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Sunus | Foreword

Suna, Inan & ipek Kirag

Pera Miizesi 201l Baharinda Giinbatimini
“Karaburgak Moru”yla Selamliyor

Pera Miizesi, 2010 yilinda 5. yasini kutlad: ve gok yo-
gun bir programi basariyla hayata gegirdi. Bir taraftan, 2010
yilinda Avrupa Kiiltiir Baskenti olan Istanbul’'un tarihine Hip-
podrom sergisiyle isik tutarken diger taraftan, Chagall’dan
Picasso’ya ve Botero’ya, lkuo Hirayama ve Cagdas |apon Sa-
natinin geng yeteneklerinden, Macar resminin biyiik ustasi
Csontvary’ye, |9. yizyilin en buyuk Rus ressamlarindan Frida
Kahlo ve Diego Riveraya, diinya sanatinin farkli donemlerin-
den farkli renklerini ve seckin érneklerini sanatseverlerle bu-
lusturdu. Ulkemiz ve uluslararasi kiiltiir ve sanat cevreleri,
Pera Miizesi’ne ve etkinliklerine biyik ilgi gosterdi. Kendi-
lerine icten tesekkirlerimizi sunuyoruz. Pera Mizesi 20l
baharinda da, Tiirk resminin cok 6nemli, ancak hak ettigi ka-
dar bilinmeyen ya da anlasilamayan bir ustasinin, Ihsan Ce-
mal Karaburgak’in sanatina yeni isiklar tutan bir sergiyi ger-
geklestirmenin mutlulugunu yasiyor.

Tirk resminde 6zgiin bir yeri olan Ihsan Cemal Kara-
burcak, resim ¢calismalarini matematik alanindaki donanimi ve
Mors alfabesine olan hakimiyetiyle taglandirarak, kendine
6zgii renkleri, sembolleri ve perspektif anlayisiyla, 6zgiin bir
resim dili yaratmistir. Karaburcak’in yenilikgi renk anlayisi,
ézellikle de “Karaburcak mor”u olarak bilinen rengi, zaman
zaman disiplinlerarasi ¢alismalara da ilham vermis; Grnegin
degerli mimar ve yazar Cengiz Bektas, sanatciya sevgisini ve
saygisini, bu katalogta da yer alan “Mor” siiriyle ifade etmistir.

Ihsan Cemal Karaburgak, higbir akimin mensubu ol-
mayan, resim anlayisini 6zglin kisiliginden, yasamindan,
mesleginden ve yasadigi cografyadan yaratmis, otodidakt
bir sanatgimizdir. Pera Miizesi, agildigi giinden bu yana, diin-
ya sanatinin seckin 6rneklerine ev sahipligi yaparak sanatse-
verlerle bulustururken, misyonu geregi, tilkemizin kiiltir var-
liklarina ve degerlerine sahip ¢ikmakta ve bu cergevede, il-

Pera Museum Salutes Sundown with
“Karaburgak Purple” in the Spring of 2011

Pera Museum celebrated its fifth anniversary in 2010
during which it successfully implemented a busy program of
events and activities. While shedding light to 2010 Europe-
an Capital of Culture Istanbul’s history with the Hippo-
drome exhibition, the Museum presented to art enthusiasts
a large selection of artists and their works, ranging from
Chagall, Picasso, and Botero to Ikuo Hirayama, and young
talents of contemporary |apanese art, from Hungarian mas-
ter Csontvdry to the greatest Russian painters of the 19
century, as well as Frida Kahlo and Diego Rivera. The local
and international milieus of art and culture showed great in-
terest in Pera Museum and its endeavors. We would like to
extend them our heartfelt appreciation. Pera Museum wel-
comes spring of 20Il with an exhibition that sheds light to
the art of lhsan Cemal Karaburgak, an outstanding master of
Turkish painting whose name and works deserve better rec-
ognition.

Ihsan Cemal Karaburgak holds a distinctive place in
Turkish painting; crowning his works with his knowledge of
mathematics and the Mors alphabet, Karaburcak created a
unique pictorial language with his colors, symbols, and per-
spective. Karaburgak’s innovative sense of colors, particu-
larly the “Karaburgak purple,” often inspired other disci-
plines. Renowned architect and writer Cengiz Bektas, for
example, expressed his admiration and respect for the
painter with the poem “Mor” / “Purple” included in the
catalogue.

He was an autodidactic painter who did not adhere
to any particular movement in art and derived his artistic
strength from his life, profession, and the geography in
which he lived. Since the day of its inauguration, Pera Mu-
seum hosted not only outstanding exhibitions of global art,



kemiz sanatina ve sanatcilarina yonelik ¢alismalarini da siir-
dirmektedir.

lhsan Cemal Karaburcak, hi¢ stiphe yok ki, tizerinde
durulmasi ve tilkemiz sanatseverlerine dogru tanitilmasi ge-
reken bir degerdir. Pera Miizesi, bu sergiyle, sanatginin aziz
anisini sayglyla selamlamaktadir.

Serginin gerceklesmesindeki degerli katkilarindan
otirt Sayin Yiksel Karaburgak’a, Karaburgak Ailesi’nin tim
fertlerine ve koleksiyonlarini bizlere agarak sergiye resim ve-
ren tiim degerli koleksiyon sahibi kisi ve kurumlara, sergiye
ve kataloguna katkida bulunan Sayin Turan Erol, Sayin Cen-
giz Bektas ve Sayin Kaya Ozsezgin’e tesekkiir ederiz.

Ayrica, serginin ve katalogun hazirlanmasindaki 6zve-
rili calismalarindan Gtird, degerli arastirmaci Sayin Ferah
Aras’a, sergi danismani Sayin Prof. Dr. Semra Germaner’e ve
Pera Mizesi ekibine icten tesekkirlerimizi sunariz.

but, as part of its mission, it has also supported the cultural
heritage of Turkey and, by extension, the art and artists of
this country.

There is no doubt that Karaburgak is an important
milestone of this heritage and rightfully deserves to be re-
introduced to art enthusiasts of Turkey. Pera Museum is
proud to undertake this endeavor and respectfully salutes
the memory of Ihsan Cemal Karaburgak with this exhibition.

We would like to extend our heartfelt thanks to Yik-
sel Karaburgak and all the members of the Karaburgak fam-
ily for their help in bringing this exhibition to life, to indi-
vidual and corporate collection owners who have loaned
their valuable works to this exhibition, and to Turan Erol,
Cengiz Bektas, and Kaya Ozsezgin for their valuable contri-
butions towards the exhibition and the catalogue.

We would also like to express our appreciation to es-
teemed researcher Ferah Aras for her dedicated efforts to
the exhibition and catalogue, to exhibition consultant Prof.
Semra Germaner, and to the entire Pera Museum team.










Otodidakt Bir Sanatgi: lhsan Cemal Karaburgak

An Autodidactic Artist: Ihsan Cemal Karaburgak

Semra Germaner

“Karaburcak’in resimlerinde Fransizlik bulunmamakla
beraber millilik de yoktur. Bunu aleyhine bir nokta
olarak géstermek ¢ok dar gorisliilik olur. Bizim igin
bati teknigiyle milli resim yapabilmek halli giic bir
meseledir. Ustelik giinimiiziin bati diinyasinda milli
sanat pesinde kosmanin dogru olup olmadigi da tar-
tisilacak bir konudur. Guiniimiiziin bati diinyasi, sanat-
¢idan millilik degil sahsiyet bekliyor. Ne Hollandals
Van Gogh’un, ne Ispanyali Picasso’nun, ne de Isvicre-
tarafi
Karaburgak’la resmimiz bir sahsiyet, biyik bir deger

i Klee’nin milli vardir... ihsan Cemal
kazanmis oluyor.”

Biilent Ecevit, I3 Nisan 1951, Ulus gazetesi

Modern sanatin gegmis dénemlere oranla dnemli ay-
ricaliklarindan biri de okul disi bireysel arayislara yonelmis
olan otodidakt sanatgiya yer ayirmasidir. Sanatin demokra-
tiklesmesi ve bireyin sanat alanini 6zgiirce kullanabilmesi
adina otodidakt sanatgilar modernizm iginde 6nemli rol oy-
namislardir. Akademik kaliplara ve sanat adina bunlarin 6gre-
tilmesine karsi tavir alan, sanat egitiminin yaraticilligi ve 6z-
giinligl zedeleyecegine inanan, yeniden saf ve icten bir sa-
nat anlayisina déniilmesini arzulayan Batili modern akimlarin
temsilcileri arasinda bu tir 6rneklere ¢okga rastlanir.

Retrospektif niteligindeki bu sergiyle yapitlarini top-
luca izledigimiz Ihsan Cemal Karaburcak, 20. yiizyil Tiirk sa-
natinda sayilari az olan otodidakt sanatcilarimizdan biridir.
Bir sanat¢inin otodidakt sayilmasi i¢in sanat ortamindan ti-
miyle kopuk ya da ortama karsi oldugunu diisinmemek ge-
rekir. Her otodidakt sanatgi baslangigta amatordiir ve tut-
kuyla sanata sarilir. Ancak bu bir siire¢ sorunudur. Eger kisi
tutkuyla basladigi kendi yoluna ve bakis agisina olan inancini
stirdirir, giderek profesyonellesmeye baslarsa Ihsan Cemal
Karaburgak gibi bu ortamin 6zgiin bir bireyi olabilir.

“While Karaburgak’s paintings bear no Frenchism,
nor do they possess any nationalism. To regard this as
a disadvantage would be nothing short of narrow-
mindedness. Painting national works in Western
technique is of great difficulty for us. Furthermore,
the sagacity of pursuing national art in today’s West-
ern world is matter open to debate. The Western
world of the present expects not nationalism, but
individuality from the artist. There is nothing nation-
al about the Dutch Van Gogh, the Spanish Picasso,
or the Swiss Klee... Our painting thus attains charac-
ter and great value with Ihsan Cemal Karaburgak.”
Biilent Ecevit, 3 April 195I, Ulus newspaper

One of the most important prerogatives of modern
art vis-a-vis the earlier periods is its accommodation of auto-
didactic artists in search of individual, non-academic pur-
suits. Autodidactic artists play a significant role in modern-
ism with regards to the democratization of art and the indi-
vidual’s right to freely use his/her realm of art. Such exam-
ples are frequently encountered among the representatives
of modern Western trends, who rice against academic forms
and indoctrination in the name of art; they not only believe
that a formal art education will hamper creativity and origi-
nality, but also long for a return to pure and sincere concep-
tions of art.

Karaburcak, is one of the rare autodidactic artists in
20" century Turkish art. It should not be assumed that in or-
der to be considered autodidactic, an artist must necessarily
be entirely detached from the art milieu or opposed to it.
Each autodidactic artist is an amateur in the beginning and
embraces art with passion. This; however, is a question of
process. If the artist continues to believe in his vision and the
path he passionately embarked upon and grows increasingly



Ihsan Cemal Karaburcak resimle ilgilenmeye 1930°da
Telgraf Isleri Mudirligi’nde gérevli iken yollandigi Paris’te
baslamistir. Onun burada meslek 6grenmek ve mesleki bil-
gileri gelistirmek amacina yonelik egitim veren Ecole
Universelle’e kaydolarak desen ve resim kurslarina katildigi
ya da mektupla resim hakkinda bilgilendigi anlasilmaktadir.
Sanatgi o tarihten sonra gérev icabi bulundugu Avrupa kent-
lerinde miize ve galerileri gezmis, Fransizcasindan yararlana-
rak sanat kitaplari okumus, modern sanata yakin ilgi géster-
mis ve giiniin sanatini izlemistir. Donistinde Ankara’da Ana-
dolu Ajansi Dis Haberler Servisinde basyazar olarak gérev
yapmasi Turkiye’nin, dolayisiyla Tirk sanatgisinin disa kapali
oldugu yillarda onun diinya ile iletisimini stirdirmesinde ya-
rarli olmustur.

1943 yilinda gorevli olarak Biikres’e giden Karabur-
¢ak, gazeteci-sanatgi kimligi ile Il. Diinya Savasi yillarinin
olumsuz kosullarinda resim yapmay: stirdiirmiis ve 1944 yi-
linda Biikres’te ilk resim sergisini agmistir.

1949°da Ankara Karpi¢ Lokantasi’nda sergiledigi 49
resmi ile sanat ortamina katilan ve ¢ok olumlu elestiriler
alan Karaburgak, bundan sonra yoluna sadece ressam olarak
devam edecektir.

istanbulsanatc;evrelerindeihsan Cemal Karaburgak’a,
akademi egitimi almamis olmasi ve gazetecilik alanindan
gelmesinden kaynaklanarak bir nevi amator ressam goziiyle
bakilmistir. Oysa Karaburgak 1950’li yillarda sanat tarihi ve
sanat anlayisi konularinda gérislerini agiklayan yazilar, eles-
tiriler yayinlamaya baslamistir. O, kurulus yillarinda goérev
tistlenmis bir Cumhuriyet aydinidir. 1951 tarihli Sanat Anlay:-
st adli kitapeikta Tirkiye’nin uygarlik dinyasindaki yerini,
sanat-din iliskisini, Cumhuriyet déneminin sanat anlayisini ve
katkilarini tartisir. Bu yazilar dénemin sanat gérisi ve bek-
lentileri lzerine dnemli ipuglari barindirmaktadir. Yazilarin-
da “Milli Resim”, “Tiirk Resmi” gibi tartismalarda “Diinya’ya
Tirk Resmi diye bir sey gostermek suretiyle degil, kisiligi
olan ¢ok sayida Tirk ressamini tanitmak suretiyle Tiirk sana-
tindan bahsettirebiliriz” diyen sanat¢i ne ddnemin etkin sa-
natgi grubu olan ‘d’” Grubu’nun sanat anlayisini benimsemis
ne de toplumcu ifadeler arayan Yeniler Grubu’nun ¢alisma-
lariyla ortaklik kurmustur. Sanat yolundaki tek segenegi ken-
disidir. Ote yandan Ikinci Diinya Savasi sonrasi resimde yay-
ginlasan informel sanat 1950’lerde Tiirkiye'de de goriillmeye
baslamis, resim sanatinda ¢izgi, motif, renk, leke gibi 6n
planda olmasi gereken unsurlarin ustalikli bir kompozisyon

more professional, like lhsan Cemal Karaburcak, s/he can
become an original and authentic member of this milieu.

Karaburgak grew interested in painting in Paris,
where he was posted as part of his career at the Directorate
of Telegraph Services in [930. It appears that while at the
French capital, he enrolled in Ecole Universelle —specializ-
ing in professional training and professional advancement—
to take drawing and painting classes or to further his knowl-
edge of painting through correspondence. As of that date,
the artist visited museums and galleries in the European cit-
ies he sojourned as part of his career and, used his French,
read art books, showed a keen interest in modern art, and
closely followed the contemporary art movements of the
period. His appointment as editor-in-chief at the Anadolu
Agency’s Foreign News Service upon his return to Ankara
helped Karaburcak maintain his communication with the
world during the years in which the Turkish artist was still
self-enclosed.

Traveling to Bucharest on a mission in 1943, Kara-
burcak continued to paint —as a journalist-cum-artist- under
the unfavorable conditions of World War Il and in 1944 he
opened his first exhibition in Bucharest.

Karaburgak joined the local art milieu with the 49
paintings he exhibited at the Karpi¢c Restaurant in Ankara in
949 and received very positive reviews. Thereupon, he
continued his path solely as a painter.

Karaburgak’s lack of academic training and his pro-
fessional formation as a journalist led the artistic milieus of
Istanbul to regard this artist as an amateur of sorts. Yet, in
the 1950s, he had begun to publish articles and critiques
revealing his views on art history, as well as his conception of
art. He was an intellectual of the Republican era, who had
assumed a mission during its early years. In his series of bro-
chures entitled, Sanat Anlayist [A Sense of Art] dated I95I,
Karaburgak discusses Turkey’s place in the world of civiliza-
tion, the relationship between art and religion, as well as
the notion of art in the Republican era and its contributions
towards art in Turkey. These writings contain important
clues about the artistic vision and expectations of the peri-
od. Noting in his discussions of “National Painting” or
“Turkish Painting” that “we can make a name for Turkish art
not by showing Turkish Art to the world, but rather by intro-
ducing numerous Turkish artists with individuality,” Kara-
burcak neither adopted the artistic conventions of the ‘d’



anlayisiyla kullanilmasini 6neren Karaburgak bu alani ¢ok ve-
rimli kullanmistir.

Karaburgak, Tirk resim sanatinda taze bakisiyla 6zel
bir yere sahiptir. Onun resimleriyle ilk kez 1962 yilinda Istan-
bul Resim ve Heykel Miizesi’nde karsilastigimi animsiyorum.
Tiirkiye'de figiiratif ve soyut tartismalarinin stirdtigi, milli sa-
nat anlayisinin  arandigi  bir donemde lhsan Cemal
Karaburgak’in resimleri bizlere yeni, icten, gérmeye alisik ol-
dugumuz resimlerden farkli gelmisti. Karaburgak’in yapitlari
onun yalniz basina stirdiirdiigl bir serivenin Griinleridir.

Onun modern sanatimizdaki yerini ve otodidakt yani-
ni degerlendirirken kendini ifade ettigi resim dilini yalnizca
cevresinden ve mesleki birikimlerinden gikardigini unutma-
mak gerekir. Sanat¢i; déneminin akimlarindan, Gnli sanatgi-
larindan esinlenerek degil ama daha ok kendi birikimlerin-
den hareket etmis ve bunu tim yasami boyunca strdirmiis-
tiir. Mors alfabesini ¢ok iyi bilen sanatginin giderek soyutla-
san diinyasinda isaretler onun resim dilini olusturmustur. Ih-
san Cemal Karaburcak kisisel gézlemleri ve sanat alani disin-
da Posta ve Telgraf Idaresi gibi bir alandaki birikimlerini sana-
ta doniistlirme becerisini gésterebilen ender bir sanatgidir.

Yasami boyunca, 6grenerek, deneyerek, disiinerek,
tartisarak kendini yetistiren Ihsan Cemal Karaburgak sanat
yasami boyunca 55 sergi agmis, yapitlar 1956’da Istanbul
Resim ve Heykel Miizesi’ne girmis ve 6zel koleksiyonlar ta-
rafindan sevilerek alinmistir. Ancak en énemlisi ailesinin ya-
pitlarin saklanmasina ve korunmasina oldugu kadar serginin
diizenlenmesine verdigi katkidir.

Bu 6nemli ancak gerektigi kadar dogru taninmayan
sanatgimizi farkli dénemlerden yapitlariyla sanat ortamina
sunan bu serginin ve sanatgi hakkinda titiz bir arastirmanin
uriind olan yiiksek lisans ¢alismasiyla Ferah Aras’in katalogda
yer alan yazisinin, Tirk resim sanatinin bu ayricalikli ve 6zgiin
ustasina olan goniil borcumuzu bir oranda 6deyebilecegini
diistiniiyorum.

Group, which was the leading artistic formation of the peri-
od, nor collaborated with the Yeniler Grubu [The Newcom-
ers Group] in search of socially-oriented expressions. He
solely chose himself on the path leading to art. Informal art,
on the other hand, which became widespread in painting
after World War Il, also began to appear in Turkey in the
[950s. Proposing the use of elements such as line, motif,
color, and stain that should be at the forefront in the art of
painting through a masterful sense of composition, Kara-
burgak used informal art in a very productive manner.

With his fresh vision, Karaburgak holds a special
place in Turkish painting. | recall seeing his paintings for the
first time in 1962, at the Istanbul Museum of Painting and
Sculpture. During a period in which figurative and abstract
were still debated and a concept of national art was sought,
Ihsan Cemal Karaburcak’s paintings appeared original, sin-
cere, and different from the paintings we were accustomed
to seeing. Karaburgak’s oeuvre is the product of an adven-
ture that he embarked upon on his own.

In evaluating his place in modern Turkish art and his
autodidacticism, one should remember that he derived his
pictorial language of expression from his immediate sur-
roundings and his professional background. Rather than cur-
rents or renowned artists of the period, his art was based on
his own experience. Signs comprised the pictorial language
in the increasingly more abstract world of the artist, who
was quite familiar with the Mors alphabet. Ihsan Cemal Ka-
raburcak was an exceptional artist masterfully transformed
his personal observations and experience at the Mail and
Telegraph Administration into art.

Learning, experimenting, thinking, and discussing
throughout his life in his quest for self-improvement, Kara-
burgak opened 55 exhibitions during his artistic career. His
works entered the Istanbul Museum of Painting and Sculp-
ture in 1956 and were eagerly acquired by private collectors.
Nonetheless, of utmost importance is his family’s contribu-
tion towards the preservation and protection of his works,
as well as the organization of this exhibition.

| believe that this exhibition, which presents to the art
world a wide time-line of works executed by this significant
yet insufficiently known artist, as well as the meticulously re-
searched article Ferah Aras wrote on Karaburcak for the cata-
logue, will pay —to some extent- our debt of gratitude for
this exceptional and original master of Turkish art of painting.






Karaburgak: Benzersiz Bir Sanatgi

Karaburgak: A Unique Artist

Kaya Ozsezgin

Unutulmus goriinen dyle sanatgilar var ki, kiillerin-
den arinip yeniden dogan anka kuslar gibi umulmadik bir za-
manda karsimiza giktiklarinda, onlari unutmus oldugumuz
icin kendimizi ve ¢evremizi sugladigimiz gibi, bu unutkanligin
faturasini paylasmakta da tereddiite diiseriz. Bunda bellek-
siz bir toplum olmamizin da elbet 6nemli bir payi var. Kiltir
devrimlerini gerceklestirmis ve degerlerine sahip ¢ikmay
ogrenerek “ileri”lik vasfina hak kazanmis toplumlarda genel-
likle yasanmaz bu tir geliskiler; o toplumlarda degerler in-
deksi yerine oturmustur ¢iinkii, biylk kaymalar yasanmaz,
kiilttirel unutulmusluk ileri diizeylere ulasmaz. Heidegger’in
dedigi gibi, onyargidan kurtulabilmenin &ncelikli kosulu,
dinlemeye ve diisiinmeye hazir ve istekli olmak, yanlis anla-
ma tehlikesini olabildigince bertaraf etmektir.

iste simdi bizi, Uizerinde yeniden diisiinmeye, yeni bir
degerlendirme yapmaya gagiran bir isimle karsi karsiyayiz:
Ihsan Cemal Karaburcak. Acaba kacimizin belleginde bu is-
min ¢agristirdigi bir sanat modeli canlanabiliyor? Her seyi es-
kitmeyi hiiner sayanlari bir kenara birakalim; gelisimin ve olu-
sumun kademeli akisi icinde, resimlerine koydugu “.C.K”
rumuzuyla ve daha ¢ok da yapitlarini kendine 6zgii kilan sa-
natsal degerlerle zamaninda hakli olarak sivrilip ¢tkmis olan
bu sanatginin, sanat tiiketicilerinin géziinde bugiin temsil et-
tigi yer nedir acaba? Bu ve benzeri sorularin karsiligini bul-
mak kolay olmayacaktir.

