan Ressam, eds. Bahriye Ceri-Ali
Birinci (Istanbul: Kapi Yayinlari, 2013): 28, 55.

1. izzet Ziya Bey, Florya'da, 1917, tuval iizerine yagliboya, 31 x 39 c¢m, Halil ibrahim iper Koleksiyonu.

izzet Ziya Bey, In Florya, 1917, oil on canvas, 31 x 39 cm, Halil ibrahim iper Collection.

2.1zzet Ziya Bey, Denizde Cocuklar, tarihsiz, tuval lizerine yagliboya, 24,5 x 16 c¢m, Halil ibrahim iper Koleksiyonu.
izzet Ziya Bey, Children in the Sea, undated, oil on canvas, 24.5 x 16 cm, Halil ibrahim iper Collection.

3. Paul-Emile Chabas, Eyliil Sabahi, 1911, tuval lizerine yagliboya, 163,8 x 216,5 cm, Metropolitan Miizesi, NY.
Paul-Emile Chabas, September Morn, 1911, oil on canvas, 163.8 x 216.5 cm, Metropolitan Museum, NY.

Ezhar'da yer alan illistrasyonlari da donemi i¢in oldukg¢a ¢arpi-
cidir. Bunlarin birinde deniz kiyisinda geng bir kiz ¢iplak gori-
nir, bir digerinde de soyunmakta olan bir ¢iplak figlir bir soyun-
ma kabininin tahtalari arasindan secilir.”’ Tiirk resminde ¢iplak-
Ligin temsilinde henliz ergenlige girmemis ¢ocuklarin tercih edil-
mesinde kiiltirel kosullarin dayatmasi kadar model bulamamak
sorununun rol oynadigini da goz ardi edemeyiz. Bu anlamda ha-
tirlanabilecek bir baska 6rnek de Mehmed Ruhi Bey'in (Arel) gii-
nimuze ulasmis olan iki yari ¢iplak cocuk resimdir; bilindigi ka-
dariyla bu resimlerdeki modeli, oglu Semsi'dir (bkz.s. 114, 115).

Galatasaray Sergileri'nde “ni” tabir edilen ilk resimlerin sergi-
lenmesinin tarihi ise 1922'dir.”2 0 yil ikdam gazetesinde yayim-
lanan bir yazida, Namik ismail'in Uryan adli resmi, “sanat nokta-1
nazarindan muvaffak olunmus bir eser” olarak tanitilir ve kiyme-
ti de “bu tarzin ilk defa olarak Tiirk Sanatina bizde girmis olma-
sidir” seklinde belirlenir.”® “Ni” kavrami heniiz cok yenidir: ibra-
him Call'nin (1882-1960) ciplak resimlerinin genellikle “ni” ama
bazen de “liryan”, Namik ismail'in (1890-1935) “liryan”, Melek Ce-
lal Sofu’nun (1896-1976) ise “ciplak” basligiyla sergilendigi go-
rilir. Melek Celal Sofu, ibrahim Calli ve Namik ismail ile birlik-
te, 1924'ten itibaren 1930’larin sonuna kadar ni resimlerini di-

91 Bkz. izzet Ziya-Edebiyati Tuvalle Bulusturan Ressam, yay. haz. Bahriye Ceri-
Ali Birinci (istanbul: Kapi Yayinlari, 2013): 28, 55.

92  Serifoglu, a.g.k.: 38.

93 Aktaran Serifoglu, a.g.k.: 38.

53

in the representation of nudity in Turkish painting. Another exam-
ple that can be recalled in that sense are the two Mehmed Ruhi Bey
(Arel) paintings of semi-nude children, both of which have survived
to date. As far as we know, his model in both paintings was his son
Semsi (see p. 114,115).

1922 was the year in which the first paintings identified as
‘nudes’ were displayed at the Galatasaray Exhibitions.”* In an ar-
ticle published in the journal ikdam, Namik ismail’'s painting en-
titled Uryan was described as “a successful work from an artistic
point of view” and its value was expressed with the words, “the
first time when this genre has entered Turkish art.””* The concept
of 'nii' (nude) was still very fresh: ibrahim Calli's (1882-1960)
nudes were often referred to and displayed as 'ni, and some-
times as "liryan,” Namik ismail's (1890-1935) as ‘iiryan’ (bare),
Melek Celal Sofu’s (1896-1976) as ‘ciplak’ (naked). Melek Celal
Sofu was among the leading artists that began to exhibit their
nudes regularly from 1924 until the end of the 1930s along with
ibrahim Calli and Namik ismail. This indicates that not only male
artists were gravitating towards the nude, a new subject at this
early stage of Turkish painting. In fact, considering female art-
ists had mostly concentrated on portraits and nudes under the
guidance of Mihri Misfik Hanim at the Women’s Academy which
opened in 1914, it is only natural that Melek Celal Sofu, who at-

93 Serifoglu, ibid.: 38.
94 Cited by Serifoglu, ibid.: 38.
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zenli olarak sergileyen baslica ressamdir. Bu durum, Tirk res-
minin bu erken evresinde yeni bir konu olan nii'ye yalnizca erkek
ressamlarin yonelmedigini ortaya koyar. Hatta, 1914 yilinda agi-
lan inas’ta Mihri Miisfik Hanim'in 6nciiliigiinde kadin ressamla-
rin daha ¢ok portre ve nii'ye yonelmis oldugu diisiiniiliirse, inas’a
bir siire devam ettigi bilinen Melek Celal Sofu’'nun bu tiri tercih
etmesi son derece dogal sayilabilir. Sofu, kompozisyon ve Uslup
acisindan kusaginin akademizmden uzak gercgekgi ve izlenimsel
egilimini paylasir.

Galatasaray Sergileri'nin diizenlendigi donemde hem sanatginin
hem izleyicinin ¢cevresini saran kiiltir de bir dontisim icindedir. Os-
manlilar, Il. Mesrutiyet yillarinda modernlesme dinamiginin temel
unsurlarindan biri olan kitle kiltiirinin yogun etkisiyle karsilas-
tiklarinda, beden uzerindeki kati mahremiyet perdesi yavas yavas
ortadan kalkmaktadir.’* Resimli dergi ve gazetelerin ciddi anlamda
¢ogaldigi, hatta bir cazibe ve kalite gostergesi oldugu i¢in “musav-
ver” veya “resimli” gibi sifatlarla adlandirildi§i’® bu dénemde, 6zel-
likle mizah dergilerinde kadin figurinin ginimuz reklam imgeleri-
ne benzer bigimlerde on plana ¢ikarildigi gorulur. Il. Mesrutiyet yil-
larinda kadinlara yonelik ¢ok sayida moda dergisi de yayimlanirken;

94 Ornegin, 1909-1914 yillari arasinda 100 sayi yayimlanan ve Osmanli'da
kitlesel poptilaritenin baslica simgelerinden biri olarak nitelendirilen
Sehbal dergisinde yabanci mankenlerin ciiretkar pozlarinin yayimlanmasi,
Osmanli toplumu igin radikal bir uygulama olarak goridlmustir. Bkz. Selim
Ahmetoglu, ittihater Aktiialiteden Kitlesel Popiilariteye: Sehbal Mecmuasi
1909-1914 (istanbul: Libra Yayincilik, 2010): 153.

95 Nazim Hikmet Polat, “Mesrutiyet Donemi Toplum ve Kultir Hayatinin
Ozellikleri”, Il. Mesrutiyet Dénemi Tiirk Edebiyati, yay. haz. N.H.Polat-S.
Akpinar (Eskisehir: Anadolu Universitesi, 2011): 4.

1. Baha Tevfik'in yayimladigi Zeka dergisinde
1912 yilinda yayimlanan bir fotograf. “Korsenin
viicuda bahsettigi sekl-i zarif” vesilesiyle
yayimlanacak bir makale igin kullanilmis.
Photograph published in Zekd magazine in
1912 by Baha Tevfik. Used in an article on “the
graceful form a corset lends the body.”

2. Baha Tevfik'in yayimladigi Zeka dergisinde
1912 yilinda yayimlanan bir

foto-kolaj.

Photo-collage published in Zekd magazine in
1912 by Baha Tevfik.

tended this school, opted for this genre. Sofu shares the Realistic
and Impressionist tendencies of her generation, drawing away
from academism in terms of composition and style.

During the period in which the Galatasaray Exhibitions were or-
ganized, the cultural atmosphere surrounding both viewers and
artists were in a process of transformation. When the Ottomans
encountered the heavy impact of mass culture, which constituted
one of the fundamental elements of modernity, in the years of
the Second Constitutional Monarchy, the unflinching curtain of
privacy over the body was slowly being lifted.”® As illustrated
journals and newspapers increased considerably in number and
were referred to as musavver or ‘illustrated’ as a sign of attrac-
tion and quality,’ the female figure also came to fore, particularly
in humor magazines, resembling advertising images of the pres-
ent. While a number of women's fashion magazines were pub-
lished during the years of the Second Constitution, the visibility
of the female body increased considerably; apart from illustra-
tions, semi-nude photographs of women were also published.”
Published by Baha Tevfik, an intellectual who stood against the

95  For example, the publication of suggestive photos of foreign models in
Sehbal magazine, which released 100 issues between 1909 and 1914
and was considered one of the leading symbols of mass popularity in
the Ottoman Empire, was deemed radical for Ottoman society. See Selim
Ahmetoglu, [ttihater Aktualiteden Kitlesel Popllariteye: Sehbal Mecmuasi
1909-1914 (Istanbul: Libra Yayincilik, 2010): 153.

96 Nazim Hikmet Polat, “Mesrutiyet Donemi Toplum ve Kltlr Hayatinin
Ozellikleri”, Il. Mesrutiyet Donemi Turk Edebiyati, eds. N.H.Polat-S. Akpinar
(Eskisehir: Anadolu pniversitesi, 201 T,): 4.

97  Yalgin Kuglk, Aydin Uzerine Tezler-2, (Istanbul: Tekin Yayinevi, 1984): 544,
Cited by Selguk Cikla, “Muhalif, Asi ve Siradisi-1", Tarih ve Toplum, |. 234
(June 2003): 55.
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1. Kelebek dergisinde 31 Temmuz 1924 tarihinde yayimlanan bir karikatir. (Altindaki yazida: Gazeteci- Miisaade ederseniz gazete igin su
Ciplak Kadin levhasinin fotografini alacagim. Ressam- Vazgeciniz. Miiddei-i um(mi [savci] acik resim davasi acar).

Caricature published in Kelebek magazine in 31 July 1924. (The text: Journalist- With your permission, I'll take a photograph of this Naked
Woman plate for the journal. Painter- Drop it. The prosecutor will bring charges for naked painting).

2. ibrahim Calli, Uzanmis Ciplak, tarihsiz, tuval lizerine yagliboya, 84 x 94 cm, istanbul Resim ve Heykel Miizesi Koleksiyonu.

ibrahim Call, Reclining Naked, undated, oil on canvas, 84 x 94 cm, Istanbul Painting and Sculpture Museum Collection.

kadin bedeninin gorindrligu belirgin bir bicimde artar, hatta resim-
lerin, illistrasyonlarin yani sira yari ciplak fotograflar da basilir.”
Bu donemde mevcut ahlak anlayisina karsi bir tavir takinan aydin-
lardan Baha Tevfik'in yayimladigi Zeka dergisi bu anlamda bir ilktir.
Dergide yer alan bu tir fotograflarin konusu, gosteri diinyasindaki
kadinlar ya da modadir. Ornegin yari ¢iplak bir kadin fotografi altin-
da, “Korsenin viicuda bahsettigi sekl-i zarif"?’ yazar.

Bu baglamda, istanbul'da Miisliiman-Tiirk ressamlarin elinden
¢ikmis ilk kadin nd’lerin sergilenmesinin, siki sansirin daha ¢ok
siyasi konulara yoneldigi Mitareke yillarina (1918-1922) rastla-
mis olmasi o kadar da sasirtici degildir. Ancak belli ki toplum-
sal bir baski da hala hissedilmektedir: Ornegin 1924 yilinda Ke-
lebek dergisinde yayimlanan bir karikatiirde®, arka fonda Ibra-
him Calli'nin bir nid’siniin goridndigl duvarin oniinde bir gaze-
teci ve ressam, resmin kovusturmaya ugrayabilecegini konusur-
lar. Ote yandan, dénemin bazi mizah dergilerine g6z gezdirdigi-
mizde, illistrasyonla da olsa bariz bir agiksagiklik dikkat ¢ceker
ve espriler, kaba bir mizahi slizgegten ge¢cmis cinsellikle yikli-
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96 Yalgin Kiigiik, Aydin Uzerine Tezler-2, (istanbul: Tekin Yayinevi, 1984): 544.
Aktaran Selguk Cikla, “Muhalif, Asi ve Siradisi-1", Tarih ve Toplum, S. 234
(Haziran 2003): 55.

97  Zeka, S. 14 (2 Eylil 1328-3 Sevval 1330 / 15 Eylul 1912).

98  Kelebek, S. 69 (31 Temmuz 1340/31Temmuz 1924): 1.
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prevailing view of morality in that period, the journal Zekd was a
trailblazer in that respect. The subject of such photographs in the
journal was either women or fashion. The caption under the pho-
tograph of a semi-nude woman, for example, reads, “The grace-
ful form a corset lends the body.”?®

In that respect, it is not surprising that the display of the first
nudes executed by Muslim-Turkish painters in Istanbul coincide
with the years of Armistice (1918-1922), during which strict cen-
sorship was mostly directed at political issues. However, it is evi-
dent that a certain degree of social pressure was still palpable. In
a caricature? published in Kelebek magazine in 1924, for exam-
ple, a journalist and an artist in front of a wall from which a nude
by Calli hangs in the background discuss how this painting could
be prosecuted. Meanwhile, when we browse through some of the
humor magazines of the period, an obvious immodesty, albeit in
illustrations, draw our attention and the jokes are replete with a
kind of sexuality sifted through raw humor. It is evident that the
presence of female nudes in exhibitions in 1920s drew the at-
tention of such magazines. It is also clear that such works were
generally not viewed with a ‘culture of art.” The caption under a
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diir. 1920’lerin basinda sergilerde kadin ni’lerin goriinmesi, bel-

li ki bu tip dergilerin yogun ilgisini cekmistir. Bu resimlere genel
olarak bir “sanat kiiltiirii"yle bakilmadigi da aciktir: Ornegin Ayi-
ne dergisinde Namik ismail'in ilk kez bir nii resminin sergilenme-
siyle ilgili olarak yayimlanan bir karikatiirde, ni resmin altinda
“Bari oldu olacak altina adresini de yazsalardi!..” yazisi okunur.”’

1922 yilinda sergilenen ilk kadin nii'lerin ibrahim Calli ve Namik
ismail'e ait oldugu bilinmekle birlikte, bu resimlerin hangi resim-
ler oldugu, kesin olarak bilinmemektedir. O donemde dergilerde
yayimlanan bazi illiistrasyonlar ve karikattirler, en onemli ipucu-
dur. Resimlere sonradan da tarih atilabildigi i¢in, bu konuda yanilgi
pay! vardir ama ibrahim Call'nin glinimuze ulasmis resimleri ara-
sinda bulunan 1922 tarihli niler, bulunmaktadir. Bunlardan birisin-
de, bir ylkanma sahnesi soz konusudur; ayakta duran ¢iplak bir ka-
din giyinmekte ya da soyunmaktadir; izleyiciyle goz temasi kurma-
dan, uzaklara bakan dalgin bir bakisi vardir. Digeri, kugu simgesiy-
le Danae’ye gondermede bulunan mitolojik bir sahnedir ve sere ser-
pe uzanmis bir ¢ciplagi gosterir. Namik ismail'in de 1922 olarak La-
tin harfleriyle imzalanmis ve tarihlenmis uzanmis bir ¢iplagi vardir,
ama Ayine dergisindeki karikatiirde Namik ismail'e ait oldugu be-
lirtilen Hicap adli resimle degil, 1932 olarak tarihlenmis baska bir
kompozisyonu c¢agristirir. 1923 yilinin Galatasaray Sergileri'nde ni
sergileyen iki ressam yine ibrahim Calli ve Namik ismail'dir; ancak
1920’'ler boyunca Melek Celal Sofu, Hikmet Onat, Feyhaman Duran
gibi ayni kusaktan baska ressamlar da onlara katilir.

99  Ayine, S. 52 (12 Agustos 1338/1922): 4. S6z konusu karikatir, Serifoglu'nun
yayima hazirladigr kitapta da yer almaktadir. Bkz. Serifoglu, a.g.k: 37.
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1. Namik ismail, Ni, 1922, tuval
lizerine yagliboya, 82 x 112 cm,
Ozel Koleksiyon. Namik ismail,
Nude, 1922, oil on canvas,

82 x 112 cm, Private Collection.
2.ibrahim Calli, Ciplak, 1922,
duralit Gzerine yagliboya,

161 x 95,5 cm, Ozel Koleksiyon.
ibrahim Calli, Nude, 1922, oil on
hardboard, 161 x 95.5 cm, Private
Collection.

caricature published in Ayine magazine on the first display of a
nude by Namik ismail reads, “They might as well have written
her address underneath!” 1

While itis known that the first female nudes exhibited in 1922 were
executed by ibrahim Calli and Namik ismail, it remains uncertain
which paintings these are. Some of the illustrations and carica-
tures published in various journals during that period constitute
the most important clues. As paintings can be dated later, there
is margin of error, but there are nudes dating to 1922 among sur-
viving paintings of ibrahim Calli. One of these concerns a bathing
scene; standing, a naked woman is either dressing or undressing
herself; she gazes absentmindedly into the distance, without mak-
ing eye contact with the viewer. The other is a mythological scene
alluding to Danae with the swan and portrays a sprawled nude.
Namik ismail also has a nude signed and dated 1922 in Roman
letters, but it bears no resemblance to the painting titled Hicap we
find in the caricature published in Ayine magazine. A 1932 nude
bears a much closer composition. ibrahim Calli and Namik ismail
were once again the two artists displaying nudes at the Galatasa-
ray Exhibitions of 1923 as well; however, they were joined by other
artists of the same generation including Melek Celal Sofu, Hikmet
Onat, and Feyhaman Duran throughout the 1920s.

The common feature of the early nudes dated to the 1920s is a
kind of introversion and shyness in the poses chosen. It is usual

100 Ayine, .52 (August 12, 1338/1922): 4. The caricature in question is also
included in the book Serifoglu edited. See Serifoglu, ibid.: 37.

