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Resim sanatimizin modernlesme siirecine yeni bir bakis...

Giiniimiizde ¢ok canh ve heyecan verici bir bilim dali haline gelen sanat tarihinin kendi ana malzemesine
—gegmisin sanat yapitlarma— her giin yeni ve taze bakislarla bakmasi, bu yapitlarin gerilerde kalnus, biraz
duragan diinyasim zamammuzin yeni bilgi, diisiince ve kuramlarinin igiginda, durmaksizin “yeni okumalarla”
ele almasi gerektigi, glin gectikce daha iyi anlasihiyor.

Bugiin Pera Miizesi salonlarinda acilan KADINLAR, RESIMLER, OYKULER / Modemlesme stivecindeki Tiirk
resminde ‘kadm’ imgesinin doniigiimti adh sergi, iste boyle bir egilimin ve béyle bir yeniden okuma gabasinin
iiriinii. Bu sergide, degerli sanat tarih¢isi Dog. Dr. Zeynep Yasa Yaman'in yénlendirdigi bir diizenleme iginde,
cesitli kamu kurumlarindan ve 6zel koleksiyonlardan segilerek bir araya getirilen elliyi askin resim bizi,
Tanzimat'tan Cumhuriyet’e, resim sanatimizin gelisme ve ¢agdaglasma yillarina gotiiriicken, bu dénemi, ‘kadin’
imgesinin doniigiimii gibi gok Bzel, ama birgok agadan ¢ok anlaml bir tema gercevesinde yeniden katediyor.

Tiirk resminin modernlesme stirecine yeni ve degisik 1siklar tutan bu sergiyi agma onurunu degerli
sanat dostlariyla paylagirken, koleksiyonlarndaki yapitlan bu sergiden esirgemeyen ve asagida adlar bulunan
tiim kisi ve kuruluglarla, basta Sayin Zeynep Yasa Yaman olmak iizere, serginin hazulanmasina

katkada bulunan herkese icten tesekkiirlerimizi sunuyoruz.

Suna ve Inan Kirag

A fresh look at the modernization era in Turkish Painting...

Art history, one of the liveliest and most exciting branches of knowledge of our times, emphasizes the need
to continually re-examine, re-evaluate and re-interpret its primary ingredient — art works of the past — from
fresh perspectives in the light of current information, thought and theory about these works whose very
nature fixes them firmly in the past.

The exhibition that opens today at the Pera Museum, WOMEN, PAINTINGS, STORIES / Transformation of the
image of ‘woman’ in Turkish painting in the modernization era is the product of just such an intention and
(re-Jinterpretation. In this exhibition of more than fifty works chosen from a variety of public institutions and
private collections, renowned art historian Assoc. Prof. Dr. Zeynep Yasa Yaman, has organized the arrange-
ment of works that span the era from the Mesrutiyet/Second Constitution through the Republic, taking us on
a voyage through the years during which the Turkish art of painting was undergoing 2 movement towards
contemporaneity, traversing anew, but within the framework of an exceptional and extremely meaningful
theme, the period in which the image of ‘woman’ was transformed.

We are honored to open this exhibition and share with our fellow lovers of the arts this new and
different perspective on the modernization era in Turkish painting. YVe take this opportunity to express our
deepest and most sincere gratitude to all the individuals and institutions, who have so generously shared
their works of art with us for the purpose of this exhibition. We offer our heartfelt thanks first and foremost
to Zeynep Yasa Yaman, and to all those who have participated in the preparation of this exhibition.

Suna and Inan Kirag




Otekinin vartigi: Her resim bir Oyklj anlatir

Modern Tiirk sanatinda kadinin imgesel doniisiimii

Zeynep Yasa Yaman

The existence of the other: EVery painting tells a story

Transformation of the image of woman in modern Turkish art

Zeynep Yasa Yaman




Kimligin apagik bir kesinlik olarak temsil
edildigi tarihsel siireci agimlamayi saglayan
diisiiniirlerden Derrida’nin sézmerkezci ke-
sinlige saldirisi, Foucault’'nun tarihteki ayrim-
cih@ sorgulamasi, Lacan'in ‘kendim’ fikrini
bir kurgu olarak ortaya koymas: gibi ‘kimlik-
cinsiyet’ sorununa dayali sorunsallarin sanata
aktarim 1990arda giderck artmstr. Tiirki-
ye'de de 6zellikle bu yillarda sanatgilar, tarih-
ciler ve sanat tarihgiler, kadin ve erkek dzne
arasindaki 6nemli ayrimin toplumsal boyutla-
r1 Gizerine diistinmiigler, konuyla dogrudan il-
gilenmislerdir,

Suna ve Inan Kirag Vakfi Pera Miizesi'nde
acilan Kadmnlar, Resimler, Oykiiler: Modernles-
me siirecindeki Tiirk resminde ‘kadin’ imgesinin
doniigiimii baghkli bu sergide, glintumiiz sana-
tindaki gorsellestirilisi ve sorunsallasunihs di-
sarida tutularak, Osmanli modernlesmesinin
onemli egiklerinden biri sayilan II. Megruti-
yet'ten (1908), erken Cumhuriyet dénemi
olarak adlandmilan 1950°lere kadar ‘kadin’
imgesi, resimlerden izlenerek resimli bir tarih
denemesi gerceklestirilecektir.’

Osmanh ve Cumhuriyet modernlesmesi
olarak adlandinlan bu siireglerde, ‘bat’h sanat
anlayign ‘dogu’lu olanla yer degigtitmis, gele-
negin terk edilmesi niyeti tiim 19. ylizvih be-
lirleyen 6nemli bir sanatsal doniigiim olmus-
tur. Sanayi-i Nefise Mekteb-i Alisi'nde Av-
rupah akademik bir 6gretim baslatilmig ve
Cumhuriyet'le adi Giizel Sanatlar Akademisi
olarak degisen kurumda siirdiirilmiigtiir.

The transfer to the realm of art of problems based
on the ‘identity-gender’ question, like the attack on
the literal absolute by Derrida, one of the thinkers
to make possible the analysis of the historical
process in which identity was represented as a clear
certainty, Foucault’s questioning of discrimination in
history and Lacan's putting forward of the ‘self' as a
speculation, increased throughout the 1990s.
Particularly during those years, artists, historians
and art historians in Turkey began to focus on the
sociological dimensions of the important distinctions
between male and female subjects in painting, and to
examine them more closely.

In the Suna and Inan Kirag Vakfi Pera Musem
exhibition, Women, Paintings, Stories / Transformation of
the imoge of woman in modern Turkish art, this visual-
ization and problematization in contemporary
Turkish art will be put aside momentarily while we
pursue a pictorial and historical essay on the image
of the "woman" from the Second Constitutional
Period [/l. Megrutiyet] (1908), considered the thresh-
old of Ottoman modernization, until the [950s, a
period known as the early Republican period.'

In the process described as Ottoman and Republican
modernization, a ‘western’ perception of art toel the
place of the ‘eastern’ one, and the intention to aban-
don the tradition resulted in an important artistic
transformation that determined the art of the entire
nineteenth century., Academic European education
was instituted at the Sanayii Nefise Mekteb-i Alisi
[Sublime (Imperial) School of Fine Arts], which con-
tinued to function, renamed the Giizel Sonatlar Aka-
demisi [Academy of Fine Arts], during the Republic.

! Tarihsel olarak bu yegleme
ve sinwrlama, koleksiyonlarda
bulunan yapitlara erigebilme
kolayhg ile ihiskili olmustur.
Bununla birlikte yapimi daha
eski tanhli olmakla birlikte
Osman Hamdi'nin, Tevik
Fikret'in resimleri karalogda
kullarulngur, Sergide, kadinm
gisterimi agisindan bulunmas
istenen bazi bagyapatlar, dzellikle
MSGSU Resim ve Heykel
Miizesi teshirinde olmalar,
yapitlarn baska miizelerde
diizenlenen diger sergilere
verilmesi konusundaki kurallar
nedeniyle elde edilememistir.
15507 erden sonraki dykiileme,
bagka bir aragtirmanin ve
serginin konusu olarak
projelendivilmelkeedir.

! Historically this preference
and limitation has been related
to the ease of access to werks
in collections. However in spite
of being of an earlier date,
Osman Hamdi and Tevfik
Fikret's works are included in
this bool. In the exhibition cer-
tain major works desired from
the point of view

of representation of the woman,
in particular those on exhibit at
the MSGSU Museum of Painting
and Sculpture, could not be
obtained because of regulations
surrounding the exhibtion

of works In other museums.
The tale of the years following
the 1950s will be the subject of
a separate study and exhibition.
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Avrupa'min kendi karsisinda, ‘Breki’ olarak
ranmmladhg ‘Sark’a iliskin toplu dis giiciinil
gorsellestiren  sanatgilarin/fotogratcilann 19.
ve 20. yiizyillarda ¢ektigi fotograflar ve yapti-
g resimlerle olusturduklan oryantalist kahp-
yargilarin diginda bir serginin gésterimi icin,
modern/romantik/oryantalist bakig ile Os-
manlt ve Cumhuriyet modernlesmesi arasin-
daki ayninun belirginlestinilmesi gerekebilir.

18. yiizyildan bu yana Avrupahinin kiiltiirel
ve sanatsal olarak genelde Dogu’ya, 6zelde ise
‘dogulu’ kadina bakisini ve gosterimini,
“Sark’s egemenlik altina almanin batl tarz
olarak” yorumlayan Edward Said, Sarkiyatalik
(1978, 1999) adh kitabinda bir kiiltliriin dige-
ri tarafindan kliselesmis algilaniginy, yarattikla-
n kuvveth ‘gerceklik etkisine kargin, tered-
diitle kargilamusoir (Said 1978, 1999; Burke,
2003: 143-146; Yegenoglu 1996: 107-159).
Dogulu kadini, genelde seks, zuliim, avarelik,
harem, hamam, odalik, kéle gibi kaliplagmy
konularin nesnesi olarak gosteren Awvrupah
sanatcilar, batili izleyiciye, girilmesi neredey-
se olanaksiz bir mekina, hareme girme ve ya-
banci bir kiiltiiriin en mahrem sirlanna tanik
olma ayrnicahgmi vermis oluyorlardi (Said
1978; Germaner ve Inankur 1989, 1992; Ye-
genoglu 1996: 107-159; Burke 2003: 144).
Bu gorsel imgelerin olusturulmasinda, dis
gliciiniin yan1 sira edebiyat metinlerinden de
yararlamlnustir.  Ornegin Ingres'in “Tiirk
Hamam™ (1862-63) tablosunda, Leydi Mary
Wortley Montagu'niin 18. yiizyilda Istan-
bul’da Tiirk hamanuna yaptug ziyareti anlac-
u@ mektuplarm suretlerinden yararlandig bi-
linmektedir. Kolektif fantezi ya da diis Girlinii
olan Ortadogu’ya iliskin bu batnih kahpyargi-
lann gogalarak bugtine ulagan uzun Smiirli
bir etki alan1 yaratmalan, izleyicinin ‘gozetle-
me’ arzusunu kskirtnustir (Germaner ve
inankur 1992: 193; Benjamin 1997: 9; Burke
2003: 145; Fleckner 2004: 27).

When presenting an exhibition that goes beyond
the orientalist stereotypes of the nineteenth and
twentieth centuries that had developed as a result of
photographs and paintings that made use of the col-
lective imagination regarding an ‘Orient’ defined by
a vision of its ‘otherness’ in the eyes of Europe, it
may be necessary to clarify the distinction between
the “modernist/orientalist/romantic” view and
Ottoman and Republican modernization.

From the 18t century onward, the European's
cultural and artistic portrayal of the East in general,
and of the ‘Eastern’ woman in particular, was
marked by an attitude interpreted by Edward Said in
his book Orientalism (1978, 1999) as “the western
method of dominating the Orient,” a means for one
culture to perceive and portray another in terms of
clichés, and in spite of the strong sense of realism it
conveyed, was met with his reserve and hesitation
(Said 1978, 1999; Biirke 2003: 143-146; Yegenoglu
1996: 107-159). The Eastern woman was portrayed
by European artists as an object in stereotyped roles
involving sex, cruelty, oppression, idleness, in the
harem and the hamam, as odalisque or slave, in envi-
ronments almost impossible of access, giving to
western spectators the sense of being privileged to
enter the harem and observe the most intimate
secrets of a foreign culture (Said 1978; Germaner
and Inankur 1992, 1999; Yegenoglu 1996: 107-159;
Biirke 2003: 144). If the creation of these visual
images owed much to the imagination, it also made
use of literary texts. For example, it is well known
that Ingres benefited from copies of the letters of
Lady Mary Wortley Montagu describing her visit to
a Turkish bath in 18th century Istanbul when he was
painting his famous tableau, “The Turkish Bath”
(1862-63). These Western stereotypes, products of
collective fantasies or imaginary views of the Middle
East, increased and had a longlasting influence that

has endured until our own times, encouraging in the

spectator a taste for voyeurism (Germaner and
inankur 1992: 193; Benjamin 1997: 9; Burke 2003:
| 45; Fleckner 2004: 27).




Ote yandan Osmanh ressami Osman Ham-
di'nin kendi kiltiiriinden sahneleri batih bir
bigemle resmetmesi, onun oryantalistligi ko-
nusunda farkl goris ve tartigmalara neden ol-
mugtur (Aksugir Duben 1987: 283-290;
Nochlin 1983: 115-131; Celik 2003: 145; El-
dem. 2004). Burke'in, “Anlasilan Osmanh
Imparatorlugu’nun modernlesme siireci ken-
disine bauli ya da en azindan baullasunic
gozlerle bakmasim gerektiriyordu”™ saptamast,
farkhilastirma ve uzaklasarma ya da baska bi-
cimde soylersek “Gteki’lestirme stirecinin bel-
L bir kiiltiirtin icinde de yasanabilecegine iga-
ret eder.

19. ve 20. yiizyallarda Avrupali sanatgilarin
resimlerindeki dogulu kadmlar ile Osmanh
ve Cumhuriyet dénemi sanatgilarinin kadin
resimleri aym Avrupali modernlik anlayisin-
dan, batih gibi modern olma ve resim yapma
isteginden beslenmesine karsin ortaya ¢ikan
imgelerin farklihg nasil agiklanabilir?

Osman Hamdi, olasilikla Charles Baudelaire
okuyordu.® Tom Reiss (2005: 119), The
Ortentalist adh kitabinda, halifelifin kaldirih-
sindan sonra 1924°te tlkeyi terk eden Sehza-
de/Halife/Veliahd Abdiilmecid’t Paris’te bir
café’de oturup Montaigne okurken betimli-
yor. Boyle olunca da Osman Hamdi ve Seh-
zade Abdllmecid’in haremde Goethe oku-
yan, Beethoven dinleyen, disanda gezinen
kadin resimlerinin, batih gziin “harem’ bek-
lentisiyle ¢elismesi pek sasirtic: gelmiyor. Av-
rupalinin diigsel kadin/harem fantezilerinin
karpisina dogulunun Avrupa tasavvuruna go-
re ‘trekd’lestirerek  Avrupahlastirdiin  kadin
anlavigiyla ¢ikan ‘erkek/sanatgr’ bakigi, ‘ha-
rem/kadin’ iliskisini de tersine ceviriyor.

Tanzimatla birlikte bathlagma strecine giren
Osmanh Imparatorlugu’nun dzellikle de Bat'da
egitilmis ‘erkek’ modemistleri, kadnin toplum-
sal islevini, iilkenin temsilindeki roliinii énem-
semigler, tasavvur ettikleri ‘Gteki’ kadim genel

On the other hand, the Ottoman painter Osman
Hamdi was portraying scenes from his own culture
in a2 western style, |leading to different opinions and
discussions on the subject of his ‘orientalism’
(Akstiglir Duben 1987: 283-290; Nochlin 1983: | 18-
I31; Celik 2003: 145; Eldem 2004). Burke's state-
ment, “lt appears that the Ottoman Empire's
process of modernization requires it to observe
itself through western or, at the very least, west-
ernizing eyes” points out that the process of differ-
entiation and a certain distancing, or in other words,
the intention of “other-ness,” can be experienced
within a given culture as well.

If that is the case, how do we explain the vast dif-
ferences between the images of Eastern women cre-
ated by European artists during the 19t and 20th
centuries and those produced by artists of the
Ottoman and Republican era, who were nourished
by the same European concept of modernity and in
spite of the desire of the Eastern artists to be as
modern as the Westerners?

In all probability Osman Hamdi read Charles
Baudelaire.” Tom Reiss (2005: 119), in his book The
Orientalist, depicts the Prince/Veliahd [an heir to a
throne)/Caliph Abdulmecid sitting in a cafe in Paris
reading Montaigne, after fleeing the country when
the caliphate was abolished in 1924. Under these
circumstances it is not surprising to see the contra-
diction between the western expectations of the
‘harem’ and Osman Hamdi and Caliph Abdulmecid
Efendi’s depictions of women in the harem reading
Goethe, listening to Beethoven and promenading
outdoors. Contrary to the European's objectifica-
tion of the female in their imaginary representations
of ‘female/harem’ fantasies, the Eastern artist's
approach to the “otherness” of women by
Europeanizing them from a ‘male/artist’ viewpoint
turned the harem/female relationship inside out.

During the process of westernization that the
Ottomans entered with the Tanzimat/Reform,” ‘male’
modernists, particularly those educated in the west,
began to emphasize the social function of women

2 Osman Hamdi'nin Charles
Baudelaire'i okuduguna iliskin
bilgi voktur. Bununla birlikte
bana ait bir dugtince olarak
Osman Hamdi'nin Charles
Baudelaires, “Modern Yagamin
Ressanm™ makalesini ve daha
baska yazilarim da tanicdhgim,
en azindan Panis'te oldugu
1860-1869 yillan arasinda Figaro
okumus ve 26, 28 Kasim ve

3 Aralik 1863'te Figaro'da tig
bisliim halinde yayimlanan
“Modern Yasanin Ressanu”
vazisim ve diier baz1 yazilarim
gormiiy olabilecegini
diistintiyorum. Bu diisiince,
onun resim anlayisim besleyen
kisilerden birinin de Charles
Baudelaire olacagna hgkin
Ongori ve sezilerimden
kavnaklanmaktadir (Zeynep
Yasa Yaman).

! There is no evidence
confirming that Osman Hamdi
read Charles Baudelaire.
However in my own opinion,
Osman Hamdi was familiar with
Baudelaire's article an “The
Artist in Modern Life” and other
of his writings; | think it is
possible that Osman Hamdi at
least read Figarc during the
years |860-1869 when he was
living in Paris, and that he read
this article, which was published
in three installments in the
issues of November 28, 29, and
December 3, 1863, as well as
certain other articles. The spec-
ulatien that Charles Baudelaire
was one of the persons whose
Ideas influenced Osman Hamdi's
understanding of painting is
based on my own intuition and
Instincts. (Zeynep Yasa Yaman).

¥ Tanzimat: Reform: the period
of administrative reforms begln
in 1839.
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4 Masrutiyet/Constitution:
There are twe constitutional
periods in the Turkish political
history, the first (23" December
1876-13% February|878) and
the second. The 279 Constitution,
starting by Abdilhamid Il on
2374724 |uly 1908, having been
obliged to announce the validity
of the Constitution for the sec-
ond time following the ending of
the |°¢ Constitution which was
started by Abdilhamid's ascend-
ing the throne and the validity of
the Constitution after being
approved, and ending with the
closing of the House of
Parliament (Meclis-i Mebusan).
2nd Constitution continues until
the removal of the sovereignty,
legally on 5% of Qctober 922
27 Constitution, considered as
the announcement of the
Freedom, was welcomed with
exuberance, and has enabled the
‘letihat and Teralki* (Committee
of Union and Progress) to
become the most important
political power of the empire.
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egilimlerden farkh bigimde yaratmayr projelen-
dirmigler; haremden kurtararak ailenin temel
bireyi halinde sunmuslardir. Bu agidan bakildi-
ginda tarihsel bir gegmise dayanan ‘erkek Os-
manl’ gorselliginin Mesrutiyet ve Cumbhuri-
vet'le birlikte, simgesel olarak disilestirilmis ve
dyle imgelestirilmis oldugu sdylenebilir.

Tanzimat ve Megrutiyet sanatcilart —ka bii-
yiik cogunlugu erkektir—, ‘kadin’s, erkek ba-
kig-larinda—yla farkhlagtinlarak Istanbul eliti-
nin basat imgelerine déniistirmiislerdir. On-
lar kitap okurlar; Sultanahmet’te, Beyog-
lu'nda, Ada’da, Bogaz'da, deniz kenarmnda,
kent icinde dolasirlar; balolarda dans ederler;
miizik dinlerler; keman, piyano galarlar; plaj-
larda giineslenir; denizde yiizerler.

Tiirkiye Cumhuriyeti'ndeki modernizm
devinimi, ‘kadin’ konusunu cagdaslasmanin
temel niteliklerinden biri olarak anlammy ve
‘kadin’ sorununa &zel bir dnem vermistir,
Kadin imgesi, Osmanh modernlesmesinde
oldugu gibi Cumhuriyet Tiirkiyesinde de
yeniden kurgulanip kurularak séylemsel ola-
rak diizene sokulmustur.

Inkildp, tammlach@ aileye uygun yeni bir
kadm tipi énermis ve bu kadmn hi¢ yoktan
yaratlmasim tasarlamisti. Yeni kadm her gey-
den dnce sosyal bir varlikt, hemen her alan-
da etkin olarak egitliyor, hakim, hemgire,
6gretmen, daktilo, doktor, sanatgi vb. olarak
toplumda cesitli gorevier ahyordu. Bu kadm,
Tiirk ailesinin kadimi olacaku. Bu kadimmn
yalmz Istanbul, Ankara ve [zmir gibi bir iki
bityiik kentte degil, Tiirkiye’nin her yerinde
etkin olmas1 soylemlestiriliyordu.

Tarihte oldugu gibi, kurulan yeni Tiirkiye
Cumhuriyeti'nde de kadmnlar, adalet, Gzgiirliik,
bang benzeri bagka bir seyin digsal temsilini tist-
leniyorlardi ve bu, Tirkiye igin yaranlan yeni
sdylemin en Snemli imgelerinden biriydi. ‘Ka-
din’, vitrini belirleyen en énemli ideolojik gor-
sel elemand.

and the role they played in the representation of the
nation, making it their goal to create a portrait of
the ‘other’ woman in a manner different from the
usual tendencies by releasing her from the harem
and presenting her as the fundamental unit of the
family. Approached from this viewpoint, it can be
said that the image of the ‘male Ottoman’ based on
a historic past became symbolically feminized with
the arrival of the periods of the Megrutiyet/
Constitution® and the Republic.

The artists of the Tanzimat and Megrutiyet — the vast
majority of whom were male — transformed the
‘woman' with and through their male perceptions of
the dominant images of the Istanbul elite. They read
bocks, they stroll in Sultanahmet, in Beyoglu, on the
Prince's Islands, on the shores of the Bosphorus, at the
seaside and in the city; they dance at the balls, listen
music; play vialin and piano; they sunbathe and swim.

The modernism movement in the Republic of
Turkey considered the contemporary portrayal of
the ‘woman’ one of its primary attributes and attrib-
uted particular importance to the issue of the
‘woman’. The image of woman, in Republican Turkey
just as during the period of Ottoman modernization,
was assembled anew, established, organized and
articulated.

Revolution required a new type of woman appro-
priate to the defined family, and intended to create
this woman from scratch. The new woman was
above all a social creature, educated to be active in
almost every sphere, taking on responsibilities in
society as judge, nurse, teacher, secretary, doctor,
artist, etc. This woman would be the woman of the
Turkish family. This woman would function not
only in a few large cities like Istanbul, Ankara and
lzmir, but would participate in activities in every
corner of Turkey.

Just as throughout history, so in the Turkish
Republic: women took on the external representa-
tion of concepts like justice, freedom and peace and
they became one of the most important images in
the new statement that was being made about




Hi¢ kugkusuz, sanattaki goriintisi/yeri
acisindan ‘kadin’t bir sorun olarak enine bo-
yuna tartiymak, kadm imgesinin degisen iv-
mesini ve egrisini, cok sayrdaki gorsel malze-
me lzerinden incelemek, bu serginin sinirla-
rim asacak yogunlukta bir calismayr gerekti-
recektir. Bununla birlikte Osmanh Impara-
torlugu’nun son déneminden baslayarak ‘ka-
din’in degisen imgesi yaklagik 1950°lere de-
gin modern sanattaki goriintimi agisindan
kurgulanmg, belli bir zamandizin iginde 6r-
neklenmeye calisiloug, ancak tim ornekler
ve sanat¢ilar g6z ontine alinamanustir,
Amaglanan daha gok, ‘kadin’in degisen im-
gesi ile toplumsal kimlig arasindaki iligkinin
resim diizleminde izlenmesidir. Resimde ka-
dinin degisen imgesine bakarken ‘ciplak/cip-
lakhk” ve portreler serginin disinda tutulmus,
ama ‘kacin’ Turkiye modernlesmesinde uist-
lendigi rol agisindan ele alinmustir.

1908 den yaklasik 1950°lere degin izini sti-
recefiimiz ‘kadin'in sosyal, kiiltiirel ve eko-
nomik yasamu ile aile i¢cindeki konumu, hig¢
kuskusuz Istanbul-Ankara gelgitinde bigim-
lenen ve payitaht-bagkent ekseninde tasanm-
lanan bir ‘d-6nitistim—tigtiniim’iin gdstergele-
riyle simrhicir. Istanbul ya da Anadolu kadim
olma durumu, gergekte yasanandan farkh
olarak sanatcinin, ideolojik sdylemlerin ekse-
nindeki gorsel tasanimlama ve diigtinsel diin-
yas1 ile yakindan ilgilidir. Roland Barthes,
“Metinleri, resimleri, kentleri, yiizleri, hare-
ketleri, manzaralar1 vs. okuyorum” diyor.
Benzer bir okuma, modern Tiirk sanatunda
kadimin imgesel dénusiimii lizeninden yapl-
maya ¢ahgildi ve bu sergide resimlerde gérii-
nenden yola cikarak ve belli bir ¢ergevede,
secerek kiictik bir Gykiileme denendi. Bu
oykii, modern sanatm bicemsel gésterimi de-
gil, ama sanattan vola gikarak tarihin, sanat

tarthsel sunumu olacaktir.

Turkey. "‘Woman' was the most important ideclogi-
cal visual image in the showcase.

A thorough and wide-ranging discussion of the
topic of the ‘woman’ from the viewpoint of her per-
ception and place in the arts, the speed and degree
in the changes of the female image and its study
through a vast amount of visual material is undoubt-
edly a task requiring research that goes beyond the
scope of this exhibition. However, by taking the last
era of the Ottoman Empire as a starting point and
studying the changing image of ‘woman’ in modern
art up until the 1950s, we have attempted to pro-
vide examples within a defined time period, although
not every example or artist could be represented.
The objective was rather to observe the relationship
between the changing image of women and their
social identity in the arena of art. ‘Nudes/nudity” and
portraits are not represented in the exhibition, but
are discusssed within the framework of their rele-
vance to the role of 'woman’ in the madernization
of Turkey.

The period of 1908 until the 19505, within which
we will observe the ‘weman’s social, cultural and eco-
nomic life and her pesition within the family, was
doubtless shaped in the swing of the pendulum
between Istanbul and Arkara and the imperial city-
capitol axis within which its movements were limited..
Unlike the reality of being an Istanbul or an Anatolian
woman, the artist's visual concept and intellectual
world are more closely related to the axis of his ide-
ology. Roland Barthes writes, | perceive their texts,
their paintings, their cities, their faces, their move-
ments, their scenery”. A similar perception has been
attempted here with respect to the changing image of
the woman in modern Turkish art, taking the paint-
ings in this exhibition as a starting point and telling
their story within a particular frameworlc. The story
lies not so much in the representation of styles of
modern art, but rather in the use of the art as a
departure point for the presentation of history
through the history of art.
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KADINLAR RESIMLER BYKULER

WOMEN PAINTINGS STORIES

‘Modern bir konut’, ‘Tiirk bir aile’, “Yeni bir kadin’

Sisli’den kurtulmak ya da aydinlik Anadolu’ya ulagmak

‘A modern dwelling’, ‘A Turkish family’, ‘A new woman’
Liberation from Sisli, or, attaining luminous Anatolia

Kurulusundan beri ‘demokrasi’ kavram ile ilig-
kilendirilen Cumhuriyet Tiirkiyesi, 1950’lere
degin demokrasinin 6nerdigi yasantinin gege-
cegi kent, yap1 ve dekorasyon anlayisini olus-
turmay1, bagka deyisle varolani yeniden bi-
cimlendirmeyi istemigtir. Eylemde yeterince
belirginlesmese, giinlik yasam alanlarma bi-
rebir yansiyamasa da, ‘yeni’ olanm kuramsal
tartiymalar1 dénemin bilim adamlar, yazarla-
r1, diigiintirleri vd. tarafindan 6nemsenen ve
basimin da destek verdigi bir konu olarak
giindeme sokulmugtur. 1930’larin Tiirk mi-
marhginda modern evin nasil olmasi gerekti-
gi tartigthrken, bir yandan da ‘bu ev’, kiiltiirel
ideolojinin tiim yiikiinii Gstlenmis, en Ozel
durumlar, en genel ideolojik cercevelerin
dogrudan ve dogal uzanusiymug gibi kabul
edilmistir (Baydar Nalbantoglu 1999: 305).
Tiirkive’de modern ev, cumhuriyet kadm-
nin her seyden énce anne ve ev kadin oldu-
gu gercegini gozeterek tasarlannmg, sade ve
kullanish diizenlenmis bir ‘aile yuvasi’dir; ay-
din ve iilkii sahibi modern Tiirk kadmmmn,
saghkl Tiirk ailesinin mekanidir (Bozdogan
1998: 347).

Dénemin aktiialite ve kadin dergilerinin
“Ev ve Esya” koselerinde yayimlanan grafik-
ler, orta halli, ¢cekirdek bir aileyi tanimhiyor-
du. Bu gizimlere gore, karikoca, karikoca ve
bir ¢ocuk, iki ¢ocuk ya da ii¢ gocukla simir-
lanan Cumhuriyet'in Tiirk ailesine 2, 3 ve 4
odali evler éneriliyordu. Oniinde kiigiik bir
bahcesi olan bol giinesli modern evler genel-
likle dort kisilik aile veya iki ¢ocuklu bir ka-

nikoca i¢in diisiintilmiistii: Antre, yemek sa-

Republican Turkey, committed to the concept of
‘democracy’ from the moment of its inception,
attempted until the 1950s to instill the appreciation of
a democratic style of life in cities, structures and even
home decoration; that is to say, they wished to
reshape and transform what already existed. Even if it
was not sufficiently clear in practice, or if the changes
were not reflected individually in all the areas of daily
life, thearetical discussions of the ‘new' were consid-
ered crucial by the scientists, writers, and philosophers
of the period and, supported by the press as well, held
a prominent place on the agenda. Throughout the
1930s, while discussions about what the architectural
makeup of a modern Turkish home should include
were taking place, ‘this home’ toolc on the entire bur-
den of the cultural ideclogy, accepting the most per-
sonal situations as if they were direct and natural
extensions of the general ideological framework
(Baydar Nalbantoglu 1999: 305). The modern home in
Turkey was designed bearing in mind that the woman
of the Republic was first and foremost a mother and
housewife, and was organized as a ‘family home’ in a
simple and efficient manner, as the abode of an enlight-
ened and idealistic modern Turkish woman and a
healthy Turkish family (Bozdogan 1998: 347).