Filmi geriye sarip 1950°li, I960’li yillarin Ankarasi’na,
baskentte olusmaya baslayan sanat ortamina dénmek gere-
kiyor. Biirokratik yasamin carklari arasinda yeterince ogiitiil-
dikten sonra [950’1i yillarin basinda bu gérevlerinden ayrila-
rak sanata odaklanan, oysa daha 1930’larda gittigi Paris’te
“Ecole Universelle”de resim fircasini eline alan, ancak bu
okulun akademik 6gretim sistemiyle bagdasmadigi icin basi-
na buyruk kalmayi tercih eden Ihsan Cemal Karaburgak, bi-
raz geg de olsa bir gercegi kesfetmenin is1gini yakmistir icin-

There are such seemingly forgotten artists that when
they appear before us unexpectedly like a phoenix borne
out of its ashes, we not only blame ourselves and others
around us for having forgotten them, but we also seem re-
luctant to share the blame of this amnesia. The fact that we
live in a society without memory plays an important role in
this phenomenon. In societies that have completed their
cultural revolution and attained the quality of being “pro-
gressive” by embracing its values, conflicts of this kind al-
most never exist, for, in such societies, the index of values is
already well established; major shifts never occur and cul-
tural amnesia never reaches a high level. As Heidegger
notes, the prerequisite of ridding oneself of prejudice is
possible through the readiness and willingness to listen,
think, and eliminate the possibility of misunderstanding as
much as possible.

At this point, we encounter a name that summons us
to rethink and reevaluate its connotations: Ihsan Cemal Ka-
raburgak. How many of us are able to recollect the art that
this name evokes? Never mind those who think it is virtuous
to wear things out; in the gradual flow of development and
formation, what does an artist, who signed his work as
“.C.K.” and, more importantly stood out in his time with
the artistic values that make his oeuvre unique, represent in
the eyes of art consumers today? It would not be easy to
find the answer to this question or others like it.

We must rewind the film and go back to the artistic
milieu that was beginning to take shape in the Ankara of the
[950s and 1960s. After having sufficiently been grinded
through the wheels of bureaucratic life he left this position
in the early 1950s. Already in 1930’s Ihsan Cemal picked up
the brush at Ecole Universelle in Paris and chose to venture
out on his own due to his disagreement with the academic
system of the school. Karaburgak, though perhaps a bit late,



de: Sanat, yerlesik kurallara bilingle direnmenin ve bilgi ala-
cagi kaynaklari segmenin kisiye saglayacagi olanaklarla kuru-
lup gelistirilir ancak. “Hat perspektifi’ni Cézanne’dan miil-
hem algilarla bozmak istedigi icin okulda tepki géren bu orta
yasli bilgeye yol gésterecek olanlar, artik mizelerdeki usta-
lardir. Bir de Cézanne’i ¢ok iyi anlamis olan André Lhote el-
bet; oncelikle onu anlamak gerekecektir. Boyle olmasina
boyledir de, Karaburcak gene de o ustalardan birine ya da
birkagina &ykiinmek gibi siradan bir girisimle ise baslamaya-
caktir. Benimsedigi tek bir “distur” vardir: Kendisi olarak
kalmak. Bu amacinin ilk gostergesi, 1949°da Ankara’nin o
dénemdeki tnlii lokantasi Karpi¢’te 5l yasinda 50 kadar tab-
losuyla actigi ilk sergisidir. Baskentin o yillardaki bugulu at-
mosferi icinde bu ¢ikisi anlayabilecek insanlarin azligini tah-
min etmek glic olmasa gerektir.

Amaci tek yonli de degildir. Geng kusaklar aydinlat-
mak, onlara gergek sanatin ne oldugu, ne olmasi gerektigi
yolunda aydinlatici bilgiler vermek de onun benimsedigi go-
revler arasindadir. Daha ilk sergilerini agtigi donemde, ilkini
I95I'de yayinladigi brosiirlerde (Sanat Anlayist) gengligin
“umunmi kiiltir dévasi” olarak gorir sanat meselesini; “geng
arkadasim” diye seslendigi o isimsiz muhatabina can alici
énerilerde bulunur, hicbir dénemde doganin oldugu gibi
“tersim” edilmedigi gercegine israrla parmak basar, gercek-
ligin “hangi tamperaman araciligiyla” gérilmiis oldugunun
énemine dikkat ceker. Bu gérisler onun sanat manifestosu
oldugu gibi tizerine hig de vazife olmayan bir sanat misyoner-
liginin de gostergesidir. Baska bir sey daha yapar, Ankara’da
kendi adini tasiyan bir galeri (Karaburcak Sanat Galerisi) agar
ve 1956-1965 arasinda dokuz yil bu galeriyi yasatir. Heniiz
sergi mekdnlarinin olusmadigi, higbir seyin yeterince bigim-
lenmedigi bozkir merkezinde boyle bir misyonerlige soyun-
manin ne anlama geldigi de yeterince anlasilmis degildir o
yillarda. Ama oyle olsa da buna canli bir tanik vardir:
Karaburgak’in kimligini ve benzersiz kisiligini yansitan resim-
leri. Cogunlugunu 1960’1 yillarda gergeklestirdigi bu sergi-
lerinde yer verdigi resimleri, o yillarda kendisi gibi bir otodi-
dakt olan yakin dostu Esref Uren “nefis bir ziyafet” olarak ta-
nimliyordu.

Ben onu 1970’li yillara dogru yakindan tanima olana-
g1 buldum. 1968’de Ankara Alman Kitapligi salonunda dii-
zenledigi sergisinde olgunluk yasina ulasmis olmanin mutlu-
lugunu yasiyor, sanati yoluyla iletmek istedigi mesajin bas-
kent sinirlarini asmamis olmasindan (istanbul’da sadece g

discovered a truth: art can only be realized and developed
with the possibilities that a conscious resistance to estab-
lished rules and a deliberate choice of information sources
can provide. Having caused eyebrows to raise due to his de-
sire to distort “linear perspective” with perceptions inspired
by Cézanne, this middle-aged, erudite man would be guid-
ed by the masters in museums. And, of course, André Lhote,
who famously understood Cézanne; it would first be neces-
sary to understand him. While that may have been the case,
Karaburgak would not settle for a mediocre engagement
such as emulating one or more of these masters. There was
only one “motto” he adopted: Stay as yourself. The primary
indication of this objective was the first exhibition he
opened with nearly 50 paintings in 1949 —at the age of 5|-at
Karpig, the famous restaurant of Ankara in that period. It
would not be difficult to guess the scarcity of people who
would understand this breakthrough amidst the hazy atmos-
phere of the Turkish capital in those years.

His objective was not unilateral. Informing younger
generations, offering them insight on what real art is and
what it should be were among the missions he undertook. In
the series of brochures (A Sense of Art), the first of which he
published in [95 during the years of his first exhibitions, he
perceived art as a “public cultural cause” of the younger
generation. He offered striking suggestions to that anony-
mous reader he referred to as “my young friend”, insistently
asserted the fact that nature has never been “depicted” as it
really was, and pointed to the importance of “the tempera-
ment through which” reality was viewed. These views not
only constituted his manifesto of art, but they were also an
indication of his self-appointed task as the missionary of art.
Next, Karaburgak did something else. He opened a name-
sake art gallery (Karaburcak Art Gallery) in Ankara and sus-
tained it for nine years between [956 and 1965. The point of
undertaking such a mission in the centre of the steppe where
no exhibition spaces existed or nothing was adequately
formed was still not very clear in those years. Still, there was
one witness to this formation: paintings that reflected Kara-
burcak’s identity and unique personality. His close friend
and fellow autodidactic Esref Uren described the paintings
Karaburcak included in the exhibitions, the majority of which
he opened in the 1960s, as a “splendid feast.”

| 'had the opportunity to get to know him well to-
wards the 1970s. He was enjoying the pleasure of having



sergisi olmustu) higbir tedirginlik duymadigini belli eder
tarzda bir huzur ifadesiyle aydinlanan ¢ehresinde bu mutlu-
lugun izlerini tasiyordu. Tek basina yasadigi Kizilirmak
Sokag’ndaki atlyesinde kendisiyle yaptigim bir goriismenin
metni o dénemin Varlik dergisinde (sayi: 712) yayinlanmisti.
O konusmamizda Karaburgak, sanatin “vatani” olmadigin-
dan s6z ediyor, her sanatginin farkinda olmadan ¢esitli de-
gerlerin etkisi altinda kalsa bile bu etkilerin taklit yoluyla de-
gil, “hazmedilmis” degerler olarak sanat yapitina yansitmasi
gerektiginin altini giziyordu.

Onun yaptigi da bundan baska bir sey degildi. Once-
likle bir “renk ressami” kimligiyle kendini agiga vuruyordu
Karaburcak. Bir déneminde soyut resimler de yapmusti. An-
cak onun resimlerini figlir-soyut gibi karsit siniflamalar icinde
degerlendirmek yanlis olacaktir. Blyiik bolimi peyzaj, ki-
¢iik bir kismi da bu tirin disinda kalan resimlerini toplu hal-

Sergi katalogu kapagi, Eylal 198I

Exhibition catalogue cover, September 98I

reached maturity in the exhibition he held in the hall of the
Ankara German Library in 1968. Carrying the traces of this
happiness, his face was lit up by an expression of peace, re-
vealing he had no regrets that the message he was trying to
convey through his art had not surpassed the borders of the
capital (he had only three exhibitions in Istanbul). The text
of an interview | conducted with Karaburgak in his studio on
Kiziirmak Street where he lived alone was published in
Varlik magazine (issue: 712) at the time. In the course of our
conversation, Karaburcak had underlined that art had no
“nationality,” and that although each artist could uncon-
sciously be influenced by certain values, such influences
would have to be reflected in the work of art not by way of
emulating, but as “absorbed” values.

What he did was not much different from his dis-

course. Karaburgak primarily manifested himself with the



de goren birinin belleginde bu sanatgidan renge yedirilmis
bigimler kalacaktir. Ciinkii onun elinde boya, tablonun yiize-
yine kazinmis bigimleri gorsel formlara dénistirmekte ana
unsurdur. “Yapmacik olmayan bir dogallik”, gézlem yoluyla
ve sadece renk olarak algilanan nesneler, Karaburcak’in re-
simlerinde yalnizca onun paletine 6zgii bir kavrayisla yer alir.
Onun bu renk kavrayisindan s6z ederken mor rengin {izerin-
de durulmus olmasinda da bir haklilik payi yok degildir. Ger-
gekten de herhangi bir ressamin elinde karakter cizgisine
ulasmarmis bir diizeyde, baska renklerle esdeger konumda
kullanilmis olan mor, Karaburcak’ta dikkat cekercesine seg-
kinlesir. Bunun nedenlerinden biri, belki de en énemlisi, bu
resimlerin giin 1siginda degil, aksam ya da gece saatlerinde
yapay isik altinda iretilmis olmasidir. Karaburgak resimlerini
gecenin ilerlemis saatlerinde mum isig1 altinda gergeklestiri-
yordu. Goethe’nin renk kuraminda “renkli golgeler” ara bas-
ligi altinda degindigi ilging bir not var: Rengin kendisini “gol-
geli” bir sey olarak tanimlar bu diistinir. Mavi ve sari gélge-
lerin giin agarmasi ve alacakaranlikta nasil gézlendiginin
“diizenek ve goriingiisi” tizerinde dururken soyle bir nokta-
ya isaret eder: “Alacakaranlikta dyle bir an segilsin ki yukar-
dan gelen gok isig1 mum isiginca heniiz tamamen saklanma-
yan bir gélge verebilsin; boylece biri, mum isigindan gok isi-
gina dogru, obiri gok isigindan mum 1sigina dogru olmak
tizere ikili bir golge olsun... Birincisi maviyse, ikincisi sapsari
goriiniir” diyordu Goethe.' Ona gbre, bu sapsari renk aslin-
da mum isiginin kdgidin tiimi lzerine yaydigi ve golgenin
icinde goriinir olan turuncu isiktan baska bir sey degildi. Bi-
yuk bir olasilikla boyle turuncu bir 151gin arayisi icinde olma-
liydi Karaburgak. érneéin Victoria Finlay, renklerin tarihini
inceledigi kitabinda mor renkten de uzun uzun s6z ediyor,
bu rengin igerdigi anlamlar lzerinde dururken |aponlarin
mor rengi kutsadigina deginiyordu.” Ayrica 1980’lerde kim-
yaci Otto Elsner, giinesli bir giinde iretilen boyanin nasil
maviye doniistigini gormisti. Oysa bulutlu bir glinde bu
renk mora donismekteydi.

Bu noktadan yola ¢ikarak, Karaburcak’taki mor tutku-
sunun gorsel deneyim sonucunda edinilmis bir algi teshisine
dayandigi sonucuna varmak mimkin. Ankara’nin aksam sa-
atlerinde giderek geceye déniisen bozkir isig1 esinlendirmis-
ti ona bu deneyimi. Karaburcak ¢apinda bir otodidaktin bu

| |ohann Wolfgang von Goethe , Zur Farbenlehre, 1810, not 70.
2 Victoria Finlay, Boya Kutusunda Yolculuklar, Dost Yay., 2007
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identity of a “painter of color.” He painted abstract works at
one point. However, it would be wrong to assess his paint-
ings within the confines of figurative versus abstract catego-
ries. Forms satiated in color remain in the memory of some-
one who has seen this artist’s collected works, which are
predominantly comprised of landscapes. Color in his hands,
is the fundamental element of transforming the shapes
carved on the painting’s surface into visual forms. “An un-
pretentious naturalness,” and objects perceived only as
color appear in Karaburgak’s oeuvre in @ manner unique to
his palette. In reviewing his sense of color, the emphasis on
purple is quite justified indeed. Having equivalent value to
other colors, without any particular character in the hands
of any other artist, purple becomes arrestingly distinct in
Karaburgak’s works. Perhaps the most important reason be-
hind this distinction is that Karaburgak often painted not in
daylight, but in the late evening hours, in candlelight. There
is an interesting remark Goethe makes in his description of
“colored shadows” in his theory of colors: he describes
color as an interaction of light and shadow. As he focuses on
the “phenomenon” of how blue and yellow shadows can be
observed in twilight, Goethe notes, “Select the moment in
twilight when the light of the sky is still powerful enough to
cast a shadow which cannot be entirely effaced by the light
of a candle. If the former is blue, then the latter will appear
orange-yellow.” According to him, “this orange yellow is in
fact, however is only the yellow-red light of the candle dif-
fused over the paper, and which becomes visible in shadow.”"
Karaburgak was most possibly in search of such an orange-
yellow light. Victoria Finlay, for example, talks extensively
about purple and in reference to its various meanings, adds
that the |apanese venerated this color.” Furthermore, in the
[980s, chemist Otto Elsner discovered that if a solution of
the dye was exposed to sunlight, blue instead of purple was
produced. Yet, on a cloudy day, this color would change to
purple.

Based on this point, it is possible to conclude that
Karaburgak’s passion for purple was rooted in a perception
acquired by visual experience. Giving way to the night, the
light of Ankara’s steppes must have lent him this experi-

ence. Considering his efforts to achieve everything on his

| |ohann Wolfgang von Goethe, Theory of Colours, |ohn Murray; 1840, note 70.
2 Victoria Finlay, Colour: Travels through the Paint Box, Sceptre, 2003.



girisimi, her seyi kendi olanaklariyla kotarma ¢abasi agisin-
dan hi¢ de sagirtici olmasa gerektir. Asil sagirtici olan, bu gi-
risimin yol actigi sanatsal edimin benimsenmis ve basariyla
uygulanmis bir yéntem diizeyine varmis olmasidir.

Sanatginin [970’te liimiinden sonra dérdii Ankara’da
ikisi Istanbul’da olmak tizere, ailenin elinde kalan yapitlariyla
anma sergileri diizenlenmisti. Bu sergilerden I976’da Ankara
Vakko'daki en kapsamli olaniydi. 1971’de yapilan sergisi ne-
deniyle sanatginin oglu Bedii Karaburgak, .C.K. adina bir sa-
nat &dilinin konulacagindan séz etmisti. Ancak bu 6diil
gerceklesmedi. Gergeklesseydi, bu, sanatginin daha yakin-
dan ve hak ettigi 6l¢iide taninmasinda etken olabilirdi.

Biitlin degerlerin yeniden gézden gegirildigi, her se-
yin yeni bastan siniflandinldigi bir donemin icinden gegtigi-
miz su siralarda Karaburgak’in sanatini daha nesnel bir gézle
inceleme sansimiz bulundugunu disiiniiyorum. Bu anlamda
tarihin sona erdigini sGylerken ayni gergege ¢ok éncesinden
parmak basmis oluyordu Nietzsche. Adina otodidakt dedigi-
miz sanatgilar hakkinda yeni tezler gelistirirken, sanatin ken-
dine 6zgli, kendi dogasindan kaynaklanan “praxis”i de
“otodidaktizm”in dayandigi degerlerin giderek kaliplasan ve
birérneklesen diinyamiz agisindan yeni bir sayfa agmamiz ge-
rektigini giindeme getirmektedir.

[959°daki Sanat Anl@/m brosiiriinde, kisisel ¢ikisiyla
yapmak istedikleri hakkinda bilgi verirken, sanatginin déne-
minin olusumlarina bagli tinsel, distinsel ve dslupsal bir “is-
tihale” gegirdigini belirtiyordu. Karaburgak’in sanatindaki bu
olusum, her seye ragmen kapali devre bir olusum gibi gorii-
niir. Aldigi ya da benimser goriindiigii etkiler olsa bile, bun-
lar kendi biinyesi icinde eritmis oldugu, boylece bugiin “Ka-
raburgak resmi” diyebilecegimiz bir olgunun temsilcisi sifa-
tiyla goriindiigl kusku gétiirmez. Resim sanatimizin bugiin
gelmis oldugu asama diizeyinde bakildi ginda, Ihsan Cemal
Karaburcak’in, kisa adiyla “.C.K.”nin temsil ettigi misyon,
kalipgiliga reddiye sayabilecegimiz 6zglin yorumculukla bi-
rebir értismektedir.

2|

own, such an endeavor by an autodidact as qualified as Ka-
raburgak is thus not surprising. What is, in fact, astonishing is
that the artistic accomplished that this endeavor brings be-
came an internalized and successfully applied method.

Following the artist’s death in 970, commemorative
exhibitions were organized in Ankara (four) and Istanbul
(two) with the remaining works in his family’s possession.
The exhibition held in the Vakko Gallery in Ankara (1976)
was the most comprehensive one. On the occasion of the
exhibition in 1971, his son Bedii Karaburgak had contemplat-
ed establishing an art award in his name, which was never
realized. If it had, this award would have been instrumental
in giving Karaburgak the recognition he rightfully deserved.

In a time where values are reassessed and everything
is reclassified, | believe that we have the opportunity to
scrutinize Karaburgak’s art from a more objective perspec-
tive. As Nietzsche spoke of the end of history in this sense,
he was pointing to the same truth at a much earlier date. In
constructing new theories about artists we call autodidac-
tic, the unique and natural “praxis” of art requires us to
open a fresh page in terms of the increasingly stereotypical
and uniform world upon which the values of autodidactism
is based.

In his Sanat Anlayist (“A Sense of Art”) brochure dat-
ed 1959, while conveying information about his personal
stance, Karaburgak was also revealing that he had under-
gone a spiritual, intellectual, and stylistic metamorphosis in
conjunction with the evolutions of his period. This evolu-
tion in Karaburgak’s art appears, despite all, as a closed-
circuit evolution. While there may be influences that he re-
ceived or seem to adopt, there is no doubt that he was able
to coalesce them, giving rise to what we can define today as
a “Karaburgak painting.” When we consider the level of
Turkish painting today, this mission that Ihsan Cemal Kara-
burcak, or more precisely “I.C.K.” represents corresponds
perfectly to an original interpretation that we might regard
as a total refusal of conventionality.






Donemleriyle lhsan Cemal Karaburgak Resimleri

Ihsan Cemal Karaburgak Paintings by Periods

Ferah Aras

Ihsan Cemal Karaburcak, kendi deyimiyle “resim fir-
¢asini eline ilk defa” 1930 yilinda, 32 yasinda, Telgraf Isleri
Mudirligi’ndeki gorevi geregi bulundugu Paris’teyken kay-
doldugu Ecole Universelle déneminde alir. Ne var ki mevcut
resim anlayisini gelistirebilecegi disiincesiyle basladigi
Ecole Universelle, kati 6gretim kurallari ile lhsan Cemal’i
hayal kirikligina ugratir:

“Bu okula yararli olur diistincesiyle kaydimi yaptirmis
fakat pek kisa bir zaman sonra okulu birakmak zorun-
da kalmistim. Okuldaki kati 6gretim kurallar cagdas
sanat isteklerime uygun diismemisti. Ben akademik
tahsil yapmamis —otodidakt— dedikleri kendi kendini
yetistirmis bir ressamim. Bu okulda hocalarin tam
akademik bir &gretim yaptiklarini goriince, yiiksek
matematik tahsili yaptigim icin hat perspektifini ken-
dilerinden ¢ok daha iyi bildigim halde, Cézanne’dan
milhem kasten yaptigim perspektif yanlislarini bile
maksadi anlamadan diizeltmeye kalktiklari icin, o za-
man icin oldukga 6nemli olan yillik 6grenim parasini,
kitap ve bunun gibi masraflari bir hamlede feda ede-

»l

rek bir-iki ay sonra okulu biraktim.

Bu Fcole

Universelle’i terk etmesini akademik bilgileri red etmesi ola-

anlatimdan yola ¢ikarak sanatginin
rak yorumlamak dogru olmaz. Aksine Karaburgak; iyi bir res-
samin sanat egitimi almasi gerektiginin altini Gnemle gizmis-

tir:

“Modern ressam, agabeylerinden, ecdadindan bir-
cok seyler 6grenmistir. Modern resimdeki biitiin renk

| Kaya Ozsezgin, “|.Cemal Karaburcak”, Varlik dergisi , 7(I1), 01.02.1968, s. 9.
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Ihsan Cemal Karaburcak, as he put it, “picked up a
paint brush for the first time” in 1930, at the age of 32; he
was enrolled at Ecole Universelle in Paris, where he was
working as part of his post by the Directorate of Telegraph
Services. However, despite his hopes of developing his then
conception of art, Ecole Universelle disappointed Ihsan
Cemal with its rigid rules of instruction.