1920’'lere tarihlenen bu ilk donem nii’lerin ortak bir 6zelligi, segilen
pozlardan belli olan bir tir ige donuklik ve ¢ekingenliktir. Ni re-
simde figurin izleyiciyle goz temasi kurmamasi olagandir ama, bu
ilk ni’lerde bakislardan ziyade viicut dili, izleyiciyle resmin arasina
adeta bir mesafe koyar. Yatarak ya da ayakta, timiyle ¢iplak, ama
sirttan betimlenen figlirler agirliktadir. Figiiriin arkasi genellikle iz-
leyiciye doniiktiir. Ozellikle Melek Celal'in nii’'lerinde sirtini donmiis
ciplak pozu yaygin olarak kullanilmistir. Onden goriinen ¢iplaklarda
da basin baska bir yana gevrildigi gorulir. Pozlara birtndurilmis
vucut dilinde hem belirgin bir teshir hali hem belirgin bir mahcubi-
yet olusu, bu resimlere ilging bir gerilim kazandirir. Poz dagarcigin-
da zaman zaman Rembrandt ya da Veldzquez gibi ressamlarin bi-
linen kompozisyonlarinin ufak degisikliklerle tekrar edildigi de go-
rilebilir. Ancak, mitolojik kimlikleri/sahneleri hatirlatan herhangi
bir simgesel unsura genellikle yer verilmez. Akademik bir gergek-
cilik ve idealizasyon yoktur. Bu anlamda, geleneksel Bati resminin
Venus'leriyle degil, Veniis olgusuna yeni bir yorum getiren, onu an-
latidan koparan; kadin figirinu deyim yerindeyse dinyevilestiren
modern ¢iplaklarla daha fazla yakinlik tasirlar. 19. yizyil akademik
Avrupa resminde mitolojik ve edebi anlatilarin bile ortemeyecegi
kadar nesnelesmis, hatta Clement Greenberg'in de isaret ettigi gibi
kiclesmis beden temsilleri'® karsisinda Manet, Caillebotte, Renoir
gibi modern ressamlarin daha serbest, daha giindelik hayatin igin-
de, daha siradan, daha tensel ve bicimsel olarak da daha izlenim-
sel ¢iplak bedenlerini ¢gagristirirlar.
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100 Bkz. Clement Greenberg, "Avantgarde and Kitsch” [1939], Art in Theory
1900-1990, ed. C. Harrison-P. Wood (Oxford&Cambridge: Blackwell
Publishing, 1992): 529-541.

1. Ayine dergisinde 1922 yilinda yayimlanan bir karikatdr.
(Altindaki yazida: Namik ismail Bey'in resim sergisindeki
Hicap tablosu karsisinda: -Bari oldu olacak altina adresini de
yazsalardi).

Caricature published in Ayine magazine in 1922. (The text: In
front of Namik ismail's painting Shame: -They might as well
have written her address underneath!).

2. Namik ismail, Nij, 1932, tuval lizerine yagliboya, 61 x 52 cm,
Lucien Arkas Koleksiyonu.

Namik ismail, Nude, 1932, oil on canvas, 61 x 52 cm, Lucien
Arkas Collection.

for the figure in the nude painting to not make eye contact with the
viewer, but these early nudes almost put a distance between the
viewer and the painting though their body language, rather than
gaze. Lying or standing, the figures are generally entirely naked,
but are predominantly depicted from the back. The figures have
often turned their backs to the viewer. Particularly in the nudes of
Melek Celal, the nude figure seen from the back, is widely used. In
the nudes seen from the front, the head is turned elsewhere. The
presence of an evident exposure and an unmistakable introver-
sion in the posed body language lends an interesting tension to
these paintings. It can also be seen that well-known compositions
of Rembrandt or Veldzquez are repeated with small modifications
in the repertoire of poses. However, symbolic elements recall-
ing mythological characters/scenes are almost never included.
There is no academic realism and idealization. In that sense, they
are closer not to the Venuses of Western painting, but to the ones
that lend a fresh interpretation to the concept of Venus, detaching
her from the narrative, and, in a sense, secularize the female fig-
ure. Vis-a-vis the body representations'®' objectified and even, as
Clement Greenberg points, kitschified enough not to be disguised
by mythological and literary narratives in the 19" century Aca-
demic painting, these works evoke the more liberal, more mun-
dane, more ordinary, more sensual and more impressionist —in
terms of form—nudes of modern artists such as Manet, Caillebotte,
and Renoir.
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Namik ismail'in ve ibrahim Calli'nin ciplaklarinin tenselligi 6n

plandadir. Namik ismail'in resimlerinin daha saglam bir desen
temeline dayandigi hissedilir; Calli'nin deseni daha aceleci, daha
bitmemis bir etki uyandirir. Poz dagarcigi anlaminda inceleme
nesnesi olmaktan ¢ikarilmis, gorsel haz nesnesi haline gelmis
bu bedenler, ni resmin ilk kez ortaya ¢iktigi bir ortam i¢in olduk-
¢a cesur gorinir. Calli'da da Namik ismail'de de adeta kendi cin-
selliginin farkindaligini tasiyan, “kendini” teshir eden sekilde be-
timlenen ama viicut dili olarak edilgen pozlar dikkat ¢eker. Bu ¢e-
kingen edilgenlik, ger¢ekten de bu ¢iplaklarin en belirgin 6zelli-
gi olarak bu ressemlarin hem erkek egemen bir kiltlirin fante-
zilerini, hem de bedensel mahremiyet gelenegini kirma ¢abasi-
ni yansitir. Genellikle siradan ev-i¢ci mekanlarda betimlenen bu
diinyevi ¢iplaklar, izleyiciye adeta gizli bir seyir duygusu hisset-
tirir (bkz. s. 125, 128).

Konu dagarcigi ve ilging kompozisyonlariyla kendi kusaginin siradisi
bir figlirli sayabilecegimiz Hiiseyin Avni Lifij (1886-1927), 1914 Ku-
sagl ressamlarinin arasinda ¢iplagi alegorik bir simge olarak kul-
lanan baslica isimdir. 19. ylizyil Fransiz Sembolist resminin etkisi-
ni duyuran resimlerinde, ¢iplak kadin bazen doga, bazen esin pe-
risi, bazen de savasin ve olumun simgesi olur. Lifij'in alegorik re-
simlerinde ¢iplak, yalnizca dolayli bir simge olarak yerini alir; an-
cak Karagtin resminde oldugu gibi anlatinin i¢cindeki en dramatik un-
sur olarak karsimiza ciktigi da olur. Ozellikle Paris donemi akade-
mik etutlerinde gorilen gerceklik kaygisindan uzak resimlerinde-
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1. Hiseyin Avni Lifij, Karagiin, 1923, tuval lizerine yagliboya,

93 x 118 cm, Ankara Resim ve Heykel Miizesi Koleksiyonu.
Hiseyin Avni Lifij, Karagiin, 1923, oil on canvas, 93 x 118 cm,
Ankara Painting and Sculpture Museum Collection.

2. Hiseyin Avni Lifij, Karagdin igin desen ¢alismasi, kagit iizerine
karakalem, Belkis-Erdal Aksoy Koleksiyonu.

Hiseyin Avni Lifij, Karagiin i¢in desen ¢alismasi, pencil on
paper, Belkis-Erdal Aksoy Collection.

Sensuality stands out in the nudes of Namik ismail and ibrahim
Calli. Namik ismail's paintings are based on a stronger foundation
of drawing, whereas Calli's lines feel more hurried, more incom-
plete. No longer an object of study in the sense of a pose reper-
toire, and transformed into an object of visual pleasure, these bod-
ies seem rather bold for a setting in which nude painting emerged
for the first time. The works of both Calli and Namik ismail feature
models posing in @ manner that suggest an awareness of their
own sexuality, depicted as displaying ‘themselves, albeit rather
passive in terms of body language. As the most distinguishing fea-
ture of these nudes, this shy introversion truly appears to be a re-
flection of the fantasies of a male-dominated culture and also the
break away from tradition. Often depicted in houses or interiors,
these earthly nudes elicit a sense of voyeurism from the viewer
(see p. 125, 128).

Considered an unconventional figure of his generation with his
subjects and interesting compositions, Hiiseyin Avni Lifij (1886-
1927) was the leading artist that used nudes as allegorical sym-
bols among the artists of the 1914 Generation. In his paintings that
echo the influences of 19"-century French Symbolist movement,
the nude acts as a muse and becomes the symbol sometimes of
nature and, at other times, of war and death. The nude assumes its
place in the allegorical paintings of Lifij only as an indirect symbol;
however, similar to his painting titled, Karagtin, it may also emerge
as the most dramatic element of the narrative. The volatile, Im-

1. Nazmi Ziya Giiran, Dansci, 1930, tuval iizerine yagliboya, 121 x 91 cm, S.U. Sakip Sabanci Miizesi Resim Koleksiyonu.
Nazmi Ziya Glran, Dancer, 1930, oil on canvas, 121 x 91 cm, S.U. Sakip Sabanci Museum Painting Collection.

2. Feyhaman Duran, Nii, tarihsiz, tuval iizerine yagliboya, 100,5 x 80 cm, istanbul Resim ve Heykel Miizesi Koleksiyonu.
Feyhaman Duran, Nude, undated, oil on canvas, 100.5 x 80 cm, Istanbul Painting and Sculpture Museum Collection.

3. Hikmet Onat, Nij, tarihsiz, tuval iizerine yagliboya, 95 x 55 c¢m, Halil ibrahim iper Koleksiyonu.

Hikmet Onat, Nude, undated, oil on canvas, 95 x 55 cm, Halil ibrahim iper Collection.

ki ugucu, izlenimsel hava figurlerine de yansir. Buna karsilik Hik-
met Onat ve Feyhaman Duran’in (1886-1970) az sayidaki ¢iplagin-
da, anatomik bir dogruluk yakalamak kaygisi daha on plandadir. Za-
ten her iki ressam da 1920'lere tarihlenen az sayidaki nii resmin
disinda bu konuya pek yonelmemislerdir. Hikmet Onat manzaraya,
Feyhaman Duran portre ve natiurmorta, ayni kusaktan Hasan Ve-
cih Bereketoglu (1895-1971) nii calismissa da yine manzaraya yo-
nelmistir. 1910’'larda Paris’te bulundugu siirede gerceklestirdigi bir
yari-¢iplak ni, birkag¢ alegori ve 1930’lara tarihlenen yari-giplak bir
dansci disinda Nazmi Ziya'nin (1881-1937) da bu tiire yonelmedigi
goruldr. Belli ki nd, konu olarak, modernlesen Turkiye'ye 6zgu yeni
bir estetigin yaratilmasi surecinde bu kusak sanatgilarin kendi kisi-
sel tercihlerini de asan bir boyut tasimaktadir.

Sanayi-i Nefise Mektebi'nde Joseph Warnia-Zarzecki (1850-7) ve
Salvatore Valeri (1856-1946), daha sonra da Paris'te Jean-Paul
Laurens (1838-1921) ve Fernand Cormon (1845-1924) gibi akade-
mik ressamlarin yonelimi olan akademizme ve idealizasyona oy-
kiinmek yerine bu anlayisla savasan 1914 Kusagi ressamlarinin
renkli izlenimciligin daha serbest desen anlayisina yoneldigi, do-
layisiyla giiglu bir yapisal temele sahip olmadigi o6zellikle sonra-
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pressionist atmosphere seen particularly in his academic draw-
ings that carry no concerns of realism from his Paris era is also
reflected in his figures. On the contrary, the hard to come by nudes
of Hikmet Onat and Feyhaman Duran (1886-1970) are more pre-
occupied with maintaining anatomical accuracy. Indeed, neither
of these artists has gravitated towards this genre with the excep-
tion of a limited number of nudes dated to the 1920s. Hikmet Onat
tended towards landscapes and Feyhaman Duran towards por-
traits and still life; although Hasan Vecih Bereketoglu (1895-1971)
from the same generation worked on nudes, he nonetheless con-
centrated more on landscapes. With the exception of a semi-nude
figure he painted during the time he spent in Paris in the 1910s
and a semi-nude dancer dated to the 1930s, Nazmi Ziya (1881-
1937) appears to have opted for landscapes as well. It appears
that as a subject, the nude appears to have surpassed the personal
preferences of this generation of artists in the process of creating
a new aesthetic particular to a modernizing Turkey.

Instead of striving to achieve academism and idealization, epito-
mized by artist educators such as Joseph Warnia-Zarzecki (1850-
?) and Salvatore Valeri (1856-1946) at the Academy of Fine Arts



ki kusaklar tarafindan sik sik yinelenen bir yorum olmustur.’®" As-
linda bu kusak i¢in, hem Sanayi-i Nefise Mektebi'nde hem Paris'te
devam ettikleri atolyelerde canli modelden ¢alisarak figlirii desen
temelinde kavramak son derece onemlidir ve bazilarinin ginimu-
ze ulasmis akademik etiitlerinden de gortilebilecegi gibi, belli bir
nitelige kavusmustur. Fakat bu kusagin hevesleri farklidir; Sezer
Tansug'un dedigi gibi, “Valeri atolyesinin hamal giysili yasli erkek
model kullanilan kasvetli atmosferi"yle bagdasmayan bir doga
diskinlikleri vardir.'®? Cabuk ¢abuk cizgileri, firga sirisleri, esas
etkisini renkte ve isik arayisinda bulur.

1920’lerde Paris’te ve Almanya’'da egitim gormeye giden geng
sanatcilarin —sonradan Mistakiller ve D Grubu olarak bilinen
gruplar iginde adi gegenlerin- figiire yonelik yeni bigimsel ara-
yislari ise, hem akademik idealizasyondan hem izlenimsel bir
doga algisindan uzaklasmak isteyen bir tavir tasir. Bu kusakta
kendi zamaninin sanatsal Uslubunu kavrama arzusu daha ¢ok
hissedilir; modernist ilkeleri benimsemis 6zel atolyelere yonel-
meleri de bunun bir gdstergesidir.’® Yiizyil basinda miithis bir
enerjiyle ortaya ¢ikan disavurumculuk ve kibizm gibi akimla-
rin yayginlasarak usluplastigi, Cézanne'in resimsel 6gretisinin
modern ressamlar igin teorik olarak ezber haline geldigi bir do-
nemde Paris'te André Lhote (1885-1962), Miinih'te Hans Hof-
mann (1880-1966) gibi bu konularin/isluplarin piri hocala-
ra yonelen bu ilk Cumhuriyet kusagi ressamlari, saglam desen
arayisi adina nii'yu bir konu olarak benimsemis, ancak cinselli-
ginden ve cinsiyetinden soymaya girismislerdir. Ozellikle Lho-
te, analitik kiibizmin ilkelerini glindelik hayat, manzara, portre
ve nu gibi turlere uygulayan ve rengi de dislamayan bir ressam
olarak gen¢ kusagin feyz aldigi baslica sanatgidir. 1910’'lar-
da salon kibistleri'nin sergilerine katilan Lhote’'un 1922'de
Montparnasse’ta agtigl atolyesine devam edenlerin, bir nesne-
ye ¢ogul goris acilariyla bakmayi ve kavramayi, sonra da defor-
me etmeyi —elbette kendilerince- 6grendikleri goruldr.

Sezer Tansug'un Il. Mesrutiyet'ten Cumhuriyet’e uzanan siireg-
te Turk resminin ¢iplak kompozisyon seruveninde “tensel” be-
denden “konstruiktif iskelet” olarak bedene bir gegis yasandi-
gina iliskin gozlemi, bu doniisimi ifade eder.’ 1920’lerin so-
nunda Galatasaray Sergileri'nde resimlerini sergilediklerin-
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101 Adnan Coker, Cemal Tollu (istanbul: Galeri B Yayini, 1996): 9.

102  Sezer Tansug, Cagdas Tiirk Sanati (istanbul: Remzi Kitabevi Yayinlari, 1986): 105.

103 Hatta Adnan Coker, Paris'te “resmi akademileri” yegleyenlerin tutucu,
“0zel akademi”lerde ¢alismayi strdirenlerin Turkiye'ye atilimci olarak
donduklerini iddia eder. Bkz. Coker, a.g.k.: 33.

104 Tansug, a.g.k. 124.
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and later by Jean-Paul Laurens (1838-1921) and Fernand Cormon
(1845-1924) in Paris, the artists of the 1914 Generation fought this
notion instead. It has thus been an oft-repeated observation by
subsequent generations that they gravitated more towards a freer
drawing style derived from their colorful Impressionism and thus
lacked a strong structural foundation.'®? Yet, for this generation,
grasping the figure at the drawing level by working with live models
both at the Sanayi-i Nefise Mektebi and in the studios in Paris was
quite important and, as can be seen in some of the academic studies
that have survived to date, they all attained a certain level of quality.
However, the aspirations of this generation were different; as Sezer
Tansug indicates, they had a passion for nature that was “incompat-
ible with the gloomy atmosphere of the Valeri studio that used old
make models dressed in porter attire.”’® Their rapid lines and brush
strokes found their true impact in the search for colour and light.

The figure-oriented search for new forms among the young artists
—mentioned in the groups subsequently known as Mistakiller (The
Independents) and the D Group- that continued their education in
Paris and Germany in the 1920s appear to be striving to draw away
both from academic idealization and an impressionist perception of
nature. The desire to grasp the artistic style of its own time is more
palpablein this generation; the artists’ interest in private studios that
upheld modernist principles is also a sign of this desire.'” At a time
in which movements such as Expressionism and Cubism emerged
and became rapidly widespread as distinctive styles with astound-
ing energy at the turn of the century and the pictorial doctrine of
Cézanne almost became a routine for modern artists, these first
generation of Republic artists gravitated towards masters of these
themes/styles such as André Lhote (1885-1962) in Paris and Hans
Hofmann (1880-1966) in Munich and embraced the nude as a theme
in their search for strong lines, but still sought to strip the nude of
its gender and sexuality. As an artist who applied the principles of
analytical Cubism to genre scenes, landscapes, portraits, and nudes
and did not discard colour, Lhote, in particular, was an inspiration
to this young generation. It is generally observed that members of
the generation attending the studio of Lhote, who participated in the
exhibitions of the Salon Cubists in the 1910s, opened in Montpar-
nasse in 1922 learned to look at and grasp and object from multiple
perspectives and to deform it —of course, in their own way.

102 Adnan Coker, Cemal Tollu (istanbulz.Galeri B Yayini, 1996): 9.

103 Sezer Tansug, Cagdas Tirk Sanati (Istanbul: Remzi Kitabevi Yayinlari, 1986):
105.

104 In fact, Adnan Coker claims that those opting for ‘Official Academies’ in
Paris were conservative, whereas the ones continuing to work at ‘Private
Academies’ returned to Turkey as innovative artists. See Coker, ibid.: 33.

1. André Lhote, Zevk Partisi, 1910, tuval iizerine yagliboya, Ozel Koleksiyon/Bridgeman Images.

André Lhote, The Party of Pleasure, 1910, oil on canvas, Private Collection/Bridgeman Images.

2. André Lhote, Oturan Nii, yak. 1917, kagit lizerine karakalem ve suluboya, Ozel Koleksiyon/Bridgeman Images.

André Lhote, Seated Nude, c. 1917, pencil and watercolour on paper, Private Collection /Bridgeman Images.