The graphics that accompanied the “House and
Furniture” columns of the news and women's maga-
zines of the period depicted a middle-class nuclear
family. According to this picture, the Turkish family of
the Republic was ideally limited to husband and wife,
or husband and wife and one, two or three children,
for whom haomes with two, three or four rooms
were considered appropriate. The sunny, modern
homes graced with a small garden were generally
designed for a family of four: foyer, dining room, two




lonu, iki karyolah yatak odasi, iki karyolal di-
ger bir yatak odasi, mutfak ve kiler, hizmetg
odast, banyo, apteshane ve sandik odasi. Yeni
plann olusturdugu yeni evin nasil désenmesi
gerekriginden s6z eden yazilar da sikhikla ya-
yinlanmugtir, 1926 tarthh “Thirklerde Mobil-
yacihk™ baghkl yazisinda Ismail Hakk: Balta-
aoglu (1934: 209-212), Osmanh yasanmuni ve
ona gore bicimlenen ev ve dekorasyon anlayi-
st yererken “Tiirk evi Tiirkliik seciyesini kay-
betmeksizin daht asrilesebilivdi, asvilesmel™ savim
getiriyor ve “yeni bir zevk yeni hayatin kendisin-
den dogamaz mi?..” diye soruyordu.

Bu ev, kentlinin evi olarak diisiiniiliiyordu ve
Cumhuriyet aydmni i¢in se¢ilen evin zaman igin-
de halkin begenisini de kazanacam umuluyordu.
Bu yeni esya ve déseme biciminin en belirgin
slogam ‘masrafsiz giizellik’t. Ustelik diiz hath
kiibik mobilyalann malzeme secimi, her keseye
uygun bigimde ayarlanabilirdi. Cumhuriyet ka-
i, nasil yalmzca bir siis ve cinsellik nesnesi ola-
rak goriilmiiyor, sosyal bir varhik olarak yeniden
tanumlamyorsa evi de ona uygun yeni bir islev
kazanmahyd (S.S, 1933: 2).

Haydar Fevzi (1933: 11), Osmanh ve Cum-
huriyet evi arasindaki ayninm

Yagkandili, karanitk odalar, dagimbk saglar
kalknkea diinyann siivi azaliyormus. Yani
aliim kokan sitr azaliyor. Uk benizli,
dksiiren, baytlan ‘esivi sevgili” siiri dliiyor.
Bunun yerine hayatin, kanmn giiri geliyor.

Eski evlerde mehtabin saltanati vardy, Simdi
her tarafi camli binalarda giinegin salranat
bagliyor,

sozleriyle pekistirmektedir.

Ote yandan Cumhuriyet kéylii ve ciftciyi
modernlestirmeye yoneldigi icin, dag etegin-
de yapilmak lzere maliyeti diisiik olan ev
planlan da énerilmekte, bu planin nasil kulla-
nilacag tariflenmektedir:

bedrocoms containing two beds each, kitchen and
pantry, maid’s room, bath, toilet and storeroom.
Frequent articles dictated how the new home with
the new plan should be furnished. In a 1926 issue of
“Turkish Furniture,” Ismail Hakki Baltacioglu (1934
209-212) criticized the Ottoman lifestyle and the
home and decor that it entailed, stating that “the
Turkish home can and should be modernized without los-
ing its Turkish character”, and questioned whether
"“a new taste should not spring naturally from a new life”,

This home was considered appropriate for the city
dweller, and it was hoped that the general population
as well would ultimately adopt the design for the intel-
lectual class. The primary slogan to describe this new
style of household goods and interior furnishings was
"beauty without expense”. The materials for the sim-
ple cubic lines of the furniture included a wide range of
choice, offering something to suit every pocketboolt,
Just as the woman of the Republic was viewed as not
simply a decorative and sexual object, but redefined as
a social being, so her home should acquire an equally
appropriate functionality (S.5.1933: 2).

Haydar Fevzi (1933: 11) reinforces the difference
between the homes of the Ottoman and Republican
eras in these words:

They say that as the dark rooms, tousled hair and oil
lamps disappear, the world is losing its poetry. That's
to say the poetry that stinks of death, The pale-
complected, coughing, fainting ‘slaves of love’ poetry
— that is dying. In its place is arriving a red-bleoded
poetry of life.

The sultanate of the moon dominated the old
houses. But now the sultanate of the sun has begun
in buildings surrounded with glass.

At the same time, because the Republic was lean-
ing towards modernization of the lives of the villager
and the farmer, plans for low-cost housing that
could be constructed on the skirts of the mountains
were also being proposed, and instructions for their
use were described:
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3 Risaleyi akearan llber Ortayh,
Osmanlt Toplhumuada Aile, Pan
Yaymethk, Istanbul, 2001, s. 155,

5 The treatise is quoted by lIber

Ortayli, Osmaph Toplumunda Aile,

Istanbul, 2001, Pan Yaymcibl,
p.155,
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Yukardaki planmn tetkikinden anlastlacagr gibi,
bu késk biraz da cifiqlik ile meggul olanlar igin
yapilmgt. Birinct kattaki depo ve ambar icin
tahsis edilen odalar kiglk erzaki saklamaya
mahsustur, Bu odalann biri mutfak olarak
fullanilabiliv. Tleinci katta uzun kig gecelerini
ailece toplu bir halde gecirmek icin genis bir
salon vardir. Atolyeye tahsis edilen mahal
disardan kapihidir. Icabinda bir otomobil veya
bir araba banndirabilir (Anonim 1933: 2).

Modernligin temsilinde ‘kadin’ énemh bir
(s)imge degeri taginug, soylemin olusturulma-
sinda vazgecilmez bir unsur olmustur. Avru-
pali yeni sanat da modern ‘kadin’t gorselles-
tirmig, hem Megrutiyet, hem Cumhuriyet ta-
sarladig devrimleri, kent, konut, aile, genglik
vd. alanlardaki tim degisimleri, savag, eglen-
ce gibi gdsterimleri, verilen iletiler1 kadin im-
gesinin yardimiyla inandirici hale getirmigtir.

Yeni olacag varsayilan yaganti, beraberinde
yeni bir aile tipinin de sorgulamp tamimlan-
masim gerekli kilmustir. 19. yiizyilin sonu, 20.
yiizyihn baginda ‘modern aile’nin diigsel gos-
terimi 6nem kazamir. Gergek ile ¢akigmayan
ama tasartmlanan varhkl, kiiltirld, ‘alafranga’
bir aileye duyulan &zlemi Tticcarzade Ibra-
him Hilmi Bey’in, 1914 tarihinde, Avrupah-
lagma karsin olanlan alaya aldig “Avrupalilag-
mak, Felaketlerimizin Esbabi” baghkl risale-
sinde gozlemlemek olasidir. Bu aile, Sigli’de
bir apartmanda ya da Erenkdy'de kiiclik bir
koskte oturur, yagh baba, anne, geng bir es,
temiz pak giyimli bir erkek, {i¢ gocuk ve bir
hizmetciden olusur. Ailenin akrabalan ve ya-
kinlan da vardir. Geng es (kadn), is giig sahi-
bidir ve bos zamanlarimi evde oturup okuya-
rak gecirir.® {lber Ortayl, gizilen bu manza-
ray1 Fransizca ders kitaplanindaki “la famille du-
pont’ ya da Ingliz ‘Mr. Brown’ ailelerine
benzetmekte, bu uyarlama ve 6zlemi su soz-
lerle dile getirmektedir:

As can be seen from a study of the above plan, this
structure has been designed for the use of those
involved with agriculture. The rooms designated as
depots and storerooms on the first floor are meant
for the storage of provisions for winter. One of these
rooms can be used as a kitchen. There is a large
salon on the second floor where the family can spend
their time together in family gatherings on long
winter nights. The area designated as a workshop
has an access door from the outside. If necessary

it can be used for sheltering an automobile or cart
(Anonymous 1933:2).

The ‘woman’ had great symbolic value in this rep-
resentation of modernity, and was an irreplaceable
component in its formation. The new European art
had created an image of the modern ‘woman,' and in
the revolutionary changes designed by both the
Constitution and by the Republic, it was with the
help of the image of the woman that all their mes-
sages of change regarding areas like the cities, the
home, the family and youth, along with portrayals of
war and entertainment, became more believable.

This presumed new way of life required the ques-
tioning and definition of a new family to accompany
it. At the end of the nineteenth and beginning of the
twentieth centuries it became important to project
an image of this imaginary “modern family.” The
aspiration for this well-envisioned, if unrealistic,
wealthy, cultured, “westernized” family is captured
in the 1914 treatise by Tiiccarzade Ibrahim Hilmi
Bey entitled, “Europeanization, the Source of our
Disasters,” in which he ridicules those who are ene-
mies of Europeanization. This family resides in a flat
in Sisli or in a small house in Erenkdy, and consists
of an elderly father, mother, young wife, spotlessly
dressed husband, three children and a servant. The
family has a circle of friends and relatives as well.
The young wife (‘woman’) has a profession and
spends her free time at home reading.® This family
scene reminds llber Ortayl, “la famille DuPent” in

French textbooks, or the English “Mr. Brown” fami-




Aksaray’m bazen lagimlar akan, her zaman
tozlu, camurlu dar sokaklanndaki ahsap, basit
evdeki fakir, cocukelan takunyayla mahalle
mektebine giden, saghksiz sartlarda yagayan,
erkedin evde defil kahvede oturdupu ailenin
ziddidir. Bugiin bizlerin nostaljiyle 1950 lerde
cevrilen Ttirk filmlerinde aradigimiz bu mahalle
manzarasi, Mesritiyet miinevverinin
kdbusuydu. O mahalleden igreniyordu,
tizuliiyordu. Tiiniiyle o diizeni ve aileyi
kendi tarihi cizgisi icinde miitalea edip
dedistivmektense, bir faraz( dekor ve asii halk
yaratmak tercih ediliyordu (Ortayh 2001: 156).

Bir gériise gore, Tanzimat'tan sonra Tiirkli-
giin dne gikanlmasina kargim, ‘kulluk’ sistemi
tizerine kurulu Osmanh toplum ve hukuk ya-
pist, bir yandan da Tirk’i ‘kapikulu’ ahlakina
uydurmus ve kendine 6zgii bir Avrupallagma
omegl yaganmusar. Ormedin  Cumburiyetin
hemen sonrasinda 1924-1925 yillaninda kaleme
aldig yazilarmda Muhittin Bilgen, Osmanh ta-
rihini “Kapikulu® olarak adlandinilan bir model
icinde irdelemekte ve Osmanh ailesi ile Tiirk
ailesini bitliintiyle birbirinden aywmaktadir.?
Bu yaklagm, Osmanh ve Tiirk kimligini, Istan-
bul ve Ankara aileleri® clarak kary: kargiya ge-
tirmekte, tarihi, kiiltiirel ve sosyal anlamda ay-
rsrmakeadir. Bilgen’e gore devsirmenin evril-
mis hali olan ve ashnda Hiristiyan bir Bizans ai-
lesi olan kapikulu ailesi, gegmisine sahip olma-
dif: i¢in bir aile adi da tagtyamaz. Ona gore
Tirkiye'nin Istanbulu disinda diinyamn her
yerinde insanlar aile adlan ile ambhrlar ve bir
ulusu ulus yapan da ‘kan” ve tarihteki yerinin
belirlligidir. Ancak devsirme ve tiiredi bir ne-
sil, Abbasi-Bizans kangimi, gecmisinden yok-
sun ve Osmanh olarak tammladig ‘kapikulu’
igin bu olanaksiz bir durumdur:

Tiiredi bir nesil olan Osmanli kapikulusu,
ailesiz ve adsizdir. Kaptkulu muntazam bir

lies, and this adaptation and yearning is expressed by
him in the following words:

This family is the complete opposite of the poor fam-
ily living in unsanitary conditions in a dusty simple
wooden house in Aksaray, on a narrow muddy street
with leaking sewers, their children attending

the neighbourhood school wearing wooden clogs and
the mon of the house spending his time in the local
coffeehouse rather than at home. This type of
neighbourhood scenes that we viewed with nostalgia
in the Turkish cinema of the 1950s) was the worst
nightmare of the enlightened population of the
Constitution. This type of neighbourhood was a
source of both sorrow and disgust. Rather than pon-
dering the historical ramifications of this system and
family and changing it completely, it was preferable
to create a hypothetical contemporary populace
(Ortayl 2001:156).

According to one point of view, unlike the period
after the Tanzimat when Turkishness was empha-
sized, the structure of Ottoman law and society
based on the kulluk system® placed the Turk within a
kind of ‘kapikulu’’ ethic and a unique and character-
istic example of "Europeanization’ was thus experi-
enced. For example, in his writings of 19241925,
shortly after the foundation of the Republic, Muhittin
Bilgen examined Ottoman history within the frame-
work of the ‘Kapikulu” model, and completely differ-
entiated the identity of the Ottoman family from that
of the Turkish family.” This approach resulted in an
opposition between Istanbul and Ankara families in
the historical, cultural and social spheres.” According
to Birgen, the kapikulu family was in fact a Christian
Byzantine family transformed by the phenomenon of
devsirme,'® the recruitment of Christian boys for the
Janissary corps; because in effect it did not ‘own’ its
own history, it could not even bear a family name.
According to Birgen, everywhere in the world out-
side of Turkey's Istanbul, people were known by
their family names, and what made a nation were

4 fseanbul Osmanh
modernlesmesinin, Ankara
Cumhuriyer modernlésmesinin
ditgiinsel ve ideolojik mekinlan
olmuslardir,

§ Ankara, Anadolu'nun temsilini
tistlenmisti, Bu nedenle Ankara
ailesi Anadolu ailesi, Istanbul
ailesi Osmanl ailesi yerine ve
adina kullamlmsur. Ve bu
metinde bu anlamiyla
kullanmilacakur,

‘A system wherein one is a
subject rather than a citizen.

7 Servant/subject

® [stanbul was the intellectual
and ideological focal point of
Otroman modernization just as
Ankara was the focal peint of
the Republic's modernization.

* Ankara took upon itself the
representation of Anatolia, This
is why the term ‘Anlara family'
is used for the Anatolian family
and ‘Cttoman family' is used in
placed of Istanbul family. The
terms will be used in the same
sense in this text,

'* Recruitment of Christian boys
to be trained as janissaries.
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g Soylu 1rk.

7 Anlayistan yoksun koyliler:
Trirkler.

! Nation
'? Soylu irk [noble race]

B Anlayistan yoksun kéyliler/
Turkler [ignorant villagers/ Turks)
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kan tarihine delalet eden bir aile ismi tagimaz.
Istanbul’da aile ismi kullanimamasmin sebebi
budur. Aym zamanda kapikulunda aile
lukuku da Roma ailesi hukukundan pek az
Sarkirdir. Aile hukukga babarun hakimiyet-i
istibdad: altinda bulunur” (Arikan 1997:
127-129).

Birgen'e gore, Osmanl ailesi de Roma hu-
kukuna gére bicimlenmistir. Roma’da esirle-
ri tanimlayan ‘familya: aile’ sdzcligh, ‘esir: fa-
milus’ sozcligiinden tiiremigtir. Islamiyetin
hukuki katkilarina karsin kapikulu, Islamiyeti
bile degigtirmis, Osmanl’da da ailenin Ro-
ma’daki esaret igerigi korunmus, babanin bu-
yurdugu, annenin ve ¢ocuklarmn bu buyruga
uydugu diizen esas olmustur. Birgen, kurtu-

lusun ¢aresini;

Bugiin Istanbullunun aile ismine sahip ola-
bilmesi i¢in tek bir care kalir ki o da
Anadolu’da meveut aile isimlerinin Istanbul’u
istila etmesinden, tabir-i aharla Osmanh tari-
hinin tesitlerinden héld kurtulamamis olan
Istanbul'un Anadolu kitlest iginde erimesinden
ibarettir.

diisiincesiyle belirtilmigtir (Arkan 1997: 127
ve 129).

Osmanh Imparatorlugu'nun Arap, Tiirk,
Bulgar, Sirp, Amavut vd. topluluklardan
olusan ‘millet’” yapisi icinde Tiirk ve Tiirkge
kiiciimsenmis, Namik Kemal ic¢in bile
Miisliiman Araplar ve Amavutlar ‘kaym-i
necip’,® Tirk ‘Etrak-i biidrak’” olmaktan
kurtulamamustir (Arikan 1997: 131).

Bu nedenle, ‘Tiirk’ bir kiiltiir ve yeni bir
kusak sorunu, Cumhuriyet’in énemsedigi bu
onemli proje, Osmanlihktan kurtulmakla
olas: goriilmistiir. Erken Cumhuriyet déne-
minde, Tanzimat’la gelen yenilikler uygun
bulunmayarak elestirilitken 6te yandan da

‘blood’ and the certitude of its place in its history.
However this situation was impossible for the
kapikulu he described as the parvenu descendents of
devsirme, an Abbasid-Byzantine mix with no history
of its own past, calling itself Ottoman.

The Ottoman kapikulu was an upstart generation
with neither family nor name. The palace servant
could not bear a name that bore witness to blood
history. This is the real reason why family names
were not in use in Istanbul. At the same time, family
law among the kapikulu was not unlike Roman
family law. The family was under the autocratic rule
of the father (Arikan 1997: 127-129).

According to Birgen, the Ottoman family was also
structured according to Roman law. In Rome, the
term ‘familya: family' was derived from the term for
slave, ‘familus’. Despite the legal contributions of
Islam, the kapikulu even affected Islam, and among
the Ottomans the family continued to include the
Roman concept of slavery, with the father in com-
mand, and the mother and children submitting to his

will. Birgen expressed the following solution:

There is only one way for the Istanbul family to able
to own a family name, and that is because the
present surnames of Anatolia have overwhelmed
Istanbul. An Istanbul unable to escape the influence
of Ottoman history is destined to be absorbed in the
Anatolian mass (Arikan 1997: 127 and 129).

Within the structure of the Ottoman Empire’s

‘millet”!

or ‘mational group’ composition of Arabs,
Turks, Bulgarians, Serbs, Albanians and other social
groups, Turks and Turkish were belittled, and even
Namik Kemal did not escape the prejudicial nomen-
clature of “kavm-i necip”'* for Moslem Arabs and
Albanians and “Etrak-i biidrak” "* in the case of Turks
(Arkan 1997: 31).

Consequently, the solution to the issue of a

“Turkish” culture and the problem of new genera-




Tirkiye Cumhuriyeti ruhuna yaragir daha
baska bir yenilik planlanmaktadir.

Ornegin 1929 yihnda, Resimli Ay dergisin-
de.” bir Tanzimar yerlesimi olarak kabul edi-
len Sigli semtinin ulusuna yabancilasan mo-
dernizmi yerilmektedir (Anonim 1929: 8);

Aparttman... Apartiman... Apartiman...
Otomobil... Otomoebil... Otomobil... Kumar,
krmar. .. Tiirlii tirlii, cins cns, kumar.,

Sampanya, kokain.. Kokteyl, zina, tirlii
tiirlit, cins cins, renke renk, disili erkekli zina. ..
Patfén... Parfon... Pudra, ruj, karmen.

Manikiir. .. pedikiir... Kocalanndan daha
koca kadinlar, kadinlarindan daha kan
kocalar. ..

Iste: Sisli...

Sisli budur. Istanbulun ortasinda acaip bir
kule gibi yiikselen bu bembeyaz sipsivri
binalar. Istanbulda Fatihte, Aksarayda,
Kasumpagada daraldikea, evler kuliibe,
kuliibeler arsalastikga; boylandilar, serpildiler,
sismanladilar... Sigli, alnteriyle kazanan
Istanbul sarardikega, soldukga irilesti, irilesti..
Inilesti... Ve aliz Istanbul’un bedeninde bir ur
gibi buiyiidiikge biiyiidii. ..

Tanzimatin istikrazlaryla temelleri anlan
Sisli bugiin artik, beyi ile usafiyla, hanumiyla,
hizmetcisiyle bir tufeyliler, bir calismadan
kazananlar beldesidir..

Bu beldenin sakinleri kimlerdir? Bunlar hangi
millettendirler? Hangi sirafa mensupturlar?

Ve hele hayatlarim nasil kazanirlar?

Stslide tiitkee tereddinin lisam addedilir..

Onun igin bu beldeye tiirkee ancak gizli
edalarda, iistlerinden kilit vurulan kinal sagls
hantmninelerin kuladina gizliden gizliye
Sistldanwr. Orada frenkge konugulur; Ingilizce
konugulur, Almanca konugulur. .. konusulur,
konugulur. .

Yalmz tiirkce konusulmaz. ..

Iste bunlar Sislililerdir. ..

tion, a project considered important by the *® 0O dénemde, Muhittin Birgen
gibi Resimli Ay dergisi de
Sovyetler Birlii yanlisi bir

the Ottoman image. During the early days of the  yaklaum icindedir.

Republic, would be possible by freeing itself from

Republic while the innovations of the Tanzimat peri-
od were being criticized and found unsuitable to
their purposes, a new plan was being formed that
would be in conformity with the spirit of the
Republic of Turkey.

For example, in the Resimli Ay '* periodical in 1929,
the district of Sisli, which had been happily accepted
as a settlement area of the Megrutiyet/Constitution
Period, was derided for a modernity that alienated it
from its own nation (Anonymous 1929: 8).

Apartments... Apartments... Apartments... Cars...
Cars... Cars... Gambling, Gambling .. .All sorts, every
variety of gambling ...

Chompagne, cocaine... Cocktails, adultery, all sorts,
every variety, every tone, male and female adul-
tery... Perfume... Perfume... Powder, lipstick,
Carmen.

Manicure... pedicure... Women more male than
their men. Men more female than their women.,

Behold: Sisli

This is Sisli. Sharply pointed white buildings rising
like strange towers in the middle of Istanbul. As the
old Istanbul houses in Fatih, in Aksaray, in
Kasimpasa shrank, as the houses turned into shacks
and the shacks turned into vacant land... They grew
taller, they multiplied, they widened ... Sisli broad-
ened, fattened, as Istanbul, sweat on its brow, yel-
lowed, then paled ...It grew obese ...And like a
tumor on Istanbul’s weak and puny body, it grew and
grew again ...

Its foundations built on the borrowed money of the
Tanzimat Era, today Sisli, with its gentlemen and its
valets, its ladies and its servants, is a community of
those who acquire wealth without earning it.

Who are the residents of this community? What

nationality are they? To what class do they belong? ' During this era, Muhittin
Birgen, like the Resimli Ay
magazine, had a strong leaning
In $isli Turkish is considered a language of degener-  toward the Seviet Union.

And furthermore, how do they earn their living?
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* Ormefin 1926 yilindan
baglayarak konservatuvar
miidiirti Ziya Bey, 900 kadar
halk tiirkiisti derlemis, bunlan
kayda almag, ulusal ve yerel halk
oyunlarim saptamugtir (Resfinli
Ay, Mart 1929, 5. 27).

"% For instance, in 1926 Ziya

bey, director of the Conservatory,

began collecting and recording
folk songs, eventually 900 of
them, aleng with identifying

national and regional folk dances.

{Resimli Ay, March 1929: 27)
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Bunlar tanzimattan beri Avrupadan yapilan
istikrazlann komisyonlar ve hiikiimdar
bahgisleri icinde gézlerini agtilar, kazanmanin
sikantisim gekemeden, yasamanmn kolayrmi
buldular... Hala béyle kolayca, ¢caligmadan
kazanryorlar, yiyorlar, iciyorlar. Dikkat ediniz
Siglide hangi miisbet igi goriirler? ...

(Anonim 1929: 17)

biciminde stirtip giden yazi, Tanzimat burju-
vazisini elestirirken kusku yok ki, Cumhuri-
yet i¢in bagka tiir bir modernlik, bagka tiir bir
aile ve yasam oneriyordu. Bu yenilesmenin
temel birimi Anadolu ve Anadolu kiiltiirii
lizerine odaklamyor, Osmanl’mn idari ve
kiiltiirel merkezi olarak kabul edilen Istan-
bul’dan, Cumhuriyet’in yeni idari ve kiiltiirel
merkezi olarak secilen Anadolu’ya bir kayma
goriiliyordu.”’

Bununla birlikte Cemal-Ekrem Regsit Rey
kardeslerin 1930’larda yapu@ Liikiis Hayat
operetinin librettosunda yer alan;

Sislide bir apartiman
Yoksa eder halin yaman
Duvarda yaghboyalar
Nikel, kiibik mobilyalar

dizeleri Cumhuriyet déneminde §$igli'nin ve
Sigli’deki apatmanin kiibik ozellikleri ile de
déneme uydugunu, liks ve ihtigamm mekam
olarak hild énemli ve baskin ozellikler tasich-
gim gostermektedir. Sigli'den ve Sigli apart-
manlarinda oturan ‘kadin’dan kurtulmanin da
Syle pek kolay olmadig anlagilmaktadir.
Yeni toplumun yeni bir kent ve eve gerek-
sinimi oldugu kabulii, degisik agilardan bir
cok kisi tarafindan tartisimigtir, Ornegin, Ce-
lal Esat Arseven, “Asri Bir $ehir Projesi”
(1929) bashkli yazisinda, her yamindan bol
i1k giren, aydinhk ve havadar bir kent istegi-
ni dile getirirken gélgeli dar sokaklarn, ecis

ates... In this community Turkish is only whispered
from ear to ear by hennaed grandmothers locked in
hidden rooms. Western languages are spoken; English
is spoken, German is spoken... spoken, spoken.

Only Turkish goes unspoken,

These are the inhabitants of Sisl.

They were born into wealth derived from commissions
for money borrowed from Europe since the Reform
Era, and from gratuities from sovereigns; without
experiencing the hardships of earning, they found
the easy way... They are still eating, drinking, gaining
without earning. Pay careful attention — what kind
of useful work is performed in Sigl? ...

(Anonymous 1929: 17).

The piece continues in this vein, obviously propos-
ing a different type of modernity, a different concept
of life and family, as it criticized the Tanzimat bour-
geoisie. The fundamental unit in this renewal was to
be focused on Anatolia and Anatolian culture, and
the shift away from the Istanbul-centered administra-
tive and cultural center of the Ottomans toward the
newly chosen administrative and cultural center in
Anatolia gradually began to manifest itself."

At the same time, the lines from a libretto in the
1930s operetta, “A Life of Luxury” by the Cemal-
Ekrem Resit Rey brothers,

Sislide bir apartiman
Yoksa eger halin yaman
Duvarda yaghboyalar
Nikel, kiibik mabilyalar

Without an apartment in Sigli
Your life would be hard
Qil paintings on the walls

Cubic nickel furniture

are a good indication that during the Republican era,
Sisli and the cubic characteristics of the §isli apart-
ment were quite suited to the period, that the area

maintained its dominant characteristic of a luxurious




R .

biiclis evlerin bir kentin yasamim ruhsal agi-
dan olumsuz etkileyecegini belirtmekeedir
(aktaran Baydar Nalbantoglu 1999: 307). Ay-
m yida (1929) Balucioglu'nun yonelttigi
“Asri Ev Nedir?”’ sorusunun yaniti, Cumhu-
riyet modernliginin, Tanzimat/Mesruti-
vet/Osmanh modernlesmesinden, baska ulus-
larin modernlesme isteklerinden farkl oldugu
bigiminde verilmis ve ‘bize Szgii’ olan agik-
lanmaya cahsilmigtr.

Ismail Hakk: Baltacioglu (1934: 235-236)
da, Birgen ve Safa'min gorislerine katilarak
Osmanh ile Cumbhuriyet ailesi arasindaki
aynma deginiyor ve

... Evler birer kaptir. Itinde yasayan ailenin,
aile hayatini tagirlar. Nasil ki sehirler de biver
kaptir. Sehir hayatt denilen igtimai hayati
tagerlar. Bu kap iyl olmak icin igindeki seyi
tagtyabilecek gibi saglam olmalidir. Su halde
iyi bir ev ailenin hayatim kusursuzca
tastyabilmelidir. Ailenin tirlii ihtiyaclar vardir.
Hep bu ihtiyaglara gére bigimini degigtirmelidir.
Bir de aile degismeyen bir sey degil, daima
zamana gare delisen bir mevzudur. Asri aile
ile Roma ailesi birt birine irca edilemez.
Inkildptan evvelki Tiirk ailesi inkildptan
sonraki Tiirk ailesi degildir, Eski ailenin birgok
vazifeleri ve birgok da seldhiyet ve mesuliyetleri
vardi. Yeni ailenin daha az vazifeleri ve
seldhiyetleni, fakat belki de daha siddetli ve kati
ihtiyaclan vardir. Eski aile aym zamanda
iktisadi, bedii ve terbiyevi' bir rol oynuyordu.
Yeni ailedeki roller bir derece hafiflemistir.
Artik ev istihsaline, ev toplagmalanina hemien
hemen malik degiliz. Tiirk evlerinde fabrika
bacasi kadar biiyiik bacali ve cami kemerleri
@bt kermerli ocaklar gorilmiiyor. Bugiinkii aile
her seyden ziyade sihhate, konfora muhtagtir,
Girines, 151k, hava ve istirahat edebilecek
esya... Bu ihtiyag o kadar siddetlenmistir ki i
odaly fakat konforlu bir yuvay: isitilmast kabil

and privileged life, and that it was not going to be
easy to be free of either the area of Sisli or of the
‘woman' who inhabited its apartment buildings.

The need for a new city and home for a new soci-
ety was a fervent topic of discussion from many dif-
ferent aspects by many different experts. For exam-
ple, in his article “A Modern City Project” (1929).
Celal Esat Arseven expressed the desire for a bright,
well-lit, airy city, stating that dark, narrow streets
with crooked houses would have a deleterious psy-
chological effect on city life (Related by Baydar
Nalbantoglu 1999: 307). In the same year (1929)
Baltacioglu questioned, “What is a modern home?”
The modernity of the Republic demanded something
different from the Tanzimat/Mesrutiyet/Ottoman
modernization, and for that matter, from the mod-
ernization desired by other countries as well, some-
thing that was “particular to us.”

Ismail Hakki Baltacioglu (1934: 235-236) agreed
with Birgen and Safa with respect to the difference
between the Ottoman family and that of the
Republic, saying,

Every home is a vessel. [t contains the family life of the
family that lives in it. Just as cities are vessels that carry
the public life that is called urban life. In order for a
vessel to be useful, it must be strong enough to carry
what it contains. In that case, a good house must be
able to impeccably contain the life of the family within
it. Families have a variety of needs. It should be able to
change its form in order to meet these needs. We
must remember that the family is not an unchanging
entity, it is always changing over time. The modern
family cannot be compared to a Roman fomily. The
pre-revolutionary Turkish family is not the post-revolu-
tionary Turkish family. The former family had many
duties and responsibilities, as well as authority.