“I had enrolled in this school with the hope that it
would serve useful, but | had to quit after only a
short while. The school’s rigid rules of instruction
did not comply with my expectations from contem-
porary art. | have no academic training; | am a self-
taught, ‘autodidactic’ artist. | studied advanced
mathematics and although | was better acquainted
with linear perspective than the professors were,
when | realized that they were intent on academic
training and attempted to correct the deliberate
mistakes of perspective | made, without even under-
standing that | was inspired by Cézanne, | waived the
annual tuition, books, other expenditures —which
were quite important at the time— at one fell swoop

»l

and | quit the school in a couple of months.

Based on this account, it would be wrong to assume
that Karaburcak’s decision to leave Ecole Universelle was
simply instigated by his rejection of academic training. On
the contrary, Karaburgak strongly underlined the impor-
tance of art education for a good painter:

| Kaya Ozsezgin, “|.Cemal Karaburcak”, Varlik magazine , 7(Il), 01.02.1968, p. 9.



ahengi, kompozisyon, desen ve ornémantasyon;
uzun asirlarin biraktigi biiyik mirasta, ‘gtizel’in neden
giizel oldugu ve nasil glizel olabildigi arastirmalarina
dayanilarak bulunmus olan birtakim kaidelerin te-
kemmldil ettirilerek tatbiki mahsulldiir. Esasen iyi bir
ressam, akademik usul ve kaideleri de bilmek zorun-
dadir. Bir ressam ancak ufki ve sakuli gizgi ¢izmesini
6grendikten sonradir ki egri cizmek salahiyetini ken-
dinde bulabilir. Yine bir ressam ol¢iili gizmesini 6g-
rendikten sonradir ki ‘teyit maksadi ile tahrif’ salahi-
yetini kendinde gorebilir. Keza bir ressam biitiin ¢izgi
ve hava perspektifi kaidelerini 6grenmeden tablonun
yalniz iki buudu oldugu ve bunlara sadik kalmasi ge-
rektigini, tglincii buudun ancak telkin edilebilecegi
prensibini basari ile tatbik edemez. Hiilasa inkar da
bilgiye miistenit olacaktir. iste bundan dolayidir ki
devlet sergilerinde biitiin akademik kaideler bir kéle
sadakati ile riayet edilmis oldugu halde sanatkérane
yapilmis birkag tabloya tesadif ettigimiz gibi yalniz
modern goziikmek igin yapilmis, higbir sanat kiymeti

olmayan ‘karalamalar’da gériiyoruz.””

O halde, Karaburgak’in akademik &gretim yapan bir
okulu bu kadar kisa stirede terk etmesini, akademik &gretile-
ri degil akademik telkinleri reddetmesi olarak degerlendir-
mek, kendi kendini —&zgiirce— yetistirmeye karar vermis bir
ressamin tutkulu tercihi olarak kabul etmek daha dogru ola-
caktir.

Nitekim sanat¢i bundan béyle blyiik kentlerde bitiin
miize ve galerileri gezecek, biylk hocalarin kitaplarini dik-
katle inceleyecek, yeni sanata dair diinyada neler oluyorsa
yakindan takip edecek, kisacasi okuyarak, gezerek ve tahlil
ederek kendi kendini yetistirmeye eskisinden daha ¢ok gay-
ret gbsterecektir.

lhsan Cemal Karaburgak |9 yillik bu ¢iraklik dénemi-
nin ardindan ilk sergisini 5| yasinda, Anadolu Ajans’ndaki g6-
revi nedeniyle bes yil kaldigi Biikres’ten déndiikten sonra 7
Mart 1949 yilinda, Ankara’da Karpi¢ Lokantasi’nda agmistir.
Oliimiine dek yurt icinde 31, yurt disinda 9 kisisel sergi aga-
cak, yine yurt icinde 5, yurt disinda 9 ortak sergi olmak Uize-
re toplam 54 sergide yer alacaktir. Begeni ve saskinlikla kar-

2 ihsan Cemal Karaburgak, Sanat Anla)/l;z, |. Brosir, s. 9-10.
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“The modern artist has learned many things from his
contemporaries and ancestors. The color, harmony,
composition, design, and ornamentation in modern
painting is the culmination of applying several rules
that have been discovered, in the course of centu-
ries, by questioning why ‘beauty’ is beautiful and how
it attains this state. In fact, a good painter must be
well acquainted with academic methods and rules. It
is only after s/he learns to draw horizontal and verti-
cal lines that s/he may qualify to draw a curve. More-
over, it is only after an artist learns scale drawing that
s/he may have the right to ‘distort.” After all, without
learning all the rules of linear and aerial perspective,
an artist cannot understand the principle that the
canvas in only two dimensional, that s/he has to ad-
here to those dimensions, and that the third dimen-
sion can only be implied. In short, any deviation
would have to depend on knowledge. This is exactly
why, although we encounter a few masterfully exe-
cuted paintings in the state exhibitions despite their
loyal obedience to all the academic rules, we also
come across several ‘doodles’ with no artistic merit

and only painted to ‘look’ modern.”?

Thus, it would be more plausible to accept Kara-
burgak’s sudden departure from an academic institution as
an artist’s passionate desire to —freely— self-educate and his
rejection of academic indoctrinations, rather than academic
education.

In fact, from this point onwards, Karaburgak began
visiting all the museums and galleries in major cities, care-
fully studied the books of the great masters, closely fol-
lowed the artistic developments in the world, and, in short,
strived —even more so than before— to educate himself by
reading, travelling, and analyzing.

After an apprenticeship of 19 years, Ihsan Cemal Ka-
raburgak opened his first exhibition —at the age of 5/~ upon
his return from Bucharest, where he spent five years due to
his work at the Anadolu News Agency. The vernissage was
held on 7 March 1949 at the Karpi¢ Restaurant in Ankara.
Until his death, Karaburgak would open 31 solo exhibitions

2 ihsan Cemal Karaburgak, Sanat Anla)/l;l [A Sense of Art], Brochure |, pp. 9-10.



silanan bu sergilerde sanatg birbirinden renkli portre, pey-
zaj, natlirmort ve soyut kompozisyonlari ile soyutlama ¢alis-
malarini bir arada sergilemis, birka¢ tablosu hari¢ eserlerine
tarih koymadigi gibi isim de vermemistir:

“...Cunku ben resimlerime esas itibari ile ad koymu-
yorum. Herhangi bir manzara suradan veya buradan
olabilir. Bunun ne degeri var. Bir agag, bir ev, bir dag,
bir bulut, bir saksi veya bir elma her zaman her yerde
bulunabilir. Asil olan onu hangi tamperaman’in gér-
mis, nasil tefsir ve tavsif etmis oldugudur. Obje res-
samin i¢ dlemini mukavva veya tuval tzerine koymasi
icin sadece bir vesiledir. Asil olan sanatkdrin bu i¢
alemidir. Yoksa Mekece civarinda bir manzara adini
versem, bu adin mesela Paris’teki bir seyirci i¢in ne
manasi olur? Oradaki sanat amatorleri yalniz resmin
degerini, ressamin sahsiyeti olup olmadigini incele-
yecek, tablonun éniinde bir heyecan duyup duymadi-

gini arastiracaktir.”

Bununla birlikte Karaburcak’in imza kullanimi eserle-
rinin tarihsel donemlerini kisitli da olsa aydinlatmaya imkan
vermistir. Sanatgr 6limiine dek “Karaburcak” (1930-1940),
“l.Karaburcak” (1940-1944), “|.C.Karaburcak” (1944-
1952) ve “I.C.K.” (1952-1970) olmak iizere 4 imza kullan-
mistir.

lhsan Cemal Karaburgak 1930-1970 yillari arasinda
portre, natiirmort, kent manzaralari, gece manzaralari, doga
gorlinimleri, soyutlamalar ve soyut ¢alismalar olmak iizere
pek ¢ok konuda eserler tretmis, portre ve natiirmort ¢alis-
malarinin yani sira resimlerindeki soyutlamaya, manzara ¢a-
lismalari izerinden vararak kendi 6zglin tslubunu bulmustur.

Portre ve Natiirmortlar

Karaburgak’in iki otoportresi disindaki portrelerinin
timi kadin portresidir. Bugline kadar tespit edilebilmis en
eski kadin portresi l.Karaburcak (1940-1944) imzalidir ve
Ankara Devlet Resim ve Heykel Miizesi koleksiyonundadir
(Resim [). Sanatginin higbir zaman profesyonel bir model ile
calismadig bilgisi, bu resimde modellik yapan kisinin tanidik
gevreden biri oldugu izlenimini uyandirir. Figlriin oranlari,

3 ihsan Cemal Karaburgak, Sanat Anla}/l;l, II. Brostr, s. 5.
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in Turkey and 9 abroad; with 5 group shows in Turkey and
another 9 abroad, the total number of exhibitions he par-
ticipated in amount to 54. In these much admired exhibi-
tions, the artist displayed a collection of his portraits, land-
scapes, still-lifes, and abstract compositions, each of which
was more colorful than the other. With the exception of a
few paintings, Karaburgak neither dated nor titled any of his
works.

“... I essentially do not give titles to my paintings. A
landscape could portray any given place. What does
it matter? A tree, a house, a mountain, a cloud, a
flowerpot, or an apple can be found anytime, any-
where. The important thing is how it is tempered
with, how it is interpreted and depicted. The object
is only the means through which the artist reflects his
inner world on a board or a canvas. What matters is
the inner world of the artist. Otherwise, if | were to
name a landscape after a place near Mekece [Tur-
key], what meaning would it hold for the viewer in
Paris? The art enthusiasts there will only study the
value of the painting, ponder if the artist has individ-
uality or not, and question whether they feel any ex-
citement about the painting.”?

Nonetheless, Karaburgak’s use of his signature is
helpful in identifying ~though in a limited manner—the chro-
nology of his paintings. Until his death, the artist used four
different signatures: “Karaburgak” (1930-1940), “I.Kara-
burcak” (1940-1944), “i.C.Karaburc;ak” (1944-1952) and
“I.C.K.”(1952-1970).

Between 1930 and 1970, Karaburgak produced many
works including portraits, still-lifes, cityscapes, nocturnes,
landscapes, abstractions, and abstract works; apart from
portraits and still-lifes, he reached his abstractions through
landscapes and developed his own unique style.

Portraits and Still-lifes
With the exception of two self-portraits, all of Kara-

burgak’s portraits depict female figures. His oldest known
portrait of a female is signed I.Karaburcak (1940-1944) and

3 ihsan Cemal Karaburgak, Sanat Anla}/l;l [A Sense of Art], Brochure Il, p. 5.



Resim I: Isimsiz, 1940-1944, 104x80 cm., Tuval iizerine yagliboya

Ankara Devlet Resim ve Heykel Miizesi Koleksiyonu
Figure I: Untitled, 1940-1944,104x80 cm, Oil on canvas
State Painting and Sculpture Museum, Ankara Collection

oturdugu sandalye, kiyafetleri, sa¢ bicimi ve arka fon adeta
bir fotograf gibi gercege uygun olarak resmedilmistir. Sicak
renkler ve ifade 6n plandadir. Zaman icinde portrelerde fi-
giirin oranlarinda degisimler izlenir. i.C.Karaburc;ak (1944-
1952) imzali portrelerinde, boynun normalden biraz kisa, kas
ve burnun ise birlestirilmis oldugu goriilir, 1952 yilindan iti-
baren figlirlerdeki boyun uzamaya baslar ve uzuvlar birer bi-
rer yok olur. Sanat¢inin .C.K. (1952-1970) imzali tablolarin-
da ise kadinlarin bluzlarinda mutlaka bir puantiye, bir digme
veya bir rozetin yer aliyor olmasi dikkat ¢ekicidir. Zaman za-
man bu 6geler arka fondan bir renk ya da benzer bir doku ile
iliskilendirilmis, bu iliski ile izleyicide telkin yoluyla derinlik
hissi yaratilmistir (Resim 2). Karaburgak, déneminin kimi
Tirk ressamlari gibi Modigliani tarzi uzun boyunlar resmet-
meyi, Matisse portrelerinde oldugu gibi arka fonu motifler-
le 6rmeyi sevmistir.
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Resim 2: Isimsiz, 1952-1970, 50,5x33 cm., Duralit iizerine yagliboya
ithan&Ciineyt Akova Koleksiyonu

Figure 2: Untitled, 1952-1970, 50.5x33 cm, Oil on masonite
i[han&CUneyt Akova Collection

is in the collection of State Painting and Sculpture Museum,
Ankara (Figure I). The fact that he never worked with a pro-
fessional model suggests that the sitter in this portrait was
someone from his circle of acquaintances. The proportions
of the figure, the chair she is seated in, her clothes, hair-
style, and the background are depicted realistically, almost
like a photograph. Bright colors and expression dominate
the portrait. Over time, a change in the figure proportions
isobservedinhisworks. Inthe workssigned as i.C.Karaburc;ak
(1944-1952), the neck is shorter than usual, whereas the
eyebrows and the nose are connected. As of 1952 the
necks of the figures are elongated and the limbs disappear
one by one. In the works signed as .C.K. (1952-1970), the
blouse of the female figure always features polka dots, a
button, or a pin. At times, such elements are associated
with a color or similar texture from the background, convey-



lhsan Cemal Karaburgak’in natiirmortlarinin ¢cok azi

meyve veya obje, cogunlugu gicek natiirmortlandir. Cicek-
lerini genelde vazolarin icerisinde sunar, altinda ise zaman
zaman lzerinde noktaciklarin da yer aldigi kiigiik bir 6rti bu-
lunur. Bununla birlikte az da olsa saksida ¢igek natirmortla-
r da yapmistir. Hemen hemen tim c¢alismalarinda arka fon
koyudur. Baslangigta cicek yapraklarinda detaya 6nem verir-
ken zamanla daha serbest daha esnek bir tisluba yonelmistir.
Son dénem natiirmortlarinda vazonun gériinen formunu yok
ettigi, hatta bir calismasinda da objelerin renklerini objele-
rin konturlarindan disa tasirdigi da gézlenir (Resim 3).

Dogadan Esinlenmeler

Itk peyzajlarini yaptigi dénem, sanat¢inin Karaburgak
(1930-1940) ve |.Karaburcak (1940-1944) imzalarini kullan-
digi arayis donemi oldugu kadar, doga gézlemleri yaptigi,
bazen kartpostaldan bazen sévale kurarak galistigi, bazen le-
keci bazen cizgisel tslup kullandigi, heniiz figiirli kompozis-
yonda nereye ve nasil yerlestireceginden ¢ok da emin olma-
digi kendi deyimiyle —pazar ressamligi— yaptigi kararsiz ve
cekingen karakterli bir dénemidir. Ancak Karaburgak bu do-
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Resim 3: Saksili Natiirmort, 1952-1970, 57x45 cm., Duralit tizerine yagliboya
Milli Kitiiphane Koleksiyonu

Figure 3: Still-life with Vase, 1952-1970, 57x45 cm, Oil on masonite
National Library Collection

ing the viewer a sense of depth by insinuation (Figure 2).
Similar to certain other Turkish painters of the period, Kara-
burgak enjoys depicting elongated, Modiglianiesque necks
and creating a background of motifs, similar to the portraits
of Matisse.

Only a few of Ihsan Cemal Karaburcak’s still-lifes in-
clude fruits or objects; the majority is comprised of flower
depictions. The flowers are often portrayed in vases placed
over small tablecloths that sometimes feature tiny polka
dots. Nonetheless, Karaburgak also has several still-lifes of
flowers in pots. The background is dark in almost all his
works. Though he pays attention to detail on the flower
leaves in earlier works, he leans towards a more flexible
style in subsequent years. It appears that in still-lifes of a
later period, he disposes of the vase’s apparent form; in
fact, in one of his works, the colors of the objects spread
beyond their contours (Figure 3).

Inspirations from Nature
Apart from being a period of exploration in which he
used the signatures Karaburcak (1930-1940) and I.Kara-



nemi, Anadolu Ajansi’nda calisirken gérevli olarak gidecegi
Biikres’te resime ayirdigi zaman ve ¢alisma ile bes sene gibi
bir stire igerisinde basariyla telafi etmistir. Baska bir deyisle
sanatel, pazar ressami lhsan Cemal’i Biikres’te birakip bam-
baska bir Ihsan Cemal ve bunu temsil eden i.C.Karaburgak
(1944-1952) imzasi ile yurda dénmiistiir.

lhsan Cemal Karaburcak bu dénem peyzajlarinda
adeta yabani cayirlardan kente dogru bir yolculuga gikar
(Resim 4). itk peyzailari, evlerin ve bahgelerin olmadigi issiz
cayirlardir. Kendine has renklerini bu ¢cayirlar lizerinde ¢alisa-
rak yaratmis, ana renkleri en parlak bicimleriyle ve lekeci bir
uslupla kullanmistir. Parlak sarilar, kirmizilar, yesiller tenha
doga pargalarini sicak bir atmosferle kusatmistir.

Zamanla bu yabani ¢ayirlari, kdylerin yakinlarindaki
yine issiz ama bu sefer aralarinda ekili-bicili tarlalara da rast-
lanan tepelere donistiirmistiir. Aralara tek tiik evlerin de
katildig bu peyzailar; gerek manzaraya bakisi, gerek kompo-
zisyona figiir yerlestirimi gerek motifleri ama en ¢ok da boya
slirlisii bakimindan Pierre Bonnard’in manzaralarini hatirlatir.
Ancak bu benzerlikler kisa bir siirenin ardindan Karaburcak’in
6zgiin renk kullanimi, kendine has cografya secimi, meshur
telgraf direkleri ile bambagska yonlere dogru yol almistir. Bu
dénem peyzajlarinda derinlik etkisinin tamamen ortadan

kalkmis oldugunu sdylemek heniiz miimkiin degildir. Sanat-

¢1 bunu bazen masmavi bir gokyiiz, bazen irili ufakli tepeler,

burgak (1940-1944), the period of his early landscapes is an
indecisive and tentative phase in which he referred to him-
self as a “market artist.” During this period, he sometimes
worked on an easel from a postcard, alternatively employed
tachist and linear styles, and appeared unsure of where and
how to place the figure in a composition. However, Kara-
burcak successfully compensated for this period in only five
years with the effort and time he dedicated to painting in
Bucharest, where he was appointed during his career at the
Anadolu News Agency. In other words, he bade farewell to
“market artist” ihsan Cemal in Bucharest and returned to
Turkey with a fresh Ihsan Cemal represented by the signa-
ture I.C.Karaburcak (1944-1952).

Ihsan Cemal Karaburcak’s landscapes from this period
evolved from wild pastures into the city (Figure 4). His earli-
est landscapes were comprised of deserted meadows with-
out houses or gardens. He created his unique colors by work-
ing on these meadows and used primary colors in their bright-
est, in a tachist style. Bright yellows, reds, and greens envel-
oped the deserted pieces of nature in a warm atmosphere.

Over time, Karaburgak transformed these wild pas-
tures into hills near villages; still deserted, they were now
intercepted at times by cultivated fields. Marked by occa-
sional houses, these landscapes recall Pierre Bonnard’s in
terms of his view of landscape, his incorporation of figures

Tirkiye Is Bankasi Koleksiyonu

Turkey is Bank Collection

Resim 4: Peyzaj, 1944-1952, 44x6| cm., Duralit Gizerine yagliboya

Figure 4: Landscape, 1944-1952, 44x6l cm, Oil on masonite



bazen siirlilmus tarlalar bazen de kivrilan yollar ile kurmaya
devam etmistir.

I.C.K. (1952-1970) imzali dénemin en belirleyici
ozelligi ise topraklarin parsellenmeye baslamasidir (Resim
5). Evler bahgelerin, bahceler citlerin icine, citler parselle-
rin parseller de kompozisyonu gepegevre saran bir i¢ gcerce-
ve icine girmistir. Tabloda goriilen her sey hatta bulutlar bile
adeta bir kompartiman igine alinma yolundadir.

Resim de yatay olarak tig-dort plana bélinir bu do-
nem. On plana ya bir kir ya bir yol ya bacali birkag ev ¢atisi ya
da iri telgraf direkleri yerlestirir ressam. Ikinci planda bazen
deniz, deniz varsa lizerinde mutlaka yelkenliler yahut gemi-
ler gezinir. Ugiinct planda karsi kiyi ve gokyiizii sonlandirir
resmi. Bu planlar ayni zamanda bir denge unsurudur da Kara-
burgak resimlerinde. Sanatgi dengeyi, dikeyler ve yataylar
tizerine daha dogrusu tezatliklar lizerine kurmustur da deni-
lebilir. Mesela yatay cizgilerle lg¢ plana ayirdigi resimlerinde
ilk plandaki kir ve ticlincii plandaki gokyiizi hareketli ise ikin-
ci plandaki deniz mutlaka sakin ve durgun birakilmistir. Eger
ilk plandaki kir ve gokylizii dinginse bu defa deniz, yelkenli-
ler ve gemilerle adeta bir panayir alanina cevrilir tablo (Re-
sim 6).

Ayni denge dikey ve yatay unsurlarla da desteklen-
mistir. Sanatgi yataylari; resmi boldugi planlarla, kiyi seritle-

riyle, evlerin bahge citleri ve hatta gemilerin uzatilmis gov-

Resim 5: Isimsiz, 1952-1970, 54x72 cm., Duralit iizerine yagliboya
Can Karaburgak Koleksiyonu

Figure 5: Untitled, 1952-1970, 54x72 cm, Oil on masonite

Can Karaburgak Collection

in the compositions, his motifs, but most importantly, his
manner of applying paint. Soon, however, these similarities
began to disappear as Karaburgak’s unique use of color, his
particular selection of geography, and his famous telegraph
poles emerged. It would not be possible to say that the ef-
fect of depth was completely removed from the landscapes
of this period. The artist continued to convey this effect
sometimes with a bright blue sky, large and small hills,
plowed fields, and meandering roads.

The most distinctive characteristic of the period
signed as 1.C.K. (1952-1970) is the parceling of land (Figure
5). In such examples, the houses are set inside gardens en-
closed with picket fences that are part of plots, which are
bordered by an inner frame surrounding the whole composi-
tion. Everything in the composition, even the clouds, seems
to be compartmentalized.

During this period, the painting is horizontally divid-
ed into three-four areas. The artist installs a pasture, a road,
a few roofs with chimneys, or large telegraph poles in the
foreground. In the middle ground is sometimes the sea —if
present— with a few sailboats or ships on it. In the back-
ground, the opposite shore or the sky completes the paint-
ing. These areas also constitute an element of equilibrium
in Karaburgak’s paintings. It can also be said that the artist
bases this equilibrium on verticals and horizontals, or more
precisely, on contrasts. In paintings he divides into three ar-
eas with vertical lines, for example, the pasture in the fore-
ground (first plan) and the sky in the background (third plan)
are in motion, whereas the sea in the middle ground (sec-
ond plan) is always calm and still. If the pasture and the sky

Resim 6: isimsiz, 1965-1970, 29,5x62,5 cm., Duralit iizerine yagliboya

Tulin&Sencer Asena Koleksiyonu
Figure 6: Untitled, [965-1970, 29.5x62.5 cm, Oil on masonite

Tulin&Sencer Asena Collection



deleriile verirken dikeyleri bazen telgraf bazen gemi direkle-
ri ile bazen bir kdy minaresi bazen de igne yaprakli uzun bir
¢am agaci ile sunmustur izleyiciye. ilk dénem resimlerinde
goriilmeyen meshur top agaglari da; ince gévdeleri tizerine
kondurulmus dolgun ve yuvarlak top gériinimleri ile hem
kendi icinde sevimli bir zitlik barindirmis hem de ressamin
zaman zaman sertlesen cizgisel Uslubuna yumusak dokunus-
lar kazandirmistir.