3. André Lhote, Ni, tarihsiz, kagit lizerine karakalem, suluboya ve guvas, Minneapolis Intitutes of Arts/Bridgeman Images.
André Lhote, Nude, undated, pencil, watercolour and gouche on paper, Minneapolis Intitutes of Arts/Bridgeman Images.

de farkli bir Gslubu duyuran Zeki Kocamemi (1901-1959) ve Ali
Avni Celebi’'nin (1904-1993) nii'lerini Namik ismail’in, ibrahim
Calli'nin nd’leriyle karsilastirdigimizda, gergekten de baska bir
modernizm algisiyla karsilasiriz. Tenselliginden soyunmus be-
denler, cinsiyetinden de arinmis birer nesnedir artik. Geomet-
rik kurgu on planda, duygu ve ifade timuyle arka plandadir. Ar-
tik bir kadinin ¢iplak bedenine bakan gozlerle degil, onu yapisal
temeliyle kavramak isteyen, daha zihinsel bir resim anlayisiyla
karsi karsiya oldugumuzu gormeye baslariz.

Tirk resminin modernizme Kocamemi ve Celebi'yle adim atti-
g1 sik sik yinelenen bir goristir. Cemal Tollu (1899-1968) ve Zeki
Faik izer'in (1909-1988) 1933 Galatasaray Sergisi'nde yer alan
resimleriyle birlikte, daha da bigimbozmaci bir modernist yakla-
sim gindeme gelir. Cemal Tollu'nun, 1930’larin basinda Paris'te
ve Miinih'te gesitli 6zel atolyelere devam ettigi donemde agirlik-
i olarak egildigi ni ¢alismalarinda figuri adeta yeni bastan kav-
rama ¢abasi sezinlenir. Figliri koyu ve sert konturlarla vurgula-
yan Tollu i¢in bu donemin nu'leri, figlird hi¢ terk etmeyen bu res-
samin sanatsal temeline iliskin onemli ipuglaridir. Zeki Faik izer'in
1930’lara tarihlenen ve belirgin bir bigimsel arayisi duyuran re-
simlerinde de nii'ler on plandadir. Sert konturlar, belirgin hale ge-
len pargali ylizeyler, tonal degerlerin arastirilmasi, isik arayisi gibi
olgularin on planda oldugu bu ni'lerin bazilarinda desene yone-
lik arastirma rengi arka plana itmisken, bazilarinda da belirgin
bir renk kaygisi dikkat ceker. Tollu ve izer gibi 1920’lerin sonunda,
1930’larin basinda Paris'te André Lhote atdlyesinde farkli siire-

61

Sezer Tansug's observation that Turkish painting experienced a
transition from ‘sensual’ body to body as a ‘constructive skeleton’
in its adventure of the nude composition extending from the Second
Constitution Era to the Republic, expresses this transformation.'%
When we compare the nudes of Zeki Kocamemi (1901-1959) and
Ali Avni Celebi (1904-1993), who heralded a distinctive style when
they displayed their works at the Galatasaray Exhibitions in the late
1920s, with the nudes of Namik ismail and ibrahim Calli, we encoun-
ter a truly different perception of modernism. Bodies stripped of
their sensuality all become desexualized objects. Geometric struc-
ture appears in the foreground, whereas emotion and expression
remain in the background. Now, we begin to see that we are faced
not with eyes looking at the naked body of a woman, but rather with
a more intellectual conception of painting that strives to understand
its structural foundation.

An oft-repeated view is that Turkish painting stepped into modern-
ism with Kocamemi and Celebi. Along with the paintings of Cemal
Tollu and Zeki Faik izer displayed in the Galatasaray Exhibitions of
1933 comes to fore a more distortionist modernist approach. It is
possible to discern almost a desire to re-grasp the figure in the nude
works Cemal Tollu concentrated on in particular during the time he
attended private studios in Paris and Munich in the early 1930s. Em-
phasizing his figures with dark and sharp contours, Tollu's nudes

00000 c0c0ccccccce

105 Tansug, ibid.: 124.



1. Namik ismail, Ciplak, 1935, tuval lizerine yagliboya, 60 x 50 cm, Ozel Koleksiyon.
Namik ismail, Nude, 1935, oil on canvas, 60 x 50 cm, Private Collection.

2. Zeki Kocamemi, N, tarihsiz, mukavva iizerine yagliboya, 73 x 52 cm, istanbul Resim ve Heykel Miizesi Koleksiyonu.
Zeki Kocamemi, Nude, undated, oil on cardboard, 73 x 52 cm, Istanbul Painting and Sculpture Museum Collection.

3. Ali Avni Celebi, Maskeli Balo, 1928, tuval iizerine yagliboya, 138 x 186 cm, istanbul Resim ve Heykel Miizesi Koleksiyonu.
Ali Avni Celebi, Masquerade, 1928, oil on canvas, 138 x 186 cm, Istanbul Painting and Sculpture Museum.

lerle calisan Hale Asaf (1905-1938), Esref Uren (1897-1984), Ha-
mit Gorele (1903-1980), Bedri Rahmi Eyiiboglu (1911-1975), Eren
Eyiboglu (1907-1988), Nurullah Berk (1906-1982) gibi sanatcila-
rin da 1930’lar ve 40’lar boyunca her biri ayni yogunlukta olmasa
da konu olarak nu'ye yoneldikleri ve benzer arastirmalar iginde ol-
dugu gorulir. Fakat yeni kusaga mensup olup, 1930°'larda, 40’'larda
Mistakiller’in, D Grubu'nun sergilerine katilan her sanatginin ben-
zer modernist egilimler i¢cinde olmadigini da vurgulamak gerekir.
Ornegin kendine 6zgii yari ciplak kadin portreleriyle dikkat ceken
bir ressam olarak Saip Tuna (1904-1974), daha gercekei ve kla-
sik¢i bir egilim icindedir. 1919'da Rusya'dan Tiirkiye'ye gelen Naci
Kalmukoglu (1898-1951) da iilkemizde daha klasik Uslupta ni re-
simleriyle taninmistir. gok 1930'lardan itibaren 1950°’lere uzanan
slirecte kendi modernlesme sertlivenini Bat'nin hakim akimlari-
ni yorumlayarak deneyimleyen sanatgilar arasinda ozellikle nii'ye
yonelmis sanatgilarin, bu tiirtin kendilerine sagladigi zengin defor-
masyon olanaginin Gzerine gittikleri soylenebilir. Bu konuya egil-
mis sanatcilarin, Glizel Sanatlar Akademisi'nin 1930’lardan sonra-
ki yeni modernist egitimcileri arasinda yer alan Cemal Tollu, Zeki
Faik izer, Nurullah Berk, Bedri Rahmi Eyiiboglu gibi isimlerin ol-
masi da dikkat g¢ekicidir. Bu kusagin egitimciligi doneminde de
Akademi’de canli modelden calismak oncelikli olmus, insan bede-
ninin tiim yonleriyle kavranmasi diisiincesi 6nemini korumustur.

Tirk resminin hem kultirel hem bigimsel anlamda gelenek-
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from this period constitute some of the most important clues about
the artistic foundation of this artist who never abandoned figure
painting. Nudes are also in the foreground of Zeki Faik izer's works
from the 1930s, which seem to be in a distinct search for form.
Dabbling in sharp contours, fragmented surfaces, exploring with
shades, and searching for light, while izer's quest for lines pushes
color in the background in some of these nudes, others also reflect
a concern for colour. Having worked at the studio of André Lhote in
Paris at different intervals in the late 1920s and early 1930s like
Tollu and izer, other artists including Hale Asaf (1905-1938), Esref
Uren (1897-1984), Hamit Gorele (1903-1980), Bedri Rahmi Eyiiboglu
(1911-1975), Eren Eyliboglu (1907-1988), and Nurullah Berk (1906-
1982) appear to have gravitated towards the nude —though not all
with same intensity— and explored similar themes throughout the
1930s and 40s. However, it is important to emphasize that not all
new generation of artists that participated in the exhibitions of the
Independents or the D Group in the 1930s and 40s had similar ten-
dencies. Recognized for his unique semi-nude female portraits for
example, Saip Tuna (1904-1974) presents a more realistic and clas-
sicist style. The artist Naci Kalmukoglu (1898-1951), who came to
Turkey from Russia in 1919 is another artist well known for his rath-
er more classical nude paintings. It can be said that artists concen-
trating particularly on nudes among those experiencing their own
adventure of modernization by interpreting dominant movements
of the West between the 1930s and 1950s, especially worked with

1. Cemal Tollu, Ciplak Kadin Etiit, 1930, tuval iizerine yagliboya, 32 x 45,5 cm, Ozel Koleksiyon.

Cemal Tollu, Nude Woman Study, 1930, oil on canvas, 32 x 45.5 cm, Private Collection.

2. Nurullah Berk, Ciplak, 1947, kagit lizerine suluboya ve pastel, 28 x 16 cm, istanbul Resim ve Heykel Miizesi Koleksiyonu.
Nurullah Berk, Nude, 1947, watercolour and pastel on paper, 28 x 16 cm, Istanbul Painting and Sculpture Museum Collection.
3. Esref Uren, ki Ciplak Figiir, 1938-39, tuval lizerine yagliboya, 40 x 51 cm, Tiirkiye is Bankasi Koleksiyonu.

Esref Uren, Two Nude Figures, 1938-39, oil on canvas, 40 x 51 cm, Tirkiye is Bank Collection.

selin kabugunu kirmasinda son derece onemli bir islev ylk-
lenen ni resme ozellikle yonelmis sanatgilarin resimlerini iz-
lemek, onlarin kisisel arayislarinin seyrine yonelik ipuglariyla
doludur. Ornegin Bedri Rahmi Eyiiboglu’'nun 1930’larin basin-
dan sonuna uzanan suregte gergeklestirdigi nu’'ler, bu ressa-
min farkli Uslup denemelerine kaynaklik eden baslica konudur.
Eyiboglu'nun 1960’lardaki bazi soyut nu'leri de disunuldigun-
de, sanatinda nu’'lerin onemi daha da belirgin hale gelir. Nu ko-
nusunda Tirk resminde bir Uslup gesitliligini ortaya koyan bir
baska ressam da Eren Eylboglu'dur. Fakat onun ni'lerinde, bi-
cimsel arayislarin otesinde bir “konu” da belirir, ki bu da mo-
deldir. Eren Eyliboglu’'nun resimlerinde Lhote sematizmiyle ge-
ometrik yapisi vurgulanan model degil, disavurumcu bir Gslup-
la bir ifade de tasiyan modeller goriliur. Bir doneme damga-
sini vuran modernist sanatsal ogretiyi i¢sellestirdigi son de-
rece belli olan bir ressamin, kendi duygusunu da dislamadan
resmettigi bu ni’lerden yansiyan empatik yorumda, ressamin
kendi cinsiyet kimliginin penceresinden bakiyor olusunun etki-
si aranabilir.

Pek ¢ok ressamin ozellikle genglik doneminde, en dinamik, en
arastirici oldugu donemin uriinleri olarak beliren ni resim, bu
acidan bakildiginda Turkiye'de sanatsal modernizmin algilan-
ma/ifade bulma sireglerin dair onemli bir gozlem firsati sunar.
Bu gozlemi yaparken, 1930-1950 arasi doneme tarihlenen ¢ogu
ni resimde, Cézanne, Matisse, Picasso gibi bliylk ustalarin izin-
de bir bicimsel arayislar siirecine tanik oldugumuz yadsinamaz,
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the rich possibilities of deformation this genre provides. It is also in-
teresting that the artists focused on this genre include Cemal Tolly,
Zeki Faik izer, Nurullah Berk, and Bedri Rahmi Eylboglu, who were
among the new modernist teachers at the Academy of Fine Arts
after the 1930s. During this group’s terms as instructors, working
from live models had become a priority at the Academy and the idea
of grasping the human body in all its different aspects maintained
its importance.

Works by artists particularly focused on the nude in Turkish paint-
ing, which has undertaken a critical function in breaking away from
tradition both in the cultural and formal sense, are laden with clues
about their personal quests. The nudes Bedri Rahmi Eyuboglu
produced throughout the 1930s constitute the main source of his
search for different styles. The importance of nudes in his art be-
comes more evident when we consider some of his abstract nudes
from the 1960s. Another artist with diverse style of nudes in Turk-
ish painting is Eren Eyliboglu. However, her nudes contain a ‘sub-
ject’ beyond merely a search for form and the model constitutes
that ‘subject.’ In Eren Eyliboglu’s paintings, we do not see a model
whose geometric structure is emphasized by Lhote's schematics,
but rather models carrying an appearance in an Expressionist style.
In the empathetic interpretation of an artist who, having obviously
internalized the modernist artistic doctrine that left its imprint on a
certain period, painted these nudes without excluding her own emo-
tions, one might also search for the lingering effect of the fact that
she is looking at her models through her own female identity.



Saip Tuna, N, tarihsiz, tuval Gizerine yagliboya, 65 x 54 cm, Ankara Resim ve
Heykel Miizesi Koleksiyonu.

Saip Tuna, Nude, undated, oil on canvas, 65 x 54 cm, Ankara Painting and
Sculpture Museum Collection.

ama modernist bir sanat dili arayisinda baska tirli olamaya-
cagl da goz ardi edilemez. Bu agidan bakildiginda pek ¢ok res-
sam i¢in ni, kendi resmine, kendi figir anlayisina giden yoldaki
bir kopru niteligindedir. 1930'lar, 40'lar, 50’ler boyunca farkli Us-
luplarda ni’lerini seyredebilecegimiz Hakki Anli'nin (1906-1971)
yolculugu bu anlamda dikkat ¢ekicidir (bkz. s. 203-205). Bu tir
donusimler gegiren ve farkli Usluplarda nu'ler uUreten bir res-
samla, basindan beri “kendi” resmini yapan Fikret Mualla'nin
(1903-1967) nii'lerini karsilastirmak da ilging bir deneyimdir. Ne-
set Giinal'in (1923-2002) sonradan yerel bir atmosfere tasidigi fi-
glrlerinin ipuglarini, 1950°li yillardaki Léger etkili ¢iplaklarinda
yakalamak mimkiindiir (bkz. s. 174). Nuri iyem'in (1915-2005)
1940°L ve 50'li yillardaki modernist soyutlamalari arasinda da
nid’'niin ok onemli bir yeri vardir; 1930°’larin ortasinda ¢ok geng-
ken gergeklestirdigi bir dizi ¢cok kiigiik boyutlu ni ile 1950'ler-
de modern bir antikiteyi duyurdugu resimlerine uzanan siiregte
kendi deyimiyle konu ile bigim arasindaki iliskiyi ozellikle nu ol-
gusu etrafinda distinmekte oldugu sezinlenir (bkz. s. 197-201).
1959 yilinda Dost dergisinde yayimlanan bir yazisi, iyem’in son-
raki yillarda salt konuya odakli goriinen resimlerine iliskin bir
ipucu oldugu gibi, genel olarak “ni” konusunu ressamca kavrayi-
sin anlamina dair pencere agmasi agisindan dikkate deger:
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Emerging as the product of the most inquisitive and dynamic period
of many artists, particularly in their younger years, nude painting
thus presents an important opportunity to observe the period dur-
ing which artistic modernism in Turkey was perceived/expressed. In
this period, although we cannot overlook the search for form in the
footsteps of grand masters such as Cézanne, Matisse, and Picasso
in the works dated between 1930 and 1950, we must acknowledge
the fact that the search for a modernist language of art could not
have been sought otherwise. In that respect, the nude, for many,
served as a bridge that lead artists to his/her own style and concep-
tion of the figure. With nudes executed in different styles throughout
the 1930s, 40s, and 50s, the path of Hakki Anli (1906-1971) is quite
fascinating in that sense (see p. 203-205). It is interesting to com-
pare Anli, as an artist who underwent several transformations and
produced nudes in different styles and the nudes of Fikret Mualla
(1903-1967), who painted his ‘own’ style of works from the onset.
It is possible to grasp the clues of the figures Neset Giinal (1923-
2002) later transported to a local atmosphere, particularly in the
nudes he produced under the influence of Léger in the 1950s (see
p. 174). The nude also holds a critical place among the modernist
abstractions Nuri iyem (1915-2005) produced in the 1940s and 50s.
One gets the sense that in the period that extended from the series
of rather small nudes he produced in the mid-1930s, in his much
younger days, and his paintings from the 1950s heralding a modern
Antiquity, he contemplated the relationship, in his words, between
subject and form particularly around the concept of the nude (see p.
197-201). An article he published in Dost magazine in 1959 serve as
a clue not only about iyem's subsequent paintings that appear only
to be focused on the subject of paintings, but of how the subject of
‘nude’ is perceived from an artist's point of view:

“We consider it a success for Renoir to be able to remain with-
in the borders of what we call peinture with his nudes. How-
ever, many people cross that line with nudes and engage in a
depiction of the lowest kind. Alternatively, they carry the naked
body to their canvas, as they see it. We do not appreciate either.
For, neither possesses form, in other words, the form in which
the artist exercises his free fantasy. One puts the nude on the
canvas to tickle our —or their own- feelings of lust; the nude’s
pose, the arms, the legs, the head, are all positioned to arouse
that feeling. Of course, this direction expresses the artist's free
fantasy and destroys his creativity that makes his painting a
painting on the canvas. Although it expresses or titilates a de-
sire we all possess, this depiction does not rise to the level
of art. Strange, is it not? Each painting, worthy of being called

a painting, can only be considered a work of art when some

“Renoir’in ¢iplaklari ile Peinture dedigimizin sinirlari icinde

kalabilmesine basari diyoruz. Ama ¢ogu kimse, ¢iplakta bu
siniri asar, isin ¢ok asagdilik cinsten bir tasvirine girisir. Ya
da oldugu gibi, gordiigu gibi bir ¢iplagi tuvaline koyar. Bun-
larin ikisini de begenmiyoruz. Clinkd, ikisi de forma, yani sa-
natginin hir fantezisinin gelistirdigi forma, sahip degiller-
dir. Biri ¢iplagi sehvet hislerimizi —ya da kendi sehvet his-
lerini— gidiklayacak sekilde tuvale koymustur; ¢iplagin bi-
tin durusu, kol, bacak, bas her sey o hissi uyandirmak igin
poz almislardir. Bu gidim, elbette ki sanatginin bagimsiz
fantezisini belirtecek, onun tabloda, resimi resim yapan ya-
raticiligini yok edecektir. iste bu tasvir, hepimizde bulunan
bir hissi belirttigi, gidikladigi halde yine sanat katina ¢ika-
mamistir. Ne garip degil mi? Her tablo, tablo demeye layik
her tablo, mutlaka beseri bir hissin form halinde belirme-
siyle ancak eser katina ulasacaktir. Ama bu his sanatginin
hir fantezisinin ve kisiliginin agisindan gecip, form haline
gelmesi ile, yani tasvirden kurtulmasi ile mimkundir. Su
halde diyoruz ki, ister gordigiini oldugu gibi tuvaline gegi-
reni olsun, ister gordugiini degil de sehvet hissini veya his-
simizi tahrik edecek sekilde olani olsun sanattan ayri, sa-
nat disi isler yapmislardir. Tekrar edelim; her ikisinin sonu-
na kadar sadik kaldiklari sey konudur. Ciplak kadin konu-
su, ya da sehvet hissimizi tahrik konusudur. Birgok ressam
gibi Matisse de Picasso da ¢iplak kadin ve erkegi sevisme

halinde cizmislerdir. Ama, bu cizilenlerde konunun asilmis
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yagliboya, 41 x 71 cm, Ozel Koleksiyon.