The new family has fewer responsibilities and less
authority, but perhaps mare intense and absolute
needs. The old family also played an economic, aesthetic
and educative role. In the new family these roles have
been somewhat reduced. We are no longer involved in
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' Meaning,” High/supreme
door”; the name given to the
administration, the post of Head
of Viziers, and the governmental
building, in the Ottoman Empire.
Also, due to the publicaticn
houses for the press being in
the same district, generally used
to imply, the "press".
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olmiyan bir saraya tescih edenler pokluktur,
Fakat bu azami ve medeni konfor fikri bir
mimann zekdsi, yalmt bir zenginin parasile
halledilecek gibi yalmz bir is degildir. Artike
bugiin giines, 15k, sicaklik, hava ve bahge
meseleleri daha genis bir zaviye iginden
gartiltiyor. Yeni bir koy, bir sehir, bir millet
meselesi sayilyor. Sehirciligi belediyecilikien ve
yol genisletmekten ibaret bir meharet

sapmuyalin. ..

sozleriyle yeni bir aile modelini yeni bir
konut tipinin icine yerlestiriyor, Cumhuriyet
devriminin soylemlestirerek {ilkiisellegtirdigi
Tiirk kadim da yeni aile ve yasam biriminin
temelini olusturuyordu.

Cumbhuriyet'in modernlesme projesi ‘Ala-
turka mu? Alafranga nu?’ sorusunda ve kargit-
higinda degil, daha ¢ok Tanzimat'la baslayan
‘alafrangalasma’ egiliminin Tiirk’e iliskin de-
gerleri ithmal ettifi, hatta kimi kez asagalachg
diisiincesinde odaklamiyor, ve Cumhuriyet
modernlesmesinin ‘kendi/alaturka’ olam yii-
celrmekle gerceklesebilecegi vurgulaniyordu.
Peyami Safa’ya gore,

Tiirke muzaf olan her seyin kiymetsizlifini
telkin eden ecnebi mektepleri ve ecnebi
propagandas, ... bir alaturka diigman
agilanmstir. ..

Soyle siirdiiriiyor Safa goriiglerini:

Omnlar Tanzimat cocukiart ve Babidli
ziippeleri, alafrangac dogdular. Iclerinde Yahya
Kemal veya Rugen Egref gibi irst
sahsiyetlerinden silkinip gkanlar pek azdur.
Biz, yeni Tiirkiye cocuklan, Tiirk dogduk.
Kafarnz Aveupalidw. Elektrik yakanz, fakat
udumuzu elimize alarak Tambur! Cemil’in
enfes bir semaisini ¢almaktan utanmayrz ve

Tiirk musikisine biitiin Garp kulaklannin

the production of our homes and gatherings. In Turkish
houses we don’t see chimneys the size of factory
smokestacks or vaults like those in mosques. Today's
family is in need of health and comfort above all else.
Sun, light, air and comfortable furnishings. This is such
a strong need that the majority of people prefer

a comfortable three-room home to a palace that is
impossible to heat. But this concept of maximum
civilized comfort is not one that can be satisfied simply
by the intelligence of the architect or the money of

a wealthy patron. In the world of today we look at
issues like sun, light, heat, air and gardens from

a wider point of view. A new village, a city, is
considered a national matter. Let us not view

urban planning as simply a matter of municipal
administration and road-widening.

With these words, he places the new model family
firmly within a new type of dwelling, with the
Republican reform period’s idealized Turkish woman
as the foundation of the family and way of life.

The Republic’s project of modernization was not so
much focused on juxtaposition of the A la Turca? A la
Franca? issue but rather on the view that the
Europeanization tendency that began with the
Tanzimat had neglected Turkish values or sometimes
even denigrated them, insisting that the Republic could
achieve this modernization by glorifying the aspects of
‘self and Turkification.” According to Peyami Safa,

foreign schools and foreign propaganda that instill

a sense of the worthlessness of everything related

to the Turk... have encouraged the grawth of enmity
for all things a la Turca... (Safa 1933b: ).

Safa continues to elucidate his views as follows:

They are the children of the Tanzimat and the
dandies of the Babiali,'é they were born proponents
of a la franca. Very few of them were able to throw
off the character they inherited as Yahya Kemal and
Rusen Esref did.




tiryaki olacai ginii de yaklagtirmak igin
zamanin eteklerine yapisinz. Artik bizim
aranrzda bir ‘alaturka alafranga’ milnakagasi
yoktur. Alaturlea kelimesinin iiindeki Tiirk
soztinden ¢ekinen Beyodlu'nun kozmopolit
Ttirkeleri, bize, bizi anlayan ecnebilerden daha
uzakiirlar. (Safa 1933b:1).

Cumhuriyet'in 10. yilinda, 1926’da Mede-
ni Kanun'un kabuliiniin, 1934’te kadinlara
seeme ve secilme hakka verilmesinin énemh
bir demokrasi devinimi oldugu, Ortaasya’da
zaten egit olan kadin ile erkek birlikteliginin
Cumhuniyet'in aile anlayig icinde de esitlen-
mesinin, devoimin ulusal basarist igcin kosul
oldugu cegith yazlarda belirtiliyordu. Bu, ai-
lenin ozgiirlestirilmesiyle olasiydi ve “Aile
hiirriyeti ile kadin, erkegin adeta esiri olmakian q-
karak kan koca miitekabil bir anlasma ve mukave-
le ile hayatlanm birlestiriyorlar”di (Mehmet Saf-
fee 1933: 734).

Cumbhuriyet projesinin kuramsal ve pratik
olarak koye ve koyliye yonelen demokrasi
anlayigi, Atatiirk'iin, “ Tiirkiye'nin sahibi hakiki-
st ve efendisi, hakikef miisiahsil koylidii® sozity-
le, Cumhuriyet’in aile birimini kéyde aranug
ve modernlestirme istedini koyliiye yonelt-
mistir. Bircok dergi ve gazetede Anadolu’nun
cesith kentleri, kasabalan ve kéyleri fotograf-
larla tamtlmus, bu mekinlarda yasayan aileler,
kadinlar ve gengler gorsellestirlmistir. Anado-
lu'daki gercek boyle degilse bile, &zellikle
kayliiler/giftiler resimlerde hep ¢ekirdek aile
olarak ele alinmig ve ilerinin cagdas Tiirkleri
olarak koylii ailesi yiiceltilmistir,

Cumhuriyet Halk Partisi 1938 yilinda ‘sa-
natgilan korumak ve yurdun giizelliklerini
saptattirmak’ amaciyla baglattg “Yurt Gezile-
ri’ ve agtif lic ‘edebi miisabaka'nin sartname-
lerinde, yazilacak oyunlanin, éykiilerin *Tabi-
at, insan, tarih, is, ahldk, ideal, dlicenaphk, aile
ruthabbeti, yurtseverlik, sevda hisleri ve evlenme

We, the children of the new Turkey, were born
Turks. Qur minds are European. We use electricity,
but we aren’t ashamed to pick up our lutes and play a
wonderful piece of music by Tamburi Cemil, awaiting
the day when the Occident becomes addicted to the
sounds of Turkish music. We no longer have
arguments over A la Franca versus A la Turca. The
cosmopolitan Turks of Beyoglu who are afraid of the
Turk in A fa Turca are more distant from us than the
foreigners who understand us (Safa 1933b: |).

In the tenth year of the Republic, the acceptance
of the Civil Code in 1926 and the right to vote and
hold elected office granted to women in 1934 were
acknowledged in various articles as important move-
ments for democracy, and the acceptance of this
equality of men and women (already a longstanding
Central Asian tradition) within the Republican con-
cept of the family was a requisite for the national
success of the revolution. This was possible with the
emancipation of the family and, “with freedom of the
family, the woman is freed from being the slave of her
husband, and man and wife are able to join their lives
with reciprocal agreements and contracts” (Mehmet
Saffet 1933: 734),

The concept of democracy projected by the
Republic that was both theoretically and practically
directed toward the village and the villager as
expressed by Atatiirk, “Turkey's true lord and master
is the villager who truly produces,” looked to the fami-
ly unit in the village and directed the desire for mod-
ernization toward the villager. A multitude of news-
papers and periodicals introduced their readers to
the cities, towns and villages of Anatolia with pho-
tographs, acquainted them with images of the
women, the families and the youth who lived there,
Even if the reality of Anatolia was not exactly the
case, the villagers and farmers were always painted
by artists as nuclear families, with the village family
glorified as the contemporary Turks of the future.

In 1938 the Cumhuriyet Halk Partisi [CHP:
Republican Peoples Party] established three literary

23
OTEKININ VARLIGI: HER RESIM BIR GYKO ANLATIR
EXISTENCE OF THE OTHER: EVERY PAINTING TELLS A STORY



" yurt Gezileri ve Sergiled icin
bkz. Yasa Yaman, Zeynep,
“Yurt Gezileri ve Sergileri va da
‘Mektepten Memlekete
Déniis'", Toplunbilin, 1996, 4,
s. 35-52,
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tarzlan hiildsa ddet, kahramanlilke ve an'ane, ka-
rakter ve hususiyetler” yansitmalan isteniyordu
(Anonim 1938: 27-28). CHP’nin agug bu li¢
ayr1 Gykii yangmasinda Gzetlenen amagclar
‘kadin'in gosterimindeki ana ilkeleri ve prog-
ramu da tammlamalketadir:

— Piyes miisabakasinda terbiye, lisan, edebi
zevk, konusma zarafeti bakimlarindan
sahnenin yiiksel ehemmiyetini dikkate alan
parti, bu miisabakaya istirak edecek eserlerde
‘veni tiirk cemiyetinin modern, kiiltirel, milli
duygularin tatmin edebilmek ve yetigtirici
olimak’ vasiflanni aramaktadir.

— Biiyiik ve kiigiik hikayelere gelince; bunlarda
da milletimizin ddetlerini, kalramanlign,
ananelerini, karakterini ve hususiyetlerini
tebartiz etmis gornmek istemekte ve hikayelerde
esas, realite ve sanatiir.

Tiirk sanatkdnm tesci ederken kendisinden
beklenilen biiyiik hizmetlerin vasif ve
mahiyetlerini tayindeki isabet, ancak
duiilebileceke bir kayguam ifadesidir. Tiirk
sanatkdn, sanat endisesini zerece
unntimaksizin, vatan tabiatirun biitin
giizelliklerini ve cetinliklerini, sulanmn akisi
gibi sabant baginda terliyen koyliiniin emegini,
cocugunu emziren anasin dimitlerini,
ormanlarindaki ciceklerin kokulan kadar sinirda
can veren delikanlimn kahramanhgin,
kahkahalar birer dhenk olan pembe tenli geng
kizt yegil gozleri gibi makine Gniinde ugragan
iscinin calisisin, yesil daglarda corldasan
kuglarn nagmeleriyle beraber ailesini beslemek
igin didinen babanin yorgunluklanni, Tiirk
mertligini, Tiirk cmertligini, Tiirk asilliini de
safha safha, yer yer, zaman ve mekdn icinde,
kendi hakikatlerimizle, kendi nese ve
istiraplarumizla terenntim etmelidir. ..

(Baydur 1938: 6)."

competitions and the exhibition they labelled “Yurt
Gezileri" (Travels through the Homeland), with the
stated purpose of encouraging artists and help them
in collecting the beauties of the homeland. A
description of the conditions for the plays and tales
that were to be contributed to this competition
specified that the stories should reflect, “nature,
humanity, history, occupations, morality, ideals, noble-
heartedness, love of family, patriotism, passionate feel-
ings and marriage customs, in short, customs, heroism
and tradition, character and characteristics.”
(Anonymous 1938b: 27-28). In the summary of the
goals of the three competitions instituted by the
CHP, the principles and program regarding the rep-
resentation of women are introduced:

— Recognizing the great impact of the stage on
behavior, language, literary taste and elegant use
of language, the Party seeks in the works presented
in the drama competition qualities that will both
satisfy and encourage modern, cultural and national
feelings in the new Turkish society.

— As for the novel and short story competition,

the Party wishes to see evidence of national customs,
heroism, traditions, character and characteristics,
displaying principles, realism ond art.

While thus encouraging and emboldening the Turkish
artist, our indication of the qualities and attributes
required of their great services are simply the expres-
sion of praisewarthy concern. The Turkish artist should,
while taking pains not to ignore his artistic concerns,
sing sweetly of bath the beauty and intractability of
nature in our native country, of the labor of the
villager sweating at his plow, of the hopes of the moth-
er suckling her child, of the scent of flowers as well as

the heroism of the youth giving his life at our borders,
of the harmony in the laughter of the pink-cheeked,
green-eyed young girl along with the work of the
laborer at his machine, of the playful song of birds




Megrutiyet'ten Cumburiyet'e ulanan sii-
recte, sanat¢ilarin yapitlannda ‘kadin®, ta-
mmlanan modern konuta degilse de yeni bir
aileye kavugturduklani anlagiliyor. Tanzi-
mat’tan Cumbhuriyet dénemine degin ka-
din, resimlerde ya yalmz ya diger kadinlarla
bir arada gosterilmigtir. Modern Tiirk sana-
tinda, kadim aile igine verlestiren resimsel
gosterim, Sehzade Abdiilmecid ve Osman
Hamdi'yi disarida tutarsak, Cumhuriyet do-
nemine kadar neredeyse yoktur. Sehzade
Abdiilmecidin  “Harem’de Beethoven”,
Osman Hamdi’nin “Iftar’dan Sonra™ (res. 1)
gibi yapitlarindaki aile gosterimini saymaz-
sak Omer Adil’in “Géreve Cagn” (1924)
(kat.1) adli yapit, llber Ortaylynin aktardi-
&1 aile ortamim temsil eden ilk drneklerden
biri sayilabilir. Resimde, kocasi, kayinpede-
11 (ya da babasi) ve kiz1 ile ayn1 masaya otur-

mug, ¢afdas goriniimli genc bir kadmin,

flying in the emerald mountains alongside the fatigue
of the father struggling to nourish his family, of
Turkish brovery, Turkish generosity, Turkish nobility,
relating stage by stage in the appropriate context of
time ond place, our realities, our joys and our
sorrows (Baydur 1938: 6).'7

In the progression from the Constitution to the
Republic, artists presented the ‘woman' in their
works with a new family, if not 2 modern new domi-
cile. From the Tanzimat period until the Republic,
women had been depicted in paintings either alone or
with other women. In modern Turkish art, with the
exception of Prince Abdilmecid and Osman Hamdi,
the representation of women with their families was
practically nonexistent before the Republican period.
Excluding Caliph Abdiilmecid’s “Beethoven in the
Harem" and Osman Hamdi's “After Breaking the
Fast” (ill. 1), Omer Adil's “Call to the Mission" (1924)
(cat. 1) may be one of the first examples of the fami-

kat. cat. 2
1 0sman Hamdi Bey, iftar’dan
S:Elﬂ;. 1886, tuval listiine ' Regarding the Yurt Geziler|
iboya, 57 x 42 cm. £
< Ban kas; ol eksiyun:.l and Exhlb.lltrons. see. Ya_s: Yaman,
Zeynep., “Yurt Gezileri ve
4 O3om Hamds Bey, After Sergileri ya da 'Mektepten
Breaking the Fast, 1886, B IR0 T
oil on canvas, 57 x 42 em., Memiekete Dénug™,
isbank Collection Toplumbilim, 1996, 4., pp. 35-52.

25
OTEKININ VARLIGI: HER RESIM BIR GYKO ANLATIR
EXISTENCE OF THE OTHER: EVERY PAINTING TELLS A STORY




'% Nation Houses: a type of
education-oriented community
center in both urban and rural
areas.
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almacak kararda esit s6z hakks sahibi oldugu
izlenimi verilmektedir. Evin duvarlarinda
yer alan harita ve bir manzara resmi, geng
ve yash erkegin baslarindaki fes, kadinin
oturdugu sandalyenin tarzi, cekirdek bir
Mesrutiyet ailesini tanimlamaktadir. Yagh
adamin arkasindaki haritayr isaret ederek
tartigtig konu, tilkenin énemli bir sorunuy-
la ilgili goriinmekte, bu tartigmada bir yan-
dan dikis dikerken bir yandan da erkekleri
dinleyen kadin ile kizin, gorevin onemini
idrak etmis olduklan anlagilmaktadir. Dede-
sinin sirtina elini koyan gocuk, gelecegin
kadimini simgelemekte ve gelecegin temsi-
linde erkek ¢ocuk yerine devamlili: sagla-
maktadir. Cumbhuriyet’le birlikte, Szellikle
Halkevleri'nin kurulmasim izleyen yillarda
kadinin Anadolulagtinlarak aile iginde er-
kekle yan yana, ayni mekanda, iy yaparken
ve eg kosullarda gosterildigine sikhikla tanik-
lik edilir. Ornegin Namik I[smail ve Bedri
Rahmi Eyuboglu'nun koéylii aileleri, anne,
baba ve cocuktan olusan kiiciik bir aileyi
evde ve chsarida gbstermistir (res. 2, kat. 2).
Bedri Rahmi’nin tarladaki ailesi gibi Nanmuk
Ismail'in ev igindeki ailesi de ii¢ kisilik bir
ailedir. Ev ig¢i diizgiin, aydinhk ve sadedir.
Duvarda asili resim, mahfazali Kur'an ve
bugday demeti, yastigin lizerinde annenin
arkasinda duran kitap, modern, ¢ekirdek bir
koylii ailesine kargihk gelmektedir. Kiz co-
cugunun saclart babasi tarafindan sefkatle
oksanmaktadir, “Gazi Mustafa Kemal Ata-
tiirk Ciftciler Arasinda™ (1929) adh yapitin-
da ise, Ankara bozkirinda olasihkla Atatiirk
Orman Cifthig arazisinde Atattirk'{in éncli-
liik ettisi dogrultuda zoru basaracaklan an-
lagilan ¢iftgi ailesi arasinda kadin da gocu-
guyla birlikte yerini almistir (res. 3). Salih
Uralli’'min “Hasat” (1940) adh yapitinda ka-
din ve erkek omuz omuza tarlada cahgmak-
ta (kat. 3), Halil Dikmen’in “Portakal Bah-

ly representation which is written about by llber
Ortayh. In this painting, a contemporary-looking
young woman is seated with her husband, her father-
in-law (or perhaps her father) and her daughter at the
same table, and gives the impression of a person who
is treated with equality and the right to participate in
the making of decisions. The landscape and map on
the walls, the fez worn by the young and old men and
the woman's pose, seated in a chair, define a nuclear
family of the Mesrutiyet/Constitution era. The subject
under discussion by the elderly gentleman pointing to
the map appears to be one of national importance,
and the woman and her daughter, who are following
the conversation while sewing, appear to be fully
aware of the weight of their responsibilities. The child
with her hand on her grandfather’s back represents
the woman of the future, representing the continuity
of the future in the place of a male child.

With the establishment of the Republic, especially
in the years after the foundation of the Halkevleri,'
we witness women in an ‘Anatolianized’ situation in
the family, side by side with the men, in the same
milieu, working together under conditions of equal-
ity. For example, the small village families of Namik
Ismail and Bedri Rahmi Eyliboglu consisting of moth-
er, father and child are depicted at home or out of
doors (ill. 2, cat. 2). Bedri Rahmi's family in the fields
as well as Namik Ismail’s family indoors each con-
sists of three members. The interior of the house is
tidy, bright and simple. The picture on the wall, the
Quran in its case and the sheaf of wheat, along with
the book resting on a cushion behind the mother,
combine to represent a modern nuclear village fam-
ily. The father affectionately strokes his daughter’s
hair. In his work, “Gazi Mustafa Kemal Atatiirk
Among the Farmers” (1929), we see mother and
child assuming their places in the farmer’s family,
probably at the Atatiirk Forest Farm on the Ankara
plain, ready to take on their challenging responsibil-
ities under the leadership of Atatiirk (ill. 3). In Salih
Uralli's work, “Harvest” (1940), man and woman are

working side by side in the fields (cat. 3) and in Halil




kat. cat. 2

kat. cat.3

2 Namik ismall, Kéylii Aite, tuval
listiine yagliboya, B9 x 71 cm.,
Ozel Koleksiyon

2 Namik Ismail, Peasant Family,
oil on canvas, 89 X 71 cm.,
Private Collection

3 Namuk ismail, Gazi Mustafa
Kemal Atatiirk Ciftgiler
Arasinda, 1929, tuval (istiine

yagliboya, 475 X 500 cm,,
T.C. Ziraat Bankas!

Koleksiyonu

3 Namik Ismail, Ghazi Mustafa
Kemal Atatiirf Among the
Farmers, 1929, oll on canvas,
475 X 500 cm., T.C. Ziraat Bank
Collection
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cesi'nde (kat. 4) hep birlikte meyve topla-
maktadirlar. Turgut Zaim Y &riikler Kéya™,
“Koyli Kadin ve Kizi™ gibi bir dizi kéyli re-
simlerinde (kat. 5, kat. 6) Anadolu mekanla-
nni ve kadinlarim iilkiisellestirir. O da Os-
man Hamdi’nin Osmanh gelenegi ve kiiltii-
rii icin yaptif1 gosterime benzer bir yakla-
simla, Anadolu kéylerini, kadinlarim, ¢ocuk-
larm, giysilerini, tepsi, sini, kagik vb. etnolo-
jik malzemelerini gizellestirip segerek kur-
guladigi mekinlarda, Tark koyliistint, mut-
laka bir kiz gocuga sahip ve en fazla ii¢ ¢o-
cuklu tlkiisellestirilmis temiz, glizel, sik aile-

ler ve kadinlar olarak gosterir.

Kadin: Ask, sanat ve yaraticilik

Dikmen's “Orange Grove” they are all harvesting
the fruit together (cat. 4). In Turgut Zaim's series
that includes “Nomad Village” and "Village Woman
and her Daughter” (cat. 5, cat. 6), both the
Anatolian scenery and the women are idealized.
With an approach similar to that of Osman Hamdi in
his representation of Ottoman tradition and culture,
Zaim utilizes the Anatolian villages, women, chil-
dren, their clothing and a host of ethnological props,
such as their large round trays and wooden spoons,
to establish a tableau in which he portrays idealized
and sterilized beautiful, chic Turkish village women
with families of no more than three children, one of
whom is a daughter.

Ask kadinin eseridir: Kéylil severken miistakbel Tiirk nesillerine istihsal ordular yetigtirecek

bir sevgi ile sever.

Woman: Love, art and creativity

Love is the opus of women: The villager loves with a passion that will ultimately educate
the productive armies of future generations of Turks.

Cumbhuriyet ve inkilap, Jontirk modernles-
mesini Anadolu’ya tastyarak tarim toplumunu
déntistiirmeyi, kadmlarn egitimini, gériinii-
miinii, toplum i¢indeki konumunu degistir-
meyi énemsedi (Hobsbawm 2001: 285).
Cumbhuriyet anlayist ve devrim ideolojisi,
Tanzimat'la birlikte ‘mecelle’ ortaya ¢ikinca-
ya kadar kadmlarn esir yagamn siirdiigtin,
‘kagik diigman’ ve ‘bact’ sifatlaryla amldikla-
rn1, haremde &miir tikettklerini, sevilme-
diklerini, kapikulu agkinin tiikenmis ve ¢iiriik
bir agk oldugunu savlayarak koylii Tiirk aski-

m yiceltmistir:

The Republic and the revolution placed great impor-
tance on carrying the *Young Turk’ modernization
to Anatolia in order to transform the agricultural
society, women's education, their appearance and
their role in society (Hobsbawm 2001: 285).
Republican thought and revolutionary ideology
glorified the love of the village Turks, proclaiming
that until the changes in the ‘mecelle’, civil code of
the Tanzimat, women had lived their lives as slaves,
addressed in demeaning terms, spending their lives
unloved in harems, and that the former master-slave
relationship was a decadent love that had finally

come to an end:

kat. cat. 4 ayrint detail —







¥ Sultan of the Roman Lands.

2 fetihat and Terakki (CUP):
Committee of Union and
Progress.
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Halbuki koylii Tiirk, temiz ve velut agklanm
yasiyordin. Kaptkulunun agki, onun
iktisadiyatinda gorecedimiz vechile, tam bir
miistehlik ask idi. O agkt yasayanlar, kendi
kendilerini tilketmekten ve nesillering
ciiriitmekten bagka bir eins vazifesi
yapmazlardi; bedeni bir tiikenime ve bedeni
bir inhilal (dagilma), sonra bununla birlikte
manevi ve ahlaki bir siikit ve inhilal!
Kayliiniin, Tiirk askina gelince, o miistahsil
hir askti: Koylii severken, miistakbel Tiirk
nesillerine istihsal ordular yetistirecek bir sevgi
ile severdi. Kaptkulu kendi kendini giiriitiir,
Tiirk kendi kendini yaratmaya caligird:!
(Birgen'den aktaran Arkan 1997: 145).

Megrutiyet devirleri baglarken ‘inkilip yap-
uk’ diye sevinilmesine kargin aym sistem ve
zihniyetin korundufunu belirten Birgen,
Tanin ve Ziya Goékalp gevresinde, tam olus-
manug, yart bilingli bir ‘Anadolu’ya ve
Tiirk’e dogru’ fikrinin yayilmig olmakla bir-
likte Tanzimat ruhunun strdiigiing, yiizyil-
lardur *Sultan-1 iklim-1 Rum’ olmak filkiisiiy-
le yasanus sultanlar ve onlarin gevresindekiler
gibi Ittihat ve Terakki’nin de biitiin imar et-
kinliklerini Rumeli’ye yonlendirdigini dile
getirmektedir (Arikan 1997: 175). Ona gore
Osmanl devleti Tiirklesmeye cesaretr ede-
memis, Ziya Gokalp bile bir yandan Tiirk’a
severken bir yandan da ‘Osmanh mefkire-
si'nden kurtulamamusn. Tirk’d ve Anado-
lu'yu diisiinmek Cumbhuriyet’e kalnust. Bu
da Osmanli’min reddi ve Istanbul'un terkiyle
olasi goriinmekteydi.

1. Mesrutiyet'in ilamyla biyiik kentlerde
‘Avrupai’ davranmak isteyen, giyim kugam
ahiskanliklanim degistirerek agilan kentli bur-
juva kadinlan gelenekgi, tutucu giiglerin tep-
kisiyle karsilasmuglardir. “Avrupai’ligin kentin
belli kesimindeki kadinlari ilgilendirmesi,

‘esitlik, Ozgtirlegme’ istegi ve savasiminda co-

However, the village Turks continued to experience
their decent and productive love. The love of

the kapikulu was an obscene love, as evidenced in
its economic aspect. Those who practiced it
accomplished no more than their own exhaustion
and the destruction of their generation; physical
exhaustion and disintegration was followed by
spiritual and moral exhaustion and disillusion. But the
villager's love — ah, that was a fecund love that
would naurish the productive armies of future
generations of Turks. The kapikulu would ultimately
destroy himself, whereas the Turk was working

to create himselfl (Arikan 1997: 145).

Birgen maintains that in spite of rejoicing over
their reforms at the beginning of the Mesrutiyet
Period, the same system and mentality remained in
place; surrounding Tanin and Ziya Gokalp was an
immature and half-formed notion of a movement
toward ‘Anatolia and the Turk’ that was wide-
spread but still dominated by the spirit of a
Tanzimat Period based on the ideals of “Sultan-i
iklim-i Rum’,'® one that focused, like the Ittihat ve
Terakki,”® on the development of Rumeli (Arikan
1997: 175). According to him, the Ottoman nation
did not have the courage to Turkify itself, and even
Ziya Gékalp, while proclaiming to love the Turk,
was unable to free himself from the Ottoman ideal.
It remained to the Republic to focus on the Turk
and on Anatolia. And it appeared that this could
only be accomplished by rejecting the Ottoman and
abandoning Istanbul.

With the proclamation of the Second
Constitution, the urban bourgeois women of the
major cities who wished to behave in 2 ‘European’
manner and change their habitual veiled style of
dress found themselves faced with a powerful reac-
tion by the traditional and conservative forces. In
the face of the interest of the women of certain seg-
ments of society in the ‘European’ and their desire
for equality and freedom versus the lack of support
of the majority in this struggle, the Young Turks




|

gunlugun desteginin saglanamamasi gercedi-
nin ayriminda olan Jén Tiirkler ‘yeni kadin’
imgesini topluma mal edebilmek i¢in bazi ka-
din derneklerini bizzat kurdurmuslardir.
Kenth aydin kadinlar arasinda 6gretmen, me-
mur, yazar, TOImMarnci, §air ve ressam sayisl za-
man iginde cogalmigtir (Glizel 1985: 872).

Halil Paga'nm “Reesim Yapan Kiz™1 (kat, 7),
Avni Lifij’in kadim esin perisi olarak goster-
digi “Atelye” (kat. 8) adl yapiti bu gosteri-
min ornekleri arasinda sayilabilir. Ama daha
da onemlisi bu dénemde Miifide Kadri, Mih-
o Miisfik, Melek Celil Sofu, Giizin Duran
gibi kadmn sanatcilar yetigmistir.

Cumburiyet déneminde artan kadin sayisi-
na kosur olarak CHP, diizenledigi yurt gezile-
r1 kapsaminda Sabiha Bozcali'yi Zonguldak’a,
Melahat Ekinei’yvi Aydin’a, Refia Erden’i Or-
du’yva gonderivordu. Eskiden ozellikle cigek
resmi yapan ve digant pek ¢ikmayan, ‘kadin
ressam’ anlayis,, Cumhuriyet’le birlikte degis-
mekteydi. Malik Aksel bu durumu;

Eski Osmanlt Ressamlar Cemniyeti
Mecmuast'nin on sekizing sayfasinda kadin
ressamlar igin sayle bir ciimle var: ‘Cigek
restile megseul olmatk, zarafet iginde yagamak
demektir. Giizellige giizellik katmak...bu san
kadinligindir. Saniyen ressam, salonunda,
bahgesinde ahsir. Herhalde zavallr peyizajisi-
lerin bir y1$n yiikle gektikleri mezahime, giines
vurmalanna, sofuk almalarina, yagmur ve
karda kalmalanna mariz kalmaz, bu exiyetler
0 nazik viicutlar igin cidden naldyik ve
haramdu," diyen eski zihniyete, Cumhuriyet'in
aeng kadn vessarmi, Karabiik fabrikasinda
sahmerdanlar dniinde vesim yapmakla, ugsuz
bucaksiz yerlerde bir kahraman gibi calsmakla
resmi bir siis gibi gosteren teldkkiye ne giizel
cevap veriyor (Aksel 1942: 11).

sozleriyle agiklarmgtir.

established women's associations for the purpose of
establishing the image of the ‘new woman’. Among
glite urban women, the number of teachers, civil
servants, writers, novelists, poets and painters grad-
ually increased (Guizel 1985: 872).

Halil Paga's “Girl Painting” (cat. 7) and Awni Lifij's
depiction of a woman as his muse in “Studio” (cat. 8)
can be included among the examples of this move-
ment. But of even greater importance during this
period was the growth and development of educat-
ed female artists such as Miifide Kadri, Mihri Misfik,
Melek Celal Sofu and Giizin Duran.