Gokyiizii de eski bilindik gokyuzii degildir; 6rnegin
mor bir giines kirmizi bir ay ile pekald yan yana siralanabilir.
Hatta bazen yan yana l¢ giines gérmek de mimkindiir.
“I.C.Karaburcak”in acik mavi gokylizii yoktur artik. Derinli-
ge bilingli olarak miidahale edilmistir. Gokyiizi koyu morla-
ra, ultramere, koyu kahvelere teslim olmustur:

“Calismalarimda ¢ogunlugu itibari ile koyu tonlarin
hakim olmasi notlarimi daha ziyade aksam saatlerin-
de aldigim kanisi uyandirmaktadir, bir ingiliz elestir-
meni de boyle diyor. Ben renk ressamiyim. Giines de
renkleri 6ldirdigi icin tabiati havanin karardigi, bu-
lutlarin biriktigi veya yagmurdan sonra topragin,
agaclarnin ve binalarin yikandigi, renklerin meydana
¢iktig1 saatlerde sevmekligim bu ylizden olabilir.
Koyu tonlari da daha ¢ok bu tonlar arasinda uygun
yerlere konulan isiklarin veya alttan gelen aydinlan-
manin olgun cazibesi altinda kaldigim icin seciyor ol-
maliyim. Belki de kotimser veya melankolik bir ruh
veya mizag meselesidir, kimbilir? Ama sebep ne olur-
sa olsun beni doyuran bir netice aldigima ve sanati da
sanat i¢in yaptigima gore sanatimdan, dolayisiyla da
hayatimdan memnunum demektir.”*

1955 sonrasinda sanatginin lekeci tslubu ¢izgisel Gs-
luba yénelmis, ama lekeden de tamamen vazgegmemistir.
Peyzajlarina figiirler davet etmis, stilize de olsa bu figirleri
lekeler halinde vermeye devam etmistir. Ancak renkler de
teknik de iyiden iyiye degismistir. Parlak renkler kirli ve mat
renklere donmis, sicak soguk tonlar ustaca kullanilmaya
baslanmis, Karaburgak renkleri su tstiine ¢cikmistir.

4 Minip Ozben, “Karaburcak Sergisinin Diisiindiirdiigii”, Ankara Sanat, 23,
I Mart 1968, s. 21.
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are calm, then the painting bustles with the sailboats and
ships at sea (Figure 6).

The same equilibrium is supplemented by the verti-
cal and horizontal elements. The artist conveys the horizon-
tals to the viewer through the shores, the picket fences of
the houses, and even with the elongated hulls of ships. The
verticals, on the other hand, are signified by telegraph
poles, masts, sometimes a mosque’s minaret in a village,
and at other times, a tall coniferous pine tree. Absent from
his earlier works, Karaburgak’s famous round trees not only
offer a pleasant contrast with their ball-shaped branches set
on slender trunks, but they also add a soft touch to the art-
ist’s occasionally severe linear style.

The sky is no longer the familiar old sky; a purple sun
can easily be juxtaposed with a red moon, for example.
Sometimes, it is even possibly to see a row of three suns. The
light blue sky of “I.C.Karaburcak” no longer exists. There is
a conscious interference with depth. The sky surrenders to

deep shades of purple, ultramarines, and dark browns.

“The fact that the majority of my works is dominated
by dark shades gives the impression that | take my
notes mostly in night time —at least that is what a
British critic says. | am a painter of color. Since the
sun kills all the colors, | may be inclined to like na-
ture more when it grows dark— when clouds accumu-
late, or the earth, the trees, and the buildings are
bathed in rain, allowing colors to emerge. | must be
selecting dark shades for | am charmed by the lights
drifting through or the illumination that appears un-
derneath. Perhaps it is a question of a pessimistic or
melancholic disposition or nature, who knows? Yet,
whatever the reasons may be, since | attain satisfac-
tory results and create art for art’s sake, | am happy

with my art, and by extension, with my life.”*

After 1955, the artist’s tachist style gave way to a lin-
ear style, without entirely giving up the former. He began to
include figures in his landscapes; though stylized, he contin-
ued to convey these figures as splotches. However, both his
colors and his technique were considerably altered. The

4 Minip Ozben, “Karaburcak Sergisinin Dusiindiirdigi”, Ankara Sanat, 23, |
March 1968, p. 2I.



Kent ve Gece Goriiniimleri

ihsan Cemal Karaburcak bir peyzaj ressami oldugu
kadar bir kent ressamidir da. Bu yoni aslinda onun kentli-
modern ve Avrupai kisiligi ile cok ilintilidir. Kent resimlerin-
de ya “apartman-agag-gokyiizi” ya da “apartman-deniz-
gokyiizi” tglustini kullanmayi tercih etmistir. Erken donem
eserlerinde “catilar” dikkat ¢ekicidir (Resim 7). 1952’ye ka-
dar yaptigi glindiiz kent resimlerinde sicak ve parlak renkler
6n plandayken, 1952 sonrasi ddnemde kent resimlerinin ka-
deme kademe karanliga gomiildiigii ve nispeten daha soguk
renkler kullandigi gézlenir. Bu durum sanatginin 1952°den
sonra yapmaya baslayacag gece resimlerinin hazirlik siireci
olarak da degerlendirilebilir. Ayni ayrim yurt ici ve yurt disi
kentler arasinda da s6z konusudur. Sanatginin yurt ici kent
manzaralarinda parlak sarilar, kirmizilar, turuncular ve turun-
cunun Ihsan Cemal'de vazgegilmez partneri olan yesiller
dikkat cekerken, yurt disi kent resimlerinde soluk pembeler,

maviler ve griler kulland|§| gozlemlenir.

Resim 7: isimsiz, 1944-1952, 365 cm., Duralit iizerine yagliboya
Milli Kiittiphane Koleksiyonu

Figure 7: Untitled, [944-1952, 36x5| cm, Oil on masonite
National Library Collection

Karaburgak’in hemen hemen tiim resimlerinde gok-
ylizii dikkat gekicidir. Sanatgi gokyiiziinde ya bir yildiz ya bir
glines ya bir ay ya da bazen hem giines hem ayi yan yana kul-
lanir. Bunun yani sira cogu kent resmi de karanliktir ve bu re-
simlerin geceden mi yoksa sadece sanatg istedigi icin mi ka-
ranlik “daha dogrusu koyu renkli” oldugu konusu oldukga
karmagiktir. Dolayisiyla gece goriinimlerini kent manzarala-
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bright colors were transformed into dirty and matte colors,
warm and cold shades were used masterfully, allowing Kara-
burcak’s colors to finally emerge.

Cityscapes and Nocturnes

Ihsan Cemal Karaburgak was as much of a cityscape
artist as he was a landscapist. This aspect was directly linked
with the urban-modern and European aspects of his person-
ality. In his cityscapes, Karaburgak prefers to use either the
“apartment-tree-sky,” or the “apartment-sea-sky” trilogy.
“Roofs” stand out in his earlier works (Figure 7). While his
daytime cityscapes are dominated by warm and bright colors
until 1952, in the post-1952 period, the cityscapes are grad-
ually immersed in darkness and overtaken by relatively cool-
er colors. This period may be regarded as a preparatory
phase for the nocturnes he would begin to paint after [952.
The same distinction is also valid between cities in Turkey
and abroad. As bright yellow, red, orange, and —its indispen-
sible partner for Ihsan Cemal— green stand out in his city-
scapes of Turkey, faded pinks, blues, and grays dominate his
cityscapes of foreign towns.

The sky is a striking element in almost all of Kara-
burgak’s paintings. The artist adds a star, the sun, the moon,
or sometimes the sun and the moon simultaneously to his
skies. Most of his cityscapes are also quite dark. This begs
the complicated question of whether the depictions are
darkened because they reflect nighttime or they are dark-
ened — or rather “dark in color’- because the artist prefers
it that way. Hence, the key to distinguishing his nocturnes
from his cityscapes may be a moon, a star, or a streetlight
glowing in the dark —all of which he uses as signs (Figure 8).

There is no doubt that the most magnificent ele-
ment in Karaburgak’s enchanting nocturnes is the big moon
glowing over sleepy apartment buildings. In the black, ultra-
marine, cobalt blue, and famous purple nights of the artist,
the moon sparkles like a red, yellow, or white precious
stone. Considering the period in which the nocturnes he
signed as 1.C.K. (1952-1970) were produced, Karaburgak
was surely not the only one captivated by the moon’s en-
chanting beauty. After all, the 1960s were marked by the
excitement of the first journey to the moon. The most basic
connection; however, should be sought in the artist’s own
changing life. The period in which Karaburgak began to
paint his nocturnes coincided with his resignation from the



rindan ayirmanin yolu, resimde sanatginin adeta birer isaret
gibi kullandigi bir ay, bir yildiz ya da karanlikta 1sildayan bir
sokak lambasini gérmekten geger (Resim 8).

Karaburgak’in buyiileyici gece resimlerinde en ihti-
samli 6ge, siiphesiz; uykuya dalmis apartmanlarin tizerinde
isilisil parildayan kocaman bir aydir. Ay; sanatginin siyah, ult-
ramer mavisi, kobalt mavisi ve meshur karanlik mor geceleri
icinde bazen kirmizi, bazen sari bazen de bembeyaz bir mii-
cevher gibi parildar. Sanatcinin gece resimlerini yaptigi
1.C.K. (1952-1970) imzali bu dénemi distintldigiinde, ayin
biyileyici glizelligine kapilan kisinin sadece Karaburcak ol-
madigi da unutulmamalidir. Ne de olsa 60’lar aya gitme ha-
zirliklar iginde heyecanli bir geri sayim igine girmis olan in-
sanligin da hem hasret hem kavusma yillaridir. Ancak en te-
mel bag elbette sanatginin yillar sonra degisen kendi yasa-
minda aranmalidir. Karaburgak’in gece resimleri yapmaya
949  yilinda  Anadolu
Ajansi’ndaki gérevinden ayrilip sayisiz geceler, o hayrani ol-

basladigi  donem,  sanatginin
dugu gecenin giizelligini tuvaline tasiyabilmek gayreti ile
Kocatepe’deki evinin odasinda tek basina saatlerce ¢alistigi
dénemdir (Resim 9). Sanatei bu gecelerden edindigi tahlil-

leri okuyuculari ile séyle paylasmistir:

“Yine mesela gecenin zifiri karanligindaki derinligi
distiniinliz. Tabiati oldugu gibi tersim ettigini, realist
oldugunu iddia eden akademik ressamimiz bu derinli-
gi tablosunda nasil gésterebilecek acaba? Samimi ise
simsiyah bir levha yapacaktir. Fakat sonra? Sonra
hicl... Ciinki zifiri siyah icinde derinligi telkin igin
basvurabilecegi biitiin careler hilelerden ibarettir. Si-
yah maviye dénecek, mavi ve violelerin tonlari da de-
rece derece artan ve azalan kuvvetle size suni bir de-
rinlik telkin edecektir. Demek bitin akademik usul
ve kaidelere ragmen yapilabilen sey tabiati tersim de-
gil taklitten ibarettir. Gecenin zifiri karanlikta bile
gbziimiziin hissettigi ihtisamli derinligi bir tabloya
konulamaz ve hi¢bir asrin ressami koyamamistir. Tabi-
at da esasen oldugu gibi tersimine imkdn olmayan
azamet ve ihtisami ve derinlikleri sebebi iledir ki cok,

»5

hem de pek ¢ok giizeldir.

5 ihsan Cemal Karaburcak, Sanat Anlayl;l, |. Brosir, s. 8-9.
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Resim 8: isimsiz, 1952-1970, 60x79 cm., Duralit (izerine yagliboya
Eda&Sinan Ozdemiroglu Koleksiyonu

Figure 8: Untitled, 1952-1970, 60x79 cm, Oil on masonite
Eda&Sinan Ozdemiroglu Collection

Anadolu News Agency in 1949; he would work alone for
hours through countless nights in his room at the house in
Kocatepe with the resolve to carry the beauty of the night
he so deeply admired onto his canvas (Figure 9). The artist
conveyed his reflections on such nights as follows:

“Again, for instance, we think about depth in the
pitch-black darkness of the night. Claiming to be a
realist portraying nature as it is, how will the academ-
ic painter convey this depth in his work? If he is sin-
cere, he will paint a pitch-black panel. Later? Noth-
ing... Because any attempt to suggest depth in that
pitch-black is nothing but deception. Black will turn
into blue, and the shades of blue and violet will sug-
gest an artificial depth with an increasing and de-
creasing strength. Thus, despite all the academic
methods and rules, what can be done is not a depic-
tion, but merely an imitation of nature. The magnifi-
cent depth that the eye discerns even in the darkest
night cannot be transmitted to the canvas; no painter
in history has been able to do it. The impossibility of



Resim 9: Isimsiz, 1952-1953, 118,5x65 cm., Duralit iizerine yagliboya
ithan&Ciineyt Akova Koleksiyonu
Figure 9: Untitled, 1952-1953, 118.5x65 cm, Oil on masonite

Ithan&Ciineyt Akova Collection

Soyutlama ve Soyutlar

lhsan Cemal Karaburgak soyutlama calismalarina
1950’lerden sonra baslamistir, bu calismalara I.C.K. (1952
[970) imzasi eslik etmistir.

Karaburgak’in kent manzaralarindan soyutlamalari,
kent tizerinden ulastigi soyut calismalarina adeta bir iz bira-
kacak niteliktedir. Soyuta giden bu yolda; evlerin ve apart-
manlarin kat gizgileri resimden atilmis, 151k ve uzaklik bir nes-
nenin gériinimiine ne kadar izin veriyorsa onunla yetinilmis-
tir. Dikdortgen bir forma apartman, iizerine kiigiik firga vu-
ruslari ile kondurulan asagi dogru siralanmis renkli digmele-
re de “iste bunlar da pencereleri!” denmistir (Resim 10).
Ustelik Karaburcak zamanla bu digmelerin giiciini gérmds,
apartman algisi icin dis cevre konturlarina da gerek olmadi-
gina kanaat getirmistir. Apartmanlarin saga veya sola egik
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faithfully depicting nature’s magnificence, resplend-

ence, and depth is what makes it so very beautiful.”

Abstractions and Abstracts

Ihsan Cemal Karaburcak began working on his ab-
stractions after the [950s. These works were signed as
I.C.K. (1952-1970).

Karaburgak’s cityscape abstractions left their imprint
on his abstract works on the city. On this road to the ab-
stract, the floor lines of houses and apartments are elimi-
nated from the paintings; light and distance depends on the
visibility they lend to an object. A rectangular form consti-
tutes an apartment building, whereas the descending line of
colorful buttons marked with small brush strokes are called
“windows!” (Figure 10). In fact, Karaburgak realized the im-
pact of these buttons over time and decided that the con-
tours were not necessary to suggest an apartment building.
The right or left-tilt of the apartments, on the other hand,
attained the level abstraction with brackets. Karaburgak
carried not the apartment buildings, but merely the brack-
ets to his abstract paintings.

In Karaburgak’s nocturnes, the houses are enveloped
in a bright yellow halo of light. The two-storey houses are
depicted as squares divided into four, whereas the apart-
ments facing north or south are portrayed as combs, brack-
ets, or rods, with one end facing right, and the other left.
The sun and the round trees are about to be transformed
into enclosed circles, and the roofs into triangles. However,
just as the natural states of these objects are not ruler-
straight in his landscapes, his abstractions are not formed,
either. The bright oranges, yellows, and reds on dark grays,
dark purples, and cobalt blues almost become customary
colors in Karaburcak’s nocturnes.

Karaburgak attained his abstractions through the
landscapes he worked on for a long time. The first thing that
strikes the eye in these abstractions is the complete aban-
donment of the partly cloudy, busy sky. In the abstractions,
the sky is nothing more than a brightly contoured sun or
moon on a dark background

Ihsan Cemal’s abstractions of nature can be regarded
as studies for his abstract works; their mere traceability is

5 ihsan Cemal Karaburgak, Sanat Anlaylsl [A Sense of Art], Brochure |, pp. 8-9.



durus pozisyonu ise soyutlama asamasina koseli parantez
formu ile gegmistir. Karaburgak soyut tablolarina apartman-
lari degil sadece bu parantezleri tasimistir.

Gece resimlerinde; evlerin etrafinin parlak sari bir
isikla cerceve icine alindigi gordilir. Iki katli evler genelde
dérde boliinmiis kareler olarak, yoni kuzeye ya da giineye
bakan apartman daireleri ise ya tarak, ya koseli C ya da bir
ucu saga bir ucu sola bakan gubuklar seklinde verilmistir.
Glines ve top agaglar cergeveli bir daireye, ¢atilar da ticgene
doniismek lizeredir. Ancak nasil ki sanatginin peyzajlarinda
bu nesnelerin dogal halleri cetvelle cizili gibi diimdiiz degil-
se soyutlamalari da bigcimli degildir. Gece resimlerinde koyu
griler, koyu morlar, kobalt maviler tizerine parlak turuncular,
sarilar, kirmizilar Karaburgak icin neredeyse ddetten renkler
haline gelmistir.

Karaburgak soyutlamalarina tizerinde uzun siire ¢alis-
tig1 manzaralarindan ulasmistir. Bu soyutlamalarda ilk goze
¢arpan sey gokyiiziinin o pargali-bulutlu, hareketli gérinti-
stinlin goktan terk edilmis oldugudur. Soyutlamalarda gok-
ylizii artik sadece koyu bir fon Ustiine parlak konturlu bir ay
ya da glinesten ibarettir.

Ihsan Cemal’in soyut ¢alismalarina etiidler niteligin-
deki doga soyutlamalari; kelebege donmeye hazirlanan bir
ipek béceginin yolculugu gibi izlenilebirligi ile heyecan veri-
cidir. Soyutlama basarisi resimsel motiflerinin deyim yerin-
deyse “markalasmasindan” kaynaklanmistir. Daha agik bir
ifade ile Karaburcak birbirinden glizel peyzaj soyutlamalari-
ni, saglam bir Karaburcak alfabesi tizerine oturtmustur (Tab-
lo ).

Sanatgi soyutlamalarinda sadece gokyiizini degil
yeryiiziini de degistirmistir. ise once mahallenin evlerinin
kapilarini, pencerelerini yok ederek yani bir bakima iglerini
bosaltarak baslamis, evlerin sadece konturlarini birakarak,
ortaya dogal dikeyler, caprazlar, yataylar, ic ice ve bazen de
oransiz gegmeler ¢ikarmistir. Ardindan parsellenen toprak-
larin icindeki hikdyeleri ¢ekmis, arta kalan yollardan olaga-
niistli sekiller kesfetmis, bir sag, bir sol, sonra tekrar kisa bir
sag yapan kiigiik patikalar sanatginin soyut ¢alismalarina il-
ham vermistir. Doga soyutlamalarinda da tipki kent soyutla-
malarinda oldugu gibi hangi gizginin nereye kadar uzanacagi-
na aksamiisti giinesinin 15181 karar vermistir. Minarelerin ucu
sivri cubuklara, telgraf direkleri cift yatayli T’lere donlsme
yolundadir. Sokak lambalarinin aydinlattigi los yollar biiyik
C’leri, pencere kanatlari ise 1zgara formlarini davet etmistir.
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Resim 10: Isimsiz, 1952-1970, 26,5xI3,5 cm., Duralit iizerine yagliboya
Serap&Erdal Akova Koleksiyonu

Figure 10: Untitled, 1952-1970, 26.5xI3.5 cm, Oil on masonite
Serap&Erdal Akova Collection

just as enticing as watching a silk worm transform into a but-
terfly. His success in abstraction is rooted in —if one might
say— the “brandization” of pictorial motifs. More explicitly,
Karaburgak bases his increasingly more beautiful landscape
abstractions on a strong Karaburcak alphabet (Table ).
The artist transforms not only the sky, but also the
earth in his abstractions. He first begins by eliminating the
doors and windows of the neighborhood houses, or by emp-
tying them out in a sense. Leaving only the contours of the
houses, he reveals natural verticals, diagonals, horizontals,
and interweaving, sometimes disproportionate strands.
Next, he brings forth the stories inside the parceled land,
discovers extraordinary shapes on the remaining roads; the



Kulibe Evler / Shanty Houses

Bulutlar / Clouds

Atlar / Horses Tepeler / Hills

Telgraf Direkleri
Telegraph Poles

Cemiler / Sailboats

Catilar / Roofs

Aylar / Moons
Giinegler / Suns
Gam Agaglari / Pine Trees
Parsellenmis Bahgeler Sazliklar / Reedies
Parceled Gardens
Kayikgilar / Boatmen o
Apartmanlar Figlirler
< Apartment Figures
Top Agaclar Buildings

Round Trees

Tablo I: Karaburgak Alfabesi / Table I: Karaburcak Alphabet

Ressam, dogadan soyutlamalarinda resmi enlemesi-
ne boldiigl planlarin genisliklerini de degistirmis, birinci ve
tgincii plani daracik tutup, ortaya alabildigine genis bir so-
yutlama arazisi ¢ikarmistir. Bazen bu planlardan birinin yiize-
yini kalin fircalarla diimdiiz boyarken digerini spatiil vurusla-
ri ile hareketlendirmis, birini kaziyip tirmiklarken, bir diger
plani dimdiiz ve piiriizsiiz birakmistir. Bazen de duraliti hem
enine hem dikine kazimis, elde ettigi minik karelere boyay:
yedirerek ilging dokular elde etmistir. Perspektifi basindan
beri hi¢ sevmeyen sanat¢i 6zellikle soyutlamalarinda; gokyd-
ziini koyu renklere boyayarak resmi iki boyuta indirmis, go-
zlin soyutlama yaratimindan baska noktalara kaymasina bi-
lingli olarak engel olmustur (Resim I1).

small dirt roads that turn right, left, and right again inspire
the artist’s works. Similar to his cityscape abstractions, the
light of the afternoon sun determines which line should ex-
tend and how far in his landscape abstractions. The mina-
rets are about to become pointed stakes, the telegraph
poles are to give way to double-crossed Ts. Illuminated by
streetlights, the dark roads turn into capital Cs, whereas the
window sashes are likened to grid forms.