41 x 71 cm, Private Collection.

human expression appears in form. However, this is only pos-
sible by sieving it through the free fantasy and individuality of
the artist and letting it evolve into a form, in other words, by
ridding it of depiction. In that case, we are saying that whether
by transmitting what they see directly onto the canvas, or pro-
voking our desires or feelings of lust, these artists have done
things that fall out of the realm of art. | repeat, the only thing
they both adhere to until the end is the subject. This may the
subject of a naked woman or the subject of provoking our lust-
ful feelings. Like many other painters, Matisse and Picasso
have portrayed naked men and women having intercourse.
However, as we see that these depictions go beyond the sub-
ject and make form the issue, we find that they capture us not
with their subjects, but with their form and self-integrity. We
accept this human essence not according to the subject, but
in relation to form and what that form entails. However, some
people harbor other sentiments about these and reach dif-
ferent conclusions. After all, it is no easy feat detaching the
viewer from the subject and allowing him to enter the world
of the painting. Some might even put works of Chardin in the
dining room, to increase one’s appetite.”'%

106 Nuri iyem, “Resimdg Konu”, Dost, I. 27”(Decemb.er 1959): 31-34; cited in
Diinden Yarina Nuri lyem 1, ed. Soner Ozdemir (Istanbul: Evin Sanat Galerisi

Yayini, 2002): 57, 61.

Eren Eyiiboglu, Ciplak, 1943, tuval lizerine

Eren Eyiiboglu, Nude, 1943, oil on canvas,



ve formun dile gelmis oldugunu gordigumuz igin konusu ile
degil form ve 6z bitini ile bizi sardiklarini goriyoruz. Konu
ile degil, formun verdigi, formun blinyesinin getirdigi bu be-
seri 0zU kabul ediyoruz. Ama bazi insanlar bu resimler kar-
sisinda baska tirlid duygulanir ve baska sonuglara ererler-
mis. E, kolay degildir, seyirciyi konudan kurtarip resme sok-
mak. Chardin’in resmini yemek odasina, istah agsin diye ko-
yanlar bulunabilir.”%®

Nuri iyem’in bu satirlari, kusaginin sanatta ¢iplakliga bakisini
da ozetleyen, bicime odakli tavrini dile getirmesi agisindan da
onem tasir. Gercekten de ni, Tirk resminin modernleri icin ko-
nuyu asan bir konudur; bir gorsel dil temelidir. Bir ressamin
hayati boyunca hi¢ vazgegemedigi bir konu haline geldiginde
bile, konuyu asan bir bicimsel arayis 6n plandadir. Ornegin Ley-
la Gamsiz'in (1921-2010) hayati boyunca vazgegmeden lizerine
egildigi nu’ler, birer ¢iplak figur olmaktan 6te, yogun bir disavu-
rumcu enerjiyi yansitan yetkin bir renk ve ¢izgi butiinligune ka-
vusmus “resimler”dir (bkz.s. 161, 176).

Modernlesme stirecindeki Turk resmi, baska Bati-disi modern-
lik hikayelerinde oldugu gibi, modernizmin bicimsel dagarciginin
artzamanli bir sire¢te benimsendigini gozler oniine sererken,
bir yandan da ¢ok yogun bir benlik ve kimlik micadelesini orta-
ya koyar. Bu miicadelenin iginde o tanidik modernist tisluplari gi-
yinmis de olsa ressaminin ruhunu duyuran resimler, Nuri lyem’in
sozilnu ettigi o “kendi hir fantezisine, formuna” ulasmis imge-
ler, 6zglin ornekler olarak dikkat ¢ceker. O 6zgunlige ulasmak si-
recinde ¢iplagi kusatan kiiltirel baskilardan da bagimsizlasmak
gerekmistir. Turk resminde ¢iplak, bu agidan bakildiginda, res-
samlarin kendi resmine ulasmak miicadelesinde yalnizca bigim-
sel temelde degil, her koldan cenk edilen bir beden olmustur.

105 Nuri iyem, ”Resimde Konu", Dost, S. 27 (A@Uk W59.): 31-34; aktaran Dinden
Yarina Nuri lyem 1 icinde, yay. haz. Soner Ozdemir (Istanbul: Evin Sanat
Galerisi Yayini, 2002):57, 61.
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These comments by Nuri lyem are important, as they summarize his
generation’s view on nudity and express its form-oriented stance.
Indeed, for the moderns of Turkish painting, the nude became a sub-
ject that surpassed the subject itself; it was the very foundation of a
visual language. Even when it was a subject that a painter revisited
throughout his/her life, this search for form surpassing the subject
always remained a priority. For example, the nudes Leyla Gamsiz
(1921-2010) relentlessly produced throughout her life are more
than naked figures, but ‘paintings’ that have attained a perfect bal-
ance of colour and line reflecting an intense expressionist energy
(see p.161,176).

Similar to other trails of modernity outside of the Western world,
Turkish painting in the process of modernization not only demon-
strates how the formal repertoire of modernism was adopted dia-
chronically, but also reveals quite an intense struggle of self and
identity. Although they may be robed in well-known modernist
styles as part of this struggle, the paintings echo the spirit of the
artists and, as Nuri lyem reminds us, stand out as unique examples
and images that have ‘attained their free fantasy and form. In the
process of attaining their own artistic identity, artists have also had
to free themselves of the cultural pressures surrounding the nude.
Viewed from this perspective, the nude in Turkish painting has been
a challenging body not only in the sense of form, but in almost every
sense within culture.






~ THE NAKED
IS THEMOST CHALE
~ FOR THE AR

Ciplak model, anatominin ve orantinin on planda oldugu bir gor-
sel sistem cergevesinde Bati'da sanatgilarin 15. ylzyildan 19.
ylzyil sonlarina kadar gegen 500 yillik siiregte insan figlirinu
resmetmenin inceliklerini 6grendikleri temel egitim malzeme-
si oldu. Sonsuz bir poz dagarcigi ve gorsel ifade barindiran bu
canli etiit malzemesi, akademik resmin geregi olan ¢ok figlir-
li kompozisyonlarin lstesinden gelmesinde sanatgiya kilavuz-
luk eden vazgecilmez bir kaynakti. Ronesans sanatgilari, antik
Yunan ve Roma geleneginin temelindeki insan figliriini yeniden
kesfederken, yalnizca bedeni degil bedeni saran kuramsal gerge-
veyi de i¢sellestirdiler, once antik heykellerden sonra canli mo-
dellerden gergeklestirilen etlitlerde matematiksel ilkelere bag-
li olarak bedenin temsilinde sanatsal bir ideale varmaya calisti-
lar. Avrupa’'daki sanat akademilerde egitim, bu ilkeler dogrultu-
sunda tasarlandi.

Turkiye'deki ilk glizel sanatlar akademisi Sanayi-i Nefise Mek-
tebi 1882 yilinda kuruldugunda, akademik sanat egitiminin ge-
regi olan canli modelden ¢alisma olanagi kisitliydi; Sanayi-i Ne-
fise Mektebi’'nde ¢iplak modelden "akademi yapmak" olanagina
ancak 1906 - 1910 doneminde, aralarinda bazi pehlivanlarin da
bulundugu erkek modellerle kavusuldu. Ciplak kadin modelden
¢calismak olanagi ise o yillarda yalnizca yurtdisinda egitim gor-
meye giden sanatgilarin sahip oldugu bir ayricalikti. Bu olanaga
kavusmus Halil Pasa (1857-1939), Sami Yetik (1878-1945), Meh-
met Ruhi Bey (Arel) (1880-1931), Hikmet Onat 1882-1977), Hiise-
yin Avni Lifij (1886-1927) gibi ressamlarin akademik sanat egiti-
minin geregi olan desenlerinde, ¢iplak insan bedeninin cinsiye-
tinden arindirilmis bir etiit nesnesi olarak gormek ve gostermek
cabasi dikkat ¢eker. Modernizme ilgi duyan Cemal Tollu (1899-
1968), Nurullah Berk (1906-1982), Zeki Faik izer (1905-1988),
Bedri Rahmi Eyiiboglu (1911-1975), Eren Eyiiboglu (1907-1988)
gibi ressamlarin desenlerinde ise ¢iplak insan bedenini bigimsel
olarak analiz etmek, algilama asamasinda lslupsal bir donusu-
me tabi tutmak arayisi on plandadir.
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The nude model constituted the primary educational material
through which Western artists learned the finer points of depict-
ing 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 indispensible 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. Education at art academies across Europe was designed in
light of these principles.

Sanayi-i Nefise Mektebi, the first academy of fine arts, was estab-
lished in Turkey in 1882, the opportunity to work with live models
was limited; the Sanayi-i Nefise Mektebi was granted the possi-
bility of executing ‘academy’ from nude models as late as 1906-
1910, using male models, a number of which were wrestlers. The
possibility of working with nude females, on the other hand, was a
privilege only artists studying aboard. A prerequisite of academic
art education, the drawings of artists such as Halil Pasa (1857-
1939), Sami Yetik (1878-1945), Mehmet Ruhi Bey (Arel) (1880-
1931), Hikmet Onat 1882-1977), and Hiiseyin Avni Lifij (1886-
1927), who were given that opportunity, reveal an effort to see
and show the naked human body as an object of study stripped
off its sexuality. The quest to analyze the naked human body as a
form and to expose it to a stylistic transformation in the stage of
perception, on the other hand, stand out in the drawings of artists
interested in modernism, including Cemal Tollu (1899-1968), Nu-
rullah Berk (1906-1982), Zeki Faik izer (1905-1988), Bedri Rahmi
Eylboglu (1911-1975) and Eren Eyiiboglu (1907-1988).



AKADEMI'DE CANLI MODELDEN
EGITIM

Guzel Sanatlar Akademisi’'nde 1940'li yillarda cekilmis fotograf-
lar, ni resmin temelindeki seyir olgusunu disindurirken, sey-
reden ile seyredilen arasindaki 0zne-nesne iliskisini glindeme
getirir. izleyen ve resmeden genellikle erkek, izlenen ve resme-
dilen genellikle kadindir. "Ni" kavrami, oncelikle kadin bedenini
cagristirir. Bati sanat tarihinin adeta mesru kildigi bu algi bigimi,
esitlikten uzak bir cinsiyet¢i anlayis uzerine temellenir. Bu anla-
yis, Tirk resminde de yansimalarini bulur.

Ote yandan, 1940'larin Tiirkiyesi'nde nii resim hala cok genis bir
kesim tarafindan muistehcen sayilirken, Akademi sanat ¢evrele-
rinde nu’'nlin esas olarak cinsiyetten ve cinsellikten arindirilmis
bir beden oldugu mesajini yayginlastirmak ¢abasi sezilir. Glizel
Sanatlar Akademisi’'nin arsivinde bulunan bu fotografta, akade-
mik egitim siirecinde modelin herhangi bir nesneden farksiz ol-
dugu vurgulanirken, divanda uzanmis iki sanat¢inin kayitsizligi
ozellikle dikkat geker.

THE LIFE CLASS AT THE ACADEMY

Taken at the Academy of Fine Arts in the 1940s, these photo-
graphs not only imply the notion of the gaze at the base of nude
painting, but also brings to fore the object-subject relationship
between the viewer and the viewed. The viewer and the painter
is often male, whereas the object of the gaze is often a woman.
The concept of the ‘nude’ primarily evokes the female body. Le-
gitimized by Western art history, this form of perception is based
upon a gender-biased approach. This perception also finds its re-
flection in Turkish painting.

While nude painting was still considered obscene by a large
majority in Turkey in the 1940s, the art circles of the Academy
strived to spread the message that the nude was, in fact, a body
stripped off sex and sexuality. While this photograph found in the
archives of the Academy of Fine Arts emphasizes that the model
is no different than any other object in the course of academic
education, the indifference of two artists lounging on a divan par-
ticularly draw the viewer'’s attention.

Glizel Sanatlar Akademisi'nde
modelli calisma, 1940°'larin ilk
yarisi.

(6nde soldan: Ali Avni Celebi,
Hayati Gorkey, Model, Sabri
Berkel; arkada soldan: Seyfi
Toray, Kemal Zeren, Zeki Faik
izer, Halil Dikmen, Nusret
Suman, Cevat Dereli, ithami
Demirci ve Cemal Tollu).

© Mimar Sinan Gilizel Sanatlar
Universitesi, Fotograf Atdlyesi
Arsivi

Study with live model at the
Academy, first half of 1940s.
(front from Left: Ali Avni Celebi,
Hayati Gorkey, Model, Sabri
Berkel; back from left: Seyfi
Toray, Kemal Zeren, Zeki Faik
izer, Hallil Dikmen, Nusret
Suman, Cevat Dereli, ithami
Demirci ve Cemal Tollu).

© Mimar Sinan Fine Arts
University, Photography Studio
Archive



Hikmet Onat Atolyesi'nde ¢iplak model ve 6grenciler, 1935. Glizel Sanatlar Akademisi'nin Desen Atolyesi'nde modelden galisma, 1936.

© Mimar Sinan Giizel Sanatlar Universitesi, Fotograf Atolyesi Arsivi © Mimar Sinan Giizel Sanatlar Universitesi, Fotograf Atolyesi Arsivi
Live model and students working at Hikmet Onat Studio, 1935. Working with live model at Drawing Class of the Academy, 1936.
© Mimar Sinan Fine Arts University, Photography Studio Archive © Mimar Sinan Fine Arts University, Photography Studio Archive
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Sanayi-i Nefise Mektebi'nde Ali Cemal (Benim) canli modelden galisirken, 1910.
© Mimar Sinan Giizel Sanatlar Universitesi, Fotograf Atélyesi Arsivi

Ali Cemal (Benim) working with live model at Sanyi-i Nefise, 1910.

© Mimar Sinan Fine Arts University, Photography Studio Archive

Glizel Sanatlar Akademisi’'nde “Cour de Soir” ¢alismasinda model ve 6grenciler.
© Mimar Sinan Giizel Sanatlar Universitesi, Fotograf Atolyesi Arsivi

Live model and students at the Academy’s “Cour de Soir” class.

© Mimar Sinan Fine Arts University, Photography Studio Archive

Cemal Tollu Atélyesi'nde modelle ¢alisma, 1960-61 ders yili.

© Mimar Sinan Giizel Sanatlar Universitesi, Fotograf Atolyesi Arsivi
Working with live model at Cemal Tollu Studio, 1960-61 semester.
© Mimar Sinan Fine Arts University, Photography Studio Archive

Glzel Sanatlar Akademisi'nde “Cour de Soir” galismasinda model ve 6grenciler.
© Mimar Sinan Giizel Sanatlar Universitesi, Fotograf Atolyesi Arsivi

Live model and students at the Academy’s “Cour de Soir” class.

© Mimar Sinan Fine Arts University, Photography Studio Archive




OSMAN HAMDI BEY SULEYMAN SEYYID BEY

Ciplak (Gabrielle), 1866 Nude (Gabrielle), 1866 N, tarihsiz Nude, undated
Kagit tizerine kursunkalem Pencil on paper Kagit tzerine sangin kalem Sanguine on paper
31 x 24 cm. 47 x 33 cm.
Esma Arcan Koleksiyonu Esma Arcan Collection Galip Tomag Koleksiyonu Galip Tomag Collection
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HALIL PASA

Nu, tarihsiz Nude, undated NG, tarihsiz Nude, undated
Kagit tzerine karakalem Pencil on paper Kagit lizerine karakalem Pencil on paper
62 x 47 cm. 64 x 49,5 cm.
istanbul Modern Sanat Miizesi Koleksiyonu (Nazar Biiyiim Bagisi) istanbul Modern Sanat Miizesi Koleksiyonu (Nazar Biiyiim Bagisi)
istanbul Museum of Modern Art Collection (Nazar Biiyiim Donation) istanbul Museum of Modern Art Collection (Nazar Biiyiim Donation)

Taburede Oturan N, tarihsiz Nude Sitting on a Stool, undated
Kagit lizerine fiizen Charcoal on paper
63 x 48 cm.
istanbul Modern Sanat Miizesi Koleksiyonu (Nazar Biiyiim Bagisi)
istanbul Museum of Modern Art Collection (Nazar Biiyiim Donation)
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HALIL PASA

NG, tarihsiz Nude, undated
Kagit lizerine karakalem Pencil on paper
61 x 46,5cm.
Hakan Ezer Koleksiyonu Hakan Ezer Collection
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SAMI YETIK SAMI YETIK

N, tarihsiz Nude, undated N, tarihsiz Nude, undated
Kagit izerine karakalem Pencil on paper Kagit lizerine karakalem Pencil on paper
62 x 48 cm. 63 x 46 cm.
Yesim Sevsevil Koleksiyonu Yesim Sevsevil Collection Yesim Sevsevil Koleksiyonu Yesim Sevsevil Collection

N, tarihsiz Nude, undated
Kagit tzerine karakalem Pencil on paper
62 x 48 cm.
Yesim Sevsevil Koleksiyonu Yesim Sevsevil Collection
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MEHME UHI BEY MEHME UHI BEY
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NG — Cormon Atolyesi, 1912 Nude — Cormon’s Studio, 1912 Erkek N, tarihsiz Male Nude, undated
Kagit iizerine karakalem Pencil on paper Kagit iizerine karakalem Pencil on paper
62,5x 47,5 cm. 63 x 47 cm.
Esin Arel Tunaligil Koleksiyonu Esin Arel Tunaligil Collection Hakan Ezer Koleksiyonu Hakan Ezer Collection
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N, tarihsiz Nude, undated
Kagit lizerine karakalem Pencil on paper
51x31cm.

Murat Germen-Ayse Yaltirim Koleksiyonu
Murat Germen-Ayse Yaltirim Collection
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Nd, tarihsiz Nude, undated
Kagit lizerine karakalem Pencil on paper
51 x31cm.