Parallel to the increasing numbers of women during
the Republican period, the CHP, within the frame-
work of its “Yurt Gezileri’ project, sent Sabiha Bozcali to
Zonguldak, Melahat Ekinci to Aydin, Refia Erden to
Ordu. The perception of the previous ‘female artist’
who stayed at home and painted flower arrangements
was changing with the Republic. Malik Aksel describes
this situation:

In an old issue of the “Ottoman Painting Society
Magazine,” on page 18, there is a sentence about
women artists: “Occupation with paintings of flowers
is the equivalent of elegant living. To add beauty to
beauty... this is the glory of femininity. The gentle
painter of the second degree works in her salon or
her garden. She is not subjected to the heavy loads
that burden the landscape artist, the sunstrole or
the chills, the snow or the rain; such torture is
neither fitting nor permitted for those delicate
constitutions.” What a wonderful response to this
interpretation portraying her as little more than a
formal decaration is the young female artist of the
Republic, warking heroically in locations far and wide,
painting in the factories of Karabuk, surrounded by
heavy machinery! (Aksel 1942:11).

The difference in the transformation that took place
during the Republic can be described as becoming
more ‘genuing’, in moving from ‘hopes' and dreams to
action. In a caricature published in the weekly Kalem
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Cumhuriyet devrimlerinin fark: ‘sahici® ol-
mast, ‘diis'ten eyleme gecmesiyle agiklanabilir-
di. 1908’de haftalik Kalem dergisinde “Gelece-
gin Tiirkiyesi” baghg ile yayimlanan bir kari-
katiirde (res. 4), ‘fiitiirizm’in biitiin séylemini
ozetleyen viiksek binalar, hizla ve farkli yon-

lerde ilerleyen tramvay, otobiis, otomobiller,
kosusturan insanlar, ucan araglar, zeplinler,
bunlar igin yerden olduk¢a yiiksekte konum-
landirlmis ulasim ve pelis istasyonlan, kent
isiklandiran yanardénerler ve daha neler neler
arasinda en ilginci resmin merkezine yerlesti-
rilen ugan aracin kullarucisinin gargafh bir ka-
din olmasidir. Yesim Arat’a gore karikatiirdeki
Gngorii Atatiirk’tin manevi kizi Sabiha Gok-
¢en'in Tiirkiye’deki ilk kadmn pilot clmasiyla
fiili bir gercege doniigmiigti ve 1908’lerin bu
dngortsi Cumhuriyet’in ilk yirmi otuz yihn-
da filli ve mecazi anlamda bir ger¢ek haline
gelmigti. ‘Muasirlasma’, liberal demokratik, li-
beral bir batuli toplumsal model yaratmak ola-
rak anlagldigainda Gokgen, bu yeni, cesur, er-
kekle ayni 151 yapabilen, galiskan, toplum igin-

¢4 “Gelecegin Tiirkiyesi” Kalem,
Aralik 1908

4 “The Turkey of the Future”,
Kalem, December 1908

in 1908 under the heading, “The Turkey of the
Future" (ill. 4), where the characteristics of futurism’
consisted of tall buildings, trams, buses and automo-
biles moving rapidly in different directions, rushing
crowds, zeppelins and other airborne vehicles, trans-
portation centers and police stations positioned in
high places in order to access these vehicles, brilliant
city lights and a multitude of other novelties, the most
interesting spectacle is the veiled woman at the wheel
of the flying machine in the center of the picture.
According to Yesim Arat, the caricature foresaw
Ataturk’s spiritual daughter Sabiha Gokgen as
Turkey's first female pilot, and the prescience of
those years was a prediction of the literal and figura-
tive reality to come In the ensuing twenty to thirty
years. With the concept of ‘becoming contemporary’
equivalent to the creation of a liberal, democratic,
Western model for society, Gokgen became an
important image of the dynamic, hardworking, brave
new woman capable of doing a man's work and taking

her due place within the society, symbolizing the
modernization of Turkey (Arat 2005: 84-86).
Do not think that you can only see this woman in




deki yerini alnug, etkin kadmla temsil edilen
Turkiye modernlesmesini simgeleyen dneml
bir imgeye dontigmustiir (Arat 2005: 84-86).

Demeyiniz ki, bu kadim yalmz Istanbul,
Ankara ve Lzmir gibi bir iki biiyiik gehrimizde
gorebilirsiniz. Oyle degil. Bu yeni kadn,
Tiirkiye'nin her yerinde yagiyor. Ona her
kasabamizda tesadiif ediyoruz. O, hayatin
tabii nesesini yaratan bir sanatkdrdir, Her
sanatkdr gibi Tiirk cemiyetini kend eserile
besleyecek, her kose bucakiaki Tiirk kadom
da kendisine uyduracaketir,

Tiirk inkaldb:, briyiik sanatkdrnm yetigtirdi,
O da bir Tiirk kadw, ‘his ve fikir' biinyesi
yarattt. Bu kadin asrin felsefesine de hakim.
Biz, bu kadmin biiyiik agklannt bekleyelim.
O zaman, Tiirkiyemizde begert, ‘hiimen,
sanatkdrlar, edipler, sairler, dlimler ve dahiler’
yetiseceketir.

bigiminde {lkiisellestirilen Tiirk kadim yeni
aile ve yasam biriminin temelim olusturuyor-
du (Pelister 1938: 56).

‘Modern kadin’, toplumda etkin bir birey
olarak gosterildigi i¢in, drnegin ‘dekorasyon’
onerileri yapan bir dergide, daha bastan, ka-
din mekim olarak tamtilan mutfak yazisindan
dolayr kadinlardan éziir dilemiyordu:

Mutfak, bir ev kadinin salonu demektir.

Bu tabirden kadmn okuywculannizm
giicenmenmelerini rica ederiz. Bir ev kadimn
mevkii ictimaisi ne kadar mithim ve yiiksek
olursa olsun evinin mutfag: ile alakas: vardir.
(Anonim 1933: 3).

Cumbhuriyet’in geng kadin nesli, geng erkek
nesline benzemiyordu. Geng erkek babasinim
degilse de agabeyinin diisiince ve duygulanimi
paylasiyordu, ama kadin ne anasimin ne ablasi-
nin devanu olarak goriliiyordu. Pelister’e gb-

the big cities like Istanbul, Ankara or lzmir. That is
not the case at all. This new woman lives in every
corner of Turkey. We can encounter her in every
small town. She is an artist who creates the joy
of life. Like every artist, she will nourish Turkish
society with her own work, and inspire Turkish
women in every carner of the country to be like her.
The Turkish reform has created its great artist.
That is the emotional and intellectual constitution
of the Turkish woman. This woman is a master
of the philosophy of the age. Let us expect great
loves of her. Then we can expect the development
in our Turkish homeland of humane artists, authors,

wormen of science and letters and genius

Thus the idealized Turkish woman formed the foun-
dation of the new family unit (Pelister 1938: 56).

In a magazine article making recommendations on
home décor, an apology was made in advance for an
article indicating that the kitchen was the domain of
the modern and dynamic woman of the Turkish
Republic:

The kitchen is the ‘salon’ of the housewife. We beg
our women readers not to take exception to this
expression. No matter how high or important a level
she has achieved, she still remains involved with con-
cerns of the kitchen (Anonymous 1933: 3).

The young generation of women of the Republic
were unlike the young generation of men. The
young man might share the beliefs and feelings of his
older brother, if not his father, but the young
woman was the continuation of neither her mother
nor her older sister. According to Pelister (1929:
53-57), the young man had a voice in the revolution,
he knew the philosophy of the era, its literature,
science and technology, and dreamed of a modern
Turkish society. It was, after all, the male genera-
tion who had accomplished this revolution. But
there was no such female generation, ergo it was

necessary to create one. The project of “creating a
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re (1929: 53-37), geng erkegin bir devrim
soylemi vardi, cagin felsefesini, edebiyating,
bilim ve teknigini biliyor ve modern bir Tiirk
toplumu diiglityordu. Iste devrimleri de bu er-
kek nesli yapnusti. Ama Tiirkiye'de boyle bir
kadin kusafn yoktu, oyleyse yaraulmaliydi.
Devrimle ‘yeni bir kadin yaratma’ projesi, bu
kadinm nasil olacag

Kadin, ne eski kadin gibi cinsinin disisidir, ne
de erkeklesmistir... Kadmn tabii varhgi, gonlii
ile diisiinmelktir. Iste cinsi cazibe de bundan
bagka bir sey degildir

sozleriyle tariflenmis, onun akil ve duyguyu
birlestiren, egitimli, seven, iyi bir aile bireyi ve
anne olmast ile de soylemlestirilmigtir.

Yakup Kadri Karaosmanoglunun Ankara
(1934) romam, Cumhuriyet’in kadna tamdi-
&1 Szgirliifli gostermesi agisindan ilgingtir.
Bir Mesrutiyet kizi olan ve evleninceye kadar
neredeyse Istanbul'dan hig ¢tkmamig Selma
Hanim, Banka Muamelat Sefi Ahmet Nazif
Bey'in kanis1 olarak “Tiirk milletinin kalbinin
atug” Ankara'ya gelir, kale gevresinde kiralik
bir eve yerlesir. Sanki vatan yalmzca Istan-
bul’mus gibi hep Istanbul hasreti icinde olan
Selma Hamim, ruhunun milli muvazenesini
bulmaya geldigi Ankara’da o dengeyi bir tiir-
lii bulamaz. 1921°de Biiyitk Taarruz'dan 6n-
ce Selma Hamm, Eskisehir Askeri Hastane-
si'nde hastabakicibik yaparak Kurtulug Sava-
s'na katki saglamak ister. Nazif'ten uzaklas-
tik¢a Ankara’ya, Ankara'min ifade ettigi malli
manaya baghhig artmaktadir,

Bu olaydan {i¢ yal sonra, Selma Hamim Ye-
nisehir’de, yenti bir evde (bu kiibik bir evdir)
yeni kocasinin yambaginda uyamyordu. Nazif
Bey Selma'y: sevmekten, onun arzularini ye-
rine getirmekten bir an geri durmanusti. Bu-
nunla birlikte Selma Hamm Nazif Bey'den

ayrilnug, miralay riitbesiyle ve gogsiinde kizil

new woman” that the revolutionary era embraced,
the ideal of an educated, loving good mother and
family member who combines intelligence and emo-
tion is described thus:

A woman neither like the former female of the
species, nor a masculinized version... the true nature
of the woman thinking with her heart... it is in this
that her charm lies.

The novel by Yakup Kadri Karaosmanoglu Ankara
(1934) is interesting from the viewpoint of the free-
dom granted to the woman of the Republic, which
idealized her passions. Selma Hanim, a young woman
of the Mesrutiyet/ Constitution who had never even
left Istanbul before her marriage, comes to Ankara,
“where the heart of the Turkish nation beats,” as
the bride of Ahmet Nazif Bey, the director of com-
mercial transactions of a bank, and settles into a
rented house near the fortress. As if the country
consisted only of Istanbul, Selma Hanim lives in a
constant state of nostalgia for that city, and fails to
find the sense of national equilibrium that she has
come to Ankara to seel. In 1921, just before the
Great Offensive, Selma Hamim decides to participate
in the National War of Independence by servingasa
nurse at the military hospital in Eskisehir. In the
course of her separation from Nazif, her devotion
to Ankara and the feelings of nationalism that
Ankara represents increase.

Three years later, Selma Hanim is awakening in
her new home (it is a cubic house) next to her new
husband. Nazif Bey never ceased loving Selma, nor
did he ever stop trying to satisfy her every desire.
But in spite of this, Selma Hanim has separated from
Nazif bey and married Hakk Bey, a retired colonel
who wears on his chest the ribbons of his rank and
the red-ribboned Medal of Independence who is also
Chairman of the Board. In spite of their wealth,
Selma Hanim chooses to work, because to her, free-

dom as a woman means that a woman should not be

subject to a man, should expect nothing from him,




kurdeleli Istiklal madalyasiyla gelen ve daha
sonra .. Sirketi Meclis Reisi olan emekli mi-
ralay Hakki Bey’le evlenmisti. Varhkl yasa-
mina karan ¢aligmak isteyen Selma Hamim
icin kadinmin hiirmyet: demek, kadimin higbir
hususta erkeine muhta¢ olmamasi, ondan bir
sey beklememesi, ona tibi bulunmamas: de-
mekti. Bu litksten, kendini asalak gibi hisset-
mekten kurtulmak istiyordu ve ikinei evliligi
de bunalima girmisti. .. Kendi hissettikleri bir
yana ii¢ dort yil dncesine kadar Avrupali diig-
mam olan Hakk: Bey de birdenbire degismis,
ecnebi bir hamimla ‘flire baslanmsti. Selma
Hamm, Hakk: Bey'den de aynlmaya karar
verdiginde gerekgesi suydu: Diinyamin en
canh istihsal unsuru olan koyli kadinlanni,
diinyamn en tutumlu, iradeli ev kadinlan
olan Ankara’min yerli hamimlanini bir tarafa
biraknginda kendini ézgiirliigiint kullanama-
van, yararsiz bir kadin olarak gériiyor, sosyal
hayatta gercekten de erkekle aym konumda
olmay istiyordu.

Ve boylece iigtincii kocas: bir yazar olan
Neset Sabit’le Kaledibi'nin Cebeci'ye bakan
yamacinda, sabahtan aksama giines icinde ge-
nig taragali bir apartmanda oturmaya baslad:.

Uc evliligi ile romanim bas kahramam olan
cocuksuz Selma Hamum, Ankara’da asaf yu-
kan bu serginin tiim temalarim duyumsatacak
bir devrim atmosferinde kadmin Mesruti-
yet'ten Cumhuriyet’e de@igen goriintiisini
veritken Cumbhuriyet'in kadin anlayigindaki
‘kentli’ ve ‘koylu® imgelerinin kendi i¢indeki
celigkilerini de gbriinir kilmg, 6te yandan
Selma Hamim'in agklan, Yakup Kadri’nin An-
kara romanimn yaratilmasina esin kaynag ol-
mugtu. Cumhuriyet devrimlerinin erkek ide-
ologlar1 yeni ‘kadin’y yaratirken epey diisiin-
mek ve bunalmak zorunda kaliyordu."

and should not be dependent on him. She wants to
be free of the feeling of being a parasite in this lux-
urious life, and now her second marriage is also in a
state of disarray. Apart from her own personal feel-
ings, Haklki Bey, who was until three or four years
ago an enemy of Europeans, has begun a ‘flirtation’
with a foreign woman. When Selma Hanim decided
to separate from Hakki bey, her reasoning was thus:
leaving aside the village women, the world's liveliest
examples of productivity, the world’s thriftiest and
most strong-willed housewives, these native women
of Ankara, she saw herself as a useless woman who
was unable to benefit from her own freedom, and
wanted to be able to function at the same level as
men in society.

Together with her third husband, Neset Sabit, a
writer, she begins to live in an apartment on the hill-
side of Kaledibi facing Cebeci, in an apartment with
a wide terrace that is filled with sunshine from
morning to night.

While portraying the thrice-married childless
heroine of the novel in the changing situation for
women between the Mesrutiyet/Constitution and the
Republic, touching every possible theme of Ankara's
revolutionary atmosphere, the paradoxes of the
‘city’ and ‘country’ images of women of the Republic
become apparent; at the same time the passions of
Selma Hamim become the inspiration for Yakup
Kadri's Ankara novel. While the male ideologists of
the Republic were busy creating the ‘new woman,’
they must also have experienced a great deal of

worry and even depression.*'

" Kadro dergisinin bag
yazarlanndan olan Yakup Kadr
Karaosmanoglunun kadina
tamdi bu ayncalikh kenum,
kisa siirede {ig kez evlenen
kadimin arayiglarint hakh kilan
bu erkek bakigi, kadm
degtirlestirmedek bu tilkiisel
tutum yine de toplumsal
kabullerle drtusmeyen aynka
ve tekil bir yaklasindir, Ote
vandan romanda Selma
Hanim'in kocalannm meslekleri
(bankac, subay, yazar),
evlilikler1 boyunca oturduklar
semtler (Ulus-Kale civar,
Yenigehir, Cebeci) ve evler (eski
bir Ankara evi, Yenisehir'de
kiibik bir ev, Cebeci'de genis
terash, bol giinesh, aydmlik bir
apartman kat) de Megrutiyet'ten
Cumuhuriyet'e gecisin
soylemlerini ve simgelerini
barindirir,

U n this privileged situation
allowed to women expressed by
Yakup Kadri Karaosmanoglu,
one of the lead writers for
Kadro magazine, the viewpoint
of a male who approved the
three consecutive marriages of a
woman within a short peried of
time was a racher singular and
contrary one in the framework
of the accepted social behavior
of the time. At the same time,
the professions of Selma’s
huskands (banker, officer,
author), the locations where she
lived during her marriages (Ulus,
the fortress area, Yenisehir,
Cebeci) and the residences (an
old Ankara home, a cubic home
in Yenigehir, and a bright sunny
terraced apartment in Cebeci)
are inclusive of the features and
symbols of the transition from
the Megrutiyet to the Republic.
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Kadin savasir, gelecegi kurar: Egitim-6gretim ve genclik onun omuzlarinda yiikselir
Hafizanin aydnliginda uzak mazinin sereflerini hatirlatmak ya da Anadolu’da varolmak

The woman struggles, establishes the future: Education and youth rise on her shoulders
Keeping alive the memory of the honor of the long-gone past, or, existence in Anatolia

Haremdeki kadinin cocuklariyla, onlann egi-
timiyle ilgilendigi, Kur'an, gazete, edebi eser-
ler, ozellikle tarih kitaplan okudugu bilin-
mektedir. Okuyarak bilgilenen kadinlar,
Cumbhuriyet dénemi resmini de etkileyen
éneml bir konu dagaraiga olugturmustur. Bu
sirecte kentli ya da karsal kesimden kadm,
¢ogu kez erkekle yan yana ya da bir aile bir-
ligi icinde ve en azindan okuma yazma bilen
egitimli kisiler olarak ele alinnustir.

|

II. Abdiilhamid déneminde, dzellikle askerlik
ve egitim sistemlerinde modernlesme olarak
anlasilan ‘batihlagma’, Hukuk Mektebi, Sana-
yi-i Nefise Mektebi, Miilkiye, Mihendis
Mektepleri vd. yiiksek égrenim kurumlaninda
bilgili bir kusagin eZitilmesine yol acti.
1842°de Avrupah ebe kadinlann Tibbiye'de
verdikleri kurslarla baslayan kadinin egitimi ve
meslek edindirme cabalan 1858’de ilk kiz riis-
tiyelerinin, 1869'da sanayi okullarmn,
1860'larda kiz 6gretmen okullarmin, 1875°te
Amerikan Kiz Kolepi'nin agilmastyla stirmiis,
bu kurumlarin arasinda, kadin sanatgilann ye-
tisrigi Inas Sanayi-i Nefise Mekteb-i Alisi de
yer almisur. Nitekim, Omer Adil'in “Kizlar
Atblyesi” adh yapitnda (res. 5) da yine cagdag-
lasma yolundaki toplumun kadnlanyla yakin-
dan ilgili bir konu ele almmusor. Kizlar,
1914’te acilan Inas Sanayi-i Nefise Mektebi
Alisi'ndeki atdlye caligmalarinin gosterildigi re-
simde sanatsal bir etkinlik icindeditler ve do-

nemin romantik sanat anlayigim atolyenin du-

It is common knowledge that the woman in the
harem occupied herself with her children and their
education, that she read the Quran, newspapers,
works of literature and particularly history books.
Women who educated themselves by reading pro-
vided an important source of subject matter, influ-
encing the painting of the Republican period. In this
development, the woman of the city or of the coun-
tryside was portrayed in most cases alongside men
or within a family gathering as an educated person

who, at the very least, was literate.

I

During the reign of Abdiilhamit Il, the westerniza-
tion that was understood to be a part of the mod-
ernization of the military and the education system
led to the education of an informed generation in
the School of Law, the School of Fine Arts, the
School of Political Science, Schools of Engineering
and other institutions of higher learning. Efforts
towards the provision of professions and education
for women that began in 1842 with courses given at
the School of Medicine by European midwives con-
tinued with the first girl’s high school in 1858, with
trade schools in 1869, with girls’ teacher training
schools in the 1860s, and the foundation of the
American College for Girls in 1875; among these
institutions was the Inas Sanayi-i Nefise Mektebi
[Women’s School of Fine Arts], which educated
fernale artists. In Omer Adil's painting of the “Girls'
Studio” (ill. 5), he takes up a topic of interest to the
women of the society. The girls in this painting of a
studio at the Inas Sanayi-i Nefise Mektebi Alisi that
opened in 1914 are engaged in artistic activities, and

the romantic tendencies of the art of the period are




5 Omer Adil, Krzlar Atélyesi,

81x118 cm., M
Resim ve Heylel
Koleksiyonu

tuval iistiine ya%ly

boya,
Sﬂylstanbul

Miizesi

5 Omer Adil, The Girls’ Studio,
oil on canvas, 81 x 118 cm.,

MSFAU istanbul Museum
of Painting and Sculpture
Collection
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6 Diirriisehvar Sultan laéyli
giysileriyle. Resimli Ay,
Subat 1922

& Diirrligehvar Sultan in villager
costume. Resimli Ay,
February 1922
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varlarindaki manzaralara yansitmglardir. Bagla-

n ortiilii, i onlitklii kiz 6grenciler, portre ve
¢iplak torsolardan galigmalar yapmaktadurlar.

Istanbul, Selanik gibi biyiik kentlerle simr-
It kalan bu gabalar, bu kentlerdeki byiik bir
kadin kitlesini etkilemig, Avrupa tarzi giyim
kusam ve yasam dzlemleri boylece yerlesme-
ye baslamugtir. Sehzade Abdiilmecid’in “Diir-
riisehvar Sultan™, elinde kitabi, omuzlarina
dékiilen uzun kumral saclan ve modern giyi-
mi ile daha ¢ok Avrupali bir &grenci gibidir
(kat. 10). Bu dénemde egitim alan kiz ¢ocuk-
larin sayis1 artinug, kadin ¢alisma yaganuna gir-
mis, bu gelisim Cumhuriyet 6gretiminde ve
biirokrasisinde kadinin roliinii etkinlestirmis-
tir (Giizel 1985: 858).

19. yiizyildan beri yavas ve thmli bir bicim-
de siiren Ozgiirlesme streci, 23 Temmuz
1908'de Mesrutiyet’in ilaniyla kentli kadinin
yasaminda yeni bir donem baglatgtir. IL
Mesrutivet Selanik’te ilan edildiginde, o gii-
niin amsina basilan ilk kartpostallarda elinde

reflected in the landscapes on the walls of the stu-
dio. Turbaned and aproned female students are
working on portraits and studies of nude torsos.

Although these efforts were limited to major cities
like Istanbul and Thessalonica, they influenced large
numbers of women in these cities, marking the
beginning of a desire for European style clothing,
fashion and life-style. In Prince Abdtilmecid's painting,
“Diirriigehvar Sultan,” we see a young woman with
long brown hair tumbling to her shoulders wearing
modern dress, who looks more like a European stu-
dent (cat. 10). The number of female children obtain-
ing an education increased during this period;
women entered the work force and this develop-
ment influenced the role of women in education and
in the bureaucracy of the Republic (Giizel 1085: 858).

The march toward freedom that had progressed
slowly and moderately since the nineteenth century
suddenly instituted a new phase for urban women on
July 23, 1908 with the proclamation of the Mesrutiyet.
When the Second Mesrutiyet was proclaimed in
Thessalonica, the first postcards printed in honor of
the occasion contained the figure of a young girl sym-
bolizing ‘liberty' carrying 2 Turkish flag in her hand
and wearing a star-and-crescent band draped from
her shoulder and tied at her waist (Ortayh |985:
958) (ill. 7). Reaction by Ottoman women against
their exclusion from the life of the society had begun
in the second half of the nineteenth century.
Educated and elite women of the Second Mesrutiyet
formed various ‘feminist’ associations with the aim of
changing the status of women. A government decree
in 1917 placed marriage within a legal construct, giv-
ing women the right to divorce, as well as the right
to make a decision in the event of polygamy.

Young Turks and privileged Ottomans who had
been educated in Europe or had been assigned there
in various capacities, who believed in Europeanization
and who were acquainted with European women,
wanted their wives and daughters to appear European
as well. Although his marriage was of short duration,
on January 20, 1923, Atatiirk married Latife Hamim, a




cuttugu Tiirk bayragn ve omzundan gecirerek
beline doladifi ayyildizh seritle ‘hiirriyet’i
simgeleyen de bir genc kiz figliriidiir (Ortay-
L 1985: 958) (res. 11). Osmanl toplumunda
kadinlarin toplum yasamu disinda tutulmalan-
na kars tepkiler 19, yilizyihn ikinci yarisinda
baslar. II. Megrutyer déneminde aydin ka-
dinlar, kadimn statiistintin degistirilmesi ama-
cyla birtakun ‘feminist’ demmekler kurdular.
1917 Kararnamesi, evliligi yasal bir ¢erceveye
baglayarak kadmlara boganma ve ¢ok eslilige
karar verme hakkini camdi.

Avrupa’da egitilen, cesitli gorevler nede-
nivle Avrupa’da bulunan, Avrupalilasmaya
inanan ve Avrupali kadim tanmiyan Jén Tirk-
ler ve Osmanh seckinleni kendi eslerine ve
kizlanna da Avrupal bir gdriiniim vermeyi
istemiglerdir. Evlilifi uzun siirmemekle bir-
likee Atatiirk de 20 Ocak 1923°te, iyl egitim
gormily, yeni Tlirk kadinina 6rnek olabilecek
béyle bir kadin olan Latife Hammm’la evlen-
migti. Sinasi, Namik Kemal, Abdtilhak Ha-
mid, Semseddin Sami, Ahmed Mithad gibi
dénemin aydinlarinin da diisledigi bu tiir ka-
dmlar, egitm alnug, yabanci dil bilen, kitap
okuyan, miizik dinleyen, temsil kabiliyeti
olan, iyi bir ey ve anne olabilecegi umulan
modern kadmlardi.

Tirk resim sanatinda figlir sorununa en diz-
geli yaklasan ve figiirli bir sorunsal olarak res-
me sokan Osman Hamdi, *kadin’a yaklasimun-
da da farkh bir tavir icinde olmugtur. Yapitla-
rinda saray kadinina ya da saraya yakin kadina
iliskin bilgiler ediniriz. Onun resimlerinde ka-
din, cogu kez edilgen degil etken gosterilme-
ye calislmstir, Buradaki kadinlar, oryantalist-
lerin ele aldify egrotik Dogu'nun odalik ka-
dmlanndan farklidir. Kapah va da agik nzam-
larda cogunlukla bir 15 yaparken gisterilmisler-
dir. Bizimle gozgoze gelmezler, iliski kurmaz-
lar, bize ve kargt cnse sunulmazlar. Pisiren,

kotaran, anahk edenin de &tesinde, oku-

well-educated young woman who could be a fitting

model for the new Turkish woman. This type of mod-
ern woman who filled the imaginations of such intel-
lectuals of the period as $inasi, Namik Kemal,
Abdillhak Hamid, Semseddin Sami and Ahmed Midhat
was well educated, knew foreign languages, read
books, listened to music, presented herself well and
hopefully would be a good wife and mother.

Osman Hamdi was the artist with the most sys-
tematic approach to the issue of the figure in
Turkish art, and used the figure as a problematic in
his paintings. He had a similar manner of approach-
ing ‘women’ in his work. In his paintings we learn
something about the woman of the seraglio or the
woman near it. In most of his worlc the woman is
represented as active rather than passive. The
women here are different from the odalisques of

the exotic orient portrayed by the orientalists.

7 Il. Mesrutiyet'in ilanmi amsina
basilan kartpostal, 1908

7 Postcard commemmorating
the announcement of the
Second Mesrutiyet, 1908
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8 Sehzade Abdiilmecid, Haremde
Goethe, 1917, tuval listiine
yagliboya, 132 x 173 cm., Ankara
Devlet Resim ve Heykel Miizesi
Koleksivonu

8 Prince Abdiilmecid, Goethe in
the Harem, 1917, oil on canvas,
132 X 173 cm., Ankara State
Museum of Painting and
Sculpture Collection
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yan/bilgilenen bir kadin tipi ¢izmistir Osman
Hamdi. Hatta kadin ve erkegi aym diizlemde
ele almustir. Erkek gibi. kadin da dig diinyaya,
yeniliklere, bilimsel olana ilgi duymakta, izle-
mektedir. Bu gériinti, resim yapmak igin ver-
dirilmis pozun &tesine geger. Kitap, pozun bir
ayrmhst degildir. Okunmus, ypranmig, yine
déniip bakilmak icin sayfa aralarma imler ko-
nulmugtur. Kisaca, Tanzimat adami Osman
Hamdi'nin resimlerinde bilim yiiceltlirken
kadna da bu yeni olusumun iginde yer veril-
mis, kadinin evdeki ve sokaktaki yasamu diga
acilmugtir (Aksiigiir 1984: 6-14 ve Germaner
1992: 110). Resimlerde kadmn siktir, onurlu-
dur ve yiiceltilmistir. Osman Hamdi, kadim,
toplumsal anlamda {ilkiisellegtirmeyi yeglemis-

tir. Sehzade Abdiilmecid, Sehsuvar Kadinefen-

Whether in open or closed environments, they are
generally depicted performing some type of work.
They don't look into our eyes, nor do they form a
relationship with us or with the opposite sex. Apart
from those cooking or serving or mothering, the
types of women drawn by Osman Hamdi are usual-
ly reading or learning. In fact, he treats men and
women on the same plane. Like men, the women
are interested in and follow world events, innova-
tions and science. The book is not simply an acces-
sory in the woman's pose. It has been well read and
worn, and markers have been placed between cer-
tain pages so that they can be studied again later. In
short, Osman Hamdi, man of the Tanzimat era,
while exalting knowledge in his paintings, gives
woman her place in this new development as well,

allowing her to open up to the world outside her




di'yl resimledigi “Harem’de Goethe™ (1917)
adli yapitinda, Goethe'nin Fausf'unu yabanc
dilden okuyabilen, sa¢c modeli ve giysileriyle
Jacques Louis David'in Avrupah gortintimli
uzanan ‘Mme Récamier’ imgesinden oldukea
farkhdir. Haremin mobilyalari, dégenisi, sehpa
tizerinde duran ve damgalarnda Avrupa’dan
geldizi anlagilan mektuplanyla bu okuyan ka-
din, Ban resminde pek gorlilmeyen entelektii-
el bir kimlige sahiptir (res. 8).

Kitap okuyan kentli ve koyli kadinlar
Cumbhuriyet déneminde de siklikla karsilagti-
gz resimlerdir. Ornegin Seref Akdik’in
“Kitap Okuyanlar” (1946) (kat. 11) ve “Kitap
Okuyan Kadmm” (1951) (kat. 12), Nurullah
Berk'in “Kitap Okuyan Kadin™ (1933), Zeki
Faik l[zer'in “Kitap Okuyan Kadin”, Namik
Ismail'in “Koyli Aile” (res. 2), Cemal Tol-
lu'nun “Alfabe Okuyan Koyluler”i (1933)
(kat. 19) bu tiirden gosterimlerdir.