In his nature abstractions, the artist changes the
width of his horizontal areas, minimizing the fore and back-
ground and leaving behind an immense area of abstraction.
While painting the surface of one these areas with thick
brushes, he adds movement to the other with spatula
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“Benim resimlerimi oralarda (Paris’te) minyatirlere

benzetenler de ¢ikti. Gercekten benim resimlerimde
de minyatiirlerdeki gibi bir perspektif yoktur. Minya-
tiirlerde mesela Padisah ve kullari vardir. Kullar padi-
sahin oniinde dururlar, normal olarak bunlarin daha
biyiik goziikmesi lazimdir. Ama minyatirci icin padi-
sah daha 6nemli oldugundan geride olmasina rag-
men daha biyik cizilir. Ben de resmimi yaparken 6n
plandaki arka plandaki seyleri diisinmem. Benim igin
onemli olan iki boyutlu olan tuvale iki boyutlu bir re-
sim ¢izmektir. Perspektif vermek hem ¢ok kolaydir
hem de halki aldatici bir seydir.”®

Gozlemlenen bir baska sey de, Karaburgak’in soyut-
lama asamasinda kendisi gibi hi¢cbir akimin temsilcisi olma-
yan Paul Klee ile yakin bir itham yapisinda olusudur. Her iki
sanatcinin da kent, gece, deniz ve yelkenliler iizerine soyut-
lamalari, ortak konulara yonelimleri ve isleyisleri bakimindan
zaman zaman benzerlikler tasir.

Yasaminin sonuna dek ¢alismalarinda &zgiir kalmays
tercih eden sanatgi, 1959 yili itibariyle soyut kompozisyonla-
ra gegmis ama bu dénemden itibaren de kendini sadece so-
yutlarla sinirlamamustir.

6 Anonim, “insan Resim Yapmaya Cocuklar Gibi Basliyor”, Ulus gazetesi,
30.10.1964, s. 5.
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Serap&Erdal Akova Koleksiyonu
Figure II: Near Ankara, 1966, 67x96 cm, Oil on masonite
Serap&Erdal Akova Collection

strokes; as he scrapes and scratches one, he leaves the other
flat and flawless. At other times, he scrapes the hardboard
both vertically and horizontally, and by allowing the small
squares he creates absorb the paint, he acquires interesting
textures. Disliking perspective from the onset, Karaburcak
reduces the painting into two dimensions, particularly in his
abstractions; he deliberately avoids the eye from shifting to
points other than the abstraction itself (Figure II):

“There were people (in Paris) who likened my paint-
ings to miniatures. Truly enough, my paintings, like
miniatures, are devoid of perspective. Miniatures de-
pict the sultan and his subjects. The subjects stand
before the sultan; normally they should appear larg-
er. However, as the sultan is more important for the
miniaturist, he paints the sultan larger though he is in
the background. When | paint, | am not concerned
about the things in the back or foreground. What
matters to me is to draw a two-dimensional picture
on a two-dimensional canvas. Lending perspective is
both easy and equally deceptive.”®

Another self-evident observation is that in his transi-

tion to abstraction Karaburgak has an inspirational tempera-

6 Anonymous, “insan Resim Yapmaya Cocuklar Gibi Basliyor”, Ulus newspaper,
30.10.1964, p. 5.

Resim Il: Ankara Dolaylarindan, 1966, 67x96 cm., Duralit tizerine yagliboya



“Butiin hayati boyunca miicerred (abstre) bir sanat
icra edecek insan yoktur kanaatindeyiz. Ciinki
sanatkdrda cesit zevki o kadar kuvvetlidir ki uzun
miiddet pek az gesitli bir kombinezonlar grubu etra-
finda olur de dénemez. Hendesi olan kombinezonlar
ise her fert icin tamamiyle sayilidir. Buglinkii buhran
éniinde egilmemiz gerekir. Zayiflar kaybolacak, kuv-
vetliler beserileserek selametin bir ekspresyon sana-

tina dénmekte oldugunu idrak edecektir...””

Sanat¢i soyut kompozisyonlarina kent ve daha ¢ok
bozkir manzaralari (izerinden yaptigi soyutlamalarla ulagmis-
tir (Resim 12). Yani Karaburgak otuz yil boyunca dogadan
gozlemledigi bigimleri 6nce soyutlamis sonra da bunlari so-
yut kompozisyonlarda bir isaret diline cevirmistir (Tablo 2).
Baska bir deyisle sanatinin baslangicindan itibaren yanindan
ayirmadigi tek katli sevimli kdy evlerini, telgraf direklerini,
top agaglarini, giinesini, ayini, apartmanini, sokak lambasini,
patikalarini; “higbirine sirt gevirmeden” bu ¢alismalarina da
tasimistir. Ancak bu 6geler soyut kompozisyonlara girerken
bambaska isaretlere ve kavramlara doniisiir (Resim 13).

Ressamin ¢alismalarinda evlerin kareye, apartmanla-
rin dikdértgene, ¢atilarin lggene, top agaglarin daireye,
telgraf direklerinin T’ye, ayin yarim daireye, yildizlarin +'ya
donistiigl rahatlikla takip edilebilmistir. Ayrica sanatginin
los kent sokaklarindan elde ettigi biyiik C formlarini, apart-
man dairelerinden elde ettigi tarak motifini ve pencere ka-
natlarindan elde ettigi 1zgara motifi ile resme ters Y bigimi
olarak giren insan figiirlerini de yine bu resimlerinde yakala-
mak mimkinddr. Ancak elbette tiim bu tanidik bicimler sa-
natginin soyut ¢alismalarina bir hikdye olustursun diye tasin-
mamislardir. Kokeni tanidik bir evden, agactan veya direkten
tiresin tiremesin unutulmamalidir ki sanatginin tek gayesi;
sadece yeni bir “isaret”, yeni bir kavram olusturmaktir. Baska
bir deyisle, eger ortada bir hikdye varsa, hikdye Nabilerin
hikdyesidir. Nabiler gibi Ihsan Cemal igin de asil &nemli
olan; iki boyutlu olan tuvale iki boyutlu bir resim ¢izmektir.

“Sanate perspektif vermek icin renkleri bozmayi ka-

bul edemedigi icin sonugta perspektifi ortadan kaldi-
rarak tablolarini Nabilerin anlayisina uygun olarak iki

7 ihsan Cemal Karaburcak, “Bugiinkii Buhran”, Zafer gazetesi, 28.9.1953, s. 3.
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ment that can be likened to that of Paul Klee, who, like the
former, represents no art movements. Both artists’ abstrac-
tions of the city, the night, the sea, and sailboats bear re-
semblances in terms of themes and the ways in which they
are treated.

Preferring to be independent in his works until the
end of his life, Karaburgak leaned towards abstract compo-
sitions as of 1959, but did not confine himself to abstract
works after that period.

“We believe that there is no man who would produce
abstract art until the end of his life. For, the artist’s
aesthetic diversity is so broad that he would rather
die than confine himself to a narrow group of combi-
nations. Mathematical combinations are all but lim-
ited for each individual. We have to take a bow be-
fore the present crisis. The weak will disappear and
as the strong become civilized, they will understand

that salvation is turning into an art of expression...”’

The artist reached his abstract compositions through
his abstractions of cityscapes and steppe landscapes (Fig-
ure 12). Karaburcak first abstracted the forms he observed in
nature for thirty years and later translated them into a sign
language in his abstract compositions (Table 2). In other
words, Karaburcak carried the charming one-storey country
houses, telegraph poles, round tress, the sun, the moon,
the apartment buildings, the street lamps, and the dirt
roads —which were indispensible to him since the day he
started to paint- into his new works, without “turning his
back to any single one.” However, as they entered abstract
compositions, these elements were transformed into brand
new signs and concepts (Figure I3).

As clearly observed, the houses evolve into squares,
the apartment buildings into rectangles, the roofs into tri-
angles, the round trees into circles, the telegraph poles into
Ts, the moon into a hemisphere, and the stars into +s in the
artist’s works. Furthermore, the large C forms he acquires
from the dim city streets, the comb motif he derives from
apartments, the grid motifs he gets from window sashes,
and the human motifs appearing in the paintings as inverted

7 ihsan Cemal Karaburcak, “Bugiinkii Buhran”, Zafer newspaper, 28.9.1953, p. 3.



Resim 12: isimsiz, 1952-1970, 98,5x63,5 cm., Duralit iizerine yagliboya

Turan Erol Koleksiyonu
Figure 12: Untitled, 1952-1970, 98.5x63.5 cm, Oil on masonite

Turan Erol Collection

boyuta indirmistir. Ne var ki timiiyle ideist, sentetist
ve dekoratif bir resim yoluna girmeden resme geri
dénmistir. Karaburcak ilk modern ressamlardan bir-
¢ok anlayis ve estetigi alirken ayni zamanda onlara
Gauguin’le karsilastirma icinde bazi elestiriler de yo-
neltmistir. Ona gére Nabilerde desenler sadelesme-
mistir ve sematiktir. Cok kelime ile az sarki soyle-
mektedirler. Gauguin’deki senfoninin yerini bir sarki
almistir. Karaburcak bunlarin nedenleri tzerinde du-
rur ve buldugu cevap ayni zamanda kendi sanat anla-
yisi kaynagini agiklamak bakimindan da énemlidir.
Nabilerin resimlerinde incelik ve distince vardir ama
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Resim 13: Dubleks, 1959-1970, 99x63 cm., Tuval tizerine yagliboya
Ahu&Can Has Koleksiyonu

Figure 13: Dublex, 1959-1970, 99x63 cm, Oil on canvas

Ahu&Can Has Collection

Y forms, are also visible in these works. Yet, all these famil-
iar forms are not transmitted to construct a story for his ab-
stract works. Whether derived from a familiar house, tree,
or telegraph pole, it should be remembered that the artist’s
sole objective is to create a new “sign”, a new concept. In
this regard, Karaburcak stands very close to the Nabis; as in
the case of the Nabis, what matters to lhsan Cemal is to
execute a two-dimensional painting on the two-dimension-
al canvas.

“As the artist refused to distort colors for the sake of

lending perspective, he consequently eliminated



Tablo 2: Karaburgak i§aret Dili / Table 2: Karaburgak Sign Language

icten gelen bir sey yoktur. Gauguin’de anadan dogma
olan sey 6grencilerinde suni, artistik ve &grenilmislik
olarak ortaya ¢ikmistir. Nabiler hem empresyonizme
tepki nedeniyle hem de dekoratif resim anlayisiyla
dogadan dis mekanlardan uzaklasarak ic mekanlara
yonelmislerdir. Karaburgak’in ise boyle bir sorunu ol-
mamistir. Dolayisiyla Karaburgak Nabilere ynelttigi
bu elestirilerle kendisini Avrupa modern resminin gir-
digi yoldan ayirmaktadir. ‘Bu agaci nasil goriiyorsu-
nuz? Yesil degil mi? O halde paletinizdeki mevcut en
giizel yesili koyunuz!’ sézlerinden tabloya daha parlak
bir sekil verebilmek icin renkleri en saf tonlariyla yan
yana kullanmak sonucunu ¢ikaran ve bunu o garpici
morunu, yesilini, sarisini, turuncusunu kesfederek uy-
gulayan, kendisini ~ben renk ressamiyim- diye tanim-
layan Karaburcak ile Gauguin arasindaki kandaslik
agiktir. Karaburgak renk tutkusu yiiziinden giinesin
renkleri 6ldiirmedigi aksam izerlerini, rutubet olma-
digiigin renkleri bitiin agikligiyla gérebildigini séyle-
digi Ankara’yi sevecektir. Sonugta ¢ok az renk kulla-
narak ¢ok renkli tablolar yapmayi basaracaktir. O res-
mi i¢in gordiigi anlayis, teknik ve estetigi Nabilerde
bulurken, ruhunu dolduran

ressam ictenligini

Gauguin'de  yakalayacaktir. Boylece  kendisini
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perspective and reduced his paintings to two-dimen-
sions in a Nabiesque manner. Yet, he returned to
painting without entirely immersing himselfin an ide-
alist, synthetist, and decorative manner of painting.
While borrowing many conventions and a sense of
aesthetics from the first modern painters, Kara-
burcak also directed several criticisms at them vis-a-
vis the example of Gauguin. According to him, the
designs were more simplified and schematic in Na-
bism. They sang with very few words. Gauguin’s sym-
phony was thus replaced by a song. Karaburgak fo-
cused on the reasons behind this and the answer he
found was equally important for explaining the
sources of his own conception of art. The paintings
of the Nabis carried subtlety and thought, but no
spontaneity. What was innate in Gauguin emerged as
artificial, artistic, and learned in his students. Both in
reaction to Impressionism and driven by a notion of
decorative painting, the Nabis removed themselves
from nature and the outdoors to focus on the interi-
or. Karaburcak was not concerned with these issues.
Hence, in his criticism of the Nabis, he distinguished
himself from the course that modern European
painting had taken. Based on the questions, ‘How do



Gauguin’le Nabiler arasinda bir yere yerlestirecek,
modern resmin ¢ok daha sonralar kesfedecegi res-
min ayni zamanda bir glizellik arayisi oldugu anlayisini
daha basinda fark edecektir.”®

Karaburgak’in  soyut kompozisyonlarina ulasmada
faydalandigi disiinilen bir diger yol da eski uygarliklarin al-
fabeleridir (Tablo 3). Sanatcinin karanlik fon iizerinde canli
renklerle ugusturdugu pek ok isaretini eski Etrlisk ve Hitit
harfleri ile birlestirdigi diistinilmustir. Bu diisiince donemin
yazarlarindan Cemil Eren’in kése yazisina da konu olmustur:

“Batili yazarlar onun resminde minyatiirleri buldukla-
rint séylediler, ben bulamadim. Ama Bizans ikonlari-
nin koyu mistik armonisini, Hitit uygarliginin yazisini
buldum. Gauguin’i severek yola ¢ikan Karaburgak’in
yukarida belirtmeye ¢alistigim yollardan gegerek Bi-
zansla Hititle akrabalasan bir yere gelmek bu toprak-
lar Uzerinde olusmus, gegmis uygarliklarin sanatlariy-
la benzemek Ihsan Cemal Karaburcak’in resim mace-
rasi... Son zamanlarda milli sanat yapalim diye tartis-
malar agan bazi sanatgi ve yazarlanmiz igin giizel bir
érnek 1.C.K. nin sergisi. Onun resimlerine Avrupali
veya Amerikali denemez. Havasiyla, rengiyle, diliyle
her seyiyle bu topraklar izerinde yasamanin sevincini
duymus bir kisinin resimleri. Ama i.C.Karaburc;ak hig-
bir zaman da milli sanat yapmanin yollarini aramamis-
tir. Getirdigi seyler icinden gelen ¢alismalarin Griini-
dir. Yaptigi resimlerle kendini, duygularini anlatmaya
¢alismis ve sonunda simdiki yere varmistir. Kendisi
stilinin tutsagi da olmamistir. Ama kendi resim hava-
sinin disina ¢ikarak yaptigi calismalarda bile kisiligini
resmine koymaktan kurtulamamistir. Bu da sanatginin

ne kadar icten calistiginin kanitidir.””

Karaburgak soyut kompozisyonlarina sadece evlerini,
direklerini, bahgelerini, agaglarini degil gokyiiziinii de tasi-
mistir. Soyutlamalarindaki gokyUziiniin koyu mor, kobalt, la-
civert hatta siyah renklerini bu defa soyut kompozisyonun al-
tina yerlestirmis, formlar énceden cizilip boyanmamis, direk

8 Murat Ural, I.C.K., Milli Reasirans T.A.S. Sanat Galerisi Sergi Katalogu,
Istanbul, 1995, 5. 9-10.
9 Cemil Eren, “Karaburgak”, Ulus gazetesi, 12.10.1965, s. 2.
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you see this tree? s it not green? Then, use the most
beautiful green available in your palettel’, Kara-
burgak strived to render brighter form to his paint-
ings and, based on his discoveries, implemented his
striking purples, greens, yellows, oranges into his
works. Hence, the kinship between Gauguin and Ka-
raburcak, who defined himself as ‘the painter of
color,’ is self-evident. Due to his passion for color,
Karaburcak adored the afternoons in which the sun
does not annihilate color; he loved Ankara, where he
says he could see colors clearly due to the absence
of humidity. Consequently, he succeeded in execut-
ing colorful paintings by using the fewest of colors.
As he found the conception, technique, and aesthet-
ic he envisaged for his works in the Nabis, he cap-
tured the self-fulfilling artistic sincerity in Gauguin.
He thus placed himself somewhere between Gau-
guin and the Nabis and realized, from the onset, that
modern painting —as he would discover eventually-

was simultaneously a search for beauty.”®

Another source that Karaburgak presumably utilized
in his quest for abstract compositions is the alphabets of an-
cient civilizations (Table 3). It is thought that many of the
signs fluttering in bright colors on a dark background in the
artist’s works are combined with Etruscan and Hittite let-
ters. This idea has been the subject of an article by Cemil
Eren, a renowned columnist of the period:

“Western writers claimed to have found miniatures in
his oeuvre. | did not. However, | did come across the
dark, mystical harmony of Byzantine icons and the
scripture of the Hittites. Driven by his love of Gau-
guin, Ihsan Cemal Karaburcak’s artistic adventure is
his ability to establish a kinship in this geography with
Byzantium and the Hittites through the roads | tried
to mention above —the similarity of his art to those of
past civilizations... .C.K.’s exhibition sets a wonder-
ful example for certain artists and writers, who re-
cently proposed the idea of creating national art. His
paintings cannot be defined as European or Ameri-

8 Murat Ural, I.C.K., Milli Reasiirans T.A.S. Art Gallery Exhibition Catalogue,
istanbul, 1995, pp. 9-10.



Table 3.2: Hitit Kronik

Z® A’\@:P

Zu)nn Daleth Gimel Alaph
Weapon Hook \Mndow Door Camel House
¥ b
Nun Mem Lamedh Kaph Yodh Teth Heth
Fish Water Ox-Goad PalmofHand Hand Unknown Fence
Taw Shm Resh Ooph Samkn
Mark  Tooth  Head Monkey Fnshl';ook Moulh Eye Support

Tablo 3.1: Etrisk Alfabesi
ORHON
Kiasik| aafm YENISEY Ses degeri
Classic | Omher figures Phonetics value
T 7 [ASXT [ R
I ¥ kapall e Moutn is close - &+
Pl s NORE) | 1> Do
>t & b s W o,u oackvows!
N ]| VMR FRR 8,0 front vowel
D D baqoo y (kalin Gnldlerle)  winbackvows!
9 9 ? 9 P P y (ince dnldlerle ) with front vowel
d[8dd [dHV 2D | v(kananiglere)  amvscvone
b4 m 8 b (ince dnidlerle ) with front vowel
* A % € ,-c(sbézclk sonu ) endorne word
Y Y ig, ic
3 2N d(kalin Gnldlerle) vt back vowel
X| + X+ d (ince dnldlerle)  winsontvowel
)'t 'I' l.l M 11’ ¥ g ( kalin dnidlerle ) with biack vowel
@ e | €6 m ¢ g (ince Gnldlerle) i frontvowel
3| QP A k(e,ille) el
R B B B k{8, ile) wth 0.
A A ANH k(aile) with 2
4 | p 4 P4 K(1ile) with
1 T 1 k(o,u ile) with 0,u
1 Jw L (kalin dnidlerle)  wm backvowel
o) ihsan Cemal Karabureak’in soyut kompozisyonlarinda kullandigi isaretlerle ortisen harfler
The letters that correspond to the signs Ihsan Cemal Karaburgak uses in abstract compositions

Tablo 3: Etriisk&Hitit Alfabesi / Table 3: Etruscan&Hittite Alphabet

fircaile boya ile olusturulmustur. Sanat¢i bu dénem ¢alisma-
larinda duraliti kazimak yerine puriizsizlestirmeyi tercih et-
mis, malzeme olarak da tuval kullanimina dncelik vermistir.
Bununla birlikte ihsan Cemal Karaburcak’in bazi so-
yut kompozisyonlari, sanatginin Ikinci Diinya Savasi sonrasi
Fransiz resminden; agirlikli olarak da Roger Bissiere ve Paul
Klee'den de ilham almis olabilecegi izlenimi uyandirir.
Bissiere’in resimlerindeki top agaglar, kuliibe evler ve par-
sellenmis araziler renk ve uslup bakimindan birbirlerinden
cok farkli ele alinmis olsa da bu yakinligin kurulmasina ola-
nak saglamistir. Her iki sanat¢i da soyut kompozisyonlarina
kaynak olarak kendi soyutlama arazilerini kullanmistir. Ihsan
Cemal kendi arazisinin evlerini, apartmanlarini, direklerini,

patikalarini soyut kompozisyonlarinda isaret diline gevirirken
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can. With its aura, color, and language, his oeuvre is
the culmination of the joy of having lived in this ge-
ography. Yet, I.C.Karaburgak never sought ways of
creating national art. His articulation is the product
of something intrinsic. Through his paintings, he tries
to convey himself, his emotions, finally reaching
where he stands now. He has never been a prisoner
of his own style. Still, even in the paintings he creat-
ed outside of his artistic conventions, he evades inte-
grating his individualism in his works. This proves how

earnestly Karaburcak works.””

9 Cemil Eren, “Karaburgak”, Ulus newspaper, 12.10.1965, p. 2.



“Bissiere’in bazi resimlerinde insan, kus, yildiz gibi 6geler
nesne goriinimlerinden siyrilarak soyut birer ideogram duru-
muna gelmistir”.!® Ressamin soyut kompozisyonlarinda yi-
zeyi degerlendirmesi ve yiizeye belli isaretlerle kompozisyon
kurmasi ise daha ok Klee ile benzerlik gésterir. Her ii¢ sa-
natginin da i¢ gergeve kullanimi bu benzerligi dikkat gekici
hale getirir. Ancak bu esinlenmeleri taklitilik boyutunda de-
gerlendirmek elbette s6z konusu degildir. Aksine ressamin
6zgiin Uslup gelisimini ortaya koyan doga arastirmalari ve so-
yutlamalan bu degerlendirmeye yer birakmayacak ol¢iide
aydinlaticidir.

Karaburgak, yasami boyunca resimlerinin “millilik”
damgasi tasimasiyla ilgilenmedigi gibi Bati taklitgiliginden
de 6zenle uzak durmustur. Kendi soyutuna kendi peyzajin-
dan, kendi peyzajina da kendi cografyasindan ulasarak 6z-
giinliigl yakalamistir. Resimlerindeki cekicilik, itlhamini onun
cevresini siirekli gézlemlemesinden ve dénemin sanat hare-
ketlerine uzak kalmasindan almistir.