Murat Germen-Ayse Yaltirim Koleksiyonu
Murat Germen-Ayse Yaltirim Collection
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HUSEYIN AVNI LiFiJ HUSEYIN AVNI LiFiJ
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Anatomi Calismasi, 1909-10 Cormon Atélyesinde Ciplak Model, 1909-10 ]
Anatomy Study, 1909-10 Nude Model Study at Cormon’s Studio, 1909-10 Isimsiz, 1909-10 Untitled, 1909-10
K&git Gzerine karakalem Pencil on paper K&git Gzerine karakalem Pencil on paper Kagit Gzerine karakalem Pencil on paper
43,5 x 30,2 cm. 46 x 29,5 cm. 31 x24cm.
Belkis-Erdal Aksoy Koleksiyonu Belkis-Erdal Aksoy Collection Belkis-Erdal Aksoy Koleksiyonu Belkis-Erdal Aksoy Collection Belkis-Erdal Aksoy Koleksiyonu Belkis-Erdal Aksoy Collection
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NAMIK IiSMAIL NAMIK IiSMAIL

Ciplak, tarihsiz Nude, undated Ciplak, tarihsiz Nude, undated
Kagit lizerine sangin, kursunkalem ve tebesir Kagit lizerine sangin kalem ve tebesir
Sanguine, pencil and chalk on paper Sanguine and chalk on paper
52,5x29,2cm. 55,5x 33,5 cm.
Selim Kiisefoglu Koleksiyonu Selim Kiisefoglu Collection Selim Kiisefoglu Koleksiyonu Selim Kiisefoglu Collection
Ciplak, tarihsiz Nude, undated Ciplak, tarihsiz Nude, undated
Kagit tzerine sangin kalem ve tebesir Sanguine and chalk on paper Kagit lizerine sangin kalem ve tebesir Sanguine and chalk on paper
4h x 26,3 cm. 49,5 x 34 cm.
Selim Kiisefoglu Koleksiyonu Selim Kiisefoglu Koleksiyonu Selim Kiisefoglu Koleksiyonu Selim Kiisefoglu Collection
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BELKIS MUSTAFA

Erkek N, tarihsiz Male Nude, undated
Kagit lizerine flizen Charcoal on paper
45 x 60 cm.

Merey Koleksiyonu Merey Collection
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ZEKIi KOCAMEMIi

N, tarihsiz Nude, undated
Kagit lizerine flizen Charcoal on paper
45 x59 cm
izmir Resim Heykel Miizesi ve Galerisi Koleksiyonu
izmir Museum and Gallery of Painting and Sculpture Collection
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N, 30.1.1929 Nude, 30.1.1929
Kagit tizerine karakalem Pencil on paper
15,7x22,5cm.

Zeynep Mine Solak Koleksiyonu
Zeynep Mine Solak Collection

N, 7.2.1929 Nude, 7.2.1929
Kagit izerine karakalem Pencil on paper
15,7x22,5cm.

Zeynep Mine Solak Koleksiyonu
Zeynep Mine Solak Collection

Nd, 30.1.1929 Nude, 30.1.1929
Kagit tzerine karakalem Charcoal on paper
15,7 x 22,5 cm.

Zeynep Mine Solak Koleksiyonu
Zeynep Mine Solak Collection

CEMAL TOLLU
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Oturan Ciplak, 1938 Seated Nude, 1938
Kagit lizerine flizen Charcoal on paper
65 x50 cm.
Ahmet Tollu Koleksiyonu Ahmet Tollu Collection

NG, tarihsiz Nude, undated
Kagit lizerine flizen Charcoal on paper
55 x 75 cm.
Ahmet Tollu Koleksiyonu Ahmet Tollu Collection

CEMAL TOLLU

NG, 11.12.1928 Nude, 11.12.1928
Kagit tizerine karakalem Pencil on paper
30 x 24 cm.
Mine-Nur Giilener Koleksiyonu Mine-Nur Giilener Collection
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Nd, 10.12.1928 Nude, 10.12.1928
Kagit lizerine karakalem Pencil on paper
22 x 26 cm.
Mine-Nur Giilener Koleksiyonu Mine-Nur Giilener Collection




FIKRET MUALLA

Erkek Ni, 1954 Male Nude, 1954
Kagit lizerine flizen Charcoal on paper
45 x 28 cm.
Oya-Biilent Eczacibasi Koleksiyonu Oya-Biilent Eczacibasi Collection
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FIKRET MUALLA

N, tarihsiz Nude, undated
Kagit lizerine flizen Charcoal on paper
37 x 27 cm.
Oya-Biilent Eczacibasi Koleksiyonu Oya-Biilent Eczacibasi Collection
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ZEKI FAIK IZER

isimsiz, 1965 Untitled, 1965 isimsiz, 1975 Untitled, 1975 isimsiz, 1965 Untitled, 1965
Kagit Gizerine ¢ini mirekkebi ve suluboya Kagit Gizerine kursunkalem ve pastel Kagit Gizerine ¢ini mirekkebi ve suluboya
Drawing ink and watercolour on paper Pen and pastel on paper Drawing ink and watercolour on paper
29,5x 23 cm. 21x17,5cm. 295x21,5cm.

Giil irepoglu Koleksiyonu Giil irepoglu Koleksiyonu Giil irepoglu Koleksiyonu
Giil irepoglu Collection Giil irepoglu Collection Giil irepoglu Collection

A
2y

isimsiz, 1965 Untitled, 1965 isimsiz, tarihsiz Untitled, undated
Kagit Gzerine ¢ini mirekkebi Kagit tizerine ¢ini mirekkebi
Drawing ink on paper Drawing ink on paper
29,5x 23 cm. 22,5x29,5cm.

Giil irepoglu Koleksiyonu Giil irepoglu Collection Giil irepoglu Koleksiyonu Giil irepoglu Collection
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ZEKI FAIK IiZER

Ciplak Kadin, tarihsiz Nude Woman, undated Ni, 1947 Nude, 1947
Kagit lizerine karakalem Pencil on paper Kagit Gizerine karakalem Pencil on paper
27,5x22cm. 21,5x 16 cm.
Zeyno-Muhsin Bilge Koleksiyonu Zeyno-Muhsin Bilge Collection Zeyno-Muhsin Bilge Koleksiyonu Zeyno-Muhsin Bilge Collection

isimsiz, tarihsiz Untitled, undated
Kagit tzerine flizen
Charcoal on paper
22 x33cm.
Giil irepoglu Koleksiyonu Giil irepoglu Collection
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NURULLAH BERK HAKKI ANLI

Kadin N, tarihsiz Female Nude, undated N, tarihsiz Nude, undated Kibist, 1947 Cubist, 1947
K&git izerine ¢ini miirekkebi Drawing ink on paper Kagit Gzerine karakalem Pencil on paper K&git tizerine karakalem Pencil on paper
21,5x 16 cm. 66,5 x 49 cm. 65 x 50 cm.
Renan-Sinan Genim Koleksiyonu Renan-Sinan Genim Collection Renan-Sinan Genim Koleksiyonu Renan-Sinan Genim Collection Besi Cecan Koleksiyonu Besi Cecan Collection
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EREN EYUBOGLU MAIDE AREL

Bes Ciplak, tarihsiz Five Nudes, undated Nd, tarihsiz Nude, undated Uzanan N, 1950 Reclining Nude, 1950
Kagit iizerine karakalem Pencil on paper Kagit iizerine karakalem ve pastel Pencil and pastel on paper Kagit lizerine karakalem Pencil on paper
26 x 36 cm. 34x22cm. 27 x 34 cm.
Zeyno-Muhsin Bilge Koleksiyonu Zeyno-Muhsin Bilge Collection Zeyno-Muhsin Bilge Koleksiyonu Zeyno-Muhsin Bilge Collection Esin Arel Tunaligil Koleksiyonu Esin Arel Tunaligil Collection
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SABRI BERKEL BEDRI RAHMI EYUBOGLU

isimsiz, tarihsiz Untitled, undated
Gravir Engraving
31,5x 255 cm.
Zeyno-Muhsin Bilge Koleksiyonu Zeyno-Muhsin Bilge Collection

NG, 1942 Nude, 1942
Kagit tizerine karakalem Pencil on paper
27 x19 cm.
Fatma Saka Koleksiyonu Fatma Saka Collection

NG, 1942 Nude, 1942 Yatakta Yatan Ciplak, tarihsiz Nude Lying in Bed, undated
Kagit Gizerine ¢ini miirekkebi Drawing ink on paper Kagit tizerine karakalem Pencil on paper
14 x 14 cm. 15x 20,5 cm.
Fatma Saka Koleksiyonu Fatma Saka Collection Zeyno-Muhsin Bilge Koleksiyonu Zeyno-Muhsin Bilge Collection
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NURI IYEM ADNAN COKER

N, 1950 Nude, 1950
Kagit Gizerine karakalem Pencil on paper
31,5x22cm.
Evin-Umit iyem Koleksiyonu Evin-Umit iyem Collection

Oturan Ni, 1944 Seated Nude, 1944 NU, 1944 Nude, 1944 Ni, 1938 Nude, 1938
K&git Gzerine karakalem Pencil on paper Kagit Gzerine karakalem Pencil on paper Kagit Gzerine karakalem Pencil on paper Analitik Etit, 1956 Analytical Study, 1956 Nostalji, 1956 Nostalgia, 1956
26 x 14 cm. 21,5x 14 cm. 24x19 cm. Kagit lzerine flizen Charcoal on paper Kagit tizerine flomaster Marker pen on paper
Evin-Umit iyem Koleksiyonu Evin-Umit iyem Evin-Umit iyem Koleksiyonu Evin-Umit iyem Evin-Umit iyem Koleksiyonu Evin-Umit iyem 63,5 x 48 cm. 34x26 cm.
Collection Collection Collection Sanat¢i Koleksiyonu Artist Collection Sanatgi Koleksiyonu Artist Collection
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KARTPOSTAL CIPLAKLARI

Ciplakligin seyirlik halleri, Osmanli'nin diinyasina resimlerden
once populer kiltirle ulasir: 6zellikle dergi kapaklarinda ve kart-
postallarda insan bedeninin seyredilir bir nesne haline gelisinin
ilk ornekleri gorilir. Popiiler giirescilerin cesitli pozlar verdigi
kartpostallardan da gorilebildigi gibi, seyirlik olmak hali kadinla-
ra 0zgl degildir. Nu olgusunun ¢iplaklik kadar pozla ilgili oldugu-
nu gosteren ve bir anlamda "giyinik ni" sayabilecegimiz uzanan
ya da bacaklarini sergileyen oryantalist "Tirk kadini” fotograflari-
nin yani sira fotografla illlistrasyon arasi bir gorsellik tasiyan ni
kartpostallarin, Osmanli diinyasinda 1890°lardan itibaren ve 6zel-
likle 1910’larda, Il. Mesrutiyet'in ilanindan sonraki yillara rastla-
yan donemde elden ele, kentten kente dolastigi anlasilmaktadir.

Osmanli imparatorlugu'nda Avusturyali Max Fruchtermann ile
1890'Li yillarda baslayan kartpostal yayinciligi, zaman iginde
Ludwigshon, Zellich, Rochat gibi oncu isimlerle kent manzara-
sindan nu’ye, zengin bir gesitlilik icinde onbinlerle ifade edilen
yogun bir Gretime kavusmustur.

POSTCARD NUDES

The various states of viewing nudity entered the Ottoman world
through popular culture before paintings did: the first examples
of the human body as an object of display were seen on the cover
of magazines and on postcards. As seen in postcards of popu-
lar wrestlers of the period, the state of being on display was not
unique to women alone. Carrying a visual quality between pho-
tograph and illustration, and showing to orientalist depictions
of “Turkish women'’ reclining or displaying their legs in a ‘nude’
manner, albeit clothed, these images indicate that the concept
of nudity is as much about being naked as it is about the pose.
These postcards entered Ottoman life in the 1890s, and became
especially widespread in the 1910s, following the proclamation
of the Second Constitutional Monarchy, traveling from hand to
hand, city to city.

Having been initiated in the Ottoman Empire through Max Fruch-
termann of Austria in the 1890s, postcard publication reached
a voluminous production of ten thousands over time and culmi-
nated in a wide repertoire extending from cityscapes to nudes
through the works of leading names including Ludwigshon, Zel-
lich, and Rochat.
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Dogu Giizeli. Salut de Constantinople [no. 9701], 21 Subat 1907 tarihinde istanbul'dan Fransa'ya génderilmis kartpostal. Seyhun Binzet Koleksiyonu.

Oriental Beauty. Salut de Constantinople [no. 9701], postcard sent on 21 February 1907 from Istanbul to France. Seyhun Binzet Collection.
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Meshur. Salut de Constantinople [no. 8840]. Seyhun Binzet
Koleksiyonu.

The Famous. Salut de Constantinople [no. 8840]. Seyhun Binzet
Collection.
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Hakiki Trk Lokumu. Salut de Constantinople [no. 8945],
Rochester’'a gonderilmis kartpostal. Seyhun Binzet Koleksiyonu.
Genuine Turkish Delight. Salut de Constantinople [no. 8945],
postcard sent to Rochester. Seyhun Binzet Collection.
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Salut de Constantinople [no. 8828].
Seyhun Binzet Koleksiyonu.

Salut de Constantinople [no. 8828].
Seyhun Binzet Collection.
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Parisli Giizel, M Coconitza. Birincilik Oddili. Oryantal Vendis. Salut de Constantinople [no.
Salut de Constantinople [no. 8548]. Seyhun 7989], 16 Haziran 1920 tarihinde Beyrut'tan
Binzet Koleksiyonu. gonderilmis kartpostal. Seyhun Binzet
Parisian Beauty, M'® Coconitza. First Prize. Koleksiyonu.

Salut de Constantinople [no. 8548]. Seyhun Oriental Venus. Salut de Constantinople [no.

Binzet Collection.

Turkish woman amoking her narghile

Nargile icen Tiirk Kadini. Salut de
Constantinople [no. 3635]. Seyhun
Binzet Koleksiyonu.

Turkish Woman Smoking Her Narghile.

Salut de Constantinople [no. 3635].
Seyhun Binzet Collection.

108

79891, postcard sent on 16 July 1920 from Beirut.
Seyhun Binzet Collection.

Clara Ward. Salut de
Constantinople [no. A552].
Seyhun Binzet Koleksiyonu.
Clara Ward. Salut de
Constantinople [no. A552].
Seyhun Binzet Collection.

EI————.
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Sal Ui [‘ig G onsta nﬂ n Op ie Beautds celestes (Les quatre Venus).

Olaganusti Guizeller (Dort Venls). Salut de Constantinople [no. 9840], New York'a gonderilmis kartpostal. Oryantal Guzel. Salut de Constantinople [no.
Seyhun Binzet Koleksiyonu. 9710]. Seyhun Binzet Koleksiyonu.

Celestial Beauties (The Four Venuses). Salut de Constantinople [no. 9840], postcard sent to New York. Oriental Beauty. Salut de Constantinople [no.
Seyhun Binzet Collection. 9710]. Seyhun Binzet Collection.

(,l: ‘-;f ) dh"w..l (f 2

Unlii Tiirk Giirescileri. Salut de Unlii Giiresci Riza Bey (Pehlivan), Unlii Giiresci Riza Bey (Pehlivan), Birincilik
Constantinople [no. 11140]. Seyhun Birincilik Odiildi. Salut de Odiilii. Salut de Constantinople [no. 331].
Binzet Koleksiyonu. Constantinople [no. 393 (?)]. Seyhun Seyhun Binzet Koleksiyonu.

The Famous Turkish Wrestlers. Binzet Koleksiyonu. The Famous Wrestler Riza Bey (Pehlivan),
Salut de Constantinople [no. 11140]. The Famous Wrestler Riza Bey First Prize. Salut de Constantinople [no.
Seyhun Binzet Collection. (Pehlivan), First Prize. Salut de 331]. Seyhun Binzet Collection.

Constantinople [no. 393 (?)]. Seyhun
Binzet Collection.
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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-
¢asiydi. Bu tiir resimler hi¢ sergilenmedi, genellikle rulo halinde
saklanarak birer ani olarak kaldi, zamanla da yiprandi. Modelle-
rin cinsiyeti de bu resimlerin “nii” 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 CallI'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 ¢iplak mo-
delden galismak konusunda israrli girisimlerde bulunan Mehmet
Ruhi Bey (Arel) (1880-1931) ve Hikmet Onat'in (1882-1977) bazi
eserleri gliniimuze kalan az sayida ornek arasinda yer alir. Bu re-
simlerdeki figlrlerin, 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 lizerine 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 Kirag 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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UZANAN KADIN
(HALIiL PASA’DAN SONRA)

Halil Pasa (1857-1939) Uzanan Kadin (1894) resmini yaptiginda,
Osmanli'da toplumsal ve kiiltiirel diizeyde yasanmakta olan bir
dizi modernlesme atilimina karsin sanatta kadinlarin ¢iplakligi-
nin temsili ve teshiri tabuydu. Osmanli ressamlarinin kadin figu-
rind ilk kez "seyirlik" bir imge olarak glindeme getiren resimleri
dahi blyuk bir yenilikti. Halil Pasa’nin resmi, giyinik olmasina kar-
sin, figliriin uzanis bigimi, giysisinin rengi ve hatlarini belli eden
seffafligiyla, Bati resminin geleneksel poz dagarcigi igcinde onemli
bir yeri olan "uzanan ciplak” bigciminin ortiik bir yorumunu andirir.
Turk resminin ilk figlirld resimlerinden figliriin cinsiyete ve tensel-
lige biriinerek temsil edildigi ilk ¢iplaklara uzanan siirecin asa-
malarini dusunduren bir yapit olarak dikkat ¢ceker.

Video ve fotograf sanatcisi Ozlem Simsek (1982-), Halil Pasa'nin
resminde temsil edilen kadinin kimligine birunerek yapita gun-
cel bir yorum getiriyor. Giyiniklik ile ¢iplaklik arasindaki algisal
farktan yola ¢ikarak, “nu” resmin her seyden once figlrun “seyir-
lik" olusuyla baglantili oldugunu distindiriyor.

RECLINING WOMAN
(AFTER HALIL PASA)

When Halil Pasa (1857-1939) painted Uzanan Kadin (Reclin-
ing Woman; 1894), the representation and display of the nudity
of women was a taboo in art despite a series of modernization
movements on the social and cultural level within the Ottoman
Empire. Even the paintings of Ottoman artists that brought to fore
the female figure as a ‘sight’ or an image to be ‘viewed' was a
great innovation at the time. Although she is fully clothed, the
way Halil Pasa’s figure reclines, the color of her dress, and the
transparency that lends her shape visible suggest a covered ver-
sion of the ‘reclining nude’ pose that holds a significant place in
the traditional pose repertoire of Western painting. It particularly
stands out as a work reflecting the different stages extending
from the earliest figurative paintings in Turkish art to the first
nudes in which the figure assumes sexuality and sensuality.