Ozellikle I1. Mesrutiyetin ilanm izleyen yil-
larda, Bati'dan edinilmis iilkiilerle Osmanl
toplumuna bakan aydnlanin gordiiklen, edin-
dikleri, bauh dlkilere uygun degildi. Bu ay-
dinlarm kanlan, Bat anlayis ile yetistirdiklert
kzlan, aym umussuzlugu tasryorlardi. 1910°la-
nn ortalart ile 1920°lerin baglannda kadin im-
gesi, siradig bir gériintii vermektedir: Ozel
egitim almy, farkl bir gériiniim gizen, yaban-
ct dil bilen, Bat ile baZlar olan, kendine gii-
venen, biraz trkiilerek bakilan, giyimiyle de
neredeyse bu toplumun diginda bir kimlige
burtinmistiir. Lagn  alfabesinin  kabuliinden
hermen sonra, daha 1929°da Resimli Ay dergi-
sinde yayimlanan “Kizimi Amerikan Kiz Ko-
leji'me Nasil Verdim Ne Halde Aldim?” bas-
hkh yazida 11. Mesrutivet'in cok dilli kadininin
Avrupal/Amerikan eZitimi yerine Tiirk lisele-
rindeki egitim yiiceltlmektedir. Bogaz'daki
glizel binalarda, stk giysih zengin kaizlan arasin-
da ve kozmopolit bir havada okuyan bu kiz,
evdeki ve itilkesindeki seyleri begenmez hale

home and her street (Akstagir [984: 6-14 and
Germaner 1992: | 10). His women are well dressed,
honorable, exalted. Osman Hamdi preferred to ide-
alize women in a sociological sense. The Prince
Abdiilmecid, in his painting of Sehsuvar Kadinefendi
in “Goethe in the Harem™ (1917) depicts a woman
whe can read Faust in a foreign language, and whose
hairstyle and clothing is quite different from the
image of European-style ‘'Mme. Récamier' lying on a
couch painted by Jacques-Louis David. The woman
reading among the distinctive furniture and furnish-
ings in the harem, with letters on the small table
whose stamps indicate that they have come from
Europe, presents an image of an intellectual person-
ality that is rarely encountered in Western painting
(illl. 8). Paintings portraying both city and country
women reading are seen frequently during the
Republican era. For example, Seref Akdik's “Readers,
1946" (cat. | 1) and “Woman Reading a Book™ (1951)
(cat. 12), Nurullah Berk’s “Woman Reading” (1933),
Zeki Faik lzer's “Woman Reading a Book”, Namik
Ismail’s “Village Family” (ill. 2), Cemal Tollu's
"Villagers Reading the Alphabet (1933) (cat. 19) are
representative of this genre.

Particularly in the years following the proclama-
tion of the Second Constitution/Megrutiyet, what the
western-indoctrinated intellectuals saw when they
observed Ottoman society was not compatible with
western ideals. The wives of these intellectuals,
along with the daughters they raised according to
western standards, bore the same burden of hope-
lessness. The image of women between the mid-
1910s and the beginning of the 1920s presented an
unusual picture: they were self-confident women
who had been privately educated, knew foreign lan-
guages, had connections to the West, but were
looked upon with some trepidation; in their style of
dress they projected an identity that almost put
them outside their own society. Shortly after the
acceptance of the Latin alphabet, an article appeared
in a 1929 issue of Resimli Ay Magazine entitled, “How
| Sent my Daughter to the American College for

leat. cat. 12
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9 Namik ismail, Sedirde Uzanan
Kadin, 1917, tuval iistiine
yaghboya, 131 x 185cm.,
MSGSU Istanbul Resim ve
Heykel Miizesi Kolelsiyonu

9 Namik ismail, Woman Lying
Down on a Divan, 1917,
oil on canvas, 131 x 185cm.,
MSFAU istanbul Museum
of Painting and Sculpture
Collection
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gelmisti ve babasi, Tiirk babalarina cocuklarim
yabanci okullara vermemelerini 6fitliiyordu.

Velinin yakmmalan kisaca soyleydi:

Biitiin bu tesirler altinda kizim gegen sene
mektepten gkt zaman biisbiitiin bagka bir
sey olmugtu. Simdi ruhunda bir buhran vardr.
Hig kimseyi ve highir seyi befenmiyor, mem-
lekete karst bir aldka duynmuyor ve tamamen
yabanct bir dlemde yagryordu. Tabii evdeki
hayatindan memnun dedildi. Kizim mekiebe
girerken Tiirk'tii fakat qkarken kozmopolit
olmustn (Anonim 1929: 40).

Bilgisi ve egitimi ile yasadig toplumun di-
sinda kalmis, bu nedenle de biraz bikkin,
mutsuz ve umutsuz bu kadmlara, Namik Is-

mail’in yapitlarnda rastlamak olasidir. “Se-

Girls, and How she Returned,"” glorifying the educa-
tion available in Turkish high schools as opposed to
the multilingual European/American education avail-
able for women. The young girl had studied in a cos-
mopolitan atmosphere among well-dressed, wealthy
girls in luxurious buildings on the Bosphorus, and
now rejected the values of her own home and her
own nation; her father strongly advised Turkish
fathers not to send their children to foreign schools.
In short, the distraught parent’s lament follows:

Under all these influences, when my daughter
graduated last year she had become another person.
She is in a state of spiritual crisis. She doesn’t like
anyone or anything, she feels no connection with her
own country, and she lives in an entirely foreign
world. Of course she is no longer satisfied with her
home life, either. When she started school she was




kat. cat. 13

dirde Uzanan Kadin” (1917) (res. 9) bu ha-
hiyle Osman Hamdi'nin yapitlarinda da oldu-
gu gibi hem oryantalist dofulu prototipi kar-
silar, hem de bikkin ve buyurgan durusuyla
baglaminin disina gikar. Arkasindak: kutiip-
hane, giyim kusami modernlikle kurdugu
iligkiyi isaret ederken, duvarda asili hat, ka-
nepe tizerindeki saten ipek ortu, yastiklar,
yerdeki tepsi, sehpa ve ayagindaki terlikler
dogulu kimligine géndermede bulunan nes-
neler olarak gelenekle ve simdiyle bag kurar.
“Ayakta Duran Kadin” (1927) (res. 10) oku-
makra oldugu kitaba bir an ara vererek elini
sayfalarin arasina koyar ve basini yukan kal-
dirarak birikimini yalmizhg ile paylagir. Ote
yandan Omer Adil'in “Diisiinen Kadin™
ontindeki mektuba bakarken, mobilyalan,
giysileri, kiitliphanesi ile benzer bir ortamda

a Turk, but now that she has graduated, she has
become ‘cosmopolitan’ (Anonymous [929b: 40).

One encounters these hopeless and unhappy
women, who have become alienated by their knowl-
edge and education from the society in which they
live, in the works of Namik Ismail. In “Woman Lying
on a Divan” (1917) (ill. 9) we see a woman of the
orientalist eastern prototype seen also in the works
of Osman Hamdi, but one whose bored and arro-
gant pose puts her outside that context. While
attention is drawn to the bookcase behind her and
the modernity of her dress, the calligraphy on the
wall, the silk satin cover on the chair, the cushions,
the tray on the floor, the small table and the slippers
on her feet are clearly meant to be seen as objects
which connect the traditional with the present. In
“Woman Standing” (1927) (ill. 10) the figure has

10 Namil ismail, Ayakta Duran
Kadrn, 1927, tuval fistiine
yagliboya, 100 x 85 cm.,
MSGSU istanbul Resim ve
Heykel Miizesi Koleksiyonu

10 Namik Ismail, Woman
Standing, 1927, oil on canvas,
100 x 85 cm., MSFAU istanbul
Museum of Painting and
Sculpture Collection
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lat. cat. a5

11 Seref Akdik, Ayna Gniinde
Ktipekli Kadin, 1930, tuval
iistiine yagliboya,

130.5 X 75 cm., MSGSU istanbul
Resim ve Heykel Miizesi
Koleksiyonu

11 Seref Akdil, Woman with a Dog
in front of the Mirror, 1930,
oil on canvas, 130.5 X 75 cm.,
MSFAU Istanbul Museum of
Painting and Sculpture
Collection

1z Mihri Miisfik, Kadin Poriresi,
tuval iistiine yagliboya,
99 x 61 ¢cm., MSG5U Istanbul
Resim ve Heykel Miizesi
Koleksiyonu

12 Mihri Miisfik, Portraif of @
Woman, oil on canvas,
99 x 61 ¢cm., MSFAU [stanbul
Museum of Painting and
Sculpture Collection
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benzer bir yalnizhi@ duyumsanr (kat. 13). Se-
ref Akdik'in “Ayna Oniinde Kopekli Ka-
din™ (1930) (res. 11), Mihri Miigfik’in “Ka-
din Portresi” (res. 12), Namik Ismail'in “Te-
selli/Tath Am” (kat. 15) bu siradisihga 6rnek
gosterilebilir.

1930'da Beledive Mechisi, 1934’te Millet
Meclisi secimlerinde kadinlara segme ve secil-
me hakkmmn verilmesiyle kadim yasalar
niinde kisitlayan anlayisa son verilmigti. Me-
lek Celdl Sofi'nun “Tiirkiye Biiyiikk Millet
Meclisi'nde Kadin” (1936) konulu resmi, ka-
dinm milletvekili olarak varh@Eim ve anlamin:
girsellestiren ilging bir yapittr (res. 13).

Cumburiyetin ‘Kadin Devrimi’, 1924 Tey-
hid-i Tednsat Kanunu, 1925 Kiyafet Kanunu,
1926 Medeni Kanun ile pekistirilmis kadina efi-
tim, evlilik, veraset vb. konularda egitlik sagla-
mustir. Medeni Kanun'la kadin haklan konusun-
da adhimlar anlmea, 1927'de kiz ve erkek dgren-
cilerin birlikte okudugu karma egiim denendi
ve bir yil sonra tiim sisteme yayginlasunldi.

paused in her reading with her hand between the
pages and we observe her isolated in her knowledge.
Omer Adil evokes a similar sense of isolation in
“Woman Lost in Thought” with its subject looking
at a letter in a similar setting of clothing, furnishings
and bookcases (cat. 13). Other examples of this
theme are Seref Akdik’s “Woman with a Dog in
front of the Mirror” (1930) (ill. 11), Mihri Misfik’s
“Portrait of a Woman" (ill. 12), Namik Ismail’s
“Consolation/ Gentle Memory" (cat. |5).

With the right of women to vote and be elected
to office in municipal elections in 1930 and in elec-
tions to the National Assembly in 1934, restrictions
on women before the law came to an end. Melek
Celal Sofu, in the painting, “Woman in the Turkish
National Assembly” (1936), presents an interesting
portrayal of the presence and significance of women
as members of parliament (ill. 13).

The ‘Women's Revolution’ of the Republic was
strengthened by the Tevhid-i Tedrisat Law
(Unification of Education) in 1924, the Clothing
Reform of 1925 and the Civil Code of 1926, guaran-




1 Kastm 1928'de Latin alfabesi resmi yaz
olarak kabul edildi, genis bir okuma vazma
seferberligi ilan edildi, Cumhurnyetin ilk
yaygm egitim girisimi gerceklestirildi. 11k
dort ay iginde 5000 SEretmen yeni yaziyl 6g-
rendi. 1929°da millet mektepleri agilarak 14-
45 yay aras1 kadin, erkek butiin vatandaslar bu
okullarda yeni yaziyr ogrenmekle vyiikiimli
kilindi. 1929-1934 yillan arasinda 1.200.000
kisi bu okullarda egitildiler. Cumhuriyet'le
birlikte ‘batihlasma’, aydinlar arasinda tartis-
ma konusu olmustur. Bazilarma gore Bat dii-
zeyine yiikselmek igin halki tiimiivle, koylii-
sii kentlisiyle egitip yetistirmek, bu ¢ogunluk
iginden c¢ikacak aydmlarla birlikee cahsmak
gerekmekteydi. Halkevlerinde ¢ahisan aydin-
lar bu amagla sik sik kéylere gidip halkin ara-

sina kansiyordu, Ote yandan, ilkégretimin

teeing women equality in areas such as education,
marriage and inheritance. Along with the changes in
women'’s rights brought about by the Civil Code, in
1927 experiments began in the coeducation of male
and female students, and a year later this practice
spread throughout the entire system.

On November |, 1928, the Latin alphabet was
accepted as the official one, and a wide-ranging lit-
eracy program was launched, and with it the first
broad education venture of the Republic. Within the
first four months, 5,000 teachers learned the new
form of writing. In 1929 national schools were
opened with the responsibility of teaching the entire
citizenry between the ages of 14 and 45, male and
female, the new writing. Between 1929 and 1934,
1,200,000 people were educated in these schools.

The ‘westernization’ that came with the Republic
was a topic of discussion among intellectuals.

13

13 Melek Celal Sofu, Tiirkiye
Bliyiik Millet Meclisi’nde
Kadin, 1936, tuval iistiine
yagliboya, 35 x 48 cm,,
MsGSU Istanbul Resim ve
Heykel Miizesi Koleksiyonu

13 Melek Celdl Sofu, Woman
in the Turkish National
Assembly, 1936, oil on canvas,
35 X 48 cm., MSFAU Istanbul
Museum of Painting and
Sculpture Collection
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2 Milli Egitim Bakam Resit
Galip’in ginigimleriyle baslanlan
Inkildp Sergileri, devrimlerin ve
Kurtulus Savag'mn destans
konularmn canlandinlmasim
amachyordu. Her yil Cumburiyet
Bayramt'nda agilan sergi, hangi
birlik ya da gruba bagh olursa
olsun tiim sanatglan bir araya
toplamay: basanyordu. Cumhu-
riyet'in 10. yildoniimiinde
Ankara'da actlan ilk Inkilip
Sergisi, 1936 yilina kaclar
stirdiiriilmiis, serginin konu ile
stmrlandirlmas: yiiztinden tep-
kiler aldignn icin 1937'de Birlegik
Sergi'ye dontigtiiriilmigtiir.
Inkilip Sergileri, bagtan ben,
devrimlerden gok savas ve asker
kenulanmn iglemesi, “hamaset’
yapmast yliziinden elestinlmistir.
B Aynnah gorsellik icin bkz.
{Haz.) Fatma Tiire, Hagfi
Harfine/Letier-Perfeet, Yap Kredi
Kiiltiir Sanat Yayineilik,
Istanbul, 1998.

2 The Inkildp Sergileri instituted
through the efforts of Minister
of Education Resit Galip were
intznded to revive the legendary
topics of the reforms and the
War for Independence, The
exhibitions were opened
annually on the National Holiday
of the Republic [Cumhuriyet
Bayrami], and succeaded in
bringing together all artists,
irrespective of group or
organization affiliation. On the
tenth anniversary of the
Republic the first Revolution
Exhibition was opened in
Ankara, and these exhibitions
were held until 1936, when
reaction to the limitation of
subject marter resuleed in a
change to the Birlegik Sergi
(United Exhibit) in 1937. From
their inception, the Inkddp
Sergileri had been weighted with
battle and military themes
rather than reforms, and were
criticized for their emphasis on
‘valor.'
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koylere yayginlastirilmas: geregi, Tiirkiye nin
egitim tarihinde en 6zgiin deney olan Kéy
Enstitiileri'nin kurulmasina neden oldu. Bu
nedenle egitim, 6gretmen, koyliilerin egitimi
konular: resim sanatina yansimg, ozellikle In-
kalip Sergileri'nde yer almisar. ™

1923 ten itibaren basilan hemen tiim alfabe-
lerde kiz ve erkek ¢ocuklart yan yana gosteril-
migtir, Bu alfabelerin kapaklaninda Cumhburi-
yet'in aile, kadmn, gocuk, kalkinma ve devrime
iliskin degerlerini izlemek olasidir. Mesrutiyet
dénemi alfibelerinin cogu resimsiz kapak dii-
zenlemelerinden farkh olarak, Cumhuriyet al-
fabelerinde genellikle modern kentli ailelerden
secilmis cocuklar Atatiirk’le, dogada, okulda,
oyun oynarken, kitap okurken, teknoloji ile
ugragirken imgelestirilir; kadin ya da erkek 63-
retmenler cocuklara alfabeyi belletir. Kiz ve
erkek cocuklar okuma ve yazmay: birlikte
imece icinde dgrenitler, el ele dolagirlar, birlik-
te oynarlar. Muallim Naci'nin, 1929'da basilan
Benim Alfabem’inin (res. 14) kapaginda biiylik-
ler, anne, baba ve cocuktan olugmas: diislenen
Megrutiyet'in ve Cumbhuriyet’in ¢ekirdek aile-
si, yeni harfleri birlikte Ogrenirken gosterilir.
1928 trihli Koy Halk Kiraafi'nin (res. 15) ka-
paginda ise Thap Hulusi kiiciik, diizgtin, beyaz
bir ev ve tirpan ile tammladigr kéy ortanmunda
kasketli, ceketli geng bir koyliyii kitap okur-
ken betimlemistir. Kalkinmayi simgeleyen
ugak, gemi, fabrika vb. teknolojik gerec ve or-
tamlari arka plan yapan alfabenin yaninda Ibra-
him Hilmi*nin Cumhuriyet’in 10.yihnda, 10.
vl armagam olarak basilan (1933-34) ve Ali
Cemal tarafindan resimlenen Kéy Comdunun
Ilk Okuma Kitabr kapag (res. 16), okiizlerin
cektigl, samanla yiiklt arabann tizerinde Tiirk
bayrag: tutan baba, bir kiz ve iki erkek cocugu
nesevle yol alir, anne elinde airpam ile yanla-
rmda yiiriir ve bir yandan da biitlin aileyi kol-
lar.® Muallim Nudiye Hiseyin'in 1929'da
Resimli Ay Matbaasi'nda basilan Miller Mek-

According to some views, in order to reach western
levels, the entire population from both city and coun-
tryside needed to be educated and then work
together with the intellectuals who would arise from
this educated majority. It was for this reason that the
intellectuals working in the halkevleri frequently visit-
ed the villages and mixed with the populace. At the
same time, the need to provide primary education at
the village level led to the formation of the Kby
Enstituleri [Village Institutes], the most original exper-
iment in the history of education in Turkey. As a
consequence, the subjects of education, teachers,
and the education of villagers were reflected in the
art of painting, particularly in the Inkilap Sergileri
/Revolution Exhibitions. **

In almost all of the primers printed from 1923
onwards, girls and boys were illustrated side by side.
One could see the values of the Republic with
respect to the family, women, children, progress and
revolutions reflected on the covers of these books.
Unlike the primers of the Second Mejrutiyet era,
which were not illustrated, the primers of the
Republic pictured children (generally from modern
urban families) with Atatiirk, out of doors, in school,
playing, reading, occupied with technology, with
male or female teachers teaching the alphabet, with
male and female children learning to read and write
together, holding hands and playing together. The
cover of Muallim Naci's Benim Alfabem [My
Alphabet] (ill. 14), published in 1929, depicts the
ideal nuclear family of the Constitution and the
Republic: father, mother and child learning the new
letters together. On the 1928 cover of Koy Halk
Kiraati [Villager's Reader] (ill. 15) lhap Hulusi por-
trays a young villager in a cap and jacket reading a
book in a village setting characterized by a small, tidy
white house and a scythe. Alongside primer covers
using a background of airplanes, ships, factories and

scenes and instruments of technology that repre-

sented development, in Ibrahim Hilmi's Kdy
Cocugunun Ik Okuma Kitabi [A Village Child’s First
Alphabet] (ill. 16) illustrated by Ali Cemal and pub-



tepleri Iiin Milll Alfabe’sinin (res. 17) kapagm
resimleyen Miinif Fehim, Nazmi Ziya Gii-
ran’in “Taksim Meydani"m andwan Rituristk
bir gosterime giomistr. Kiyafet Devrimi'nin
sapka ve giysilerini kusannus, Avrupal gorii-
niimlii kadin ve erkekler kollarmin altmda ki-
taplar/yeni alfabeleri ile caddelerinde otomo-
billerin dolastign modem bir kent ortaminda
kiitbik numari 6meg gorkeml bir ‘Millet
Mektebi binasina dogru ytirtimekrtedirler. Egi-
amli, gen¢ bir kusagin yetisecegini mustulayan
alfabelerin sundugu gbrsellik kadar dénemin
ideologlar1, yazarlan ve sanatcilan da gengclik
konusuna sistemli olarak egilmektedirler.
Ornegin, Malik Aksel'in “Yeni Mektep”
(1936) (kat. 16) adh yapiunda, penceresinde
cicekler, duvannda Atatiirk resmu olan son
derece aydinlik, ¢agdas bir egitim anlayigmin
mekansal kurgusu yaranlmustie, Sevgi dolu ka-
din 6gretmenlerin yakindan ilgilendig bu s1-
mifta muthu kaiz ve erkek cocuklar oyun oyna-
yip resim yapmakta, okuyup ogrenmektedir.
Seref Akdik’in “Okuma Yazma Kursu/Mil-
let Mektebi” (1933) (kat. 17), “Okula Kayit”
(1935) (kat. 18), Cemal Tollu'nun *“Alfabe
Okuyan Koyliiler” (1933) (kat. 19) resimlen,

Munitiin &

HALK KIRAATI

lished to commemorate the 10t anniversary of the
Republic, a father holding the Turkish flag rides atop
a haywagon pulled by oxen, with his daughter and
two sons frolicking happily while his wife walks
alangside, carrying a scythe in her hand, overseeing
the family.® For the cover of Muallim Nudiye
Hiseyin's Millet Mektepleri Icin Milli Alfabe [National
Alphabet for the Nation’s Schools] published in 1929 by
Resimli Ay Publishers (ill. 17) the illustrator Miinif
Fehim preferred a futuristic representation reminis-
cent of Nazmi Ziya Giliran's “Taksim Square”.
European-looking men and women bedecked in the
hats and clothing of the Clothing Revolution walk,
carrying books and the new readers in their hands,
in a2 modern urban environment with automobiles
on its streets, toward a splendid example of cubic
architecture that is the “Nation's School.” The ide-
ologists, writers and artists of the era systematically
favored the subject of youth, as well as the image of
the primers that were the harbingers of an educat-
ed new generation.

For example, in Malik Aksel's “New School”
(1936) (cat. 16), he has created a vision of contem-
porary education in a bright setting, with flowers at
the window and a picture of Atatiirk on the wall.
Affectionate female teachers are pleasurably

15 16

14 Benim Alfabem, Muallim Nafi,
1929, Istanbul: Muallim Ahmet
Halit Kitaphanesi, Giindag
Kayaoglu Koleksiyonu

14 My Alphabet, Muallim Nafi,
1929, Istanbul: Muallim Ahmet
Halit Library, Giindag Kayaogzlu
Collection

15 Kdy Halk Kiraati, Maarif
Vekileti, Ankara, 1928, (kapak
resmi Ihap Hulusi), Giindag
Kayaoglu Koleksiyonu

15 Villager's Reader, Ministry of
Education, Ankara, 1928, (cover
design, Ihap Hulusi), Giindag
Kayaogiu Collection

16 Kély Cocugunun Ilk Okuma
Kitabs, Ibrahim Hilmi, 1933-34,
istanbul: Hilmi Kitaphanesi,
(kapak resmi Ali Cemal),
Giindag Kayaoglu Kolelsiyonu

16 A Village Child’s First Reader,
Ibrahim Hilmi, 1933-34, Istan-
bul: Hilmi Library, (cover
design, Ali Cemal), Glindag
Kayaoglu Collection

17 Millet Mektepleri icin Mill7
Alfabe, Nudiye Hiiseyin, 1929,
Istanbul: Resimli Ay Matbaasi,
Giindag Kayaoglu Koleksiyonu

17 The National Alphabet for
Nation's Schools, Nudiye
Hiiseyin, 1929, [stanbul:
Resimli Ay Press, Giindag
Kayaoglu Collection

¥ For a derailed view, see
Fatma Tire, (Ed.)., Horfi
Harfine/Letter-Perfect, Istanbul,
Yapi Kredi Kilclir Sanat
Tayincilik, 1998
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halkin ve kéyliiniin egitilmesi projesinin resim-
sel gosterimleridir. Bu resimlerde temiz giyim-
li, saghkh, giiler yiizlii kéyliilerin gogunlukla
kadmnlardan olusmasi dikkat cekicidir. Kuca-
ginda cocuguyla tarlada ¢aligan koyli kadim bu
kez de millet mekreplerinde okuma yazma 6g-
renecektir. Bu mutly, umutlu kéylii kizlan,
Mesrutiyet'in bikkin kadinlariyla karplagtirildi-
ginda gelecegin ‘¢agdas Tiirk kadim’ olarak tl-
kiisellestirilmeyi hak eder gibi goriinmektedir.

1l
Gégebe ve koyli kadin dteden beri ¢ahsma
yasaminin icindeydi ve kadimnlara tarlada ¢ahs-
malan igin gerekli fetva da verilmekteydi. Ev
ve iiretim islerinin disinda gida, dokuma, hay-
vancilik islerinin gogunu kéyli kadin gergek-
lestirmekteydi. Iste Megrutiyet'in genel olarak
kadini ulusal bir ekonomi, kiiltir ve kalkinma
sorunu olarak ele almasindan farkh olarak
Cumhuriyet, bu koyli kadinin ¢agdaslagmasi-
n1 asil sorun olarak ele aldi. Anadolu koyliisii-
niin egitilerek ¢agdas ve kentli bir kadina do-
niismesini de dzleyen bu iilkiide kadmn, gele-
cegin neslini bi¢imlendirecekti. Cumhuriyet
Tiirkiyesi'nin kadim Anadolu’dan yetisecekti
ve o inkilibin yeni kadin olacakn.
Cumbhuriyet Halk Partisi'nin ‘halkgihik’ il-
kesiyle rtiisen ve Arattirk’iin “Koylt milletin
efendisidir” soziinde somutlagsan bu yaklagim,
giderek Anadolu kadimnm resimde, kentli ka-
dindan baskin ¢ikmasiyla senuclanmistir.
Cemal Tollu'nun balerin, Malik Aksel'in 68-
retmen, ressam, Al Avni Celebi’'min balerin,
Edip Hakki Késeoflu'nun sporcu, Egref
Uren'in hemsire gibi meslekleriyle tamtog
kadinlardan daha ¢ok, yine ayni sanatgilann da
katildign bir yaklasimla, cephane tagiyan (res.
20), harman kaldiran (kat. 20, kat. 21), analik
eden, emaziren (kat. 22), okuma yazma 6§-
renen (kat. 17), hali dokuyan (res. 18), siit sa-

involved with classes of happy boys and girls playing
games, drawing pictures, reading and studying.

In Seref Akdik’s “Literacy Course/Nation’s School,
(1933) (cat. 17) and “Registering for School” (1935)
(cat. 18), Cemal Tollu's “Villagers Reading the
Alphabet” (1933) (cat. |9), we see pictorial represen-
tations of the education project for the villagers and
the general public. In these paintings, the fact that the
majority of the tidily dressed, healthy and cheerful vil-
lagers are women is noteworthy. The woman who
works in the fields with her child in her arms is now
learning to read and write in the Nation’s schools. It
would appear that it is these happy and hopeful village
girls, as opposed to the bored women of the
Megsrutiyet/Constitution era, who deserve to be ideal-
ized as “contemporary Turkish women.”

I

The nomad and village woman had always been
involved in manual labor; even religious law mandat-
ed that women to work in the fields. In addition to
housework and production, women were also pri-
marily responsible for focd, weaving and animal hus-
bandry. Thus, unlike the Megrutiyet/Constitution,
which treated the subject of the woman as a nation-
al, economic, cultural and development issue, the
Republic took the modernization of this village
woman as its primary focus. Through this ideal of
educating the Anatolian villager and transforming her
into a contemporary urban woman, future genera-
tions would be shaped. The woman of Republican
Turkey would arise from Anatolia and become the
Revolution's new woman.

This approach, reinforcing the CHP’s principle of
populism with Atatiirk’s statement, “Turkey’s true
lord and master is the villager who truly produces”
gradually led to the domination of the image of the
Anatolian woman over the urban woman in painting. It
was the image of the woman carrying ammunition (ill.

20), harvesting (cat. 20, cat. 21), mothering, nursing

(cat. 22), learning to read and write (cat. 17), weaving



kat. cat. 21

lat. cat. 22

18 Malik Aksel, Hali Dokuyanlar,
tuval listiine yagliboya,
95 x 86 cm., Ankara Devlet
Resim ve Heykel Miizesi
Koleksiyonu

18 Malik Aksel, Carpet Weavers,
oil on canvas, g5 x B6 cm.,
Ankara State Museum of
Painting and Sculpture
Collection
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19 Avni Lifij, Testili Kadin, tuval
iistiine yagliboya, 25 x z1 em.,
is Bankasi Koleksiyonu

19 Avni Lifij, Woman with Jug,
oil on canvas, 25 X 21 cm.,
Isbank Collection
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gan, ekin bigen bu kadmlar kimi kez alegorik
bir anlanmda, kimi kez bir dekor olarak
1950’lere defin resmin en 6nemli malzemesi
olmay1 siirdtirmiiglerdir.

Hic kuskusuz kadimn toplumsal anlamda
destegine en biiyiik gereksinim, Cumhuriyet
déneminde duyulmustur. Cumhuriyet’ izle-
yen yillarda sanatcilar, ‘kadin’t toplumsal de-
gisimin temel tag: olarak resme sokmuglardr.
Avni Lifij’in “Testili Kadin™inda (res. 19) da
gbze carpan, saray digindan ve ozel bir egitim
almamis, halktan kadin gorintistine,
1930 larla birlikte Kurtulug Savagi'm kazan-
manuzda en etkin gorevlen tistlenmis Anado-
lu kadim tiplemesi eklenmigtir.

rugs (ill. 18), milking, reaping, either in an allegorical
interpretation or as décor, that dominated as the cen-
tral motif in painting up until the 1950s, in spite of
paintings by the same artists in which women were
represented by their professions, as in Cemal Tollu's
ballerina, Malik Aksel's teacher, painter, Ali Avni
Celebi’s ballerina, Edip Hakki Koseoflu's sports-
woman, or Esref Uren’s nurse.

There is no doubt that the greatest need for the
support of ‘women’ in the social arena was felt dur-
ing the Republican era. In the years subsequent to its
formation, artists used the figure of the woman as
the cornerstone of social change in their paintings.
What is mest striking in Avni Lifij's painting of
“Woman with Jug” (ill. 19) is the typification of the




il
1. Diinya Savagi, Osmanhlarin yenilmesi, isgal
ardindan baglayan Kurtulug Savag, kadinlarn
gercek yasamda hukuksal statiilerini zorlama-
larina neden oldu. Kadinlar savasa giden esle-
rinin yerine ¢aliyma yasamma girdi, siyasal
olaylara katild, istanbul’da diizenlenen mi-
ting ve toplantilan izledi, kiirsiilerden halka
seslendi, Kurtulus Savasi'nda emeklert gegti.

Kadinlar girilen savasta etkin olmus; dnce
cetelerde, sonra diizenli orduda dogrudan
dogruya savasa katilan kadim onbagilann, mii-
cahitlerin, bagcavuslarin, cephe gerisinde cali-
san, cepheye malzeme tasiyan koylu kadinla-
rinn katkilan, kahramanhklan destanlara ko-
nu olmustur,

Bu katihim, kadmlardaki siyasi bilinglenmenin
hizlanmasint saglamms, Kurtulug Savag, kéyld,

Anatolian woman, a woman of the people, neither
from the palace nor particularly educated, as one of
the most dynamic and effective participants in the

success of the War of Independence.