10 I. Babacan, “Roger Bissiere”, Eczacibasi Sanat Ansiklopedisi, I. Cilt, 1997, s.
240.
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Karaburgak not only integrated his houses, telegraph
poles, gardens, and trees, but the sky in his abstract compo-
sitions as well. The deep purple, cobalt, dark blue, and even
black colors of his abstractions were now set underneath his
abstract compositions; the forms were not sketched and
painted in advance, but rather created with the direct ap-
plication of paint by brush strokes. Rather than scraping the
hardboard, he preferred to make it flawless and opted for
canvas as his choice of material during this period.

Nonetheless, some of Ihsan Cemal Karaburgak’s ab-
stract compositions convey the impression that the artist
was inspired by post-World War Il French painting and, par-
ticularly, by Roger Bissiere and Paul Klee. While the round-
ed trees, cottages, and parceled lands in Bissiere’s paintings
are treated in a significantly different manner in terms of
color and style, they nonetheless establish a similarity. Both
artists use their own terrains of abstraction as the source of
their abstract compositions. As Ihsan Cemal translates the
houses, apartment buildings, telegraph poles, and dirt
paths of his own geography into the symbolic language of
his abstract compositions, “in some of Bissiere’s painting,
elements such as humans, birds, and stars are stripped from
their appearance as objects and evolve into abstract
ideograms.” In his abstract compositions, the artist’s use
of surface and his manner of creating a composition on this
surface through certain signs, on the other hand, bears a
closer resemblance to Klee. All three artists’ proclivity to
use an inner frame in their compositions makes this similari-
ty more striking. However, it would be out of the question
to regard such inspirations as mere emulation. On the con-
trary, Karaburgak’s exploration and abstraction of nature,
which demonstrates the development of his original style, is
informative enough to discard such an assessment.

Throughout his life, Karaburgak carefully avoided
emulating western painting, as much as he refrained from
labeling his works with a “nationalist” character. He at-
tained originality by reaching his abstracts from his own
landscapes, which he derived from his own geography. The
appeal of Karaburgak’s paintings is embedded in his contin-
uous observation of his surroundings and his deliberate eva-

sion of art movements of the period.

10 i. Babacan, “Roger Bissiere”, Eczacibasi Sanat Ansiklopedisi, Volume |, 1997,
p. 240.
















Karabur¢ak Moru | The Purple of Karaburgak

Turan Erol

(Bu makale 31 Ocak 1968 tarihinde Ulus gazetesinde
yaymlanmstir.)

lhsan Cemal Karaburcak, yetmis yasini tamamladigi
su glinlerde sanat hayatinin asamalarini gésteren iki yiiz adet
resimle ender rastlanir bliyliklikte bir sergi diizenledi. Bu
sergiyle sanatgi: “Iste kirk yildan beri didinip gerceklestirme-
ge calistigim ‘resim’ budur: bu resimler benim ‘Gmrimiin
riyas’’dir” demek ister gibiydi.

Sorunlarini ¢éziimlemis toplumlarda boylesi bir ser-
gi, miizeler, galeriler, kiiltir kurumlari veya devletin ilgili da-
irelerinin girisimiyle diizenlenir; basiniyla, radyosuyla, gesitli
yayinlariyla bir “olay” havasina buriinir, boylece, yerinde bir
degerlendirme, kadirbilirlik 6rnegi verilmis olurdu.

Yetmis yasindaki Karaburgak’in kendi elleriyle hazirla-
digi iki yiiz resimlik koca sergi, sessiz sedasiz, oldugu gibi
evine atdlyesine donecektir. Bu sergiden, devletce sectirile-
cek resimlerle meydana getirilecek daha kiigiik bir serginin
yurt icinde gezdirilmesi mimkiin olmayacak, kisiler begen-
dikleri resimleri satin alip evlerinin duvarlarini siislemeyi dii-
stinmeyecekler, dislnseler de yapamiyacaklar... Karabur-
cak, yizlerce resimlik sergisini alip evine gotirecek, bir yer-
lere yigacak; ne var ki “Omriniin riiyasin” biraz daha duru,
biraz daha yalin anlatmak i¢in, ¢coklarinin ocak basinda uyuk-
lama yasinda, durmadan ¢alisacaktir.

Karaburgak’in resimlerini ilk kez 1951 yilinda gérdim,
o gline kadar tanimadigim soydan bir ressamla karsilastigimi
sezinledim. Garip, esrarli bir renkgilik, bu sanatginin goriintr
ozelligiydi. Karaburgak’in renk sevgisi o tarihten bu yana be-
nim gérdiigiim, durmadan biyiidu. “Cizgisi zayif, ¢izgide ye-
teneksiz” diyerek Karaburgak’i kiigiiltmege calisanlar, gi-
ling olduklarini bilselerdi dillerini tutarlardi. Bir tabloda ¢iz-
gi, renk, bicim gibi 6gelerin birbirinden ayrilamiyacagini, ayr
distinilemiyecegini, renk ile gizginin birbirlerini “tayin” et-
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(This article has been published in 3| [anuary 1968 in
Ulus newspaper.)

As he turned seventy, Ihsan Cemal Karaburcak or-
ganized an exhibition —rare in its size and scope- of two
hundred paintings that demonstrate the different stages of
his artistic career. “This is the ‘painting’ | have been laboring
over for the last forty years; these paintings are my ‘life’s

r»

dream’,” was the message that the artist apparently hoped
to convey with this exhibition.

In societies with fewer problems to resolve, exhibi-
tions of this caliber are often organized through the initia-
tives of museums, galleries, cultural institutions, or the
state’s relevant organizations; they become an “event” by
means of the press, radio, and various other publications,
thus setting an example of appreciation and valorization of
the artist in question.

This grand, two hundred-piece exhibition that sev-
enty year-old Karaburgak personally organized will quietly
find its way back to his home or studio. The State will not
select works from this exhibition to create a smaller version
for a tour across the rest of the country, visitors will not con-
sider buying the pieces they liked to hang them on their
walls, and even if they do consider such a possibility, they
will not act upon it... Karaburgak will collect his exhibition
of two hundred paintings and stack it somewhere. Yet, in
order to express his “life’s dream” in a more pure and simple
manner, he will continue to work relentlessly at an age in
which many others sleep before the fireplace.

| encountered Karaburgak’s paintings for the first
time in 195]; | sensed that | had come across an entirely dif-
ferent breed of painter. A strange, mysterious colorism was
the unmistakable characteristic of this artist. From what |
see, Karaburgak’s passion for color continuously evolved



tiklerini bilmeyenlerin yargilari ancak bu yénde olabilir.

Buraya, lhsan Cemal Karaburcak’in gegen yil actigi
sergi tizerine, 25 Nisan [96| tarihli Ulus’ta yayimlanan “Ka-
yaalp ile Karaburgak” baslikli yazimdan Karaburgak ile ilgili
satirlan oldugu gibi aktariyorum:

“Karaburgak, dogaya bakisi, yorumlari, mektepten,
medreseden gegmemis deseni ile cizgisi Kayaalp’a
gore, karsi kutupta. Sergi salonuna girildiginde ziya-
retgiyi karsilayan sicak hava renklerden geliyor.
Karaburcak’in sergisinde renklerin sézi gegiyor. Ka-
raburgak nesneleri dnce renk olarak algiliyor, sonra
bu renge bir kap, bir kilif hazirliyor. Béylece, kirk d6-
kik, cocukea, kimi vakit beceriksizce resmedilmis bi-
cimlere yerlestirilen renk biiylk 6l¢iide serbestlik, bir
yere kadar da anlam kazaniyor. Kirk dokiik evlerin,
agaglarin, blyiict isaretlerine benzer bigimlerin,
farkli bir yeryiizii duisti gérmemizde yarari oluyor.”
“Doganin kokusunu, tadini renklerle duyuruyor, Ka-
raburcak. ihsan Cemal’in renkleri tepeden bakan yu-
karidan konusan, ¢alimindan yanina varilamiyan so-
yundan degil. Aliyor moru turuncuyu, yesili Ihsan Ce-
mal, yoguruyor, pisiriyor, egitiyor, sonra usulca tuvali-
ne gegiriveriyor. Renk Ustiine renk siirliyor, rengi siyi-
riyor, tirmikliyor, kaziyor, sivazliyor, oksuyor... Der-
ken, unutamayacaginiz giizellikle yeni bir mor, bir
sari, bir yesil doguyor.”

“Ankara aksamlarinda, aksamin geceye donustiigii sa-
atlerde, damlarin, bacalarin arkasinda Karaburgak

morunu gérdigiiniz olmadi mi?”

Simdi, son sergisinde en giizel, en basarili buldugum
resimlerine bakarak Ihsan Cemal Karaburcak’in renk yonte-
mini daha acik segik anlatmaga ¢alisacagim: Karaburgak,
renkliligin tuval lizerine gesit gesit renkleri dizerek elde edi-
lemiyecegini gérmiis. En etkili, en ¢arpici resimleri hemen
hemen iki temel renkle islenmis. Ne var ki bu iki temel renk
birbirini son derece iyi tamamliyan, birbirini degerlendiren
iki renktir. Cok arinmus, artik “boya” liktan tamamen uzaklas-
mis bu iki renkten birisi 6biriinden daha genis bir alana yayil-
maktadir. Iki temel renk, siyah ile gri arasi tarafsiz renklerle
ya bir cerceve gibi girmektedir. Ugiincii ve seyrek olarak dor-
diincii renkler kiigiik 6lglide ve vurgular halinde kullanilmak-

48

since then. Those who attempted to undermine Karaburgak
with comments such as “His line is weak; he has no talent

)

for line,” would have held their tongues had they known
they were being ludicrous. For, this would only be the opin-
ion of those who are oblivious to the fact that elements
such as line, color, and form cannot be separated from one
another in a painting, that they cannot be conceived inde-
pendently, and that color and line “define” one another.

| would like to convey here an excerpt from the arti-
cle entitled, “Kayaalp and Karaburgak” | wrote for Ulus on
25 April 1961 for the exhibition Ihsan Cemal Karaburgak

opened last year:

“With his view of nature, his interpretation, as well as
his drawing and line, which has no academic forma-
tion, Karaburgak stands on the opposite pole from
Kayaalp. The warm air that envelopes the visitor
upon entering the exhibition hall emanates from the
colors. Karaburcak’s exhibition is dominated by
color. He perceives objects first as color; it is only
later that he designs a case or a container for the
color. Hence, set in fragmented, childish, and at
times clumsily painted forms, the color attains a vast
liberty and meaning. The scraps of homes, trees, and
forms resembling signs of sorcery help us experience
the dream of a different world.”

“Karaburgak conveys the smell and taste of nature
through color. Ihsan Cemal’s colors are not of a pa-
tronizing, down-talking, pompous kind. He takes
purple, orange, green; he kneads, bakes, trains them;
and he quietly transmits them to his canvas. He ap-
plies color after color; peels, scrapes, scratches,
strokes, caresses each one... Then, a new, unforget-
tably beautiful purple, yellow, or green is born.”
“Have you never seen Karaburcak’s purple behind
rooftops and chimneys in the hours that the evening

turns into night in Ankara?”

Now, looking at the paintings | find most successful
and most beautiful in his latest exhibition, | will try to elabo-
rate more clearly on Ihsan Cemal Karaburcak’s method of
color: Karaburcak realized that colorfulness could not be
attained by juxtaposing various colors on the canvas. His
most powerful, striking paintings are almost always domi-



tadir. Belirttigim bu 6zellik, armoni saglamada uygulanan bu
yontem, Karaburgak’a &zel bir bulus degildir kuskusuz...
Gergek sanat eserlerinden ¢ikarilan bir armoni kuralidir bu.
Ne var ki bu kural ¢ok defa bilinmez, bilinse de uygulana-
maz.

Karaburg¢ak’in manzaralarinda, portrelerinde buldu-
gumuz baska bir nitelik derinligin, kabarik veya ¢okiik bigi-
min silinip stiptriilmis olmas fakat gene de bu resimlerin ta-
rif edilemez bir doga tadi, bir canlilik ve yasanmislik yansit-
masidir. Biitiin manzara resimlerinde gékyiiziini neden koyu
renklerle gosteriyor Karaburgak? Bu soruyu resimle ugrasan
bircok kisiye sordum: tizerinde diisinmemislerdi. En son bir
égrencim bekledigim karsiligi buldu: “Derinlik etkisini yok
etmek igin, olsa gerek” dedi. Gergekten yle; agik renkli bir
gokylizii uzaklara kagmakta, derinlik duygusu yaratmaktadr.
Karaburgak tablolarini ylizeyde gelistirmek istediginden
gokyiizlerini bile koyu morlara, lacivertlere, kahreverengine
boyamaktan ¢cekinmemektedir. Bu onun bir bulusudur.
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nated by two colors. However, these two colors comple-
ment and bring out each other extremely well. Purified and
completely removed from being a “color,” one of these two
spread over a much larger area than the other does. The two
basic colors are secretly bridled by neutral colors between
black and grey; these neutral colors often find their way into
the painting like a frame. A third and rarely a fourth color is
used in a smaller scale, merely as an accent. This character-
istic, or this method of creating harmony, is not an invention
particular to Karaburgak, no doubt... This is a rule of har-
mony obtained from real works of art. However, this rule is
rarely known and if known, it is never applied.

Another feature in Karaburgak’s landscapes and por-
traits is the eradication of depth’s inflated or sunken form.
Nonetheless, the paintings reflect an indescribable taste of
nature, vivacity, and a real life experience. Why is the sky
depicted with dark colors in all of Karaburgak’s landscapes?
| asked this question to a number of people who are en-
gaged in the art of painting; they had never thought about
it. Finally, a student of mine found the answer | was looking
for: “To eliminate the sense of depth.” This is exactly the
case: a brightly colored sky stretches into the distance, cre-
ating a sense of depth. Yet, since Karaburgak seeks to de-
velop his paintings on the surface, he does not hesitate to
paint even the skies with dark purples, blues, and browns.
That is his invention.
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Mor | Purple

Cengiz Bektas

(lhsan Cemal Karaburcak’in amsma yazilms, 1970 TRT Tek

Siir Basart Odiilii almustur.)

Hiseyin Gazi dag
Karaburgak morunu giyinecek

Baslasin herkes kendi tiirkiisiine dogruca
diristge

Eliniz glizel

Karaburgak moruna bulanacak giin bitimi
En glic yokusu yiiregin
Yiiziinliz / ele gline

Eliniz apagik / kuskusuz birlikte mor tizerinde
Bir kisrak dolanir

Agagctan agaca evden eve morla

Yere de merhaba suya da

Bir tren verir dérdiincl boyutu
Telgraf direklerine

Diizeyler de oylumlari
Yogunlasir mor
Gokkusaginda enlenir mor
Karabur¢ak parmaginda simdi
Hasandagli insanin el ayasinda

Ne bilenmis giiglerdir titer bacalarda
Uzak yakin karisan bosluk
Ug evden birinde 1sik
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(Written in memory of Ihsan Cemal Karaburcak.
Received the 1970 TRT Single Poem Achievement Award.)

Mount Hiseyin Gazi
Dressed in the Karaburgak purple

Let them all sing their own song fair

and square

Your hand is beautiful

in Karaburgak purple wallows the end of day
The steepest slope of the heart
Your face / for all the world to see

Your hand is wide open / together no doubt on purple
A mare wanders

From tree to tree, house to house with purple

A hello to earth and water

A train lends a fourth dimension

To telegraph poles

And surfaces to volumes

Purple intensifies

Purple widens in the rainbow

Now on a Karaburgak finger

In the palm of a man from Hasandagli

What whetted powers smoke through chimneys
An emptiness blends near and far
Light flickers one in three homes



GCebe
Anadolu moru
Guin bitimi ardi ya giin dogusu

Bir cocuk kosar yol iistiine
Sonra bir gicek koparilmis
Bakarlar mor korkuya 6nce

Tek tiik isiklara glicli morun tzerinden
Bir agag geger sagdan sola
(ag alir gag verir
Mor gece kirlenir cok keze
Daldir elini gesme yalagina bak
Yitirilen nedir ki
Ver geceleri
Doysun mor
Durma sor kendine
Kimdir kalan yarinin erken moruna

Bir sarayin camlarina yiiksek
dissel
mor
Vurur topragin agaglarin izerinden yatay
vurur mor
Striler déner
Bir sarayin camlarina vurur
vurur divan gene
Siirini sinifinin
siiriniz fasliniz hicaz
Siriler doner her aksam
birer ikiser eksik

Vursun saraylariniza mor
Elbet soyunacak Huiseyin Gazi dag
yarinin erken morunu

v

Direngle yoktan yoga
Yasli bir inanmislik

Bir Karaburcak lekesinde tanis bilis
Binlerce yilin moru
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Impregnated
Anatolian purple
Dawn follows dusk

A child runs on the road
Then a flower picked
All look at the purple fear first

With sparse light over mighty purple
Runs a tree from left to right
It takes an age, gives an age
Purple is often soiled at night
Immerse you hand in the basin and see
What was lost
Give away the nights
Let purple be drenched
Go ahead and ask

What remains for the early purple of tomorrow
Il

On the windows of a palace high
imaginary,
purple

Impinges vertically on earth over trees
purple impinges

The herds return

On the windows of a palace impinges
Divan impinges again

Poetry of its class

your poetry and musical sequence in hicaz

The herd returns every night
missing one or two

Let purple impinge on your palaces
Mount Huseyin Gazi will surely disrobe
the early purple of tomorrow

\%

From null to null with resistance
An old conviction

Knowing god on a Karaburgak stain
Purple of a thousand years



Anadolu

Gegerliginize belli belirsiz bir glilimseyis
Gunluk irelisinize bencil

Haydi canim merhaba

Durur soyler

Moru dimdiiz

Usuldan baslasaniz gergek tiirkiiniize
Vv

Incecik bir ¢izgi daglarin ardi mor
Agar giine kendini

Yayar

Once daglar mor

Verir kendini giines birazdan
[sinir mor

Yesil mor
Sari mor
Turuncu mor

Mor sivanir elle evlere
Toprak yollara dalar esrik
Yankilanir sesi morun

Bir cizgi diisey
Giinesi egirir gibi

Bir isik dustirtir artik Karaburgak gékyiiziine

Vi

Ust iiste mor evleri kentlerin
Daha ¢ok isik daha ¢ok

Bir gemi bélerek

Sagdan sola moru

indirir evleri suya

Yorgun bir mora
Yerlestirir kendini Karaburcak diizenli
Ginesi de morlamistir az énce

Anatolia

A faint smile at your validity
Selfish to your daily growing
Come on hello

Stops and says

Purple flat

Quietly you begin to sing your real song
\

A thin purple line behind mountains
Opens itself to day

Spreads

First mountains purple

The sun yields soon

Warming purple

Green purple
Yellow purple
Orange purple

Purple is hand-daubed on homes
To earthen roads it pores ecstatically
The sound of purple echoes

A vertical line
Like spinning the sun
A light Karaburgak impinges on the sky

VI

Piles of purple homes of the cities
More light, much more

A ship divides

Purple from left to right

Brings homes to water

To atired purple
Karaburgak neatly installs himself
Having purpled the sun just now



VI

Ay
Bir ay daha
Biri ondérdiinde biri tutulmus / yan yana

Suyu gekilir kuyudan
Bir sirik bir ¢atal bir kova

Bir ay
Bir ay daha
Ne olur ki / bir ay daha
Ug kavak
Iki insan
Biri geg biri erken
Bir agag gelin agac

cvil agag

deli aga¢
Hay deli agag hay
Yetmisinde sevi diistirmek onsekizlere
Nerden gelir bunca umut
Hay gelin agacim hay

VIl

Ve birgiin

Morun icinde / dimduz

Iki parga / biri koyu biri az daha
Morun icinde diimdiiz

Dikilir bir aga¢

Dikilir umut
Dikilir direnis

/ dikilir anam
Yalnizliktan giipegiicli
Dikilir bir tilkenin moruna
Dikilir giiclince 1sik

Mor agaglarin mor golgelerine merhaba
Bir yalnizligin giipegligli

Agaci yesil

Morun lzerinde diimdiiz

Uzatir yesil golgesini

Upuzun keser moru
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Vi

Moon
Another moon
One full, the other eclipsed / side by side

Water drawn from a well
A pole, a prong, a bucket

A month
Another month
So what / another month
Three poplars
Two humans
One early, the other late
A tree, a bride tree
chirpy tree
crazy tree
Ah that crazy tree
Falling in love with teenagers at seventy
Where does all the hope come from?
Ah my bride tree

VIII

And someday

In purple / flat

Two pieces / one dark one less so
In purple flat

Rises a tree

Rises hope
Rises resistance

/ rises a mother
Stronger than solitude
Rises to the purple of a country
Rises light with all its power

Hello to purple shadows of purple trees
Of solitude the mighty

Tree is green

Flat on the purple

Extends its green shadow

Cutting purple to no end
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Isimsiz, 1930-1940 | Untitled

Tuval tzerine yagliboya / Oil on canvas, 75x59 cm.

Geri Benardete Koleksiyonu / Geri Benardete Collection
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Isimsiz, 1940-1942 | Untitled
Duralit tizerine yagliboya / Oil on hardboard, 53x42 cm.

Ayse Berkol Koleksiyonu / Ayse Berkol Collection

6l



Ll

Isimsiz, 1940-1944 | Untitled

Tuval Gzerine yagliboya / Oil on canvas, 69x98 cm.

Geri Benardete Koleksiyonu / Geri Benardete Collection
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Otoportre, 1944-1952 | Self-portrait
Duralit Gzerine yagliboya / Oil on hardboard, 53,5x43,5 cm.
Suna&Yiiksel Karaburgak Koleksiyonu / Suna&Yiiksel Karaburgak Collection
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Yaseminler, 1940-1944 | [asmines

Tuval tzerine yagliboya / Oil on canvas, 50x37 cm.

Tiirkiye Is Bankasi Koleksiyonu / Turkey Is Bank Collection
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Isimsiz, 1944-1952 | Untitled
Duralit tGzerine yagliboya / Oil on hardboard, 46x28,5 cm.
Halkbank Koleksiyonu / Halkbank Collection
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Isimsiz, 1944-1952 | Untitled
Duralit Gzerine yagliboya / Oil on hardboard, 45,5x60 cm.

Bilginsoy Koleksiyonu / Bilginsoy Collection
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Isimsiz, 1944-1952 | Untitled
Duralit Gzerine yagliboya / Oil on hardboard, 33x30 cm.

Ceyda&Unal Gagiis Koleksiyonu / Ceyda&Unal Gégiis Collection




Manzara, 1944-1952 | Landscape
Duralit Gzerine yagliboya / Oil on hardboard, 38x51,5 cm.

MSGSU istanbul Resim ve Heykel Miizesi Koleksiyonu / MSFAU Istanbul Museum of Painting and Sculpture Collection
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Manzara, 1944-1952 | Landscape
Duralit Gizerine yagliboya / Oil on hardboard, 49x69 cm.
T.C. Ziraat Bankasi Koleksiyonu / T.C. Ziraat Bank Collection

69



Incesu’dan Manzara, 1944-1952 | View from Incesu
Duralit Gzerine yagliboya / Oil on hardboard, 6Ix48 cm.