Video artist and photographer Ozlem Simsek (1982-) impersonates
the woman represented in Halil Pasa’s painting and offers a con-
temporary take on his work. Based on the difference of perception
between being clothed and naked, she suggests that the ‘nude’ is,
above all, connected to the figure as being an object of display.
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OZLEM SIMSEK
Uzanan Kadin (Halil Pasa’dan Sonra) Reclying Woman (After Halil Pasa)
2012, video, 01.27 loop, Ed. 3+2 A.P. 2012, video, 01.27 loop, Ed. 3+2 A.P.
Sanatginin izniyle Courtesy of the artist
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GALATASARAY SERGILERI’'NDE
URYAN, CIPLAK, NU

Bazen "liryan’, bazen "ciplak”, bazen "ni" olarak adlandirilan re-
simlerini 1920°li yillar boyunca Galatasaray Sergileri'nde diizenli
olarak sergileyen li¢ ressam Namik ismail, ibrahim Calli ve Melek
Celal Sofu'dur. Tenselligiyle dikkat ¢eken bu ilk donem ni'lerin
ortak bir ozelligi, secilen pozlardan yansiyan belli bir i¢ce dontik-
lik ve gekingenliktir.

1912'de Galatasaray Lisesi'nden ayrilarak Paris’e giden ve bir
donem Julian Akademisi'ne devam ettikten sonra Paris Gu-
zel Sanatlar Akademisi'nde (Ecole Nationale Supérieure Des
Beaux-arts) Fernand Cormon Atolyesi'nde 6grenim goren Namik
Ismail’in (1890-1935) nii resimlerinde, figiirii anatomik ozellikle-
riyle kavrama ¢abasi sezilir. 1918-1919 yillari arasinda Berlin'de
atolyelerine devam ettigi Alman izlenimcileri Lovis Corinth ve
Max Liebermann’in izlenimcilikle disavurumculugu sentezleyen
yaklasiminin etkisini de tasiyan Namik ismail, zengin poz dagar-
cigiyla dikkat geker.

ibrahim Calli'nin (1882-1960) nii'lerinde, Namik ismail’in figlrdn
anatomik ozelliklerine yonelik titizligi bulunmaz; 1906-1910 ara-
sinda Osman Hamdi Bey'in middrligl sirasinda Sanayi-i Nefi-
se Mektebi'nde Joseph Warnia-Zarzecki ve Salvatore Valeri'nin
ogrencisi olduktan sonra kusaginin baska ressamlari gibi Paris
Glizel Sanatlar Akademisi'nde Fernand Cormon Atolyesi'ne de-
vam eden sanat¢inin ni resimlerinin kendine has bir 6zelligi,
konuya yonelik duyarli tutumudur. Uzanan c¢iplak pozunu o6zel-
likle benimseyen sanat¢inin serbest firca darbeleri ve resimsel
"duygu”su, figlriin tenselligine yogun bir ifade katar.

Tipki Calli gibi mekaniyla butlinlesen nu resimleriyle dikkat ge-
ken Melek Celal Sofu (1896-1976), 1924'ten itibaren 1930°larin
sonuna kadar hemen yer yil ni'leriyle Galatasaray Sergileri'ne
katilan baslica ressamdir. Ozel resim derslerinin yani sira inas
Sanayi-i Nefise Mektebi'ne devam eden, ayrica Paris'te bazi 6zel
atolyelerde g¢alistigi sanilan Sofu’'nun ni'leri, Tirk el islemeleri
konusunda kitaplari da bulunan ressamin bu konuya yonelik il-
gisini yansitan dekorlar igerir. Sofu'nun ni’lerinin pek ¢ogunda
uzanan figlr, izleyiciye arkasina donmius olarak temsil edilir. Bu
ice donuiklik, birbiriyle uyumlu renklerle kurgulanmis kapali, dar
mekanlarin ¢agristirdigi atmosferle daha ¢ok vurgulanmis olur.

122

BARE, NAKED, NUDE IN GALATASARAY
EXHIBITIONS

Namik ismail, ibrahim Calli, and Melek Celal Sofu were the three
artists that regularly displayed their paintings —defined some-
times as ‘bare’ and, at other times, as ‘naked’ or ‘nude’- throughout
the 1920s in the Galatasaray Exhibitions. Recognized for their sen-
suality, another common feature of these early nudes is a certain
degree of introversion and reserve reflected in the poses chosen.

Having studied at Galatasaray Lycée, Namik ismail (1890-1935)
left for Paris in 1912, attended Académie Julian for some time
and studied at the Paris Academy of Fine Arts (Ecole Nationale
Supérieure Des Beaux-arts) under Fernand Cormon. The nude
paintings of the artist demonstrate his efforts to grasp the figure
anatomically. Carrying influences of the synthesis of Impression-
ism and Expressionism he embraced at the studios of German Im-
pressionists Lovis Corinth and Max Liebermann which he attended
in Berlin between 1918 and 1919, the works of Namik ismail stand
out with their rich repertoire of poses.

The nudes of ibrahim Calli (1882-1960) lack the meticulousness
with which Namik ismail approaches the anatomical features of
his figures. Calli studied under Joseph Warnia-Zarzecki and Sal-
vatore Valeri at the Sanayi-i Nefise Mektebi between 1906 and
1910, during the directorship of Osman Hamdi Bey and continuing
his education at the Paris Academy of Fine Arts (Ecole Nationale
Supérieure Des Beaux-arts) under Fernand Cormon, like other
artists of his generation. His nude paintings; however, maintain
a unique character: the artist’s sensitive approach to his themes.
Embracing the reclining nude pose in particular, Calli's free brush
strokes and pictorial ‘feeling’ lend an intense expression to the
sensuality of his figures.

Known for her nude paintings that integrate with their setting,
much like those of Calli, Melek Celal Sofu (1896-1976) was among
the foremost artists who showed her nudes almost every year
from 1924 until the late 1930s at the Galatasaray Exhibitions. In
addition to taking private lessons, Sofu is known to have studied at
the inas Sanayi-i Nefise Mektebi (Academy of Fine Arts for Women)
and various studios in Paris. Her nudes include drawings of Turkish
hand-embroideries that reflect the artist’'s particular interest in the
subject, on which she published several books. In many of Sofu’s
nudes, the reclining figure is portrayed with her back turned to the
viewer. This introversion is further emphasized by the atmosphere
created by narrow, confined spaces depicted in harmonious colors.

NAMIK ISMAIL
NU, 1922 Nude, 1922
Tuval lzerine yagliboya Oil on canvas
27 x 41 cm.
Lucien Arkas Koleksiyonu Lucien Arkas Collection
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NAMIK ISMAIL
NU, 1924 Nude, 1924
Mukavva lzerine yagliboya Oil on cardboard
26 x 17,8 cm.
Omer-Aysegiil Dinckok Koleksiyonu
Omer-Aysegiil Dinckok Collection
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NAMIK ISMAIL
N, tarihsiz Nude, undated
Tuval tzerine yagliboya Oil on canvas
79 x 59 cm.
Lucien Arkas Koleksiyonu Lucien Arkas Collection

NAMIK ISMAIL
Ciplak, 1925 Nude, 1925
Mukavva lizerine yagliboya Oil on cardboard
63 x78cm.
izmir Resim Heykel Miizesi ve Galerisi Koleksiyonu
izmir Museum and Gallery of Painting and Sculpture Collection
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NAMIK ISMAIL NAMIK ISMAIL

N, 1932 Nude, 1932 Ciplak, tarihsiz Nude, undated
Tuval Gizerine yagliboya Oil on canvas Kontrplak lizerine yagliboya Oil on plywood
61 x52cm. 81 x 65,7 cm.
Lucien Arkas Koleksiyonu Lucien Arkas Collection Ozel Koleksiyon Private Collection
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IBRAHIM CALLI
Kadin ve Kugu, 1922 Woman and Swan, 1922
Tuval lizerine yagliboya Oil on canvas
48 x 60 cm.

S.0. Sakip Sabanci Miizesi Resim Koleksiyonu
S.U. Sakip Sabanci Museum Painting Collection

IBRAHIM CALLI
Ciplak, tarihsiz Nude, undated
Tuval lizerine yagliboya Oil on canvas
35 x 45 cm.
S.0. Sakip Sabanci Miizesi Resim Koleksiyonu
S.U. Sakip Sabanci Museum Painting Collection

IBRAHIM CALLI
Oturan Ciplak, tarihsiz Seated Nude, undated
Duralit Gizerine yagliboya Oil on hardboard
123 x 103 cm.
Omer-Aysegiil Dinckok Koleksiyonu Omer-Aysegiil Dinckok Collection
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IBRAHIM CALLI

IBRAHIM CALLI Nii (6n) / Manolyali Kadin (arka), 1939 Nude (recto) / Woman with Magnolia
Ciplak, 1922 Nude 1922 (verso), 1939
Tuval lizerine yagliboya Oil on canvas Tuval lizerine yagliboya Oil on canvas
161 x 95,5 cm. 153 x 85,5 cm.
Ozel Koleksiyon Private Collection Omer-Aysegiil Dinckok Koleksiyonu Omer-Aysegiil Dinckok Collection
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MELEK CELAL SOFU MELEK CELAL SOFU

N, tarihsiz Nude, undated N, tarihsiz Nude, undated
Duralit Gizerine yagliboya Oil on harboard Duralit lizerine yagliboya Oil on harboard
21 x 35 cm. 57 x 84 cm.
Cem Mesrur Paksoy Koleksiyonu Cem Mesrur Paksoy Collection Cem Mesrur Paksoy Koleksiyonu Cem Mesrur Paksoy Collection
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AYNALI CIPLAKLAR

Tirk resminde mitolojik temalara pek fazla rastltanmamakla bir-
likte, Aynali Ventus gibi yaygin temalarin gesitlemeleriyle karsi-
lasmak miimkiindiir. Ozellikle Ronesans resminde karsimiza
¢ikan bir tema olarak Aynali Veniis, kendini aynada seyretmek-
te olan bir kadinin giizelliginin simgesi oldugu kadar, izlenmek-
te oldugunun farkindaligina da gondermede bulunan dolayli bir
mesaj igerir. Bu farkindalik, figiriin kendini teshir edisine ade-
ta bir mesruiyet kazandirir. John Berger'e gore, resimlerde ay-
naya, kadinlarin kendi kendilerini zaten "seyirlik” olarak gorduk-
lerinin simgesi olarak yer verilir: “Erkekler kadinlari seyrederler.
Kadinlarsa seyredilislerini seyrederler. Kadinin icindeki gozlem-
ci erkek, gozlenense kadindir. Boylece kadin kendisini bir nesne-
ye —ozellikle gorsel bir nesneye- seyirlik bir nesneye donustur-
mus olur.”

Ayni kusaktan Mihri Musfik Hanim (1886-1954) ile Feyhaman
Duran’in (1886-1970) konuya bakis acisi da alisilagelmis gorsel
kodlari tekrarlar. Feyhaman Duran’in az sayidaki nii'si arasinda
yer alan resminde ayna arka planda bir simge olarak yer alirken,
Mihri Musfik Hanim aktif olarak kendini seyre dalmis bir figur res-
meder. Galatasaray Lisesi'nden mezun olduktan sonra 1911'de
gittigi Paris’te once Julian Akademisi'nde Jean-Paul ve Paul-
Albert Laurens’in, ardindan Paris Glizel Sanatlar Akademisi’'nde
Fernand Cormon’un 6grencisi olan Feyhaman Duran, ilk kez Pa-
ris yillarinda g¢iplak canli modelle karsilasmasinin ilging bir de-
neyim oldugunu anilarinda anlatir. Il. Abdiilhamid doneminde sa-
ray ¢cevresine yakin olan ve Fausto Zonaro'dan resim dersleri al-
diktan sonra Roma ve Paris’te gesitli sanat atolyelerine devam
ettigi sanilan Mihri Misfik Hanim ise, kizlar i¢cin 1914'te agilan
glizel sanatlar okulu inas Sanayi-i Nefise Mektebi'nin ilk kadin
muduru olarak, canli ¢iplak modeli atolyeye ilk kez getiren efsa-
nevi bir figiir olarak taninir. inas'ta kiz 6grenciler, kadin modele
bakarak resim yapabiliyor; erkek model sorununu ise antik hey-
kellerin beline pestamal baglamak suretiyle asabiliyordu.

1919'da Rusya'dan Tirkiye'ye gelen Naci Kalmukoglu (1898-
1951) da cok sayida ni Uretmis bir ressam olarak, cesitli resim-
lerinde Aynali Ciplak temasini kullanmistir.
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NUDES WITH MIRRORS

Although mythological themes are not commonly encountered in
Turkish painting, it is possible to see variations of widespread
themes such as the Venus at her Toilet. As a theme particularly
emerging in Renaissance painting, Venus at her Toilet is not only
the symbol of the beauty of a woman admiring herself in the mir-
ror, but also contains an implicit message alluding to her aware-
ness of being observed. This awareness almost lends legitimacy
to the figure's self-display. According to John Berger, the mirror
in these paintings is included as a symbol of the fact that women
see themselves as object of display: “Men look at women. Women
watch themselves being looked at. (...) The surveyor of woman in
herself is male: the surveyed female. Thus she turns herself into
an object — and most particularly an object of vision: a sight.”

Of the same generation, the perspectives of Mihri Miisfik Hanim
(1886-1954) and Feyhaman Duran (1886-1970) on the subject
repeat the accustomed visual codes. While the mirror assumes
its place as a symbol in the background in a painting among
the rare nudes of Feyhaman Duran, Mihri Misfik Hanim paints
a figure actively watching herself. After having graduated from
Galatasaray Lycée in 1911, Feyhaman Duran, who studied first at
the Académie Julian under Jean-Paul and Paul-Albert Laurens,
and later at the Paris Academy of Fine Arts under Fernand Cor-
mon, relates in his memoirs what an interesting experience it
was to encounter a nude model in the flesh for the first time dur-
ing his years in Paris. Close to the palace circles during the reign
of Sultan Abdiilhamid Il and presumably having attended various
art studios in Rome and Paris after studying with Fausto Zonaro,
Mihri Misfik Hanim, on the other hand, was recognized not only
as the first female headmistress, but also as the legendary figure
that brought the first nude model to inas Sanayi-i Nefise Mektebi,
the school of fine arts for girls inaugurated in 1914. The female
students at inas were able paint by looking at a female model;
the problem of procuring male models was resolved by wrapping
a loincloth around the waist of antique sculptures.

Naci Kalmukoglu (1898-1951), an artist who came to Turkey from
Russia in 1919, produced many nude paintings and touched on
the theme of Nude with Mirror in various paintings.

MIHRI MUSFIK
Aynali Gozde, tarihsiz The Sultan’s Favourite with Mirror, undated
Karton lizerine pastel Pastel on cardboard
85 x 68 cm.
Suna-inan Kira¢ Koleksiyonu Suna-inan Kirag Collection
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FEYHAMAN DURAN
Yazma ve Peskirli N, 1929 Nude with Kerchief and Towel, 1929
Duralit Gizerine yagliboya Oil on hardboard
106 x 89 cm.
Sema-Barbaros Caga Koleksiyonu Sema-Barbaros Caga Collection
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NACI KALMUKOGLU
NG, tarihsiz Nude, undated
Tuval lzerine yagliboya Oil on canvas
90 x 70 cm.
Suna-inan Kirag Koleksiyonu Suna-inan Kira¢ Koleksiyonu
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CIPLAK VE POZ
DAGARCIGI

THE NUDE AND THE
REPERTOIRE OF POSES

N, ¢iplakliktan once "poz"dur. Poz ise, sanatsal gelenektir. Or-

negin uzanan figur, basli basina sanatsal bir gosterge olarak sa-
nat tarihinin bitin Uzanan Venis'lerini cagristirir. Ayaktaki figur
betimlemeleri, kontrapost durusla eski Yunan heykellerini akla
getirir. Oturan ¢iplaklar, resimde ayna olmadan da Aynali Venis
temsillerini distndirir. Sanat tarihcisi Kenneth Clark, anadan
dogma c¢iplaklik ile sanatsal ¢iplaklik arasinda ayrim yaparak,
nl'yu sanatsal geleneklerle yeniden bigimlendirilmis ¢iplak be-
den imgesi olarak tanimlar.

insan bedeni karsisinda aslinda sonsuz bir poz dagarcigiyla kar-
si karsiya olan ressam, once modeline nasil poz verdirecegi-
ni tasarlar. Poza karar vermek icin yapilan on eskizler de bulu-
nur. Bedenin dis yuzeyini gosterebilmek icin kas ve kemik yapisi-
ni kavramak biyuk onem tasir. Hangi uslupta ¢alisiyor olursa ol-
sun anatomi bilgisi, bedensel kavrayisi gorsellestirmek siirecin-
de ressam icin yol gosterici bir temel olusturur.

Ayakta, oturan ya da uzanan ¢iplak poz dagarcigi, gercekgi tislup-
taki resimlerden modern arayislara uzanan bir gizgide ressamin
kendi Uslubunu yansittigi bir ifade aracina donusdr.

Tirk resminde ni'yli akademik gelenege referans veren bir konu
olarak ele alirken akademik etltleri andiran pozlar kullanan Zeki
Kocamemi (1901-1959), figlire yonelik analitik kavrayisini mo-
dernist bicimsel arayislarinin temeline haline getiren Tirk res-
samlari arasinda oncti bir role sahiptir.

The nude is a ‘pose’ that precludes nudity. The pose, on the other
hand, is an artistic tradition. The reclining figure, for example,
evokes all the Reclining Venuses of art history as an artistic indi-
cator by itself. Depictions of standing figures call to mind images
of ancient Greek sculptures with their contrapposto. Reclining
nudes, on the other hand, suggest representations of the Venus
at her Toilet even without a mirror present in the paintings. Art
historian Kenneth Clark distinguishes between nakedness and
artistic nudity and defines the nudes as the image of the naked
body reshaped by artistic traditions.

Faced with an infinite repertoire of poses vis-a-vis the human
body, the artist first determines the pose his model will assume.
Some sketch preliminary studies to opt for a pose. Understand-
ing the muscle and bone structure of the body carries great sig-
nificance in showing the exterior of the body. Regardless of his/
her style, the artist's grasp of anatomy constitutes a guiding prin-
ciple in the process of visualizing his/her perception of the body.

The repertoire of standing, seated, or reclining nudes evolve into
a tool of expression through which the artist reflects his/her own
style across the line that extends from paintings in Realistic style
to the search for the modern.

Using poses that recall academic studies and this referencing ac-
ademic tradition, Zeki Kocamemi (1901-1959) holds a trailblaz-
ing place among Turkish artists that transform their analytical
conception of the figure into the heart of their search for modern-
ist forms.