1
World War |, the defeat of the Ottomans and the
Woar of Independence that began after the occupation
by foreign powers compelled women to force the
issue of their legal status in real life. YWomen entered
the workplace in the place of their menfolk, whe had
gone to war; they participated in political events, fol-
lowed the meetings and demonstrations in Istanbul,
spoke to the public from their podiums, and partici-
pated meaningfully in the War of Independence.
Women participated in the war, first as guerrillas

and eventually in the organized army, in direct war-

20 Halil Dikmen, Kurtelus Savasi,
1933, tuval iistiine yagliboya,
137 X 243 cm., Ankara Devlet
Resim ve Heykel Miizesi
Koleksiyonu

20 Halil Dikmen, The Turkish
Independence War, 1933, oil on
canvas, 137 X 243 cm., Ankara
State Museum of Painting and
Sculpture Collection
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21 Avni Lifij, Karagiin, tuval
iistiine yagliboya, 30 x 40 cm.,
Ankara Devlet Resim ve Heykel
Miizesi Koleksiyonu

21 Avni Lifij, Dark Day,
oil on canvas, 30 K 40 cm,,
Ankara State Museum of
Painting and Sculpture
Collection
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isci ve kentli kadim kaynagtirmis, aym amag i¢in
bir araya getirmigtir (Giizel, 1985: 872).

Halil Dikmen'in, Sami Yetik'in cephane ta-
styan kadmlar, Kurtulug Savasi'min kazanilma-
sinda énemli rol oynayan Tiirk kadimn des-
tanlastmlmasina aracthk ederler (res. 20). Avni
Lifi'in savasn acilanm gérsellestirdigi “Ak-
giin” ve “Karagiin” adh resimler, kadin be-
denleri ile anlatlmig, bu resimlerde savas, ka-
zamlan utkunun gésterimi yerine yok etmenin
hiiziinlii anlatmina déniigmstiir (res. 21).

Tiirk sanatcilar tarafindan yapilan savas re-
simleri [1. Mesrutiyet Donemi'nin 1914-1918
yillanm kapsayan ve Osmanl [mparatorlu-
gu'nun biteviye savastif siireci gorsellestiren
resimlerdir. Bu dénemin en énemli kaynafim

fare as corporals, fighters, sergeant majors. Working
behind the lines and carrying supplies to the front
lines, the contributions and heroism of village
women became the subject of epics.

This participation accelerated the pace of the
development of women's political consciousness,
and the War of Independence brought together vil-
lagers, workers and urban women, binding them in a
united cause (Guzel 1985: 872).

Halil Dikmen and Sami Yetik’s depictions of
women carrying ammunition were instrumental in
solidifying the legendary reputation of the Turkish
women who played an important role in winning the
War of Independence (ill. 20) In the paintings
“Bright Day” and “Dark Day,” Avni Lifij presents
images of the bitterness of war, depicting it in the




e e N —

*Sish Atolyesi’ resimleri olusturur. lkinci do-
nem, Cumhuriyet'in zellikle 1933-1937 wil-
lar arasindaki zamam kapsar ve bu dir resim-
lerin en dnemli kayna@ olarak ‘Inkilap Re-
simleri Sergileri’ gosterilir.

Tiirk toplumunun kazandif: ulusal ege-
menligin ve gerceklestirilen devrimlerin ale-
gorik resimler ve amtlar aracihgyla yurdun
her kbsesine yayilmasi, istenen bir olusumdu.
‘Kurtana biiyiik énder’ figiiriiniin, Kurtulug
Savagl, devrimler, ozgirlik, bagmsizhik,
cumhuriyet ilkeleri gibi olay ve diisiincelerin
betimleyici anlatimlariyla cevrelendigi kom-
pozisyon ¢esitlerneleri, resimlerde oldugu gi-
bi amtcilikta da bugiine degin strdiiriilen bir
klige olugturmustur.

Cumbhuriyet'le birlikte Tiirk ailesinin ve
toplumun kent i¢indeki yasantisi, bu yaganti-
nin Osmanh gecmisinden farky, Szellikle bel-
li kamusal alanlarda belirginlesir. Erken
Cumbhuriyet, ulusu ve bu ulusun bireyini 6n-
celikle istasyonda, parkta ve halkevinde diis-
lemistr (Tanyeli 1998: 102). Cumburiyet
mimarisi ve sanat devleti/rejimi temsil etme
gorevi tistlenmis (Yesilkaya 1999: 187), Os-
manh Imparatorlugu’ndakinden farkh yeni
bir kamusal alan yaratmay tasarlamug ve ger-
celklestirmigtir. Kurtulug Savas sonunda Ana-
dolu'nun fiziksel clarak yeniden vapilandinl-
masy, baymdirhk etkinliklerinin  artirlmast
bagta gelen programlardan biridir. Avrupali
uzmanlar tarafindan planlanan bu yeni kent
anlayi1 icinde meydanlar ve parklar kamusal
yagantinin 6nemli bulusma ve toplanma yer-
leri olarak Gnemseniyordu. Cumhuriyet
kentlerini Osmanh kentlerinden ayiran bir
ozellik de belirlenen bu alanlarda gergeklesti-
rilen amit heykel uygulamalandir. Yaratilan
yeni meydan anlayist icinde —Cumbhuriyet
alanlari— yeni bir 1slev istlenen hiikiimet ko-
nag, Halkevi binalan, Gazi ilkokullan, adli-
ve, defterdarhik gibi diger cumhuriyet yoneti-

women's bodies, representing it not in terms of the
triumphs achieved but rather in the melancholy
wake of destruction (ill. 21).

In Turkish painting, the depiction of warfare and
battle scenes produced by Turkish artists encom-
passes the years 1914-1918 of the Second Mesrutiyet
and displays the ‘battles to the finish’ of the Ottoman
Empire. The most important source from this era is
the Jisli Studio paintings. A second period consists of
the years of the Republic, particularly 1933-1937; the
most important source of the paintings of this peri-
od is the “Revolution Painting Exhibitions”.

The celebration of the national sovereignty
achieved by the Turkish people and the accomplish-
ments of the revolution were inevitably and enthusi-
astically memorialized in allegorical paintings and
monuments in every corner of the country.
Representations of the great savior and leader, the
War of Independence, and concepts like freedom,
revolution, independence and principles of the
republic were created in inexhaustible variety, both
as paintings and as monuments, and continue in all
their clichés up to the present day.

The Turkish family and its urban life under the
Republic began to display different characteristics
from its Ottoman past in certain public environ-
ments. During the early years of the Republic, the
nation and its individual members were primarily
shown in railway stations, parks and the Halkevleri
(Tanyeli 1998: 102). Republican art and architecture
tock on the responsibility of representing the
state/regime (Yesilkaya 1999: 187), designing and
achieving a new type of public space completely dif-
ferent from that under the Ottoman Empire. In the
physical restructuring of Anatolia that took place
after the end of the War of Independence, the high-
est priority was given to public works. Within the
plans prepared by European experts, public squares
and parks were considered important gathering and
meeting places. One of the characteristics that dis-
tinguished Republican cities from their Ottoman

counterparts was the use of memorial statuary and
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mi yapilan ile Gazi heykelleri birlikte ko-
numlandinlmiglardir (Yesilkaya 1999: 187).
Gazi bulvarlan tizerinde yer alan Cumhuriyet
meydanlan Atatiirck heykelleri ile tanimlan-
mugtir (Batur 1983: 1384; Yesilkaya 1999:
140, 147). Kurulan yeni kent merkezleri Os-
manli'nin, tcari yapilanmamin cevresinde
odaklanan merkezi dokusundan farklilasarak,
Tiirkliigiin, ulus devlet anlayisinin, ¢agdagh-
gm ve laikligin gostergesi haline déntigmiis-
lerdir." Atatiirk heykelleri genellikle kentin
bu yeni islevinin merkezinde odaklanir ya da
kamunun bir araya gelecegi diisiiniilen park,
miize vb. alanlarda yer alhr.

Nazmi Ziya Giliran'in “Taksim Meydam”
(1935) (res. 22¢, kat. 38), adiyla bilinen ve as-
Iinda tigli bir diizenlemeye ait clan yapio, bu
ideolojinin gorsellestirilmesine aracilik eden en
onemli resimlerden biridir. Resim kendinde
ve icinde tasidin amtsalhkla ic ice gegmus bir
iletiyi duyurmakradir. Eski olanla yeni olam
kargilagtirmakta ve bu ortamlarda kadinin degi-
simini imgelemektedir. Kompozisyonunda
Canonica’nin Cumbhuriyet Amti'm barindiran
bu resim, kentin hizina, devinimine katilmmg
modern kadimn gésterimini gegmisin pegeli,
gozetleyen Osmanh kadim ile kargilagurdign gi-

= kat. cat. 24 ayrint detail

monuments in these areas. Within this new concept
of open spaces and public squares — Squares of the
Republic — the government house, the community
centers, the new primary schools, courthouses and
treasury buildings, along with statuary of Gazi
Mustafa Kemal Pasha, took on a new function, and
were collocated there (Yesilkaya 1999: 187). The
Squares of the Republic along the Gazi boulevards
were defined by their sculptures of Ataturk (Batur
1983: 1384, Yesilkaya 1999: 140, 147). Unlike the
Ottoman cities whose fabric centered on areas
devoted to commerce, the newly established city
centers of the Turk became indicators of the con-
temporary, secular nation-state.” Statues of Ataturk
are generally the focus of these new centers, or they
are located in public spaces like parks, museums, etc.

The painting by MNazmi Ziya Giiran known as
“Taksim Square” (1935) (ill. 22¢, cat. 38), which is in
fact one of series of three, is one of the most impor-
tant paintings exhibiting this ideology. The painting
itself and to monumentalism within it combine inex-
tricably to convey its message. In its composition
harboring Canonica's Monument to the Republic,
the flurry of the city and the representation of the
maodern woman who is a part of its action is con-
trasted with the Ottoman woman of the past
observing from behind her veil; at the same time it

223 Nazmi Ziya Giran,
Silleymaniye'de Kemeralty,
tuval iistiine g:gllbnya,

73 % 60 cm., Kolelksiyon
22a Nazmi Ziya Gilran, Cloister af

Siileymaniye, oil on canvas,

73 X 60 cm., Private Collection

22b Nazmi Ziya Giiran,
Siileymaniye'de Bir Sokak,
tuval iistiine yagliboya,
73 x 60 cm., Ozel Koleksiyon
22h Nazmi Ziya Giran, A Street
ot the Siileymaniye,
oil on canvas, 73 x 60 cm.,
Private Collection

22c Nazmi Ziya Giran, Taksim
Meydani, 1935, tuval iistiine
yagliboya, 73 X 93 cm.,,
SU Salup Sabanci Miizesi
Koleksiyonu

22c Nazmi Ziya Gliran, Taksim
Square, 1935, tuval listiine

yagliboya, 73 x 93 cm.,
su Saklp Sabanci Museum
Collection

" Ayrinoh bilgi icin bkz. Nege
G. Yesilkaya, Halkevieri: Ideolofi
ve Mimarlik, Istanbul, [etisim
Yaymlar, 1999,

* For details, see Nese

G. Yesilkaya, Halkevieri: Ideoloji
ve Mimarlik, |stanbul, lletisim
Yayinlar, 1999,
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3 kat. cat. 38




15 Amt, lralyan heykeltirag
Pietro Canonica (1869-1959),
kaide ve gevre diizeni, Mimar
Guilin Mongeri tarafindan
yapilngtir. 8 Agustos 1928'de
verine yerlestirilen aninn
yapilmas: igin olusturulan
heyette Berg Keresteciyan adh
bir Ermeni yurttas da
bulunmustur.

' Aymnub bilgi igin bkz. Yasa
Yaman, Zeynep, “Modemmizmin
Siyasal/ldeclojik Séylemi Olarak
Resimde Koyli/Ciftel lzlefi”,
Tiirkiye'de Sanat, 22,
Qcak/Subat 1996,

5. 20-37 ve “The Theme,
‘Peasant/Farmers’ in Tirkish
Painting", Ant Turc/ Turkish Ari.
10e Congris International d'Art
Ture, Fontation Max Van
Berchem, Geneve, 1999,

* The monument was the work
of ltalian sculptor Pietro
Canonica (1869-1959), the
pedestal and surroundings the
work of Architect Guiliu Mongeri;
among the council members
responsible for the monument’s
construction and installation on
August 8, 1928, was an
Armenian citizen named Berg
Keresteciyan.

% For detailed information, see
Yasa Yaman, Zeynep,
“Modernizmin Siyasal/ldeolojik
Soylemi Olarak Resimde
Kayla/Ciftgi [zlegi™, Tirkive'de
Sanat, 22, Jan/Feb 1996,

pp. 29-37 and “The Thame,
‘Peasant/Farmers’ in Turkish
Painting”, Art Turc/Turkish Art.
I0e Congrés international d'art
ture, Fondation Max Yan
Berchem, Genéve, 1999,
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bi bir yandan da kendi &tekiligini Istanbul’da
olmakla birlikte —aslnda Ankara olmalydi—
geleceZin tasammuna sunmaktadir (res. 22).
Cumbhuriyet Tiirkiyesi'ni simgeleyen dort
cepheli amitta Kurtulug Savag, Mustafa Kemal,
fsmet Inénii, Fevzi Cakmak, askerler ve halk
ile birlikte geng Tiirkiye Cumhuriyeti’nin ku-
rulusu simgelenmistir. Bayrak asmug askerlerin
iist kisnundaki pegeli kadm yiizii cumhuriyet
éncesinde esaret icinde yagayan kadim, aksi
yondeki pegesiz giilen kadm yiizii ise cumhu-
riyet sonrasi cagdas kadim simgelemektedir."

Abidecilik, heykel sananndan aynmh, ide-
olojik, mimari bir tasarim olarak algilanms ve
kurallastnlmsar, Atatiirk amtlanimin bagat fi-
giirti sivil ya da asken giysilerle gosterllen Ata-
tirk tiir. Konular, Kurtulus Savag, Cumburi-
yet Halk Firkasi'nin alti okuyla ifade edilen il-
keler cevresinde devrimler olarak secilmigtir.
‘Atatiirk ve cocuk’, ‘genclik’, *egitim’, ‘fedakar
ve modern Tiirk kadim’ konulanmn diginda
hemen tiim amtlarda halk ‘koyli” olarak gos-
terilmis, bu yolla koylii imgesi kente tasmirken
Tiirk toplumu igin yem bir olgu olan amtgihk
da kiiltiirel olaylann devingenligini yasayan
kentlerden kéylere dogru ivmelendirilmistir:
Ulusal kiiltiiriin modern elemanlan, eskiyi ko-
ruyan koyliiye kendi imgesi yoluyla kabul et-
drilmeye cahgilmusar. Gliglii ve giiler yiizli
Tiirk genci ve koyliisii, sportmen ve saghkl
bir bicimde heykellestinlmis, kentteki ‘moder-
nite’ deviniminin koyde de igsellestirilmesi is-
tenirken bir yandan da kéylintin yerel 6zellik-
lerini korumasina dikkat edilmigtir.'®

v

Yetistirilecek yeni Tirk genci de kadin
iizerinden  sorunsallastimlmistir.  Hasta
adamdan saglikli bir Tirk genci dogurma
gérevi Tiirk kadimna verilmistir. Ideologla-
rin tiim yiikiint tagiyan kadin, giiven duyu-

presents a design for the future, although the
woman's other face is in Istanbul, whereas it should
have been in Ankara (ill. 22)* In the four-sided mon-
ument representing the Turkey of the Republic, the
War of Independence, Mustafa Kemal, Ismet Inénd,
Fevzi Cakmalk, soldiers and members of the popu-
lace together symbolize the foundation of the young
Republic of Turkey. The face of the veiled woman
above the soldiers raising the flag represents
women’s pre-Republican life of slavery and is in con-
trast with the smiling face of the unveiled woman
symbolizing the contemporary woman of the
Republic on the opposite side of the monument.
The statuary of monuments, unlike the art of sculp-
ture, was perceived as a type of design with ideologi-
cal and architectural aspects that were more or less
regulated. The Atatiirk monument’s dominant figure
was Atatiirk in either civilian or military costume.
Subjects of monuments were the War of
Independence and the revolution surrounding the six
principles of the Republican People’s Party (CHP) as
symbolized by the six arrows in its emblem. In almost

every monument with the exception of those repre-

"o LARTY

senting “Atatiirk and children,” “youth,” “education,”
or “the self-sacrificing modern woman,” the populace
is represented as “villagers.” By introducing the image
of the villager to the cities, the building of monu-
ments, which was a novelty for Turkish society, was
increasingly transferred from the cities that were the
scene of cultural dynamism, to the villages. The mod-
ern elements of national culture were presented to
the conservative villager in his own image in the
attempt to make them accepted. The strong, cheerful
Turkish youth and villagers were portrayed in statu-
ary like healthy young sportsmen in the attempt to
have the city’s movement toward ‘modernity’ inter-
nalized by the village, all the while taking care to pre-

serve the villager’s regional characteristics.®*

v
The upbringing of the new Turkish youth became an

issue in relation to woman. The responsibility for




lacak bir gen¢ligin temel tagidir. Peyami Sa-
fa, genglige giiven duymamiz gerekagini
belirterek Tiirkiye Cumhuriyeti gen¢liginin
Osmanl:  [mparatorlugu’nunkinden farkh
olmasi gerektigini “Bizde genclik var mu?”
bashkl yazisinda ug¢ noktada bir anlanmla
vurguluyordu:

Diigmam oldugum bir sozii bu yazimm
bagligina koydum: ‘Var vim?’

Biz kwrmuzi fesli imparatorlugun, bir ayagi
cukurda iken duydugu sﬁphéye, korkuya ve
yilginhga viris olamayiz. Biz, her seyimiz
oldugunu biliyoruz, varhgumzin bu suur ile
kaim oldugunu biliyoruz ve biz, bu ‘var mt’
soziinii yere tiikiirtiyoruz.

Ben biitiin kavgalanmt bu ‘var i’ yiiziinden
yaptim. Dalgmn ve bog gézlerinin ueurumlari
imparaiorluke harabelerinin ufiklanna aarak:
‘Var mi? Biz de var vmt? Bakryoruz,
goremiyoruz, ey dost, goremiyoruz!..” diyen
Osmanlt kurusu, ahmale miitekebbirin suranna
varligimizi piiskiirmek istedim.

Bityiik harpte saman ekmedi yedigimiz igin
tereddr ettigimizi iddiaya kalkan ve menfi
cevabimi o tafrafurug edasile vererek ‘Bizde
genclike var m’ sualivi soranlan eksitmek istedim.

Genglik varligin gostermekle ‘Bizde efkdn
umumiye var mi?" sualine de cevap veripor.
Ciinkii her yerde efkdn umumiyenin dinamik
ifadesi gengliktir. Efkdr umumiyesiz genglik
yoRLur.

Yazumin bashiun affetmeyiniz.

Varlile siiphesi yokluk aldmetidir. Neslimin
dismar bu giiphediv. ‘Var i sualini
miinakasa etmeyelim ve ona daima fiili
cevaplar verelim. Ciinkii bahis bir kere siz ve
Osmanli diyalektigi haline tereddi ederse

narniitenahi nzar.

bearing a healthy Turkish youth from the ‘sick man’
was given to the Turkish woman. Woman bore the
entire burden of the ideclogists as the cornerstone
of a trustworthy youth. Peyman Safa illustrates an
article entitled, “Is there a Turkish youth?” regard-
ing the need for a younger generation of the Turkish
Republic that is different from that of the Ottoman
Empire, and the confidence that must be placed in
them, with the following three points:

| began this article with a phrase | despise: ‘Is there?’

We cannot be the heirs of a red-fezzed empire,
with the sense of suspician, fear and intimidation it
experienced with one foot in the grave. We know
that we have everything, our existence speoks to this
consciousness and we spit out this phrase, ‘Is there?’

I have fought all my battles because of this phrase
‘is there?” | wanted to spew our existence into the
face of the idictic, arrogant, dried-up Ottoman whose
empty distracted eyes saw only the horizons the ruins
of an empire, asking, ‘Is there? Do we have? We are
loaking, but cannot see.’

| wanted to shake those who presume to insist that
we have degenerated because we ate bread made of
straw during the great war, and when they receive a
negative answer, respond in that pompous and
arrogant manner with the question, “Is there?”

Our youth also respond to the question ‘Is there
public consensus?” by their very existence. Because
the dynamic expression of public consensus
everywhere is youth. There is no youth without public
COnsSensus.

Do not forgive the title of my article.

A suspicion of existence is a sign of nonexistence.
This suspicion is the enemy of my generation. Let us
not argue over the question of existence and always
give it paositive response. Because once the subject
degenerates into Ottoman dialectic, it will go on into
infinity.
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Genglik yalniz kendi arasinda konusmalidir
ve bagkalanna fiill cevap vermelidir. Ona
yakisan budur, istir. Hareket cagindayiz.

O sidikli yatalagin dmitsiz sayiklamalanm
hdld tekerar edenler fetret hunsalandivlar.

Biz ara gélgesi halinde kalmayacagi=.
Bir ayagimmz dteki devre takilmanstir ve
varhiniz, unvan varlgi degildi’” (Safa 1933: 1).

Tim bu kiskirticr yaz ve gériisler, bilimsel
ve akademik igerikli siireli yvayinlardan cok,
kadin, aile ve halka hitap eden magazin der-
gilerinde halkin anlayacag daha hafif bir dille
Cumburiyetin modernlik projesimi ve onun
giiclinii hissettirmek {izere kaleme alintyordu.

M. Ruhi Arel'in “Acatiirk’ii [stikbil” (1927),
Abidin Elderoglu'nun “Aynls™” (1933), Zeki
Faik [zer'in “Inkilap Yolunda” (1933), Turgut
Zaim'in “Dogu ve Ban Halklannin Ataturk’e
Arz-1 Sitkram” vb. resimler, Kurtulug Savasi ve
sonrasindaki Cumburiyet Sykiisiinii alegorik
olarak gorsellestiren yapatlardan birkacidir.

M. Ruhi Arel'in “Atatiirk’{i IstikbAl"i Ata-
tiirk'di Istanbul’da cogkuyla karsilayan kadin-
lann senliine dénistiirtilmiistiir (kat. 23).

Abidin Elderoglu'nun “Ayrils™ (1933),
Tiirk kadimmmn savastaki giicii, dested ile ilgih
oldugn kadar Osmanh’'min hasta vash ‘erkek’ini,
saghikh gen¢ Cumbhuriyet ‘kadin’ina ve gencli-
dine dontstiirme alegorisidir de (kat. 24).

Zeki Faik lzer'in “Inkilip Yolunda™
(1933) adli yapiunda devrimin 6ykiisii anla-
tilmaya cabgilmustir (kat. 25). Atatiirk sivil
giysiler icindedir, devrimlere onciiliik eden
ise bir kadindir. Kadin, kompozisyonun bi-
rincil figiirtidiir. Sag elinde Tiirk bayragr ta-
simaktadir. Saga cevrili bagi bayraga ve he-
men yaminda yer alan Atatiirk’e bakmakeadir.
Atatiirk sol eliyle ileriyi, gelecegi isaret et-
mektedir. Atatiick”tin sag kolunun altinda

geng bir erkek ve kiz yan yana onun isaret

+ lhat. eat. 27 aynnti detall

Youth should only be discussed among youth, and
responses to others should be made through our
deeds. This is the suitable response: work. We are
in the era of action.

Those who continue to repeat the delirious ramblings
of a bedridden invalid soaked in his own piss are no
more than the sissies of the transition period.

We will not remain mere shadows., Our feet are no
longer embedded in another era, and our existence is
not the existence of rank or privilege (Safa 1933: 1).

This inflammatory type of viewpoint was expressed
not in scientific or academic publications, but rather
in magazines that appealed to women, families and
the general public, written in a lighter language that
was easily understood by the populace, and was
intended for the most part to project the strength of
the Republic’s projects encouraging modernity.

Among the works of art that allegorically portray
the War of Independence and history of the repub-
lic that succeeded it are M. Ruhi Arel's “Reception
of Atatiirk” (1927), Abidin Elderoglu's “Farewell”
(1933), Zeki Faik lzer's “On the Road to
Revolution™ (1933), Turgut Zaim's “Gratitude of
Eastern and Western People to Atatiirk.”

In M. Ruhi Arel's “Reception of Atatiirk,” Ata-
tiirk’s enthusiastic reception by the women of Istan-
bul has been transformed into a gay and festive cel-
ebration (cat. 23).

Abidin Elderoglu’s “Farewell” (1933) is an allegor-
ical representation of the transformation of the 'sick
old man’ of the Ottomans into the healthy young
Republican woman and youth, as well as a statement
about the strength and support of the Turkish
woman in wartime (cat. 24).

Zeki Faik lzer’s painting, "On the Road to
Revolution™ (1933) is an attempt to tell the story of
the revolution (cat. 25). Atatlirk is wearing civilian
clothing, while it is a woman who |eads the way to the
revolution. The woman is the primary figure in the
composition. She carries a Turkish flag in her right

kat. eat. 23
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17 Zeki Faik lzer'm “Inkilip
Yolunda” (1933) adh yapiimn,
Eugéne Delacroix’nin “Halka
Onderlik Eden Ozgiinlik” adl
yapitindan kopya olduguna
iliskin tartigmalar igin bkz. Yasa
Yaman, Zeynep, “Tiirk
Resminde Taklic Olgusu-1",
Tiirkiye'de Sanat, 14,
Mayis/Agustos 1994: 26-534.

2T For a discussion of allegations
that Zeki Failc [zer's “On the
Road to Revolution, 1933/
Inkildp Yolunda, 1933" is a copy
of Eugéne Delacroix's “Freedom,
the leader of the people”/
“Haka Onderlik Eden Ozgurliik"
see Yasa Yaman, Zeynep, “Tlrk
Resminde Talklic Olgusu-1",
“Instances of Imitation in
Turkish Art,"], Tirkiye'de Sanat,
14, May/August |994: pp. 26-34.
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ettigi yone, aydinhk gelecege bakmaktadir-
lar. Onlann da o6niinde bir cocuk, elinde
Cumbhuriyet'in yeni tarihini ve Osmanh-
ca'dan arindirilmis yeni dilini simgeleyen bir
kitap tasimaketa, sol ayagiyla Osmanhca yazil-
nug bir kigit pargasim ezmektedir. Belki de
bu bir padisah buyrugudur ve anlanlmak is-
tenen Cumbhuriyet gengliginin eski diizene
baskaldirmasidir. Orta diizlemde ise elinde
bayragiyla, capasiyla Anadolu halki bulun-
maktadir. Kalabalik Atatiirk’iin  gosterdigi
yonde ilerlemektedir. Kadmn solundaki,
Kurtulus Savagi'mi kazanan eli stingiilit Tiirk
askerleri ise diismam gerletmektedir. Bu ut-
ku yalmz diigmana karpi degil, gerici diiglin-
celere karyi da kazamilmustr. En 6ndeki be-
yaz sakalh figiir, ilerlemeye ve yenilige karp
eski diisiinceleri simgelemektedir. Zeki Fa-
ik'in kadin figiirii Halide Edip’i animsatmak-
tadhr. Kurtulug Savasi'nin kazamlmasimda ve
devrimlerin gergeklesmesinde kadin ve hak-
larmin 6nemi iizerinde durulmakra, gergek
¢agdaslasmanin kadin ile birlikte olabilece:
vurgulanmaktadir. Kadinin iistiine bastig te-
mel tasinda Cumhuriyet’in kurulusu olan
1923’ tarihi yer almaktadir. Resimde dev-
rimlerin hemen tim &zeti goriilmektedir:
Kurtulug Savag, Cumbhuriyetin kurulusu,
Ankara’nin baskent olusu, Medeni Kanun’un
kabulii, Harf Devrimi vd. tiim olusumlar.'”

Turgut Zaim'in, Cumhuriyet'in 10. yldos-
niimii nedeniyle 1933’te diizenlenen Inkilip
Sergisi'ne génderdigi “Dogu ve Bat Halkla-
nnin Atatiirk’e Arz-1 Sitkram” (1933, criptik)
adli yapitinda Atattirk, Tirk bayragimn
éniinde, hem Batu hem Dogu Anadolu’dan
yola cikarak Ankara’ya gelerek diretukleri
meyve, sebze, bakliyat, hayvan, bal vb. tiriin-
lerle tesekkiir eden halk gosterilmigur. Tiirk
halkim Ankara vénetiminde bir arava getiren
Atatiirk geng, yash, kadin, erkek cocuk koy-
lii/ ciftcilerle bir aradadir (res. 23).

hand; her head is turned towards the right as she
gazes at Atatirk and the flag, next to her. Atatiirk
points forward with his left hand, indicating the future.
Beneath his right arm are a young boy and a girl stand-
ing together and gazing toward the bright future that
he indicates. In front of them is a child holding a book
symbolizing the new history of the Republic and the
new language, cleansed of its Ottoman influence;
crushed under his left foot is piece of paper written in
the old Ottoman Turkish. Perhaps the paper is a
decree of the sultan, and the intended message is to
encourage the youth of the Republic to rebel against
the old order. In the center of the composition stands
a crowd of Anatolians bearing hoes and flags in their
hands and moving in the direction indicated by
Atatiirk. The Turkish soldiers to the woman's left are
the victors in the Turkish VWar of Independence, forc-
ing the enemy to retreat. The victory has not only
been won over the enemy, but also over reactionary
thought: the white-bearded figure in the foreground
represents the old reactionary ideas that opposed
progress and innovation. Zeki Faik’s female figure
bears a resemblance to Halide Edip. The importance
of women and their rights in the winning of the war
for independence is emphasized, along with the point
that becoming truly contemporary can only take place
with the participation of women, The cornerstone on
which the woman stands is inscribed ‘1923, the year
of the foundation of the Republic. Almost the entire
span of revolutionary change is summarized in the
painting: the War of Independence, the foundation of
the Republic, the establishment of Ankara as capitol,
the acceptance of the Civil Code, the alphabet revolu-
tion, and other developments.”

Turgut Zaim participated in the Inkilap
SergisilRevolution Exhibition organized to celebrate the
tenth anniversary of the Republic with a painting enti-
tled, “Gratitude of Eastern and Western Peoples to
Ataturk” (1933). A triptych, it portrays Atatiirk stand-
ing before the Turkish flag, receiving citizenry who
have travelled from Eastern and Western Anatolia to

Ankara bearing the fruit, vegetables, grain, animals,




B

Erken Cumhuriyet dénemi resimlerinde,
Cumhuriyet'in ve demokrasinin tlkusellesti-
rilmesi adina Mesrutiyet’in o modern giyiml,
entelektiiel kadmlannin yerini kéyli kadina
birakng goriilmektedir. Bu nedenle 1930’ ar-
dan baglayarak Istanbullu degil, Anadolulu ka-
din gorsellestirilmustir. Tiirkiye Cumbhuriyed
toplamu i¢in iilkiisellestirilen bu yeni “Tiirk
kadim® imgesi —birkag sanatciyr disanda tutar-
sak, ki onlarin cogunlugu da yasamlarmi yurt-
diginda strdurmuslerdir, ya da vapitlanm
Sliimlerine kadar 6zel notlar olarak saklanmg
ve izleyiciyle paylagmanuslardir— neredeyse
cinsiyetinden anndinlarak gorsellestirilmistir.