Tirkiye Cumhuriyet Merkez Bankasi Koleksiyonu / Central Bank of the Republic of Turkey Collection
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Peyzaj, 1944-1952 | Landscape
Mukavva tizerine yagliboya / Oil on cardboard, 32x39 cm.

MSGSU istanbul Resim ve Heykel Miizesi Koleksiyonu / MSFAU Istanbul Museum of Painting and Sculpture Collection
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Peyzaj, 1944-1952 | Landscape
Tuval zerine yagliboya / Oil on canvas, 58,5x75,5 cm.

Bora Korman Koleksiyonu / Bora Korman Collection
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Peyzaj, 1944-1950 | Landscape

Tuval Gzerine yagliboya / Oil on canvas, 6Ix77 cm.

Tiirkiye Is Bankasi Koleksiyonu / Turkey Is Bank Collection
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Isimsiz, 1944-1952 | Untitled
Duralit Gzerine yagliboya / Oil on hardboard, 36x5I cm.

T.C. Kiiltir ve Turizm Bakanligi Milli Kitiiphane Baskanligi Koleksiyonu
Republic of Turkey Ministry of Culture and Tourism National Library Collection
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Manzara, 1944-1952 | Landscape

Tuval tzerine yagliboya / Oil on canvas, 5Ix61,5 cm.

MSGSU istanbul Resim ve Heykel Miizesi Koleksiyonu / MSFAU Istanbul Museum of Painting and Sculpture Collection
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Isimsiz, 1952 | Untitled
Duralit Gzerine yagliboya / Oil on hardboard, 58,5x66,5 cm.

Fusun&Cemal Batur Koleksiyonu / Fiisun&Cemal Batur Collection
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Isimsiz, 1952 | Untitled
Duralit Gzerine yagliboya / Oil on hardboard, 44x60 cm.

Feza&Hilmi Giivenal Koleksiyonu / Feza&Hilmi Givenal Collection
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Isimsiz, 1965-1970 | Untitled

Duralit tizerine yagliboya / Oil on hardboard, 65x91,5 cm.
Vakko Koleksiyonu / Vakko Collection

79



Isimsiz, 1965-1970 | Untitled
Duralit Gzerine yagliboya / Oil on hardboard, 29,5x62,5 cm.

Tulin&Sencer Asena Koleksiyonu / Tilin&Sencer Asena Collection
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Isimsiz, 1965-1970 | Untitled
Duralit tizerine yagliboya / Oil on hardboard, 58x81 cm.

ithan&Ciineyt Akova Koleksiyonu / Ilhan&Ciineyt Akova Collection
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Isimsiz, 1969 | Untitled
Duralit Gzerine yagliboya / Oil on hardboard, 62x82 cm.

Suna&Yiiksel Karaburgak Koleksiyonu / Suna&Yiiksel Karaburgak Collection
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Mor Peyzaj, 1965-1970 | Purple Seascape
Duralit Gzerine yagliboya / Oil on hardboard, 63x87,5 cm.

Bilginsoy Koleksiyonu / Bilginsoy Collection
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Kizilirmak Sokak, 1952-1970 | Kizilirmak Street
Duralit Gzerine yagliboya / Oil on hardboard, 62,5x82 cm.

Dr. Nejat F. Eczacibasi Vakfi Koleksiyonu / Dr. Nejat F. Eczacibasi Foundation Collection
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Isimsiz, 1952-1970 | Untitled
Duralit tizerine yagliboya / Oil on hardboard, 60x79 cm.

Eda&Sinan Ozdemiroglu Koleksiyonu / Eda&Sinan Ozdemiroglu Collection
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Isimsiz, 1952-1970 | Untitled
Duralit tizerine yagliboya / Oil on hardboard, 100x58 cm.

ithan&Ciineyt Akova Koleksiyonu / Ilhan&Ciineyt Akova Collection
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Yenisehir'de Gece, 1952-1970 | Nighttime in Yenisehir
Duralit Gzerine yagliboya / Oil on hardboard, 45x65 cm.
Ahu&Can Has Koleksiyonu / Ahu&Can Has Collection
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Isimsiz, 1952-1970 | Untitled
Duralit Gzerine yagliboya / Oil on hardboard, 38,5x26,5 cm.

Can Karaburgak Koleksiyonu / Can Karaburgak Collection

88



Natiirmort, 1952-1970 | Still-life
Duralit Gzerine yagliboya / Oil on hardboard, 27x19 cm.

Sehnaz Apaydin Koleksiyonu / Sehnaz Apaydin Collection
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Natiirmort, 1952-1970 | Still-life
Kontrplak tizerine yagliboya / Oil on plywood, 67x47 cm.

Dr. Nejat F. Eczacibasi Vakfi Koleksiyonu / Dr. Nejat F. Eczacibasi Foundation Collection

90



Saksili Natiirmort, 1952-1970 | Still-life with Flower Pot
Duralit Gzerine yagliboya / Oil on hardboard, 57x45 cm.

T.C. Kiiltir ve Turizm Bakanligi Milli Kitiiphane Baskanligi Koleksiyonu
Republic of Turkey Ministry of Culture and Tourism National Library Collection
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Isimsiz, 1952-1970 | Untitled
Duralit tizerine yagliboya / Oil on hardboard, 49,5x69,5 cm.

Zehra Karaburcak Unsal Koleksiyonu / Zehra Karaburcak Unsal Collection
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Isimsiz, 1952-1970 | Untitled
Duralit Gzerine yagliboya / Oil on hardboard, 50,5x33 cm.

ithan&Ciineyt Akova Koleksiyonu / Ilhan&Ciineyt Akova Collection
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Isimsiz, 1952-1970 | Untitled

Duralit tizerine yagliboya / Oil on hardboard, 8Ix62 cm.
Serap&Erdal Akova Koleksiyonu / Serap&Erdal Akova Collection
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Isimsiz, 1952-1970 | Untitled
Duralit tizerine yagliboya / Oil on hardboard, 68x49 cm.
Suna&Yiiksel Karaburgak Koleksiyonu / Suna&Yiiksel Karaburgak Collection
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Eren Artu’nun Portresi, 1970 | Portrait of Eren Artu
Duralit Gzerine yagliboya / Oil on hardboard, 78x63 cm.

Artu Koleksiyonu / Artu Collection
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Isimsiz, 1952-1970 | Untitled
Duralit Gzerine yagliboya / Oil on hardboard, 49x34 cm.

Suna&Yiiksel Karaburgak Koleksiyonu / Suna&Yiiksel Karaburgak Collection
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Isimsiz, 1952-1970 | Untitled
Duralit Gzerine yagliboya / Oil on hardboard, 86xI120 cm.

Suna&Yiiksel Karaburgak Koleksiyonu / Suna&Yiiksel Karaburgak Collection
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Isimsiz, 1952-1970 | Untitled

Duralit Gzerine yagliboya / Oil on hardboard, 64,5x91 cm.
Vakko Koleksiyonu / Vakko Collection
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Isimsiz, 1966 | Untitled
Duralit Gzerine yagliboya / Oil on hardboard, 64x45 cm.
Suna&Yiiksel Karaburgak Koleksiyonu / Suna&Yiiksel Karaburgak Collection
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Komposizyon, 1952-1955 | Composition

Mukavva tizerine yagliboya / Oil on cardboard, 50,5x35 cm.
MSGSU istanbul Resim ve Heykel Miizesi Koleksiyonu / MSFAU Istanbul Museum of Painting and Sculpture Collection
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Orkestra Sefi, 1952-1970 | Conductor
Duralit Gzerine yagliboya / Oil on hardboard, 5Ix62,5 cm.

T.C. Kiiltur ve Turizm Bakanligi Milli Kitiiphane Baskanligi Koleksiyonu
Republic of Turkey Ministry of Culture and Tourism National Library Collection
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Isimsiz, 1969 | Untitled
Kontrplak tizerine yagliboya / Oil on plywood, 90x60 cm.

Cengiz Bektas Koleksiyonu / Cengiz Bektas Collection
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Isimsiz, 1970 (?) | Untitled
Duralit tizerine yagliboya / Oil on hardboard, 57x96 cm.

Suna&Yiiksel Karaburgak Koleksiyonu / Suna&Yiiksel Karaburgak Collection
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Isimsiz, 1952-1970 | Untitled
Duralit tizerine yagliboya / Oil on hardboard, 58x40 cm.

Asli Sengil Buico&Giacomo Buico Koleksiyonu / Asli $engil Buico&Giacomo Buico Collection
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Isimsiz, 1952-1970 | Untitled
Duralit Gzerine yagliboya / Oil on hardboard, 6I1x50 cm.

Geri Benardete Koleksiyonu / Geri Benardete Collection
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Turlue Place, 1965 | Turlue Place
Duralit Gzerine yagliboya / Oil on hardboard, 59,5x58 cm.
Guzin&Yildinm Karaburgak Koleksiyonu / Giizin&Yildinm Karaburcak Collection




Isimsiz, 1961-1970 | Untitled
Kontrplak tizerine yagliboya / Oil on plywood, 60x60 cm.

Leyla Hanci Koleksiyonu / Leyla Hanci Collection
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Isimsiz, 1952-1970 | Untitled
Duralit Gzerine yagliboya / Oil on hardboard, 59x59 cm.
Serap&Erdal Akova Koleksiyonu / Serap&Erdal Akova Collection
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Isimsiz, 1952-1970 | Untitled
Duralit Gzerine yagliboya / Oil on hardboard, 59,5x75 cm.

ithan&Ciineyt Akova Koleksiyonu / ilhan&Ciineyt Akova Collection



Isimsiz, 1952-1970 | Untitled
Duralit tizerine yagliboya / Oil on hardboard, 62x89 cm.

Eda&Sinan Ozdemiroglu Koleksiyonu / Eda&Sinan Ozdemiroglu Collection
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Isimsiz, 1952-1970 | Untitled
Duralit Gzerine yagliboya / Oil on hardboard, 62,5x87 cm.

Zeynep&Hakan Tahiroglu Koleksiyonu / Zeynep&Hakan Tahiroglu Collection
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Atli Peyzaj, 1952-1968 | Landscape with Horse
Duralit Gzerine yagliboya / Oil on hardboard, 102xI59 cm.

Geri Benardete Koleksiyonu / Geri Benardete Collection
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Isimsiz, 1952-1953 | Untitled
Duralit Gzerine yagliboya / Oil on hardboard, 67,5x64 cm.

ithan&Ciineyt Akova Koleksiyonu / Ilhan&Ciineyt Akova Collection




Isimsiz, 1952-1970 | Untitled
Duralit Gizerine yagliboya / Oil on hardboard, 49x69 cm.

Suna&Yiiksel Karaburgak Koleksiyonu / Suna&Yiiksel Karaburgak Collection

119



Isimsiz, 1952-1970 | Untitled
Duralit Gzerine yagliboya / Oil on hardboard, 48,5x68 cm.
Neslihan&Bedii Karaburgak Koleksiyonu / Neslihan&Bedii Karaburcak Collection
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Kompoze Peyzaj, 1966 | Composed Landscape

Tuval zerine yagliboya / Oil on canvas, 76x102 cm.

Hacettepe Universitesi, Hacettepe Sanat Miizesi Koleksiyonu / Hacettepe University, Hacettepe Art Museum Collection
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Isimsiz, 1952-1970 | Untitled
Duralit tizerine yagliboya / Oil on hardboard, 58x91 cm.

Zehra Karaburcak Unsal Koleksiyonu / Zehra Karaburcak Unsal Collection
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Isimsiz, 1965-1970 | Untitled

Duralit Gzerine yagliboya / Oil on hardboard, 65x81,5 cm.
Neslihan&Bedii Karaburgak Koleksiyonu / Neslihan&Bedii Karaburcak Collection
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Peyzaj, 1952-1970 | Landscape

Tuval Gzerine yagliboya / Oil on canvas, 65xI01 cm.

Serap&Erdal Akova Koleksiyonu / Serap&Erdal Akova Collection
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Vapurlar, 1966 | Ships
Tuval tzerine yagliboya / Oil on canvas, 76xI00 cm.

Hacettepe Universitesi, Hacettepe Sanat Miizesi Koleksiyonu / Hacettepe University, Hacettepe Art Museum Collection

122



Ankara Dolaylarindan, 1966 | Near Ankara

Duralit tizerine yagliboya / Oil on hardboard, 67x96 cm.
Serap&Erdal Akova Koleksiyonu / Serap&Erdal Akova Collection
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Isimsiz, 1952-1970 | Untitled
Duralit tizerine yagliboya / Oil on hardboard, 54x72 cm.

Can Karaburgak Koleksiyonu / Can Karaburgak Collection
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Isimsiz, 1952-1970 | Untitled
Duralit Gzerine yagliboya / Oil on hardboard, 58,5x48,5 cm.

Bilginsoy Koleksiyonu / Bilginsoy Collection
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Isimsiz, 1952-1970 | Untitled
Duralit Gzerine yagliboya / Oil on hardboard, 50x60 cm.

Zeynep&Hakan Tahiroglu Koleksiyonu / Zeynep&Hakan Tahiroglu Collection
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Isimsiz, 1952-1970 | Untitled
Duralit Gzerine yagliboya / Oil on hardboard, 60x99 cm.

Can Karaburgak Koleksiyonu / Can Karaburgak Collection
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Isimsiz, 1952-1970 | Untitled
Duralit Gzerine yagliboya / Oil on hardboard, 63,5x97,5 cm.

Sema&Barbaros Caga Koleksiyonu / Sema&Barbaros Caga Collection
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Isimsiz, 1952-1970 | Untitled
Duralit Gzerine yagliboya / Oil on hardboard, 35,5x67 cm.
Neslihan&Bedii Karaburgak Koleksiyonu / Neslihan&Bedii Karaburcak Collection
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Isimsiz, 1959-1963 | Untitled
Duralit Gzerine yagliboya / Oil on hardboard, 6IxI00 cm.

Isik&Hami Giriin Koleksiyonu / Isik&Hami Girtin Collection
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Isimsiz, 1961 | Untitled
Duralit tGizerine yagliboya / Oil on hardboard, 45,5x65 cm.
Neslihan&Bedii Karaburgak Koleksiyonu / Neslihan&Bedii Karaburcak Collection
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Isimsiz, 1952-1970 | Untitled
Duralit Gzerine yagliboya / Oil on hardboard, 82x62 cm.

Eda&Sinan Ozdemiroglu Koleksiyonu / Eda&Sinan Ozdemiroglu Collection

132



o W@
oMy B by

R YA S

e i

WER e ww @

.
41 e e -

-

IR Tl LIRS R
ARy s o R g
Tk g, @ g e
Sl e o Wow e
LA LR R S |
A him it MEH S
Paw®E gy g

F e 5
*

L

ade® "o,
X

¢
e N e

Biiyiik Ada’dan Etiid, 1952-1970 | A Study from Biiyiikada

Tuval Gzerine yagliboya / Oil on canvas, 62x59 cm.

Neslihan&Bedii Karaburgak Koleksiyonu / Neslihan&Bedii Karaburcak Collection
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Isimsiz, 1959-1970 | Untitled

Tuval tizerine yagliboya / Oil on canvas, 60x47 cm.

Can Karaburgak Koleksiyonu / Can Karaburgak Collection
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Isimsiz, 1959-1970 | Untitled
Duralit Gizerine yagliboya / Oil on hardboard, 57x78,5 cm.

Zeynep&Hakan Tahiroglu Koleksiyonu / Zeynep&Hakan Tahiroglu Collection
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Isimsiz, 1959-1970 | Untitled
Duralit Gzerine yagliboya / Oil on hardboard, 43x57 cm.

Zeynep&Hakan Tahiroglu Koleksiyonu / Zeynep&Hakan Tahiroglu Collection
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Isimsiz, 1959-1970 | Untitled
Duralit tizerine yagliboya / Oil on hardboard, 63,5xI00 cm.
Neslihan&Bedii Karaburgak Koleksiyonu / Neslihan&Bedii Karaburcak Collection
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Isimsiz, 1959-1970 | Untitled
Duralit Gzerine yagliboya / Oil on hardboard, 65x92 cm.

ithan&Ciineyt Akova Koleksiyonu / Ilhan&Ciineyt Akova Collection
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Isimsiz, 1959-1970 | Untitled

Tuval Gzerine yagliboya / Oil on canvas, 62x48 cm.
Serap&Erdal Akova Koleksiyonu / Serap&Erdal Akova Collection
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Isimsiz, 1959-1970 | Untitled
Duralit Gzerine yagliboya / Oil on hardboard, 65x63 cm.

Hiima Kabakge1 Koleksiyonu / Hiima Kabaker Collection
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Isimsiz, 1959-1970 | Untitled
Duralit Gzerine yagliboya / Oil on hardboard, 60x49 cm.

Eda&Sinan Ozdemiroglu Koleksiyonu / Eda&Sinan Ozdemiroglu Collection
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Dubleks, 1959-1970 | Dublex

Tuval zerine yagliboya / Oil on canvas, 99x63 cm.

Ahu&Can Has Koleksiyonu / Ahu&Can Has Collection
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Isimsiz, 1959-1970 | Untitled
Duralit Gzerine yagliboya / Oil on hardboard, 62xI00 cm.
Asli&Pekin Tonak Koleksiyonu / Asli&Pekin Tonak Collection
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Isimsiz, 1959-1970 | Untitled
Duralit Gzerine yagliboya / Oil on hardboard, 4Ix6l cm.

ithan&Ciineyt Akova Koleksiyonu / Ilhan&Ciineyt Akova Collection
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Isimsiz, 1959-1970 | Untitled
Duralit tizerine yagliboya / Oil on hardboard, 89x63 cm.

Can Karaburgak Koleksiyonu / Can Karaburgak Collection
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Isimsiz, 1959-1970 | Untitled
Tuval tizerine yagliboya / Oil on canvas, 91x63,5 cm.

Suna&Yiiksel Karaburgak Koleksiyonu / Suna&Yiiksel Karaburgak Collection
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jhsan Cemal Karaburcak, 1916-1923 (?)

ihsan Cemal Karaburcak, 1916-1923 (?)

Esi Emine Hanim / His wife Emine Hanim
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Yasamoykisti | Biography

Ferah Aras

(898 yilinda Istanbul’un Ayaspasa semtinde dogan Ih-
san Cemal Karaburgak, Karapiircek kdyiinden esinlendigi bi-
linen “Karaburgak” soyadini 1934 yilinda Soyadi Kanunu ile
kendisi alir. Babasi Ismail Efendi Yildiz Saray’’nda arabaciba-
sidir. Ug erkek cocuk diinyaya getiren annesi Zehra Fethiye
Hanim ¢ocuklarina diskiinliigl, otoritesi ve muhafazakarligi
ile taninir.

Karaburgak, 1905-[908 vyillari arasinda Besiktas
Riistiyesi’nde ilkokul 6grenimini, 1908-1911 yillarinda ise ayni
okulda orta ogrenimini tamamlayip Kabatas Mekteb-i
Idadisi’nde lise 6grenimine baslar. Bu okulda ileride kendisi-
ne biyiik yarari dokunacak Fransizcayi en iyi sekilde ogrenir.
Mezun oldugu yil Osmanli imparatorlugu Birinci Diinya
Savasi’na katilir. Karaburgak ayni yillarda babasini kaybeder.
Ogrenimini annesinin destegi ile sirdirir. Bu gelismeler
onu, bir an énce kendisini yetistirip annesinin ve kardesleri-
nin gegimlerini saglamak zorunda birakir. Fethiye Hanim’in
diger iki oglu gibi Ihsan Cemal de memur olmayi sececektir.
Ancak gevresine ve diinyada gelisen olaylara karsi duydugu
derin merak, idadi 6grenimi memur olmaya yeterli oldugu
halde, onu egitimini devam ettirmeye yoneltir. 1914 yilinda
Posta ve Telgraf Mekteb-i Alisi’nde yuksek 6grenim gérme-
ye baslar. Geng Ihsan Cemal’in bu tercihinde, o dénem ya-
banci dil bilen genclerin Telgraf idaresi’ne girmelerini tesvik
eden hiikiimetin de etkili oldugu distnlir.

Karaburgak [914-1916 yillari arasinda yliksek 6grenim
gordiigi Posta ve Telgraf Mekteb-i Alisi’ni 18 yasinda ta-
mamlayarak Posta ve Telgraf Miiduriyet-i Umumiyesi’ne me-
mur olarak girer. 1919°da Ankara’da Telgraf Miidurligi’nden
arkadasi Fatsali Hamdi Bey’in kizi Emine Hanim ile evlenir.
Emine Hanim beyaz teni, agik renk gozleri, kizila ¢alan sagla-
ri ile Avrupai goriinimde olsa da geleneksel yapisi, ailesine
bagliligi, cana yakinligi ve giizel yemekleri ile aslinda tam bir
Karadeniz kadinidir. Ne var ki Anadolu’ya telgraf mifettisi
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Born in 1898 in Istanbul’s Ayaspasa district, ihsan Ce-
mal took on the family name “Karaburgak” —presumably in-
spired by the Karapirgek village— following the Law of Fam-
ily Names in 1934. His father Ismail Efendi was the head of
drivers at Yildiz Palace. Having given birth to three boys, his
mother Zehra Fethiye Hanim was known for her devotion to
her children, as well as her authority and conservatism.

Karaburcak completed his primary and middle school
education at the Besiktas Riistiyesi [Junior High School] in
[905-1908 and in I908-191l, respectively and attended high
school at Kabatas Mekteb-i idadisi [Preparatory School].
While still a student at this school, he perfected his French
skills, which would help him immensely in the ensuing years.
The year he graduated, the Ottoman Empire entered World
War |. Karaburgak lost his father in the same years. He con-
tinued his education with the support of his mother. These
developments forced him to complete his studies at once
and provide for his mother and brothers. Like the other two
sons of Fethiye Hanim, Ihsan Cemal also chose to become
a public servant. Although his preparatory diploma was
enough to guarantee a position in public service, the pro-
found interest he had in his environment and the develop-
ments in the world urged him to further his education. In
1914, he began his higher education at Posta ve Telgraf Mek-
teb-i Alisi [Mail and Telegraph School for Higher Education].
It is conceivable that the government’s encouragement of
foreign language-speaking men to enter the Telegraph Ad-
ministration may have been instrumental in young Ihsan Ce-
mal’s decision.

Following his studies at the Mail and Telegraph
School for Higher Education between 1914 and 1916, Kara-
burgak graduated at the young age of 18. Upon graduation,
he began his career at the General Directorate of Mail and
Telegraph as a public servant. In [919, he married the daugh-



olarak atanan Karaburgak’in evliliginin ilk yillari, evinde esi-
nin yaninda degil yurdun dért bir késesine telgraf hatlari
¢ekmek icin at sirtinda gecer. Sanatgi, Kurtulus Savasi’ndaki
ustln hizmetlerinden dolayi askerlikten muaf tutulur. ik co-
cugu Bedii Karaburgak 1920 yilinda sanatginin gérev bolgesi
olan Trabzon'da dogar.