HIKMET ONAT
N, tarihsiz Nude, undated
Duralit Gizerine yagliboya Oil on hardboard
58 x 37 cm.
Sema-Barbaros Caga Koleksiyonu Sema-Barbaros Caga Collection
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SEREF AKDIK
Nu, tarihsiz Nude, undated
Tuval lizerine yagliboya Oil on canvas
92 x 64 cm.
izmir Resim Heykel Miizesi ve Galerisi Koleksiyonu
izmir Museum and Gallery of Painting and Sculpture Collection
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ZEKI KOCAMEMI
Ciplak istirahat, tarihsiz Naked Repose, undated
Kontrplak tzerine yagliboya Oil on plywood
61 x 40 cm.
izmir Resim Heykel Miizesi ve Galerisi Koleksiyonu
izmir Museum and Gallery of Painting and Sculpture Collection
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ZEKI KOCAMEMI
Ciplak, 1941 Nude, 1941
Tuval lizerine yagliboya Oil on canvas
93x72cm.
Sema-Barbaros Caga Koleksiyonu Sema-Barbaros Caga Collection
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MAHMUT CUDA
Ni, 1927 Nude, 1927
Duralit Gizerine yagliboya Oil on hardboard
88 x 68 cm.
izmir Resim Heykel Miizesi ve Galerisi Koleksiyonu
izmir Museum and Gallery of Painting and Sculpture Collection
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NEJAD DEVRIM
isimsiz, 1946 Untitled, 1946
Tuval lzerine yagliboya Oil on canvas
59 x 81 cm.
Oner Kocabeyoglu Koleksiyonu Oner Kocabeyoglu Collection
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FERRUH BASAGA SUKRIYE DIKMEN

isimsiz, tarihsiz Untitled, undated NG, 1947 Nude, 1947
Tuval Gizerine yagliboya Oil on canvas Tuval lzerine yagliboya Oil on canvas
35 x 24 cm. 23x32cm.
Aile Koleksiyonu Family Collection Tiirkiye is Bankasi Koleksiyonu Turkey is Bank Collection
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NESET GUNAL
Ciplak, 1948 Nude, 1948
Tuval tzerine yagliboya Oil on canvas
67 x 53,5 cm.
Dr. Safder Tarim-Mehlika Tarim Koleksiyonu
Dr. Safder Tarim-Mehlika Tarim Collection
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ZEKI FAIK IZER
Ciplak, tarihsiz Nude, undated
Tuval lizerine yagliboya Qil on canvas
18,7 x 26,2 cm.
Zeyno-Muhsin Bilge Koleksiyonu Zeyno-Muhsin Bilge Collection
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NG, 1930°lu yillar Turk sanatinda bigime odakli modernist egi-
limlerin disavurulmasinda basli basina bir konu olarak glindeme
gelir. Geleneksel bir gosterge islevi goren ¢iplak figiiriin geomet-
rik soyutlama ya da renkgi disavurum gibi farkli bigimsel arayis-
larla deforme edildigi gordlir. 1930-1950 arasi doneme tarihle-
nen resimlerdeki ¢iplaklarin ressamlar tarafindan gergek bir be-
den olarak degil, sanatsal kompozisyon kurgusuna temel olustu-
ran bir bicim olarak algilandigi agiktir. 1930’larda Tirk resmine
yeni bir heyecan getiren D Grubu’'nun kurucu uyelerinden Cemal
Tollu ve Zeki Faik izer gibi sanatgcilar, bicime odakli bu yaklasimin
temellerini atarken Avrupa’da Hans Hofmann, André Lhote, Fer-
nand Léger gibi sanatgi-egitimcilerin atolyelerinde benimsenen
egilimleri kendilerince yorumlamislardir.

Modernist akimlara ilgi duyan Turk ressamlari i¢in Fransiz res-
sam ve egitimci André Lhote'un (1885-1962) Paris’teki 6zel atol-
yesi, onemli bir durak olur. Kiibizm akiminin temsilcilerinden olan
Lhote, i¢ ice ge¢mis genis boyasal yuzeylerle kurgulanmis geo-
metrik kompozisyon kurgusuna dayanan resimleriyle taninir.
1927'de Hale Asaf (1905-1938), 1928-1932 yillari arasinda Zeki
Faik izer (1905-1988), 1931-1932 yillarinda Cemal Tollu (1899-
1968), 1928'de Esref Uren (1897-1984), 1929'da Hamit Gorele
(1903-1980), 1932'de Bedri Rahmi Eyiliboglu (1911-1975), Eren
Eyuboglu (1907-1988), Nurullah Berk (1906-1982) Lhote atdlye-
sine yollari disen sanatgilar arasindadir. Lhote’'un sanatsal ogre-
tisinin etkileri, 1940-1950 arasindaki siiregte atolyesinde galisma
olanagi bulan Semsi Arel (1906-1982), Maide Arel (1907-1997),
Leyla Gamsiz (1921-2010) gibi sanatgilarin ni’'lerinde de sezilir.
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The nude came to fore as a subject in and of itself in the expres-
sion of form-oriented modernist tendencies in Turkish art in the
1930s. Functioning as a traditional indicator, the nude figure was
deformed through different searches for form such as geometric
abstraction or colorist expressionism. It is evident that the nudes
in paintings dated between 1930 and 1950 were perceived by art-
ists not as real bodies, but rather as a form constituting the basis
of a construct of artistic composition. Having brought fresh mo-
mentum to Turkish painting in the 1930s, founding members of the
D Group including Cemal Tollu and Zeki Faik izer, for example, re-
interpreted the tendencies adopted at the studios of artists such
as Hans Hofmann, André Lhote, and Fernand Léger in Europe,
while they laid the founding stones of this formalist approach.

For Turkish artists gravitating towards modernist movements, the
private studio of French artist and educator André Lhote (1885-
1962) in Paris constituted an important stepping-stone. An advo-
cate of Cubism, Lhote is recognized for his geometric composi-
tions on various planes of color. Hale Asaf (1905-1938) in 1927,
Zeki Faik izer (1905-1988) between 1928 and 1932, Cemal Tollu
(1899-1968) between 1931 and 1932, Esref Uren (1897-1984)
in 1928, Hamit Gorele (1903-1980) in 1929, and Bedri Rahmi
Eytboglu (1911-1975), Eren Eyiliboglu (1907-1988), and Nurullah
Berk (1906-1982) in 1932 all went through the studio of Lhote. The
influence of Lhote’s artistic teachings can also be felt in the nudes
of Semsi Arel (1906-1982), Maide Arel (1907-1997), and Leyla
Gamsiz (1921-2010), who had the opportunity to work at his studio
between 1940 and 1950.



ZEKI FAIK IZER ZEKI FAIK IZER ZEKI FAIK IZER ZEKI FAIK IZER
Ciplak, 1950 Nude, 1950 isimsiz, tarihsiz Untitled, undated isimsiz, tarihsiz Untitled, undated isimsiz, tarihsiz Untitled, undated
Duralit lizerine yagliboya Oil on hardboard Tuval iizerine yagliboya Oil on canvas Tuval lizerine yagliboya Oil on canvas Tuval Uzerine yagliboya Oil on canvas
40 x 45 cm. 38x47 cm. 45,5 x 37,5 cm. 41 x33cm.
Besi Cecan Koleksiyonu Besi Cecan Collection Merey Koleksiyonu Merey Collection Merey Koleksiyonu Merey Collection Merey Koleksiyonu Merey Collection
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CEMAL TOLLU
Koltukta Oturan Ciplak, 1932 Nude Sitting on a Chair, 1932
Mukavva lizerine yagliboya Oil on cardboard
65 x 45 cm.
Ozel Koleksiyon Private Collection
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CEMAL TOLLU
N, tarihsiz Nude, undated
Kontrplak lizerine yagliboya Oil on plywood
81 x 64 cm.

Ozel Koleksiyon Private Collection

CEMAL TOLLU
Kanepede Ciplak, tarihsiz Nude on the Divan, undated
Duralit Gizerine yagliboya Oil on hardboard
28 x 37 cm.

Ozel Koleksiyon Private Collection

CEMAL TOLLU
N, tarihsiz Nude, undated
Kontrplak lizerine yagliboya Oil on plywood
64 x 80 cm.

Ozel Koleksiyon Private Collection
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CEMAL TOLLU
Pencere Oniinde Model, 1939 (Paris)
Model in Front of the Window, 1939 (Paris)
Tuval lizerine yagliboya Oil on canvas
64,5 x 50 cm.

Lucien Arkas Koleksiyonu Lucien Arkas Collection



HALE ASAF
N, tarihsiz Nude, undated
Mukavva lzerine yagliboya Oil on cardboard
39x30cm.
Ozel Koleksiyon Private Collection
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ESREF UREN
Ni, 1938-39 Nude, 1938-39
Tuval izerine yagliboya Oil on canvas
59 x 49 cm.
Tiirkiye is Bankasi Koleksiyonu Turkey is Bank Collection
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SEMSi AREL
Etit No.2, 1949-1950 Study No.2, 1949-1950
Tuval lizerine yagliboya Oil on canvas
43 x 33 cm.
Zeyno-Muhsin Bilge Koleksiyonu Zeyno-Muhsin Bilge Collection
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MAIDE AREL
Uzanan N, 1950 Reclining Nude, 1950
Prestuval lizerine yagliboya Oil on pressed canvas
38x53cm.
Esin Arel Tunaligil Koleksiyonu Esin Arel Tunaligil Collection
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HAMIT GORELE LEYLA GAMSIZ

N, tarihsiz Nude, undated Nd, 1970 Nude, 1970
Tuval lizerine yagliboya Oil on canvas Duralit Gizerine yagliboya Oil on hardboard
38 x 55 cm. 55 x 46 cm.
Lucien Arkas Koleksiyonu Lucien Arkas Collection Erol Evgin Koleksiyonu Erol Evgin Collection
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Soyut bir distincenin simgelerle anlatildigi alegorik resimlerin,
Tirk resminde gorilen az sayidaki ornegini ¢ok figlrli ni resim-
leri olusturur. insan ve doga iliskisini ¢cagristiran bu resimlerde sa-
tirler, nemfler gibi bazi mitolojik simgelere rastlansa da belirgin
bir anlamdan cok, ¢iplak figiiri belli bir konu dahilinde resmetme
arayisi sezilir. Nazmi Ziya (1881-1937), Zeki Faik izer (1905-1988),
Neset Giinal (1923-2002) gibi farkli kusaklardan ressamlarin bi-
¢imsel farkliliklara ragmen konuya yaklasimlarindaki yakinlik dik-
kat cekicidir.

Turk resminde ¢iplak figuri simgesel anlamda kullanan ilk res-
1927) bu dizi resmi, ¢iplak figlirii siradisi bir ortam icinde betim-
leyerek, ortik bir mesaj vermek ister gibidir. Mekan ve takkeli fi-
gurle geleneksel bir atmosferi yansitan bu resimlerde nu, kiltu-
rel donusumlerin glgluklerini akla getiren oldukg¢a yabanci bir
unsur olarak algilanir.
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In Turkish art, the limited number of allegorical paintings, which
generally express an abstract idea through symbols, is com-
prised of multi-figure nudes. Evoking the relationship between
man and nature, these paintings include certain mythological
symbols such as satyrs and nymphs, and reflect the desire to
paint a nude figure as part of a certain theme, rather than to
convey a specific meaning. It is noteworthy that artists of differ-
ent generations such as Nazmi Ziya (1881-1937), Zeki Faik izer
(1905-1988), Neset Giinal (1923-2002) approach the subject in
similar terms despite their differences in style.

Two small and almost identical paintings by Hiseyin Avni Lifij
(1886-1927), recognized as the first artist to use the nude figure
in a symbolic context in Turkish painting, appear to convey a cov-
ert message by depicting the nude figure in an unconventional
setting. In some paintings reflecting a traditional atmosphere
with their setting and figures wearing caps, the nude is perceived
as a foreign element that brings to mind the challenges of cul-
tural transformation.



HUSEYIN AVNI LIFI]J
Alegori, tarihsiz Allegory, undated
Mukavva lzerine yagliboya Oil on cardboard
45 x 36 cm.

S.0. Sakip Sabanci Miizesi Resim Koleksiyonu
S.U. Sakip Sabanci Museum Painting Collection
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HUSEYIN AVNI LIFI]J
NU'li Komposizyon, tarihsiz
Composition with Nude, undated
Mukavva lizerine yagliboya Oil on cardboard
Her biri 24 x 32 cm. Each 24 x 32 cm.

Merey Koleksiyonu Merey Collection

HUSEYIN AVNI LIFI1]J
Yasak Alem, tarihsiz Forbidden Affair, undated
Tuval lizerine yagliboya Oil on canvas
16 x22cm.

Belkis-Erdal Aksoy Koleksiyonu Belkis-Erdal Aksoy Collection

HUSEYIN AVNI LIFI1]J
Nef'i Devrinden Bir Sahife icin Etit, 1921-22
Survey for a Page from Age of Nef'i, 1921-22

Tuval lizerine yagliboya Oil on canvas
16 x22 cm.
Belkis-Erdal Aksoy Koleksiyonu Belkis-Erdal Aksoy Collection
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NAZMI Z1IYA
Alegori, tarihsiz Allegory , undated
Duralite marufle tuval lizerine yagliboya
Oil on canvas, marouflage on hardboard

33 x40cm.
Ozel Koleksiyon Private Collection

ZEKI FAIK IZER
Alegori, tarihsiz Allegory, undated
Tuval lzerine yagliboya Oil on canvas

55 x 65 cm.
Zeyno-Muhsin Bilge Koleksiyonu
Zeyno-Muhsin Bilge Collection

NESET GUNAL
Dortlu Guzellik, 1951 Four Beauties, 1951
Tuval lizerine yagliboya Oil on canvas
136 x 126 cm.
Gregory M. Kiez & Mehmet Kutman Vakfi Koleksiyonu
Gregory M. Kiez & Mehmet Kutman Foundation Collection
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Cumbhuriyet’in ilk yillarinda izledigimiz ni resimlerle 1930'lar-
dan itibaren uretilen ni’ler arasinda belirgin bir fark, tenselligin-
den soyunmus, adeta cinsiyetinden arinmis ¢iplak figirin bigim-
sel arayislarin temeli haline gelmesidir. Tirk resminin hem kdl-
tirel hem bigimsel anlamda gelenekselin kabugunu kirmasinda
son derece onemli bir islev yliklenen ni resim, bu agidan bakil-
diginda Tirkiye'de sanatsal modernizmin algilanma ve ifade bul-
ma slreclerine dair onemli bir gozlem firsati sunar. Nu resmin,
pek ¢ok ressamin en dinamik, en arastirici oldugu erken donemi-
nin trdnleri oldugu da gozden kagmaz.

Poz dagarcigi agisindan ayakta, oturan ya da uzanan ¢iplak gibi
belli basli bigimleri benimseyen ressamlarin ortaya koydugu ts-
lupsal cesitlilik ise carpicidir. Hasan Vecih Bereketoglu (1895-
1971) gibi daha gozlemci ve izlenimci egilimler, Hamit Gorele
(1903-1980) gibi daha insaci bir teknikle Cezanne'vari bir yoldan
gidenler, Halil Dikmen (1906-1964) gibi dogrudan kiibist dene-
melere girisenler vardir. Disavurumcu ve renkgi bir bigimsel de-
formasyonu duyuran Sabri Berkel (1909-1993) ve Leyla Gamsiz
(1921-2010) gibi ressamlar, yaratici ve dinamik bir modernist giz-
ginin gozler online serilmesinde ni'yu basli basina bir konu ola-
rak ele alirlar. Fahriinissa Zeid (1901-1991) gibi, ni'yu antik bir
modernite baglaminda Gsluplastiranlar, Fikret Mualla 1903-1967)
gibi ifadeci, Cihat Burak (1915-1994) gibi anlatimci ama kendine

has bir gorsel espriye tabi tutanlar ya da ihsan Cemal Karabur-

cak (1897-1970) gibi bir tiir motif olarak yorumlayanlar da vardir.
Yiksel Arslan’in (1933-) 1960'larin basinda yagliboya resim gele-
neginin (pentir) karsisina dikilen ve tas, toprak, bitki, hatta kan,
idrar gibi dogal malzemeler iceren "artir”lerindeki hem gergek
hem fantastik ¢iplak figlrler ise, Tirk resminde ¢iplakligin tem-
sili agisindan ¢iplak bedeni degil, tim ¢iplakligiyla insan dogasini
gorinir kilmaya yonelik metaforik yaklasimiyla bir kirilma nok-
tasi sayilabilir.

The most distinctive difference between the nude paintings we
see in the early years of the Republic and the ones produced as
of the 1930s is that the de-sensualized and almost desexualized
naked figure becomes the basis of the search for form. Playing an
instrumental role in helping Turkish painting break out of its shell
of tradition both in the cultural and formal sense, the nude thus
offers an important opportunity to observe the processes of the
perception and expression of artistic modernism in Turkey. In that
respect, nude painting also appears to be the product of the ear-
lier, most dynamic, and most inquisitive period of most painters.

The stylistic diversity displayed by artists adopting central forms
such as standing, sitting, or reclining nudes in terms of pose rep-
ertoire is quite striking. Among these are more observant and im-
pressionist tendencies such as those of Hasan Vecih Bereketoglu
(1895-1971), those pursing a more Cézannesque path through a
constructivist technique such as Hamit Gorele (1903-1980), and
others directly taking on Cubist experimentations like Halil Dik-
men (1906-1964). Heralding an Expressionist and colorist formal
deformation, other artists such as Sabri Berkel (1909-1993) and
Leyla Gamsiz (1921-2010) approach the nude as a subject by it-
self in displaying a creative and dynamic modernist line. Some,
such as Fahriinissa Zeid (1901-1991), stylize the nude within the
context of an ancient modernity, whereas others have an expres-
sionist take on the nude such as Fikret Mualla (1903-1967), pro-
duce a narrative while adding their visual humor to it such as
Cihat Burak (1915-1994) or interpret it as a kind of motif such as
ihsan Cemal Karaburcak (1897-1970). The real and fantastical
naked figures in the ‘arture’s of Yiiksel Arslan (1933-), which con-
tain natural materials such as stone, soil, plant, and even blood
and urine as an alternative to traditional oil paintings (peinture),
constitute a breaking point with respect to the representation of
nudity in Turkish painting in making visible not only the naked
body, but a metaphor of human nature.




HASAN VECIH BEREKETOGLU
Ciplak (Etut), tarihsiz Nude (Study), undated
Duralit lizerine yagliboya Oil on hardboard
38 x 45,5 cm.
Sema-Barbaros Caga Koleksiyonu Sema-Barbaros Caga Collection

HAMIT GORELE
Uzanan Ciplak, tarihsiz Reclining Nude, undated
Tuval Gizerine yagliboya Oil on canvas
38 x54,5cm.
Sema-Barbaros Caga Koleksiyonu Sema-Barbaros Caga Collection
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HALIL DIKMEN
Yatan N, tarihsiz Recumbent Nude, undated
Duralit tizerine yagliboya Oil on hardboard
45 x 59 cm.