Baslangigta, daha ¢ok II. Mesrutiyet'in
kentli kadmim resmeden sanatcilar, ozellikle
de Cumbhuriyet”in 10. yilindan sonra defisik
ortamlarda koylii kadimm imgelestirmugler-
dir. Gériintlleri ¢ogu kez ideolojik bir anla-
tmin geregleri olarak simgesel bir anlam ka-
zanan bu kadinlara resimlerde yakinlasamayiz,
bir degerin savunulmasina aittirler, ama sanki
kanli canli degildirler.

honey and other products of their toil to present to
him as an expression of their gratitude. Atatiirk is
shown among the young, the old, the men, women and
children, the farmers and the villagers who were unit-
ed under his administration in Ankara (ill. 23).

In the Early Republican era paintings we find that the
Second Constitution/Megrutiyet era intellectual women
in modern dress produced as an idealization of the
Republic and democracy have been replaced by
women of the villages. As of the 1930s, it was not the
woman of Istanbul but the woman of Anatolia who was
depicted. The image of the “Turkish woman" present-
ed as the ideal of the people of the Republic of Turkey
(with the exception of only a few artists who, for the
most part, were those living outside Turkey, or those
who kept their paintings hidden as private notes until
their deaths without sharing them with viewers) has
been almost completely stripped of sexual identity.

Painters who at first had primarily depicted urban
women of the Second Mesrutiyet period, began to
produce images of village women in various settings,
especially after the tenth anniversary of the
Republic. These images for the most part are tools
of ideological narrative with symbolic overtones,
and are unapproachable as women in the paintings;

they are a part of the defence of a value system

rather than living, breathing human beings.

23 Turgut Zaim, Dogu ve Bal
Halklarinin Atatiiric’e Arz-1
Silkrani, 1933, tuval iistiine
yaghiboya, 181.5 x 737 cm
(triptil), MSGSU istanbul
Resim ve Heylel Miizesi
Koleksiyonu

23 Turgut Zaim, Gratitude of
Eastern and Western People
to Atatiirk, 1933, oil on canvas,
181.5 X 737 cm (triptych),
MSFAU Istanbul Painting and
Sculpture Museum Collection
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Tiirk kadimi her seyi yapar: Dikis diker, alisveris eder, gezer, miizik dinler, dans eder, denize girer

Bu harika! Bu benim anladigim tiirden kadm!

The Turkish woman does it all: She sews, she shops, she promenades, she listens to music,

she dances, she swims

This is wonderful! This is the kind of woman I can understand!

Fransiz diplomatik heyetiyle Afrika’ya giden
Eugéne Delacroix, Fransizlar hesabma ¢alisan
bir Kuzey Afrikahnin haremine girme olana-
& bulmus, bununla ilgili olarak glincesine,
“Bu harika! Tipkt Homer'in devrindeki gibi! Ha-
rermdeki kadin gocuklaryla ilgileniyor, yiin driiyor
ya da nefis kumaglar isliyor. Bu benim anladifim
tiirden kadin” (Rautmann 1997: 148’den akta-
ran Inankur 2000: 143) diye not diigmiistiir.
Osmanh haremine iligkin anilanm yazan Ley-
la Saz'm Le Harem Imperial’de, Ciragan Sara-
yi'ndaki harem yasanusidan *Kadinlanin ve
ikballerin baglica eglencesi Kur'an, gazete, edebi
eserler, dzellikle tarih kitaplan okumak, elisi ve
miizikti.” diye sbz eder (Saz 1974: 102°den
aktaran Inankur, 2000: 145).

I

Osmanh modernlesmesinde kadmnlar, 1L
Mesrutiyet basimin gelisme gosterdigi do-
nemde, ev ekonomisinden yararh ¢ocuk ye-
tisirme bilgilerine, evlilige kadar cesicli ko-
nularda yayinlanan gazete, dergi, risale ve ki-
taplardan yararh bilgiler ediniyorlardi. Agilan
kiz sanayi mekteplerinde, gelenekten gelen,
kadinin dikis, nakis kenusunda becerili olma
istekliligi, egitim ve &gretimle pekistirilerek
gerceklestiriliyordu.

Modernlesme, kadinlan yalmz kamusal
alanda degil, geleneksel rolleri iyi iistlenme
yoniinde de bigimlendirmistir. Sayilar kentli
seckin kadinlardan daha fazla olan Steki ka-
dmnlardan, kuracaklari modern yuvaya diizen,

When Eugene Delacroix travelled to Africa with a
French diplomatic delegation, he had the opportuni-
ty to enter the harem of a North African who
worked for the French, and subsequently wrote of
this in his diary, noting, “This is wonderfull It is just like
in the era of Homer! The women in the harem care for
their children, knit wool or embroider exquisite fabrics.
This is the kind of woman | can understand!”
(Rautmann 1997: 148 as related by Inankur 2000:
143). Leyla Saz wrote of harem life in the Ciragan
Palace in her memoirs of the Ottoman Harem in “Le
Harem Imperial”, “the primary entertainment of the
ladies and favorites consisted of reading the Quran, the
newspaper, works of literature, especially history books,
handwork and music.” (Saz 1194: 102 as related by
Inankur 2000: 145).

l.

In Ottoman modernization during the period of
growth of the print media, women were able to
obtain useful information on a range of subjects
from home management to child-rearing and mar-
riage from newspapers, magazines, pamphlets and
books. The girls’ technical schools that were
opened encouraged the desire to become proficient
in the traditional female arts of sewing and embroi-
dery, and strengthened these skills with training and
education.

Modernization not only affected women in the pub-
lic environment, but also shaped the way they per-
formed their traditional roles. Numbers of women far
in excess of the number of privileged urban women

were expected to exhibit system, discipline and




disiplin ve rasyonellik getirmeleri bekleniyor-
du., Maanf Vekiletinin yonetimi altinda
1928'de kurulan Kiz Enstitiileri™ ve daha
sonraki tarihlerde onlan izleyen Aksam Kiz
Sanat Okullari, kizlara evde modermnlesmenin
temel ilkelerini 6gretiyorlardi (Arat 1998: 87-
88). Kaduun dikisten anlamasi, tutumlu ol-
mas1, evinin gereksinimlerini kendi becerile-
riyle karstlamasi, aranilan bir ézellikti. Orne-
gin Nurullah Ata¢’in 1933’te Yedigiin’de ya-
yvimlanan ve kadin-erkek esicigini irdeleyen
“Kadin-Erkek Misavau” yazisim destekleyen
fotograflarda kadm, biiroda ¢aligirken, 6ret-
l menlik yaparken, evde sefkatli bir anne olarak
' gocuklarma bakarken, temizlik yaparken, or-
' gu orerken, elde ve makinede dikis dikerken
ﬂ ve yama yaparken gorsellestirilmistir.'”” Bu

esitligi destekleyen erkekle yan yana bir go-
rintiisti bulunmamaktadir (Atag 1933: 6-7).
Hikmet Onat'in “Dikis Diken Kadin”
(1929) (kat. 26), Melek Celil Sofu’nun “Di-
kis Diken Kadn™ (1923) (res. 24) ve “Dikis
Dikenler” (1925) (kat. 27), Ibrahim Calli'nin
“Dikig Diken Kadin” (1927) (kat. 28) ve Ha-

rationality in the foundations of their modern nests.
The Kiz Enstitiileri®® [Girls’ Institutes] established
under the direction of the Ministry of Education in
1928, along with the Aksam Kiz Sanat Okullari [Evening
Girls' Arts/Trade Schools] that succeeded them in
later years, taught girls the basic principles of moder-
nity within the home (Arat 1998: 87-88). A woman's
skill in sewing, her thriftiness and her ability to meet
the needs of the home with her own skills were desir-
able qualities. For example, in the photographs
accompanying Nurullah Atag's article entitled “Male-
Female Equality,” which appeared in Yedigun in 1933,
this investigation of male-female equality is shown by
photographs of women working in offices, teaching,
as compassionate mothers at home looking after
their children, cleaning, knitting, hand- and machine-
sewing and making patches. ¥ There are, however, no
images of them side by side with the males support-
ing this equality (Atac 1933: 6-7).

Painters like Hikmet Onat “Woman Sewing”
(1929) (cat. 26), Melek Celal Sofu “Woman Sewing”
(1923) (ill. 24), and "Women Sewing” 1925 (cat. 27),
Ibrahim Calli “Woman Sewing" (1927) (cat. 28) and
Hamit Gorele “Portrait/ Woman Knitting” (ill. 25),

¥ Ornegin lsmer Pasa Kaz
Ensitiisii adt, bu enstitiiye aduu
veren [smet Paga'min da bu
niyeti bizzat besledigini ve yon-
lendirdigini gsterir,

19 Diger konularda birer gérsel
kullamhrken, dikis, Srgii, yama
gortintiileri dért tanedir.

klt-. cat. 28

24 Melek Celal Sofu, Dikis Diken
Kadin, 1923, mukavva listiine
yagliboya, 38.5 x 34.5 cm.,
MSGSU Istanbul Resim ve
Heykel Miizesi Koleksiyonu

24 Melek Celdl Sofu, Woman
Sewing, 1923, cil on cardboard,
?8 5 X 34.5 cm., MSFAU
stanbul Painting and
Sculpture Museum Collection
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2 Eor instance, the name of

the Ismet Pasha Girls' Institute
is an indication of Ismet Pasha's
personal commitment to this goal.

* While the other activities are
shown once, there are four
images of sewing, knitting and
patching.
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mit Gérele'nin “Portre/Orgii Oren Kadm”
(res. 25) resimlerinde oldugu gibi, sanatgilar,
Mesrutiyet ve Cumhuriyet donemlerinde ka-
dinin ve kadinhgm nemli bir hiineri sayilan
ev ekonomisine de katki saglayan dikis, nakas,

orgli becerilerini gorsellestirir.

L.

18. yiizyll, ‘Aydinlanma Felsefesi'nin yonlen-
dirdigi, Avrupa uygarhgmin kendini sorgula-
ma, dopal/kiiltiire] varhgim, kahtm istifleme
yiizyih oldugu kadar Osmanl Imparatorlu-
gu'nun etkilesime ugradif Avrupa-Osmanh
kesismesinin devinim kazancig bir yiizyildir
da. Sadrazam Nevsehirli Damat [brahim Pa-
sa’nin Kagithane Deresi’nin kenarinda yaptir-
digs Sadibad Sarayy, ‘Lale Devri'nin ruhunu
yansttiyordu, Kagathane Deresi ve cayirlar
Osmanl tarihi boyunca bir agik havaya ¢ikis
alani, zellikle bahar ve yaz aylarinda halkin,
yabancilarin, kadmlarin dolasabildigi nemli
bir mesire olmustur (Eyice 1996: 9).

Abdiilhamid devrinde sayfiye ve gezinti
yerlerine gitmek modadir. Yazin Bostanci,
Eenerbahce, Ciftehavuzlar, Goksu, Kagitha-
ne, Yogurtcu Deresi, Kiiciiksu vd. yerlerde
kayik, sandal ve arabayla gezintye cikalir,
piknik yapihrdi. Osmanh déneminin kentler
doga ile i¢ igeydi. Kent i¢i bahgeler ve bos-
tanlarla doluydu ve yakin cevrede gezinti ve
piknik yapilabilecek giizel, dogal kogeler var-
di. Son Osmanh déneminde geleneksellesen
mesire gelenegi, Cumbhuriyet doneminde
piknikleserek stirdii (Belge 1983).

Bir diger giinlitk yasam 6gesi, i¢ ice gegmis
kafesli evleriyle tiim kaggdg goriintiisiine kar-
sin stirdiiriilen komsuluk iligkiler, sokaklarda
siren ticari yasamdir. Kahvehaneler, gerek
Osmanh gerek Cumhuriyet doneminde en
basta gelen toplanma yerleri olmustur. Bu ne-
denle, Adalar’da, Uskiidarda, Camblica'da,

portrayed women and their skills in sewing, embroi-
dery and kitting — considered a contribution to the
economics of the home — throughout the Megrutiyet

and Republican eras.

il

The eighteenth century was a period marked by
European civilization's examination of itself, its natu-
ralfcultural existence and a recognition of its inheri-
tance encouraged by the ‘Philosophy of
Enlightenment’ much as the Ottoman Empire was
influenced by the European-Ottoman encounter,
whose reciprocal influences provided momentum to
change. The Sadabad Palace constructed on the
banks of the Kagithane Stream by the Grand Vizier
Nevsehirli Damat [brahim Pasa reflected the soul of
the ‘Tulip Period’. The Kagithane Stream and mead-
ows had been an important recreation spot
throughout Ottoman history for open air excur-
sions, especially during the spring and summer
months, for the general public, for foreigners and for
women (Eyice 1996: 9).

During the reign of Abdiilhamit it was fashionable
to go on pleasure trips and visit summerhouses.
During the summer months, Bostanci, Fenerbahge,
Ciftehavuzlar, Goksu, Kagithane, Yogurtgu Deresi
and Kiigiiksu would be visited by rowboat, skiff and
carriage, with picnics being organized there. During
the Ottoman era the cities were in close proximity
to nature. The interior of the city was full of flower
and vegetable gardens and in the immediate vicinity
there were many beautiful natural settings in which
to stroll and picnic. The excursions (mesire) that
became a tradition during the late Ottoman period
continued as picnics during the Republican period
(Belge 1983).

Other elements of daily life included maintaining
neighborly relationships and conducting commercial
life in the streets, despite the appearance given by
the tightly screened windows and the segregation

and veiling of women. Coffeehouses were the pri-




25 Hamit Girele, Portre (Orgii
dren Kadm), tuval iistiine
yagliboya, 8o x 6o cm., Ankara
Devlet Resim ve Heykel Miizesi
Koleksiyonu

25 Hamit Girele, Portrait (Woman
Knitting), oil on canvas,
Bo x 60 cm., Ankara State
Painting and Sculpture
Museum Collection
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26 Halil Pasa, Uzanan Kadm,
1Boy, tuval iistiine gaghboya,
41X 60 cm., MSGSU Istanbul
Resim ve Heykel Miizesi
Koleksiyonu

26 Halil Pasa, Woman Lying
Down 1894, oil on canvas,
£1 X 60 cm., MSFAU istanbul
Painting and Sculpture
Museum Collection

kat. cat. 30

B

27 Resimli Roman, Nisan 1909
27 Resimli Roman, April 1909

kat. eal. 29
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Bogaz'da vb. uygun alanlarda, kir ve deniz
kahvelerindeki, gay bahcelerindeki toplanti-
lar, resimlere de konu olmus, Cumhuriyet
dénemi boyunca Tiirkiye'ye de yansiyan Ba-
t'nm giyim modalan agik hava kahvelerinde
oturan ¢arliston sa¢ bigimli, hasir sapkal ka-
dinlar goruntilenmistir,

1. Megrutivet'in ‘adalet’, ‘damiyma’, ‘esit-
lik', ‘kardeslik’, ‘zgtirlak” ilkeleri dogrultu-
sunda korunmaya calisilan Osmanli biitiinlii-
gl iginde, kisi 6zglirliigii ve kadmn haklan
konusunda yeni ve ileri adimlar da atihyor-
du. Halil Pasa’'min hasta ya da yorgun izleni-
mi veren “Uzanan Kadin”1m (1894) (res. 26)
disarida tutacak olursak kahve 6giiten, resim
yapan, dikis diken, ormanda ve Bostanc pla-
jinda dolasan kadinlaninda da bir diga acilma,
ev i¢1 ugragilarim sergileme istegi vardir,

Tevfik Fikret'in “Bebek Sirtlan”™ (kat. 29),
Halil Pasa’nin "Goztepe’den” (1905) (kat. 30)
ve “Peyzaj” (1911) (kat. 31) , Izzed Ziya'min
“Semsiyeh Kadin™ (1911) (kat, 32), Namik Is-
mail’in “Carsafh Kadmlar” (kat. 33), Sehzade

Sprry pmp nbal
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mary gathering places during both the Ottoman and
Republican eras. Consequently, gatherings in coun-
try and seaside coffee- and teahouses in Uskiidar,
Camlica, on the Bosphorus and the Prince’s Islands
and other appropriate venues became the subject of
paintings as well, and throughout the Republican
period the fashions of the West as reflected in
Turkey made their appearance in paintings of
women seated in cafés, with their Charleston-era
hairstyles and straw hats.

Progressive new steps were be taken towards
personal freedom and women's rights within the
framework of the principles of justice, mutual con-
sultation, equality, fraternity and freedom that the
Second Constitution attempted to promulgate while
preserving the Ottoman entity and identity. With
the exception of Halil Pasa's “Woman Lying Down”
(1894) (ill. 26) whose appearance is one of fatigue or
iliness, the women in his paintings seem to display
the desire to open out and be observed while they
were involved either in household activities like
grinding coffee, painting pictures and sewing, or in
strolling in the forest or on the beach in Bostanci.

kat. cat.

kat. cat. 33

28 Resimli Roman, Temmuz 1907
28 Resimli Roman, July 1g07
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Abdiilmecidin “Yali Oniinde Kadinlar”
(1922-24) (kat. 34), Naci Kalmukoglu’nun
“Kayikta Gezinti” (kat. 35), Ibrahim Calli'min
“Kayikta Sevgililer'inde (kat. 36), gezmele-
rin, kayik sefalaninin izlerini buluruz. Abdiil-
hak Sinasi'nin Bogazig Amilan'nda “Tirk ve
Istanbully’ bir zevkin Griindi olarak dile getir-
digi kayik sefalan, ‘kayiklar ve kadinlar’ yalniz
Tiirk sanatcilann degil émegin Zonaro gibi
yabanci sanatgilarn da ilgisini cekmistir (Hisar
1978: 23; Germaner ve Inankur 2002: 184).
Reefik Halid Karay, denizde gezinme yerlerini
Goksu, Kagithane, Kalender, Yogurtcu Dere-
si, Kiiuksu, mehtapta Kanhca Korfezi olarak
siralar. Kayikla dolasmak, arabayla dolasmaya
benzemez, kadin kendini gizleyemez, sandal-
larn her tarafi acikor. Bu gezintiler ger¢ekten
gorlistip bakiymak, tamigmak icin en iyi tercih-
tir (Belge 1983: 843).

Gezintiler, mesireler ve miizik eglenceleri
kadmlarin da yagamna girmistir. Tanzimat ve
Mesrutivet aydnlan Fatma Aliye Hanim, Ni-
gar Hamm, Mihri Miigfik Hanim gibi kadin-
larla, kadimn egitilmesi, evlilik kurumunun
diizenlenmesi, tek eshibk, toplumsal yasamda
rahat hareket etme benzeri haklar igin birlikte
davramiyorlardi. Bu donemde kimi kadmlar
kapali konak yasanmunin iginde olmaya bagkal-
dirrmg, biiyiik kentlerde ev ve konak disina
cikmayi, Bogazi¢i'nde mehtap gezilerine katil-
may1, Beyoglu'nda ahsveris yapmay: bagarmug-
lardir (Belge 1983 ve Giizel 1985). Ahsvens
merkezleri, pazar verleri ve burada toplanan
halk ve bu kalabahk icinde kadmlar Istanbul,
Ankara ve Anadolu’da farkh goriintiiler verir-
ler. Ornegin Istanbul’da Beyoghu'ndaki bir vit-
rine bakan ile Ankara’daki bir pazar yerinden
alisveris edenlerin kimligi, yaptiklan ahsverisler
farkhhk gosterir. Ali Avni Celebi'nin “Vitrin™1
(1926) (res. 29) kentli kadinin begenisine uy-
gun diizenlenmis bir vitrinde, moda clam ser-
giler. Nurettin Ergiiven’in “Eski Ankara’da

We can trace their excursions and entertainments
in Tevfik Fikret's “Hillside above Bebek” (cat. 29),
Halil Pasa’s “From Goztepe” (1905) (cat. 30) and
“Landscape” (1911) (cat. 31), lzzet Ziya's “Woman
with Parascl” (1911) (cat. 32), Namik Ismail's
“Veiled Women” (cat. 33), Abdiilmecid Efendi's
“Women in front of the Yali” (cat. 34), |brahim
Call’s “Lovers in a Caique” (cat. 36), Naci
Kalmukoglu's “Touring in a Caique” (cat. 35). In
Abdiilhak Sinasi's Memories of the Bosphorus he
recounts the caique excursions that were a special
source of pleasure for “Turks and Istanbulites”, and
that were the subject of interest not only of Turkish
artists, but of foreign painters like Zonaro as well
(Hisar 1978: 23; Germaner and Inankur 2002: |84).
Refik Halid Karay lists the seaside excursion
favorites as Goéksu, Kagithane, Kalender, Yogurtcu
Deresi, Kiiuksu and Kanlica Bay in the moonlight.
The boat excursions, unlile a carriage ride, did not
afford much privacy, as the women were exposed
from every angle. These excursions were the best
choice for seeing and being seen, for getting
acquainted (Belge 1983: 843).

Pleasure trips, excursions and musical entertainment
had become a part of women’s daily lives. Intellectuals
of the Tanzimat and Mesrutiyet Periods, joined forces
with women like Fatma Aliye Hamm, Nigar Hamim,
Mihri Miisfik and other women in the struggle for
women's education, orderly arrangements within the
institution of marriage, monogamy and the right to
freedom of movement within the social system. During
this period some women rebelled against their
restricted lives sequestered in mansions, and in the
larger cities succeeded in moving about freely outside
their homes, joining moonlit excursions on the
Bosphorus and shopping in Beyoglu (Belge 1983 and
Giizel 1985). The appearance of the populace and the
women shopping among them in the shopping districts
and markets of Istanbul, Ankara and Anatolia are quite
different. For instance, there is quite a distinction
between the identity and purchases of the persons

looking into showcases in [stanbul's Beyoglu district




29 Ali Avni Celebi, Vitrin, 1926,
tuval iistiine yagliboya,
90 x 73 cm., Kemal Bilginsoy
Koleksiyonu

29 Ali Avni Celebi, Showcase,
1926, oil on canvas,
g0 x 73 cm., Kemal Bilginsoy
Collection
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Pazar Yeri” (kat. 40), Halil Dikmen’in “Y&-
riikler” (kat. 41), Sami Yetik’in “Ankara Sa-
man Pazan” (1926) resimleri geleneksel doku
icindeki hayvan pazarlarim, kadmin giinliik
gereksinim ahgverigini temsil ederler (kat. 42).

.

Kirlarda yapilan miizik eglencelerinin yam sira
Osmanlt hareminde eskiden beri musiki ile
ugrasan kadmlarin, Abdiilmecid sarayinda bir
de fanfarlarda, orkestralarda miizik yapuklan
besteci Sair Leyla Hamm'm (Saz) amlanindan
ogrenilmektedir. Harem-i Hiimayun'da degil
sultan hanimlarin saray ve konaklan i¢in de
Ban miizig ile ugrasan kizlardan miizisyenler
yetigtirildigi bilinmektedir. II. Mahmud'un ki-
z1 Adile Sultan’in himayesinde keman, viyo-
lonsel, klamet, obua gibi ¢algilardan olusan bir
kadin orkestrasi bulunuyordu. Donizetti’nin
Sliimiinden sonra kurulan bu kadm orkestrala-
n1 cariyelerin, kalfalarin Bati miizigi dersleri al-
malarma neden olmus, ‘alafranga’ miizik bege-
nisi saray ve cevresinde yerlesmistic (Aksoy
1985: 1219-1220; Pekin 1999: 9). Kiiltiirel
degisim ve baskalagm ortanunda 11. Mesruti-
yet'ten Cumhuriyet dénemine kadar tartigilan
ve ondan sonra da stiren Tiirk miizigi-Bat
miizigi atismasi, dénemin resimlerine de yan-
simigir. Cumhuriyet’le birlikte saray, konak
gibi sinirh gevrelerden daha genis bir toplum
kesimine yayilnusur. Mizik, konser salonla-
rinda, barlarda, &zel verlerde vd. mekanlarda
da icra edilmeye baglanms, Anadolu miizaig ve
kéylii kadimn miizikle iliskisi de resimlere ko-
nu olmustur.

Haremde kadinlarin sazh eglenceler yaptik-
lant bilinmektedir. Osman Hamdi'nin miizik
yapan kizlari (kat. 43), [I. Megrutiyet'in ilam-
na degin sarayda kapah bir yasam siiren $eh-
zade Abdiilmecid’in “Harem’de Beethoven™i

gibi yapitlarda da kadinlar, bu dzgiir ve esit-

and those shopping in a local market in Ankara. Alj
Avni Celebi’s “Showcase” (1926) displays fashionable
goods arranged to suit the taste of the urban woman
(ill. 29). Nurettin Ergliven’s “Marketplace in Old
Ankara” (cat. 40), Halil Dikmen's “Nomads” (cat. 41),
Sami Yetik's “Samanpazar (Hay Marlet) in Ankara”
(1926) (cat. 42) represent the traditional texture of the
animal markets and women's purchases of their every-

day necessities.

il

Apart from the musical entertainments in the coun-
tryside, women of the Ottoman harem had occupied
themselves with music for a long time past; the com-
poser Poetess (Sair) Leyla Hamim (Saz) speaks in her
memoirs of their participation in fanfares and
orchestras in the palace of Abdiilmecid. It is known
that young women musicians who played western
music were trained to perform, not only for the
Imperial Harem, but also for the palaces and man-
sions of the sultans’ wives and children. Mahmud Il's
daughter Adile Sultan had under her patronage a
women's orchestra with such instruments as violin,
cello, clarinet and oboe. These women's orchestras,
established after the death of Donizetti, were
responsible for the lessons in Western music taken
by odalisques and ranking female servants, and the
taste for “a la Franca” music became firmly estab-
lished in the palace and its circles (Aksoy 1985:
[219-1220; Pekin 1999: 19-20). In this environment
of cultural change and transformation, the centro-
versy over Turkish music vs. Western music that
lasted from the Second Constitution/Mesrutiyet until
the Republic and beyond was also reflected in the
paintings of the period. With the Republic, it spread
from the restricted environment of the palaces and
mansions to a wider social group. Musical perform-
ances began to be held in concert halls, bars, private
venues and other locations, and both Anatolian
music and the village woman’s relationship with
music became the subject of paintings.




lik¢i hava iginde etkendirler. Kendine giiven
duyan, erkekle aym mekinda, sanau ve bili-
mi evrensel anlamda titketen ve {ireten olarak
gosterilmiglerdir. $ehzade’nin “harem’, batli-
min gbziindeki kadinlara ait, kadin cinselligini
ammsatan, ‘harim'den 6te bir mekindir.
“Harem’'de Beethoven” (1915), kadinin sa-
natsal ugraginda ve sanat tiikketimindeki or-
takhg gostermesi agisindan oldukea bilgi ve-
ricidir (res. 30). Resim, heykel ve miizigin bir
araya geldifi yapitin konusu $ehzade’nin
Baglarbagi'ndaki késkiinde gecmektedir. Sa-
lonun gerisinde ve ortada beyaz mermer ka-
idenin {izerinde Sultan Abdiilaziz’in C. F.
Fuller tarafindan vapilnus bronz dékiim at
tizerinde heykeli bulunmakradir. Sagdaki
dresuarin lizerinde Beethoven'in algidan ya
da mermerden bir biistii, duvarda da roman-
tik etkili bir manzara resmi yer almaktadir.

Kaskii sik sik ziyaret eden sair Nigar Ha-
mm'm 8§ Kasim 1917 tarihli glincesinde yazi-
1 olan;

Her gece, Prens’in kiymetli tablolan arasmda
pryano, gifi keman, ¢ift alto, iki viyolonselden
tbaret musiki heyetini dinleyereke —ki sanatkarlar,
Prens ve Refikasi ve nobetle alnr kalfadan
tiiitesekkildir— ruhani bir cogkunluk icinde
vakit gecirdim.

anlatmu, tablonun gercek ortamina sk tut-
maktadir (Sair Nigar 1959: 86 ve Sair Nigar
1959: 86’dan aktaran Germaner ve Inankur
1992: 184).

“Haremde Beethoven”, haremden iki ka-
din, bir erkek icracidan olusan miizisyenler ile
ti¢ kadin ve II. Megrutiyet'in ilanindan sonra
biittin ordu barliklert icin kabul edilen haki
{iniformas: iginde onlarin verdigi konseri din-
leyen Sehzade Abdiilmecid'den olusan bir
kompozisyondur. Abdiilmecid Efendi bir ka-
nepede oturur yaninda toren paltosu, kalpag

It is well known that the women in the harem held
performances of traditional Turkish music. In works
like those of Osman Hamdi's girls playing music (cat.
43) and the painting of the Prince Abdiilmecid,
“Beethoven in the Harem™ (1915) and “Goethe in
the Harem” (1917) who spent a restricted life in the
seraglio until the proclamation of the Second
Mesrutiyet, the women perform in a free and egali-
tarian atmosphere. They appear confident, sharing
their surroundings with men, and are portrayed as
both the producers and consumers of art and sci-
ence in the most upiversal sense, The ‘harem' of the
Prince is a far cry from the ‘harfim’ belonging only to
women, suffused with their sexuality, that was the
image in western eyes. "Beethoven in the Harem”
(1915) is very informative from the viewpoint of dis-
playing the partnership of the woman's artistic
endeavour and her consumption of the art (ill. 30).
The subject of this work where painting, sculpture
and music join together takes place at the Caliph's
palace in Baglarbasi. At the center, towards the rear
of the salon, is C. F. Fuller's bronze sculpture of
Sultan Abdiilaziz on horseback, mounted on a white
marble pedestal. To the right is a plaster or marble
bust of Beethoven, and a landscape influenced by the
Romantics hangs on the wall.

The poetess (Sair) Nigar Hanim, a frequent visitor
to the lodge, made the faollowing entry in her diary
on November 8, 1917.

I spent every evening in a state of spiritual
exuberance among the Prince's valuable paintings,
listening to a musical group — the artists of which
consisted of the Prince and his consort and by turns,
six of his ranking servants — perform with piano,
two violins, two afte and two violoncellos,

thus shedding light on the true atmosphere of the

painting (Sair Nigar 1959: 86 and Sair Nigar 1959: 86

as related by Germaner-lnankur 1992: 184).
“Beethoven in the Harem” (1915) is composed of

three musicians (consisting of two harem women and

kat. cat. 43
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# gehzade Abdiilmecid'in bu
yeglemesi, Avrupalinin géziinde
kadinlardan olugan haremi,
erkeklerle ortaklaglan bir
mekina doniistiirmek i¢in
yapilimg olmahdar.

kat. cal. 45

30 prince/Caliph Abdtiimecid's
preference for a male figure
must have been due to a desire
to portray the harem, which was
exclusively a place for females in
European eyes, as a milieu
shared with men.
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ve kilicy, ayaklanmn oniinde tstiiste y1ilmag
nota kitaplan bulunur. En {istteki kitapta "Be-
ethoven 1I' yazmaktadir. Resmin sag alt kége-
sinden baslayan diagonaline arkasi doniik ola-
rak yerlesmis Sehzade Abdiilmecid’in kargisin-
da keman calan, Sehsuvar Kadinefendi, salo-
nun gerisinde piyano ¢alan kisi, asil adi Ofel-
ya olan Hatca Kadmn’dir. Abdiilmecid viyo-
lonsel calan ve ashinda bir kadin olan Behruze
Kalfa'v1, daha sonra resminde geng bir erkege
doniigtirmiigtiir.”’ Mekdnmn solunda ayakta
duran iki gen¢ kadindan onde olam, Abdiil-
mecid’in diger esi Mehisti Kadinefendi'dir,
sbiir iki kadmmn kimligi ise bilinmemekrtedir.
Sehzade Abdiilmecid’in harem icindeki yaga-
mini disa agan bu yapit, mekanin kurgulanig,
kullamlan mobilya ve aksesuarlar, kadinlarin
hal ve tavirlan ile giyinisleri, yapilan miizigin
batih referanslan ile Dogu’nun ahgildik harem
gériintiisiiniin disina ¢iknug, 6te yandan Os-
manh aile diizenini géstermesi agisindan da ai-
le resimleri icinde aynicahkh bir yere sahip ol-
mugtur (Giirgaglar 2000: 138-140).