Ihsan Cemal Karaburgak 1920-1923 yillar arasinda
Milli Hikimet’e bagli olarak telgraf mifettisligi yaparak 29
Ekim 1923’te 6mriiniin sonuna kadar yasayacagi Ankara’ya
tasinir. Ertesiyil ikinci cocugu ithan Karaburcak (Akova) diin-
yaya gelir. Ankara’da Posta Telgraf Genel Midurligi, Telg-
raf Isleri Mudirligi’ndeki gorevini siirdirir. Bu gérev zaman
zaman yurt disi seyahatlerini de beraberinde getirir.
Avrupa’nin gesitli kentlerinde kisa ve uzun siireli gérevlerde
bulunur. Bu kentlerde miizeleri de gezmeye baslar. Resimle
bir izleyici olarak ilgilenmeye baslamasi da bu yillara denk
gelir.

1930 yilinda resim yapmaya karar verir. Gorevli olarak
bulundugu Paris’te, Ecole Universelle’de égrenime baslar.
Fakat kati akademik &gretiler Gngoren bu okulu ¢abuk bira-
kir. Biylk umutlarla kaydini yaptirdigi okulu ¢agdas sanat is-
teklerine uygun dismemesi sebebi ile yarm birakmasi
Karaburgak’i yildirmaz, aksine resim tutkusunu kamgilar. Sa-
natgi o tarihten itibaren kendi kendini yetistirmeye kararlidir.
Yabanci yayinlari takip eder. Sanat kitaplar okuyarak, biyiik
merkezlerdeki miize ve galerileri gezerek ama o6zellikle de
¢ok calisarak gegirilen bu dénem, 1949 yilinda yurt icindeki
ilk sergisini agana dek tam 19 yil siirer.

1931 yilinda sanatginin ligiincii gocugu Yiiksel Kara-
burgak diinyaya gelir. Iki sene icinde Telgraf Isleri Genel Mii-
dir Yardimciligr'na kadar yiikselen Karaburcak, idari anlas-
mazliklar sebebi ile gérevinden ayrilir.

PTT deki gérevinden ayrildiktan sonra yine Ankara’da
devletin resmi haber merkezi olan Anadolu Ajansi’nda Dis
Haberler'de basyazar olarak goreve baslamasi yasaminda
6nemli bir déniim noktasi olmustur. Gorevi, yabanci ajans-
lardan gelen haberleri degerlendirip cevirerek i¢ basina,
abonelerine ve devletin ilgili kuruluslarina ileterek yurtta
gelisen haberleri dis basina duyurmaktir. Karaburgak bir yan-
dan habercilik yaparken bir yandan da resim ¢alismalarini siir-
durdr. i;[erinin yogunlugu nedeniyle glinde bir saatten fazla

| Murat Ural, I.C.K., Milli Reasiirans T.A.S. Sanat Galerisi Sergi Katalogu,
istanbul, 1995, s. 23.
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ter of Fatsali Hamdi Bey, a friend from the Telegraph Direc-
torate in Ankara. Although his wife Emine Hanim conveyed
a European appearance with her fair skin, light-colored eyes,
and reddish hair, she was a typical Black Sea woman with her
traditional ways, devotion to her family, congeniality, and
delicious cooking. Nonetheless, having been appointed to
Anatolia as a telegraph inspector, the first years of Kara-
burgak’s marriage were spent not by his wife’s side, but on
horseback, installing telegraph lines across the country.
Due to his outstanding services during the National War of
Independence, the artist was exempt from military service.
His first child Bedii Karaburgak was born in 1920 in Trabzon
during Karaburgak’s post in this area.

Between 1920 and 1923, Ihsan Cemal Karaburcak
served as a telegraph inspector for the National Govern-
ment and on 29 October 1923, he moved to Ankara, where
he would live for the rest of his life. The same year, his sec-
ond child ilhan Karaburcak (Akova) was born. In Ankara, Ka-
raburcak continued to serve at the General Directorate of
Mail and Telegraph Services. This post occasionally en-
tailed travels abroad. He was appointed to short and long-
term positions in several cities across Europe, which led
[Karaburgak] to begin visiting museums in these cities as
well. His interest in painting as a viewer coincided with
these years.'

Karaburgak decided to paint in [930. He enrolled in
Ecole Universelle in Paris during his sojourn in this city.
However, he soon quit the school due to its the rigid aca-
demic doctrine. Although he was optimistic about this art
school at first, Karaburcak left his studies unfinished, as the
curriculum failed to meet his expectations from contempo-
rary art. Karaburgak; however, was not deterred; on the
contrary, this incident fuelled his passion for painting. As of
this date, the artist vowed to educate himself and began fol-
lowing foreign publications. This period, during which he
read art books, visited the museums and galleries in central
cities, and worked particularly hard, lasted exactly |9 years,
until he opened his first exhibition in Turkey in 1949.

In 1931, the artist’s wife gave birth to their third child,
Yiiksel Karaburgak. Having risen to the position of Deputy
General Manager at the Telegraph Services in two years,

| Murat Ural, .C.K., Milli Reasiirans T.A.S. Art Gallery Exhibition Catalogue,
istanbul, 1995, p. 23.
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Anadolu Ajansi yillari, 1933-1949, Biikres (?)
Anadolu Agency years, 1933-1949, Bucharest (?)

ihsan Cemal Karaburgak, otoportresiyle

ihsan Cemal Karaburcak, with his self-portrait
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calisamamaktan yakinir. Ancak Karaburgak’in ginlik yasami
artik resim yapmaya gére sekillenmeye baslamistir. Bu, 6mrii
boyunca siirecek bir yasam bicimi haline gelecektir.”

Sanatgi 1943 yilinda, Anadolu Ajans’nin Romanya
Sorumlusu goreviyle Biikres'e atanir. Esini ve ¢ocuklarini
Ankara’da birakir. Bu dénemde aile igindeki varligini birkag
kiiciik ziyaretin disinda sadece mektuplari ile strdiiriir. Ro-
manya, Ihsan Cemal Karabur¢ak’in sadece gazetecilik yasa-
minda degil sanat yasaminda da bir déniim noktasi olur. Ikin-
ci Diinya Savas’’nin tatsiz kosullarina ve buradaki gorevinin
adeta Ust diizey diplomasi gerektirmesine karsin 1944 yilin-
da artik resme daha cok zaman ayirmaya baslar. Oyle ki res-
me baslamasindan 14 sene sonra ilk sergisini Biikres’te agar.
Ayniyil ailesini ziyaret icin geldigi Ankara’da 4. Devlet Resim
ve Heykel Sergisi’ne de ilk kez iki tablo ile katilir. Bu onun
Turkiye'deki sanat ortamina ilk adimidir.

ihsan Cemal Karaburgak sanat yasaminin ¢iraklik do-
nemini tamamladigi Biikres’teki evine, cevresine orada edin-
digi arkadaslarina ve sosyal yasantisina 1948 yilinda veda
eder. Biikres donislinde resimlerini izleyici karsisina ¢ikar-
maya karar verir ve 7 Mart 1949°da, 5| yasinda, Ankara’nin si-
yasive aydin cevrelerinin toplandigi tinlii Karpi¢ Lokantis’'nda
49tabloile Turkiye'dekiilkkisisel sergisiniagar. Karaburgak’in
o dénem Ankarasi’nda hemen hemen hi¢bir galeri olmamasi
sebebi ile Karpi¢ Lokantasi’nda agtigi sergi, basin ve sanat
cevresinde ilgiyle karsilanir.

Sanatgi, Biikres’in ardindan Ankara’'da agtigi bu sergi
ve aldigi olumlu elestiriler ile kendine giivenini iyice pekisti-
rir. Ancak daha énemlisi resme olan tutkusu giin gegtikce
agir basmakta ve bu tutku ondan daha fazla zaman istemek-
tedir. Bir karar vermesi gerektiginin o da farkindadir, Kara-
burgak resim tutkusunun pesinden gitmeye karar verir. 1949
yilinda kendi istegi ile Anadolu Ajans’’ndaki gérevinden ayri-
lir. Ardindan PTT’deki gorevleri de dikkate alinarak emekli
edilir.

lhsan Cemal Karaburgak sadece firgasi ile degil kale-
mi ile de Tiirk resim sanatina biiyiik katkilarda bulunur. Ajans
sonrasi déneminde, 1950 yilindan itibaren Ankara’daki Ulus
ve Zafer gazeteleri ile Istanbul’daki Diinya gazetesine resim
sanat lizerine makaleler yazar. Yazilarinin cogunlugunu sergi
Yine 1950 yilinda Sommerset

elestirileri  olusturur.

2 A.gy.,s.23-24.
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Karaburgak resigned from this position due to administrative
disagreements.

After leaving his position at the PTT, he began work-
ing as the editor-in-chief of foreign news service at the
state’s official news bureau Anadolu Agency in Ankara that
constituted a turning point in his life. His mission entailed
reviewing and translating news from foreign agencies, dis-
tributing them to local media and respective institutions of
the state, and broadcasting local and state news to the for-
eign press. As he worked on the news, Karaburgak contin-
ued to paint. He often complained about not being able to
spare more than an hour a day for painting due to his busy
schedule. However, Karaburcak’s daily life began to take
shape according to painting. This eventually became a habit
that lasted throughout his lifetime.

In [943, the artist was appointed to Bucharest as the
Romania Representative of Anadolu Agency. With the ex-
ception of a few brief visits, his participation in family life
was confined solely to correspondence. Romania consti-
tuted a milestone not only in Ihsan Cemal Karaburgak’s life
as a journalist, but in his artistic endeavors as well. Despite
the unfavorable conditions of World War Il and the high-
level diplomatic demands of his mission, he began to dedi-
cate more time to painting after 1944. In fact, |4 years after
taking up a brush, he opened his very first exhibition in Bu-
charest. The same year, during a family visit to Ankara, he
participated in the 4™ State Exhibition of Painting and
Sculpture with two paintings. This was his first step into the
artistic milieu in Turkey.

In 1948, Ihsan Cemal Karaburgak bade farewell to his
house, friends, and social life in Bucharest, where he com-
pleted the apprenticeship period of his artistic career. Upon
returning from Bucharest, he decided to present his paint-
ings to viewers and on 7 March 1949 —at the age of 5I- he
opened his first solo exhibition in Turkey with 49 paintings
he displayed at the famous Karpi¢ Restaurant, frequented
by the political and intellectual circles of Ankara. The exhi-
bition Karaburcak opened at Karpi¢c Restaurant due to the
virtual absence of art galleries in Ankara of the period re-
ceived a favorable welcome from the press and art circles.

Following the exhibitions and the subsequent posi-

2 Ibid., pp. 23-24.



Maugham’in, Gauguin’in yasamindan esinlenerek yazdigi
The Moon and Sixpence (Buyiilenmis Adam) kitabini gevirir
ve kendi haklari ile yayinlar. 195 yilinda Sanat Anlayst isimli
serinin ilk brostrind bastirir.

1953 yilinin Mart ayinda Ankara Dil-Tarih Cografya
Fakiltesi’nde ikinci kisisel sergisini agar. Mayis ayinda Fransiz
Kiltir Merkezi Biiyik Salonu’nda 152 tablo ile actigi sergi
ise sanatcinin Istanbul’da actigl ilk sergisi olacaktir. Ayni yil
Helikon Dernegi Galerisi ile Maya Sanat Galerisi’nde actigi
sergilerle de yazili basinda adini siklikla duyurur. Tim vaktini
resme verdigi icin sergileri adeta birbiri ardina agilir. 1955 yi-
linda Ankara’da Tiirk Amerikan Dernegi ve Sanat Sevenler
Kuliibii Lokali’nde agilan sergileri nedeniyle Sanat Anla)n;l-
Ikinci Brosiir'tinii bastirir.?

4 Mart 1956’da Ankara’da Bayindir Sokak’ta iki katli
bir binay! kiralayarak resim piyasasi olusumuna katkida bulun-
mak icin Karaburgak Sanat Galerisi adiyla kendi galerisini
acar. Ik dénemlerde yetenekli ve fazla taninmamis ressam-
larin 2-3 sergisi agilir. Ancak daha sonra Karaburgak, galerisi-
ni yakin dostlari ile paylastigi bir sanat lokali gibi kullanacak-
tir. Galerinin agilisi ve sergisi i¢in Sanat Anlayl;l-U;UncU
Brostir'tind yayinlar. Serinin son brosiri ise 1959 yilinda An-
kara Dil-Tarih Cografya Fakiiltesi’nde agtigi serginin hemen
ardindan basilir.

27 Mayis 1960 Ihtilali’nin ertesi yilinda Ihsan Cemal
Karaburgak, Cemal Bingtl ve Ibrahim Altinok, Ayse Silay,
Selma Arel, Bilent Arel ve Liitfi Giinay ile birlikte Siyah Ka-
lem Grubu’nu kurarlar. Grup adini, eserleri Topkapi
Saray’nda bulunan ve o dénem, resimleri sanat diinyasinin
bir hayli ilgisini ¢eken 15. yiizyilda yasamis sanatgi Mehmet
Siyah Kalem’den alir. Siyah Kalem Grubu belli bir tarzin ve
sanat anlayisinin savunulmasi icin degil, farkli tarzlardaki An-
karali ressamlarin bir dayanisma ve sanat ortami olusturma-
lart amaciyla kurulur. Ayni yil itk kez Devlet Resim ve Heykel
Sergisi Segici Kurulu’na davet edilir. Uc eseriile Disisleri Ba-
kanlig 4. Daire Baskanligi tarafindan Avusturya’da agilan
Tirkiye Grafik Sanatlan Sergisi’ne katilir. 1962 yilinda Vene-
dik Bienali kapsaminda diizenlenen sergiye de Tiirkiye’den
katilanlar arasindadir.*

[963-1968 yillari arasinda Roma, Bern, Briksel, Pa-
ris, Berlin, Viyana, Liibnan, Londra, Amsterdam, Bonn, Mo-

3 Agy.,s.29.
4 Agy.,s.29.
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tive reviews he received first in Bucharest and then in Anka-
ra, Karaburgak gained more self-confidence. More impor-
tantly; however, his passion for painting began to outweigh
his career in news reporting and demanded more time.
Aware that he had a choice to make, he decided to pursue
his passion. In 1949, he resigned from his position at Ana-
dolu Agency. Shortly thereafter, he was retired after a care-
ful review of his former positions at PTT.

Ihsan Cemal Karaburgak contributed towards the art
of Turkish painting not only with his brush, but with his pen
as well. In the post-Agency period as of 1950, he wrote var-
ious articles on painting in the Ulus and Zafer newspapers in
Ankara, as well as Diinya newspaper in Istanbul. The major-
ity of his articles were comprised of exhibition reviews.
Again, in 1950, he translated Sommerset Maugham’s The
Moon and Sixpence —inspired by Gauguin’s life- and pub-
lished the Turkish edition with his own copyright. In I95], he
published the first brochure of the series entitled, Sanat
Anlayist [A Sense of Art].

In March of 1953, Karaburgak opened his second
solo exhibition at Ankara University’s Faculty of Letters.
The 152-piece exhibition he held at the Grand Hall of the
French Cultural Center in May marked the artist’s first show
in Istanbul. His name frequently appeared in the press with
the exhibition he opened at Helikon Association Gallery
and Maya Art Gallery in May. As he dedicated all his time to
painting, consecutive exhibitions followed suit. On the oc-
casion of the exhibitions he launched in 1955 at the Turkish-
American Association and the Art Connoisseurs Clubhouse
in Ankara, he published Sanat Anlayl;l—Brochure I.?

Having rented a two-storey building in Ankara’s
Bayindir Street, he opened his own art gallery, namely Kara-
burcak Sanat Galerisi [Karaburcak Art Gallery] on 4 March
[956 to contribute towards the creation of an art market.
During the early period, the gallery hosted 2-3 exhibitions
of talented and little known artists. In the ensuing years;
however, Karaburgak used his gallery as an art house he
shared with a close network of friends. He published Sanat
Anlayl;l-Brochure Il for the gallery opening and exhibition.
The final brochure of the series was released immediately
after the exhibition he opened in 959 at Ankara University’s

3 Ibid., p. 29.



Kendi sergisinin acilisinda (soldan saga: Giiltekin Elibal, Hamit Gérele, ihsan Cemal Karaburgak,
Devrim Erbil)

At his exhibition’s opening (left to right: Giiltekin Elibal, Hamit Gorele, ihsan Cemal

Karaburgak, Devrim Erbil)

Kendi sergisinin agilisinda

At his exhibition’s opening

il s Wien, |.
Maria Theresla Denkmai

Kendi sergisinin acilisinda

At his exhibition’s opening

Viyana'da, Cemal Bingdl ve ibrahim Altinok’la birlikte
In Vienna, with Cemal Bing6l and ibrahim Altinok
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nako ve Uskip’te begeni ile karsilanan sergiler agan Kara-
burgak 1965 yilinda galerisini sessiz sedasiz kapatir. Bir sene
sonra Ankara’da kurulan Tirk Plastik Sanatgilari Dernegi’nin
kurucu iiyesi olarak genel baskanlik gérevini tstlenir.

1966 yili sanatgi igin ¢ok zor bir yil olur. Ihsan Cemal
47 yillik hayat arkadasi Emine Hanim’i kaybeder. Esine ve ¢o-
cuklarina diskinligi ile bilinen Emine Hanim’in vefat aile-
de biiyiik bir bosluk ve lzlnti yaratir. Ihsan Cemal Karabur-
¢ak Emine Hanim’in vefati tizerine, birlikte 36 yil yasadiklari
Kizilirmak Sokak taki aile evlerini kapatir ve kizinin ricasi tize-
rine ona yakin olmak igin Kii¢iikesat Buklim Sokak’taki Baris
Apartmanr’na tasinir. Bu lizgiin doneminde bile degismeyen
tek sey gece giindiiz resim yapma arzusudur.

Karaburgak yasamindaki en biiyik sergisini 1968 yilin-
da “70. Yas Sergisi” adiyla, 203 tabloyla, Ankara Devlet Gii-
zel Sanatlar Galerisi’nde agar. Ayni yil 29. Devlet Resim ve
Heykel Sergisi’nde resim dalinda Soyut Peyzaj adli eseri ile
ikincilik 6dili kazanir. Bu &diiliin ardindan 4 Nisan [968’de
Istanbul Tiirk-Alman Kiiltir Merkezi Galerisi'nde diizenle-
nen sergisinin agilisinda hastalanir ve Ankara’ya getirilir. Ak-
ciger kanseri teghisi ile kemoterapi tedavisine baslanir. Zor-
lu glinlerin ardindan yaptigi ilk resim ugsuz bucaksiz tenha bir
doga pargasinin ortasina yerlestirdigi kocaman bir top agag
ve golgesi olacaktir.

Gegirdigi ameliyattan sonraki ilk sergisini 24 Ekim-3
Kasim [968’de Ankara’da Alman Kutlphanesi biiyiik salo-
nunda agar. Ancak hastaligi artik calismalarina engel olmak-
tadir. 12 Mart 1970’te istanbul Galeri | Salonu’nda 42 tablo
ile son sergisini acar fakat agilisa katilamaz. 6 Nisan [970’te
hastaligi agirlasinca ailesi tarafindan Londra'ya gétirilir. Ih-
san Cemal Karaburcak, |0 Haziran 1970’te Ankara’da vefat
eder.
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Faculty of Letters.

In the year after the 27 May [960 military coup
d’état, ihsan Cemal Karaburgak, Cemal Bing6l and Ibrahim
Altinok, Ayse Silay, Selma Arel, Bilent Arel and Lutfu Gu-
nay co-founded “Siyah Kalem Grubu” [The Black Pen
Group]. The group was named after 15" century artist Meh-
met Siyah Kalem, whose works —which drew the attention
of the art world of the period—, are currently preserved at
Topkapi Palace. Siyah Kalem Grubu was created not with a
view to defending a certain style or artistic convention, but
rather to form a sense of solidarity and artistic milieu for An-
kara painters working in different styles. The same year, Ka-
raburcak was invited to the Selection Committee of the
State Painting and Sculpture Exhibition. With three paint-
ings, he participated in the Turkish Graphic Arts Exhibition
organized in Austria by the 4" Directorate of the Turkish
Ministry of Foreign Affairs. He was among the Turkish par-
ticipants of the exhibition held as part of the 1962 Venice
Biennial.*

Having opened positively reviewed exhibitions in
Rome, Bern, Brussels, Paris, Berlin, Vienna, Lebanon, Lon-
don, Amsterdam, Bonn, Monaco, and Skopje between
1963 and 1968, Karaburgak quietly closed down his gallery
in 1965. As the founding member, he assumed the presi-
dency of the Association of Turkish Plastic Artists inaugu-
rated a year later in Ankara.

(966 was a very difficult year for the artist. Ihsan Ce-
mal lost Emine Hanim, his wife of 47 years. Known for her
devotion to her husband and children, Emine Hanim’s pass-
ing caused immense grief and left a huge gap in the family.
Upon her passing, Ihsan Cemal Karaburcak closed down the
family home in Kizilirmak Street where they lived together
for 36 years and, upon his daughter’s wish, moved to Baris
Apartment on Kiigiikesat Biiklim Street to be near her. Dur-
ing this mournful period, the only constant in his life was his
desire to paint through day and night.

Karaburcak opened his most exhaustive exhibition,
namely “The 70" Year Exhibition,” in 1968 with 203 paint-
ings at the Ankara State Gallery of Fine Arts. The same,
year, he won second prize in “The 29" State Painting and
Sculpture Exhibition” with his work entitled, Abstract Land-

4 Ibid., p. 29.
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scape. He fell ill during the opening on 4 April 1968 at Turk-
ish-German Cultural Center Gallery and was brought to
Ankara. Diagnosed with lung cancer, he began to undergo
chemotherapy treatments. The first painting Karaburgak ex-
ecuted after these difficult times was an immense round
tree and its shadow he placed at the center of a vast and
deserted landscape.

Karaburgak held his first exhibition after the surgery
between 24 October and 3 November (968 in Ankara, in
the grand hall of the German Library. His illness; however,
had begun to impede his work. On 12 March 1970, he
opened his final exhibition of 42 paintings at Istanbul Gal-
lery | Hall. He was unable to make an appearance at the
opening. As his condition grew worse, his family took him to
London on 6 April 1970. Ihsan Cemal Karaburcak died in
Ankara on 10 June 1970.

Biikres’ten getirdigi kiitiiphanesinin éniinde, 1968-1970 (?)
In front of his library he brought from Bucharest [968-1970 (?)
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