Hakan Ezer Koleksiyonu Hakan Ezer Collection



FIKRET MUALLA
Ni, 1944 Nude, 1944
Prestuval lizerine yagliboya Oil on pressed canvas
30 x 20 cm.
Omer-Aysegiil Dinckok Koleksiyonu Omer-Aysegiil Dinckok Collection

FIKRET MUALLA

Sarisin Yosma, 1955 Blond Coquette, 1955 FIKRET MUALLA
Kagit tizerine guvas Gouache on paper Ciplak, tarihsiz Nude, undated
19 x25cm.

.. Kagit lizerine guvas Gouache on paper
Ozel Koleksiyon Private Collection 425 %265 cm.

Liset-Mustafa Taviloglu Koleksiyonu Liiset-Mustafa Taviloglu Collection
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FAHRUNISSA ZEID FAHRUNISSA ZEID CIHAT BURAK

Oturan Ciplak, 1944 Seated Nude, 1944 Antik Portre, 1940'lar Antique Portrait, 1940s NU, 1964 Nude, 1964
Panel izerine yagliboya Oil on panel Tuval lizerine yagliboya Oil on canvas Gravir Engraving
73 x 60 cm. 60 x 40 cm. 32 x 24 cm.
Oner Kocabeyoglu Koleksiyonu Oner Kocabeyoglu Collection Huma Kabakgi Koleksiyonu Huma Kabakgi Collection Ara Giiler Koleksiyonu Ara Giiler Collection
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LEYLA GAMSIZ
Oturan Kadin, tarihsiz Seated Woman, undated
Duralit Gizerine yagliboya Oil on hardboard
73 x 61,5 cm.

Lucien Arkas Koleksiyonu Lucien Arkas Collection
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I[HSAN CEMAL KARABURCAK
isimsiz, 1966 Untitled, 1966
Duralit Gizerine yagliboya Oil on hardboard
64 x 45 cm.
Suna-Yiksel Karaburgak Koleksiyonu Suna-Yiiksel Karaburgak Collection
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ZEKI FAIK IZER SABRI BERKEL

isimsiz, 1971 Untitled, 1971 Odalik, 1951 Odalisque, 1951
Duralit izerine yagliboya Oil on hardboard Mukavva lizerine yagliboya Oil o cardboard
44 x 54 cm. 60 x 47 cm.

Fatma Saka Koleksiyonu Fatma Saka Collection Fatma Saka Koleksiyonu Fatma Saka Collection
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AVNI ARBAS
NU, 1967 Nude, 1967
Tuval Gizerine yagliboya Oil on canvas
26 x 33 cm.
Ozel Koleksiyon Private Collection
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YUKSEL ARSLAN
Artlr 29, 1963 Arture 29,1963
Kagit iizerine karisik teknik Mixed media on paper
61,5x 34,5 cm.
Hakan Ezer Koleksiyonu Hakan Ezer Collection
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BiCIMSEL ARAYISLAR:
BEDRI RAHMI EYUBOGLU (1911-1975)

Giizel Sanatlar Akademisi'nde ibrahim Calli’'nin atélyesinden me-
zun olduktan sonra 1930'larda Paris’e giden, André Lhote atol-
yesinde ¢alisma olanagi bulan, hatta hayat arkadasi Ernesti-
ne ile (Eren Eyiiboglu) ile o atdlyede tanisan Bedri Rahmi Eyi-
boglu icin nd, ozellikle erken doneminde farkli modernist s-
luplari arastirmasina olanak taniyan bir mecra durumundadir.
Anadolu’'nun halk sanatlarindan yansiyan gorsel birikime yo-
nelik yogun ilgisiyle tanidigimiz Eyliboglu’'nun bu erken donem
ni’lerinde gorilen renkli dekoratif unsurlar, tinli Fransiz ressam
Henri Matisse’e duydugu ilgiyle de beslenen bir Bati-Dogu sente-
zi arayisini hissettirir.

1930’larin basinda Bedri Rahmi Eyliboglu ile Eren Eyiiboglu'nun
birbirine cok benzeyen bir dizi kiigik boyutlu ni resmi, resim-
sel arayislari konu alan karsilikli bir "gorsel sohbet” gibidir. Bed-
ri Rahmi Eyiiboglu’'nun 1950’lerin basinda bigimsel soyutlamayi
esas alan arayislarinda ulastigi sentezde, erken donem arayisla-
rinin gorsel yansimalarini bulmak mimkinddr.
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THE SEARCH FOR FORM:
BEDRI RAHMi EYUBOGLU (1911-1975)

After he graduated from the Academy of Fine Arts studying with
ibrahim Calli, Bedri Rahmi Eyiiboglu went to Paris in the 1930s
and worked in the studio of André Lhote, where he met his wife
Ernestine (Eren Eyiiboglu). For Eyiiboglu, the nude, particularly
in his early period, was a means through which he could explore
different modernist styles. The colorful, decorative elements
seen in the early nudes of Eyliboglu, recognized for his passion
for the visual materials accumulated from folk art of Anatolia,
also hint at his search for a synthesis of East and West, nurtured
particularly in the interest he had in renowned French artist Hen-
ri Matisse.

A series of small and rather similar nudes Bedri Rahmi Eylboglu
and Eren Eylboglu produced in the early 1930s almost resem-
ble a ‘visual conversation’ that focus on a pictorial search. It is
also possible to find the visual reflections of this earlier search
in the synthesis Bedri Rahmi Eylboglu reached with his stylistic
abstractions in the 1950s.

BEDRI RAHMI EYUBOGLU
Ciplak, yak. 1930 Nude, c. 1930
Tuval lizerine yagliboya Oil on canvas
80 x 60 cm.
Liset-Mustafa Taviloglu Koleksiyonu Liiset-Mustafa Taviloglu Collection
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BEDRI RAHMI EYUBOGLU
Ciplak, 1932 Nude, 1932
Kagit Gizerine suluboya Watercolour on paper
30x22cm.
Luset-Mustafa Taviloglu Koleksiyonu
Liset-Mustafa Taviloglu Collection

184

BEDRI RAHMI EYUBOGLU
Ciplak, 1932 Nude, 1932
Kagit iizerine suluboya Watercolour on paper
15x 20 cm.
Luset-Mustafa Taviloglu Koleksiyonu
Liiset-Mustafa Taviloglu Collection

BEDRI RAHMI EYUBOGLU
Odaigi, 1937 Interior, 1937
Duralit Gizerine karisik teknik Mixed media on hardboard
35x31cm.
Eyliboglu Ailesi Koleksiyonu Eyiiboglu Family Collection
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BEDRI RAHMI EYUBOGLU BEDRI RAHMI EYUBOGLU

ilham Perisi, 1932 The Muse, 1932 Hamam, 1952 Hamam, 1952
Duralit Gizerine yagliboya Oil on hardboard Kagit lizerine guvas Gouache on paper
26 x 18 cm. 57 x 47 cm.
Eyliboglu Ailesi Koleksiyonu Eyiiboglu Family Collection Zeyno-Muhsin Bilge Koleksiyonu Zeyno-Muhsin Bilge Collection
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BICIMSEL ARAYISLAR:
EREN EYUBOGLU (1907-1988)

1936'da Bedri Rahmi Eyiiboglu ile evlendikten sonra Eren
Eyliboglu olarak taninan Rumen kokenli ressam Ernestine
Leobovici'nin hentiz ilkgengliginde gergeklestirdigi bir nid, mo-
dern resme yonelik merakinin ipuglarini barindirir. Yas Giizel Sa-
natlar Akademisi'nde okuduktan sonra 1929°'da Paris’e giderek
bir siire Julian Akademisi’'nde, ardindan dort yil gibi uzunca bir
sure André Lhote atolyesinde ¢alisan Eren Eyliboglu'nun resim-
lerinde nii, zengin bir poz dagarcigi igerirken, disavurumcu egili-
mi koruyan uslupsal arayislari duyurur.

Cogunlukla mekaniyla birlikte betimlenen ni’'lerinde deformas-
yona ugrattigi figurin anatomik ozelliklerini goz onunde bulun-
durdugunu hissettiren Eren Eyuboglu'nun resimleri, gerek resim
ylzeyinin Cezanne'vari "insaci” firga darbeleriyle bitiinlenisi ge-
rekse renk duyarliligi agisindan bicimsel degerlere verdigi 6ne-
mi yansitir.
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THE SEARCH FOR FORM:
EREN EYUBOGLU (1907-1988)

Recognized as Eren Eyilboglu after marrying Bedri Rahmi
Eyiiboglu in 1936, Ernestine Leobovici was an artist of Romani-
an origin. A nude she executed in her adolescent years contains
clues about her subsequent interest in modern painting. In the
paintings of Eren Eyuboglu, who studied at the lasi Academy of
Fine Arts, moved to Paris in 1929 to study fist at Académie Julian,
and later at the studio of André Lhote for four years, the nude
not only contains a rich repertoire of poses, but also heralds a
stylistic search that nonetheless preserves her Expressionist
tendencies.

Often depicting her nudes as part of a setting, Eren Eyiiboglu al-
lows the viewer to feel that she maintains the anatomical charac-
teristics of the figures she deforms. Both in terms of the Cézan-
nesque ‘constructivist’ brush strokes that integrate her surfaces
and in terms of her sensitivity towards color, Eren Eyliboglu's
paintings reflect the weight she places on form.

EREN EYUBOGLU
Ciplak, 1920’ler sonu Nude, late 1920s
Tuval lizerine yagliboya Oil on canvas
64 x53 cm.

Ozel Koleksiyon Private Collection
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EREN EYUBOGLU EREN EYUBOGLU

Ni, 1934 Nude, 1934 Ni (Oturan), 1931 Nude (Seated), 1931
Tuval lizerine yagliboya Oil on canvas Duralit Gizerine yagliboya Oil on hardboard
60 x 49 cm. 84 x 61 cm.
Eyliboglu Ailesi Koleksiyonu Eyiiboglu Family Collection Eyliboglu Ailesi Koleksiyonu Eyiiboglu Family Collection
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EREN EYUBOGLU EREN EYUBOGLU

Ni (Portre), 1946 Nude (Portrait), 1946 Ni (Erkek), 1942 Nude (Male), 1942
Duralit Gizerine yagliboya Oil on hardboard Duralit Gizerine yagliboya Oil on hardboard
70 x 50 cm. 80 x 63 cm.

Eyliboglu Ailesi Koleksiyonu Eyiiboglu Family Collection Eyliboglu Ailesi Koleksiyonu Eyiiboglu Family Collection
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BEDRI RAHMI EYUBOGLU EREN EYUBOGLU EREN EYUBOGLU BEDRI RAHMI EYUBOGLU

Yesilli N, tarihsiz Nude in Green, undated Mor N, tarihsiz Purple Nude, undated Tabak Tutan N, tarihsiz Nude Holding a Plate, undated Tabak Tutan N, tarihsiz Nude Holding a Plate, undated
Kagit tizerine karisik teknik Mixed media on paper Kagit lizerine guvas Gouache on paper Kagit lizerine guvas Gouache on paper Kagit lizerine guvas Gouache on paper
25x 16,5 cm. 18,5x13,5cm. 24 x19 cm. 28 x19,5cm.
Zeyno-Muhsin Bilge Koleksiyonu Zeyno-Muhsin Bilge Collection Zeyno-Muhsin Bilge Koleksiyonu Zeyno-Muhsin Bilge Collection Zeyno-Muhsin Bilge Koleksiyonu Zeyno-Muhsin Bilge Collection Zeyno-Muhsin Bilge Koleksiyonu Zeyno-Muhsin Bilge Collection
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BiCIMSEL ARAYISLAR:
NURI IYEM (1915-2005)

1937'de istanbul Giizel Sanatlar Akademisi'ni birincilikle biti-
ren Nuri iyem, 6zellikle erken déneminde irettigi cok sayida nii
resimde, yogun bir bicimsel arayisi duyurur. Ginimiizde Ana-
dolu kadinini simgeleyen portreleriyle taninan iyem'in 6zellikle
1960’lar oncesinde geometrik soyutlamadan soyuta ve yeniden
figlirasyona uzanan resimsel siireci i¢inde ni, bigimsel kaygilarin
agir bastigi modernist bir sanatsal kimligi duyurur.

NuU resmi konu ile bicim arasindaki iliskiyi irdeledigi bir olgu ola-
rak ele alan Nuri iyem, seyirciyi "konu“dan kurtarip “resme" bak-
masinin ¢ok zor oldugunu ifade etmis, bu anlamda ni resmin,
hem ressama, hem izleyiciye meydan okuyan bir sanat tiirt ol-
dugunu ima etmistir: "Kolay degildir, seyirciyi konudan kurtarip res-
me sokmak. Chardin’in resmini yemek odasina, istah acsin diye ko-
yanlar bulunabilir.
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THE SEARCH FOR FORM:
NURI IYEM (1915-2005)

Having graduated valedictorian from the istanbul Academy of
Fine Arts in 1937, Nuri iyem demonstrated an intense search for
form in the copious nudes he produced particularly in his ear-
ly periods. Although iyem is recognized today for his portraits
symbolizing the Anatolian woman, the nude in his artistic career,
which extends from geometric abstraction to abstract, and back
to figuration in the pre-1960s, heralds a modernist artistic iden-
tity dominated by stylistic concerns.

Treating the nude as concept through which he explored the con-
nection between subject and form, Nuri lyem once stated that it
was quite difficult to distract the viewer from the ‘subject’ and
guide him towards looking at the ‘painting, arguing that nude
painting was, in that respect, a genre of art that challenges both
the artist and the viewer. “After all, it is no easy feat detaching the
viewer from the subject and allowing him to enter the world of the
painting. Some might even put works of Chardin in the dining room,
to increase one'’s appetite.”

NURI IYEM
NG, 1936 Nude, 1936
Karton lizerine yagliboya Oil on cardboard
11,5x16,5cm.
Evin-Umit iyem Koleksiyonu Evin-Umit iyem Collection
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NURI IYEM NURI IYEM NURI IYEM NURI IYEM

N, yak. 1940 Nude, c. 1940 NU, 1937 Nude, 1937 Nu, 1950ler Nude, 1950s NU, 1951 Nude, 1951
Karton lizerine yagliboya Oil on cardboard Kagit lizerine yagliboya Oil on paper Karton lizerine yagliboya Oil on cardboard Tuval lizerine yagliboya Oil on canvas
20,5x13,5cm. 12x17 cm. 27 x 18 cm. 59,5x51,5cm
Evin-Umit iyem Koleksiyonu Evin-Umit iyem Collection Evin-Umit iyem Koleksiyonu Evin-Umit iyem Collection Evin-Umit iyem Koleksiyonu Evin-Umit iyem Collection Nur-Ayta¢ Mango Koleksiyonu Nur-Ayta¢ Mango Collection
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NURI IYEM
Ni, 1954 Nude, 1954
Tuval lizerine yagliboya Oil on canvas
47 x 57 cm.
Mehmet Halit Kilig Koleksiyonu Mehmet Halit Kili¢ Collection
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NURI IYEM
Uglii Nii, 1958 Three Nudes, 1958
Duralit tizerine yagliboya Oil on hardboard
24 x 34 cm.
Evin-Umit iyem Koleksiyonu Evin-Umit iyem Collection
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BICIMSEL ARAYISLAR:
HAKKI ANLI (1906-1991)

istanbul Giizel Sanatlar Akademisi'nden 1932'de mezun olan
Hakki Anli'nin erken doneminde gergeklestirdigi ni resimlerde
kendi merakli bakisinin izleri, orta yasinda gergeklestirdigi k-
bist Usluplu resimlerde kendilik arayisinin yalpalanmalari, ge¢
doneminde ulastigi ¢iplak figlir yorumlarinda kendi 6zguin duyar-
Lliginin yansimalarini bulmak mimkiindir. Ge¢ denebilecek bir
yasta, 50’lerine yaklasirken Paris’e yerlesen, orada Avrupa’'dan
gocmis baska Tirk ressamlarla birlikte Il. Dinya Savasi sonra-
sI atmosferinin duygusunu barindiran soyut resimleriyle dikkat
¢eken Anli, 1970’lerde yeniden figlire dondugiinde ne figliratif ne
soyut olan, yogun arayislarla gegen uzun bir yasamin ardindan,
kararli bir kararsizligi duyuran ¢iplaklarla defteri kapatir.

Hakki Anli'nin sanat yasaminda gozlemlenen uUslupsal cesitlilik
ve arayis, 20. ylzyilin ilk yarisinda Tiirk resminin modernlesme
suirecinde genel olarak gozlenen heveslerin ve kaygilarin, kagi-
nilmaz artzamanliliklara ragmen 6zgtin ifade ¢abalarinin mikro-
kozmik bir yansimasi gibidir.
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THE SEARCH FOR FORM:
HAKKI ANLI (1906-1991)

The early nudes of Hakki Anli, who graduated from the istanbul
Academy of Fine Arts in 1932, resonate with the traces of his
own curious gaze; the Cubist paintings he produced in his middle
ages reflect his oscillating search for identity; whereas the nude
figures he attained in later years reflect his unique sensitivities.
Having relocated to Paris relatively late, as he neared his 50s,
Anli, along with other Turkish artists that immigrated to Europe
around the same time, drew attention with his abstract paintings
that resonated with the post-World War Il atmosphere. Follow-
ing a life-long and intense search for what was neither figurative
nor abstract, Anli returned to figure once again in the 1970s and
ended his career with nudes heralding a determined indecision.

The stylistic diversity and search recognized in the artistic ca-
reer of Hakki Anli is almost a microcosmic reflection of the as-
pirations and concerns generally observed in the modernization
period of Turkish painting in the first half of the 20" century, as
well as the artists’ attempts to find a unique expression despite
inevitable stylistic anachronisms.

HAKKI ANLI
Nd, 1930°lar Nude, 1930s
Tuval lizerine yagliboya Oil on canvas
55 x 28 cm.
Besi Cecan Koleksiyonu Besi Cecan Collection
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HAKKI ANLI
NG, 1933 Nude, 1933
Tuval lzerine yagliboya Oil on canvas
57,5 x 46,5 cm.
Tlrkiye Cumhuriyeti Merkez Bankasi Koleksiyonu
Central Bank of the Republic of Turkey Collection

HAKKI ANLI
Uzanan Kadin, 1950 baslari Reclining Woman, early 1950
Karton lizerine yagliboya Qil on cardboard
48 x 63 cm.
Besi Cecan Koleksiyonu Besi Cecan Collection

HAKKI ANLI
Karanlikta, 1976 In the Dark, 1976
Duralit Gizerine yagliboya Oil on hardboard
37,5x26,5cm.

Besi Cecan Koleksiyonu Besi Cecan Collection

205