Miifide Kadri'nin “Kirda Kadnlar™ (1910)
bu tammlamaya girmez, ama sanki bir diiy or-
tarminda batih izlenimcilerden esinlenerek bize
uyarlannug peri kizlarmm piknik ve miizik $6-
leni gibidir (kat. 44). Eren Eyuboglu ise “Saz
Calan Kadin™ (1944) adh yapinnda koyli ka-
dimin miizikle ugragim resimlemistir (kat. 45).

Hamit Gorele'nin “Konser”™, Sehzade Ab-
diilmecid’in “Harem’de Beethoven™ (res. 30).
geleneginin Cumhuriyet donemindeki bir gb-
riintiisti gibidir (res. 31). Modem bir aile orta-
mu icinde kiiciik bir cocuk piyano ¢almakta, bir
erkek ve ii¢ kadmn da onu izlemektedir. Piya-
noya yaslanmus muhtemelen baba olan erkek
ile ¢cocugun yamndaki tabureye oturmug ogre-
tici, dikkatlerini performansa yonlendirmisler-
dir. Piyanonun iistiinde yer alan Atatiirk biistii,
bu tiir miizigin destekleyicisi olarak ona duyu-
lan saygr ifadesini, yaptlan icraata katmaktadir.

one male performer) with three women and
Abdiilmecid Efendi listening to their performance.
Abdiilmecid Efendi is dressed in the khaki uniform that
was adopted by all army units after the declaration of
the Second Mesrutiyet. Abdulmecid Efendi is seated on
a sofa, next to him his ceremonial overcoat, his kalpak
and his sword, and at his feet a pile of books of music.
The top one reads, “Beethoven II" Abdillmecid is seat-
ed with his back turned to the diagonal that begins at
the lower right corner of the painting, and facing him,
playing the violin, is Sehsuvar Kadinefendi. To the rear
of the salon playing the pianc is Hatga Kadin, whose
real name is Ofelya. Abdiilmecid later transformed the
figure of the cellist, actually a woman named Behruze
Kalfa, into a young man.’® Of the two young women
standing at the side of this scene, the one at the front
is Abdiilmecit Efendi's other wife, Mehisti Kadinefendi,
but the identities of the remaining two women in the
painting are unknown. In this painting revealing Prince
Abdiilmecid's life within the harem, the assembly of
the composition, the furniture and accessories uti-
lized, the women’s attitude and behavior, as well as
the reference to VWestern music, are a great depar-
ture from the usual depiction of the Oriental harem;
at the same time the painting has an exceptional place
among family portraiture, from the viewpoint of its
depiction of the Ottoman family order (Gurgaglar
2000: 138-140).

Miifide Kadri's “Women in the Countryside”
(1910) does not belong in this category, but rather
resembles a picnic and music festival in an imaginary
world inhabited by fairy-like creatures, inspired by
Western impressionism but adapted to us (cat. 44)
Eren Eyiiboglu, in “Woman Playing the Saz" (1944)
portrays a village woman’s occupation with her
music (cat. 45).

3 tdn

Hamit Gérele’s “Concert” is like a glimpse of the
continuation of the tradition of Abdiilmecid Efendi’s
“Beethoven in the Harem” into the Republican peri-
od (ill. 31). In 2 modern family atmosphere, a young

child plays the piano while a man and three women

observe her. The male figure, probably the father,




30 Sehzade Abdiilmecid, Haremde
Beethoven, 1915, tuval iistiine
yagliboya, 155.5 X 211 cm.,
MSGSU Istanbul Resim ve
Heylel Miizesi Koleksiyonu

30 Prince Abdiilmecid, Beethoven
in the Harem, 1915,
oil on canvas, 155.5 X 211 cm.,
MSFAU istanbul Painting and
Sculpture Museum Collection

[

Hamit Gérele, Kanser, |
tuval listline yagliboya
130 x 162 cm., MSGSU Istanbul '
Resim ve Heykel Miizesi
Koleksiyonu

Hamit Gérele, Concert, oil on
canvas, 130 x 162 cm.,
MSFAU istanbul Painting and
Sculpture Museum Collaction |

3

-

3

32 Umid, say: 18, 1921
32 Umid, no: 18, 1921
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Iv.

Tanzimat déneminde saraya yakin kiigiik bir
seckin grup, batihlagmis yasamn birgok kuru-
muna, bu arada balolara katilmaya baslamag ve
bu tiir eglencelere alsmasti. 1839 yihnda bir
Fransiz gazetesinde:

Istartbul’dan haber verildigine gore, Sultan
Mahmud’un dogum giinii olan bu ayn
besinde, debdebeli bir merasim yapildt.
Giindiiztin Hirka-i Serif tezahiiratla tavaf
edildi. Fransa, Ingiltere, Rusya sefirlerinin ve
biitiin kordiplomatigin davetli oldugu ziyafetten
sonra, Harem’de, padisah kanlanwn, kendi-
lerini davet eden herkesle dans ettikleri
harikulédde bir balo verildi.

denilmektedir (Okay 1975).

19. viizyil sonunda Istanbul’da 6zellikle Pe-
ra’da agilan Avrupai kafelerin, birahanelerin
(Flamme, Café Couron, Alkasar, Vage gibi)
miigterilerinin cogunlugu Tirk'ti. Buralarda
karnavallar, maskeli balolar yapihyordu.

Cumbhuriyet déneminde de, dnemli kutla-
malanin en belirgin etkinligi balolardi. Cum-
huriyet Balosu, 23 Nisan Cocuk Balosu vd.
Ayhk Meanua'nm Mayis 1927 sayisinda yayn-
lanan bir fotografin alunda “Dans iptilast mem-
leketimizde de salgin halindedir. Her aksam sabah-
lara kadar birgok ciftler miitemadiyen dans etmekte-
dir.” yazs: yer almaktadir. Beyoglu'nda, Fik-
ret Adil’in Garden Bar Geceléri kitaplarinda sz
ettigi dans salonlan ¢ogalmig, Taksim Bahge-
si'nde beg ¢aylannda ya da aksam yemeklerin-
de dans edilir olmustu. Yakup Kadri ise Anka-
ra romamnda, Ankara Palas'm biiytik salonun-
da diizenlenen Noel ve yilbagi balolarinin gor-
kemini anlatiyor, baloya katlacaklarin iki ay
drcesinden [stanbul terzilerine tagndigindan
s6z ediyordu (Karaosmanoglu 1934: 105),

Hikmet Feridun Es’in Yedigiin dergisinde
kaleme aldig “25 Kuruga Eglence. 1933’te

leaning against the piano and the instructor on the
stool beside the child are concentrating on the per-
formance. The bust of Atatlirk atop the piano con-
tributes to the expression of the sense of respect
felt for him as a proponent of this type of music.

1v.

During the Tenzimat, a small exclusive group within
palace circles began to participate in many different
institutions of the westernized life style, among
them attending balls, and became quite habituated to
this type of entertainment. In 1839, a French news-
paper reported:

According to news from Istanbul, the birthday of
Sultan Mahmut was celebrated on the fifth of this
month with a ceremony full of pomp and splendor.
During the day the Mantle of the Prophet was
displayed in procession. After the banquet attended
by the French, British and Russian ambassadors and
the entire diplomatic corps, a magnificent ball was
held in the Harem, where the wives of the suitan
danced with everyone who invited them to do so
(Okay 1975).

By the end of the nineteenth century, the majori-
ty of the clients of the European style cafés and pubs
(such as Flamme, Café Couron, Alkasar and Vage)
were Turkish. Carnivals and Mardi Gras fétes, cele-
brations and masquerade balls were held in these
establishments.

During the Republican period as well, the most
popular events in important celebrations were balls.
An article accompanied by a photograph in the May
1927 issue of Ayhk Mecmua [Monthly Magazine]
referred to the Republic Ball, the 23" of April
Children's Ball, etc.: “The dance craze has reached
the scale of an epidemic in our country. Every
evening many couples dance continuously until
dawn. The number of dance halls in Beyoglu, men-
tioned by Fikret Adil in his book, Garden Bar Geceleri




Bir Beyoglu Geces:” yazisinda 1993°{in Be-
yoglu gecelerinin 1926'daki Beyoglu gecele-
rinden farlan anlatir;

Tarifesi tuzlu, bityiik barlann éniinden gegerseniz
kapilan kapalt, icerisin karanhk gériirsiiniiz. ..
Oromobilinizin kapisin agarak hiirmetle seldm
duran eski Rus cenarali pala bryiklt bar kapicist
artik kayiplara kangnugtir. Eskiden Garden
Bar'dan Pera Palas’a dogru ilerlerken isittiginiz
boguk saksofon sesi arik susmugtur. .. Ismokinli,
frakly erkeklerle, lame iskarpinli, beline kadar
agike gece tuvaletli kadinlann neseli neseli
kapidan girdiklerini goremezsiniz...

Ucuzlayan ve yayginlasan bar kiiltiirii, daha
siradan kadinlan barlara ¢ekmis, barlara ayn
ayn giden kadinlar ve erkekler orada bir ara-
va gelerek dans etmeye baglamislardir. Bu
dans ¢ilginhg dyle yaygmlagmustir ki, Hikmet
Feridun Bey, barlardan birinde giindiizleri
Giizel Sanatlar Akademisi'nde ressambk, ge-
celeri dans hocali1 yapan Bahri Bey ve Halit
Bey adinda iki gengle de tamstinlmustir. Ibra-
him Call'min Refik Epikman’'m, Ali Avni
Celebi'nin pistte cilginca dans ettikleri kadin-
lar da aym ‘monden’ kadinlar olmalidir.

Ibrahim Calli'mmn “Balo”su, Hikmet Feri-
dun’un betimled:ii “Smokinli, frakh erkeklerle,
lame iskarpinli, beline kadar agtk gece tuvaletli ne-
seli kadinlar’mm eglencesine karsihk gelmekte-
dir (kat. 46). Kendinden emin, glivenli, mo-
dern, ik giyimli, yar1 esrik bu kadmlarn ucu-
san sallan bize dansin ritmini duyumsanrken,
yorgunluktan oturmus dinlenirken gésteril-
meleri balonun hakkini vermis olmanin haz-
z1 i¢inde olduklarmi diisiindiirtiir. Refik
Epikman'm “Bar”1 aymi coskunun farkli bir
gosterimidir (kat. 47).

Ali Avni Celebi’nin “Maskeli Balo”su
(1928} bir yandan da oryantalist batih bakigin
yapibozumuna déniisen gizemli bir anlatimdar

[Nights at the Garden Bar], had increased. Five
o'clock tea and evening meals in the Taksim Bahgesi
[Taksim Garden] had become occasions to dance. In
his novel Ankara, Yakup Kadri described the splen-
dor of the Christmas and New Year's balls held in
the grand ballrooms of the Ankara Palas, and men-
tioned that ballgoers would spend the two months
prior to the event sequestered with their Istanbul
dressmakers (Karaosmanoglu 1934: 105).

Hikmet Feridun Es (1933: 6-8), in his article,
“Entertainment for 25 Kurus (cent): A Beyoglu
Night in 1933" describes the difference between
the Beyoglu nights of 1926 and those of 1933:

If you pass in front of the high-priced big bars, you
will only see darkness beyond their closed doors...
The bar doorkeeper, an old thickly-moustachioed
Russian general who opened the door of your
automobile and saluted you respectfully, is a thing
of the past. The muffled sound of the saxophone
that one used to hear while walking from the Garden
Bar toward the Pera Palas has been silenced...
Gone are the men in tuxedos and frock coats
accompanied by women in lamé slippers and
décolleté evening gowns who used to pass gaily
through those doors. .,

The bar culture that had become both more wide-
spread and less expensive now attracted a more
common type of woman to the bars, and the men
and women who came separately to the bars had
begun to meet and dance there. This dance craze
had spread to the extent that in one of these bars,
Hikmet Feridun Bey was introduced to two young
men named Bahri Bey and Halit Bey who worked at
the Academy of Fine Arts during the day and taught
dancing in the bar at night. The women who danced
madly on those dance floors with Ibrahim Call;,
Refik Epikman and Ali Avni Celebi must have been
these same ‘mondaine’ women.

ibrahim Calli's “Ball" was a response to the enter-
tainments described by Hikmet Feridun’s “men in
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leat. cat. 47

33 Cumhuriyet Balosu, Fotograf:
Selahattin Giz

33 Republic Balls. Photograph:
Selahattin Giz
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(res. 34). Yapit olduk¢a karmagk iliskiler
Hriintisi icerir. Resim, igine aldign diger re-
simle anlam kazanir. “Maskeli Balo™ tablosu-
nun orta plamnda yer alan bu resim, resimsel
diizenlemeyi farkli derinlikte tige aymr. Re-
sim, icindeki resmin ortasinda portrelestiril-
mis, masum goriiniiglii ciplak geng kizin elin-
de opera diirbiiniine ya da kii¢lik bir maskeye
benzer nesne, saginda ve solunda ise Uzakdo-
gulu figiirler bulunur. Elinde maske tutan san
giysili bir kadm solda, birbirine sanlms ti¢ ki-
si sagdadir. Digerinin arkadan sanldign kadin

yiiziinii yelpaze ile izleyiciden saklar. Sarma-

lanmanin arasinda kalan beyaz giysili diger fi-

tuxedos and frock coats and merry women in lamé
slippers and décolleté gowns". The floating shawls of
these confident, secure, modern, well-dressed,
somewhat intoxicated women makes us feel the
rhythm of the dance, while their depiction resting,
seated in exhaustion, but with the pleasure of having
given the ball its due, is thought-provoking (cat. 46)
Refik Epikman's “Bar" offers a different representa-
tion of the same exuberance (cat. 47).

Ali Avni Celebi's “Masquerade Ball” (1928), on the
other hand, becomes a mystical deconstruction of
the orientalist western viewpoint (ill. 34). The work
contains a web of rather complicated relationships,

and malkes sense when one takes into account the




gurtin ise ylizii goriilmez. Bu figurlerin tuval
yiizeyindeki tabloya mi, yoksa resmin kendi-
sine mi ait oldugn kusku yaraticr bir belirsiz-
likle verilmistir. Reesmi tam ortadan iki farkh
alana ayiran diger resmin arkasindaki devin-
gen kaotik kalabah@n ne yapug: yeterince be-
lirgin degildir. Bu karmagikhktan styrilarak
tablonun sasisine abanan ve &ne dogru bakan
figiir, 6n ve arka diizlem arasindaki kopuk ilis-
kiyl saglayan bir enerji alam yaratmaktadur.
Tablonun hemen éninde ve 1ki yaminda fark-
b kiilttirlerden ¢iftler ve insanlar gosterilmigtir.
Solda, elinde maske tutan, beline bir kumas
sarmg, tstl ¢iplak kara derili bir erkek vardr.

other painting within it. This painting in the middle
ground of “Masquerade Ball" separates the compo-
sition into three levels of different depths. In the
center of the painting within the painting we see the
portrait of an innocent-looking nude young girl hold-
ing an object that resembles opera glasses or a mask;
to its left and right are figures from the Far East. At
the left is a woman in yellow clothing holding a mask
and to the right are three embracing figures. One of
them hides the face of the woman he is embracing
from behind from the viewer with a fan. The face of
the figure in white cannot be seen between the

embracing couple. These figures have been rendered

in such a way that it is unclear whether they are a

34 Ali Avni Celebi, Maskeli Balo,
1928, tuval istiine yagliboya,
139 X 187 cm., M5GSU istanbul
Resim ve Heylkel Milzesi
Koleksiyonu

34 Ali Avni Celebi, Masguerade
Ball, 1928, oil on canvas,
139 X 187 ¢cm., MSFAU Istanbul
Painting and Sculpture
Museum Collection
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Onun yanindaki ¢ift, miizigin ritmine uymus
dans etunekee, bir yandan da tabloya bakmak-
tadirlar, Kadmmn ylizii goriilmez ama seffaf
giysisinin altinda viicudunun tiim hatlar bel-
lidir, On diizlemde ti¢ kisi oturur. Soldaki sa-
n giysili, belinde siyah kemer olan ¢iplak
ayakh figiir iskambil fal bakar. Sagda Ingres’in
Tiirk hamammnda kolunu basginin gerisine al-
mis kadinlar, onun ve Matisse'in odaliklarim
ammsatan ¢iplak bir kadin, geriye atug ko-
luyla yiiziinii saklayarak esmer tenli giplak bir
erkegin kucagma uzanmstir. Yanlannda yiik-
selen silindirik form tizerindeki maskeli yiiz,
Afrika verlilerinin totemlerini ammsanr. Ze-
min kirmiz1 bir bulanikhk icindedir. Tdm bu
karmagikhgin icinde resme hakim olan ve er-
keklerle birlikte yiizii agik olarak goriinen tek
kadin (belki de gelecegin kadmni), resmin i¢in-
deki resimde portrelestirilmis olan geng kizdar.

Avrupa’dan iilkeye daha yeni dénen Cele-
bi'nin bu karmagik ve gizemli kurgusu, akla
batih oryantalistlerin Batinin Dogu’yu anla-
mak icin bagvurdugu oldukea genis bir reto-
rik figiirler ve stylemsel mecazlar hazinesine
bagvurmast gibi, metaforik bir anlatum1 yegle-
mis olacagini getirir. 19. ylizyill Avrupal: gez-
ginleri, dogulu kadimmm pege ardindaki mas-
keli gériintiisiiniin onu bir sura donistiirdii-
iinii disiiniirler. Edmondo de Amicis (Cons-
tantinople, 1878: 208'den aktaran Yegenoglu
1996: 118) bu durumu,

Ayni anda hem sunmak hem gizleme, hem
18z vermek hem de mesele glkarmak, veya
bellenmedik bir anda kiigiik bir mucize
yaratmak igin kullandiklan o iki peceyle ne
yapmay: amagladiklaru séylemeke imkénsizdr.

stzleriyle dile getirir.

Anonim ve bilinmeyen muazzam bir kadin

niifus, baylece bir cesit kocaman maskeli baloya

part of the painting within the painting or part of the
painting itself. Nor is it clear what the wildly chaot-
ic crowd is doing behind the painting that divides the
canvas into different areas. The figure that has
escaped from this complexity and is leaning on the
frame of the canvas looking forward creates a field
of energy between the two unrelated planes.
Couples and individuals from different cultures are
portrayed in the foreground of the painting and at
either side. At the left is 2 black-skinned semi-nude
male figure with fabric wound around his waist. The
couple next to him are dancing to the rhythm of the
music as they observe the painting. The woman's
face isn't seen but all the lines of her body are visi-
ble beneath her transparent clothing. There are
three seated figures in the plane at the forefront.
The barefoot figure at the left is dressed in yellow
with a black belt around the waist and is playing soli-
taire. The figure to the right is that of a nude female,
reminiscent of the women in Ingres’ Turkish Bath
with her arm behind her head and of Matisse’s odal-
isques, leaning against a dark-skinned nude male.
The masked face atop the cylindrical form that rises
alongside them is reminiscent of the totems of
African natives. The floor is a turbid red. Amid all
this complexity, the woman who is dominant in the
painting and with her face exposed like that of the
male figures, (maybe the woman of future), is the
young girl portraited in the painting.

This complicated and mystical composition exe-
cuted by Celebi shortly after his return from Europe
utilizes the wealth of rhetorical figures and
metaphoric language to which Western orientalists
had recourse in their attempt to understand the
East, indicating his preference for a metaphorical
representation. European travellers of the nine-
teenth century felt that the masked appearance of
the Eastern woman behind her veils made of her a
mysterious secret. Edmondo de Amicis (in
Constantinople 1878: 208, as related by Yegenoflu
1996: | 18) expresses his impressions:

It is impossible to say what intention is behind her
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dondistiiriilen bu gizemli sehirde dolagiriar —
yalniz maskelerinin gkanlmasina hic bir
zaman izin verilmemesi gibi bir gariplikle,

diyen Théophile Gautier (Constantinople
1875: 193-194'ten aktaran Yegenoglu 1996:
119) Istanbul kadinlarm maskeli balodaki
biiyiik bir grup olarak niteler. Edmondo de
Amicis’in (Constantinople 1878: 206’dan akta-
ran Yegenoglu 1996: 119) dogulu kadin be-
timlemesi de benzer yaklasimlarla doludur:

llk izlenim miithis tuhaftir. Yabana birisi,
parlak renkli ¢arsafa sanlmg tiim bu peceli
figiitlerin maskeli baloya mu gittiklerini, yoksa
rahibe veya deli mi olduklanim merak eder...

35 Resimli Ay sayfalarindan dans
goriinlimleri. Aralik 1922

35 Dance scenes from Resimli Ay,
December 1922

use of those two veils at an unexpected moment to
create a small miracle, both exposing herself and
hiding at the same moment, both making a promise
and creating a barrier.

A huge anonymous and unknown population of
women walk about this mysterious city as if it has
been transformed into an enormous masquerade
ball — but with the peculiarity that it will never be
permitted to remove the masks,

says Théophile Gautier (Constantinople 1875: |93-
194 as related by Yegenoglu 1996: | 19), likening the
women of Istanbul to a large group of guests at a
masquerade ball.

The representation of the woman of the East by
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36 Cemal Tollu, Balerin, 1935,
tuval iistiine yagllbnna
65.5 X 54 cm., MSGSU Istanbul
Resim ve Heykel Miizesi
Kolelsiyonu

36 Cemal Tollu, Ballerina, 1935,
oil on canvas, 65.5 X 54 cm,,
MSFAU stanbul Painting and
Sculpture Museum Collection
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Tiim bu maskeleme eylemi, maskenin ge-
risindekini diistindiirtiir, onu goriinmez, ele
gecirilmez sith bir hale déniistiirtir. Ali Avni
Celebi'nin maskeli baloda denedigi de, bu
¢ok katmanh kiiltiirel olusumun degiskenle-
rini tersinden gostererek gizemli sanatsal bir
yiizeyi/maskeyi, sirh hale getirmek olabilir,
Diizenlemede batih modern ustalarn birco-
Zuna maskeli anflar vardir ve iskambil falina
bakan adamn gelecege iliskin durugu maske-
nin arkasindaki gelecek kadar gizemli ve bu-
laniktir. Bu resim igin ‘Dogu ile Bati, Megru-
tiyet ile Cumhuriyet arasinda maskeli bir ba-
lo!" diyebilir miyiz?

Zeki Faik lzer, Ali Avni Celebi, Turgut
Zaim ve Cemal Tollu'nun balerinleri dansi
meslek edinmig kizlarn resimsel ifadeleridir
(kat. 48, kat. 49, res. 36).

V.

I1I. Mejsrutiyet’in ilamyla birlikte basin tizerin-
deki sansiir kalknms, bilim, sanat, eglence, 6g-
renci, genclik, iktisar, kadin, aile, din, miizik,
askerlik gibi ¢ok cegitli konularda siireli ya-
ymnlar basilnug ve sayilan cogalmstir, Kadin-
lara yonelik ¢ikanlan Insaniyet, Mehasin, De-
met, Kadinlar Diinyas;, Kadim gibi dergilerin
yam sira, diger dergilerde de yer alan sanat,
moda, spor, ¢ocuk bakim ve egitimi iizerine
yazilarda kadinin toplumsal konumu, egitimi,
bakimm, geng ve saghkh goriiniimii tizerinde
durulmus ve bu diisiinceler belli illiistrasyon-
larla desteklenmistir. ‘“Hasta Adam’ Osmanh
imgesinin saglam Cumubhriyet'e déniistiiriil-
mesi istegi (Glirsoy 1998: 41), saglam bir
genclik yetistirmekle e tutulmus, yagh Os-
manli’dan geng¢ Turkiye yaraolmustir. Saghkh
bir beden ve yasam istegi “saglam akil saglam
viicutta bulunur” deyiminde oldugu gibi sag-
likl bir gelecekle iligkilidir ve bu istek kadm-
lar1 da kapsamaktadir, Kadinlann giizellikleri-

Edmondo de Amicis (Constantinople 1878: 206 related
by Yegenoglu 1996: 119) is full of similar comparisons:

The first impression is extremely curious. A foreigner
viewing all these veiled figures wrapped in brightly
colored sheets of fabric asks himself whether they
are on their way to a@ masquerade ball, or whether
they are nuns, or perhaps insane.

The phenomenon of masquerade leads one to
ponder what lies behind the mask, rendering it invis-
ible and unattainable. What Celebi attempted in his
masquerade ball may have been to give an air of
secretiveness to an artistic surface/mask, showing
the reverse side of the variables of this multilayered
cultural phenomenon. In the composition there are
masqueraded attributions to many of the modern
western masters, and the position of the figure play-
ing solitaire is as mysterious and blurred as the
future behind the mask. Can we say of this painting
that it is a “masquerade ball between East and West,
between Constitution and Republic” ?

Zeki Faik Izer, Ali Avni Celebi, Turgut Zaim and
Cemal Tollu's ballerinas are pictorial representa-
tions of young women who have made ballet their
profession (cat. 48, cat. 49, ill. 36).

V.

With the proclamation of the Second Constitution;
censorship of the press came to an end, resulting in the
publication of growing numbers of periodicals on a
variety of subjects including science, the arts, enter-
tainment, students, youth, the economy, women, the
family, religion, music and military service. Apart from
magazines oriented to women such as Insaniyet,
Mehasin, Demet, Kadinlar Diinyasi and Kadin, the place of
women in society, their education, their personal care
and the importance of a young and healthful appear-
ance were emphasized and supported by illustrations
in other periodicals in articles about art, fashion,
sports, child care and education. The desire to replace

kat. cal. 49
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37 Edip Hakla Késeogly, Isinan
Kadinlar, 1935, kontrplalc
iistiine yagliboya, Bo x 60 cm.,
MSGSD Istanbul Resim ve
Heykel Miizesi Koleksiyonu

37 Edip Haldu Késeoglu, Women
Getting Warm, 1935, oil on
Iﬂywood, 80 x 60 cm., MSFAU
stanbul Painting and
Sculpture Museum Collection
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ni sporla korumalar: da ayrica Ggiitlenmekte-
dir, Edip Hakki Koseoglu'nun “Isman Ka-
dinlar™ (1935) bu gorsellestirmenin tekil bir
dmegdir (res. 37).

Yiizme sporu, bu tiir Megrutiyet ve Cum-
huriyet dergilerinin bir ¢ogunda gorsellestinl-
migtir. Yiizme yarigmalar: haber degeri tagryan
onemli spor etkinlikleri arasinda yer alir; ma-
yolu diizgiin viicutlu erkek ve kadmlar yan
yana, birlikte sikhkla fotograflanir. Spor, sos-
yallesme ve rahatlamanmn Snemli mekinlan
olan deniz banyolan, Istanbul kiyilarinda ken-
dilerine yer acarak yasama katihr. Denizden
cok Kamthane deresi ve Goksu deresi gibi tat-
h sularda gezmeyi yegleyen Istanbullular 19.

yiizyithn ortalannda ilk deniz hamamini acti-

the image of the Ottoman ‘Sick Man' with a strong
Republic (Giirsoy 1998: 41) was considered synony-
mous to raising a strong and healthy younger genera-
tion; the youth of Turkey were to confront the elder-
ly Ottoman. Just as the desire for health in the expres-
sion, ‘a sound mind in a sound body,” implied its rela-
tionship with a sound future, this desire included
women as well. Women were also counselled to main-
tain their beauty through sports. Edip Hakki Késeoflu's
representation of the “Women Getting Warm” (1935)
is a singular example of this (ill. 37).

The sport of swimming was depicted in the
majority of these Constitution and Republican peri-
odicals. Swimming competitions took their place
among newsworthy sporting events; well-built men
and women in bathing suits were frequently pho-

38 “Spor yapalim”, Davul,
Ocak 1509

38 “Let's do sports”, Davul,
January 1909

39 Yeni Ev Doktory, Eyliil 1938

39 Yeni Ev Doktoru,
September 1938

40 Resimli Ay, Agustos 1923
40 Resimli Ay, August 1923



lar. 1I. Megrutiyet'le birlikte énemli mekin-
lardan biri de “deniz hamamlan’ ve ‘plaj’lardur.
Bu hamamlann énculiigini Cardak Iskelesi
deniz hamam yapmus, onu Salipazan ve
Kumkap: deniz hamamlan izlemigtir. Dért ta-
rafi kapali olan deniz hamamlar: 20. yiizyilin
baginda cogalmis, denize kivist olan hemen
her semtte acilmustir. Kadinlarla erkeklerin
tahta perdeler ve giivenlik glicleri denetmin-
de birbirinden ayn olarak denize girdizi bu
hamamlar 20. ylizyihn ilk ¢eyreginde kadin-
larla erkeklerin birlikte kullandiklan plajlara
doniismislerdir. Cumburiyet déneminde de
plajlar, sandal sefalar1 ailece eglenmenin
6nemli bir bigimiydi. Ibrahim Call’'nin, [bra-
him Safi'nin, Ali Halil'in, Omer Adil'in plaj-
da glineslenirken gosterdikleri bu kadimnlar, te-
miz hava, glines ve sporla bicimlendirdikleri
geng ve saglikli bedenlere sahiptiler (kat. 50,
kat. 51, kat. 52, kat. 53, kat. 54).

tographed together, side by side. Sea bathing areas
and beaches made a place for themselves along the
shores of Istanbul and in the life of the city as envi-
ronments for sports, socializing and relaxation. The
citizens of Istanbul, who had previously preferred
strolling alongside the sweet waters of the streams
of Kagithane and Goksu, rather than by the sea,
opened their first ‘'sea bath' in the mid-nineteenth
century. ‘Sea baths' and ‘beaches’ became important
locations during the Second Constitution. The
baths at Cardak Iskelesi led the way, and baths
opened at Salipazari and Kumkapi soon followed.
The number of these sea baths, enclosed on four
sides, increased at the beginning of the twentieth
century, and soon had opened in almost every
neighbourhood with a hint of seashore. Men and
women bathed separately in these facilities, with
the aid of covered fences and security forces, but in
the first quarter of the twentieth century the baths
were gradually transformed into beaches used by
men and women together. Beach and boating
excursions became an important form of family
entertainment during the Republican Period. The
women depicted sunning themselves by |brahim
Cally, lbrahim Safi, Ali Halil and Omer Adil had
youthful and healthy bodies shaped by the forces of
fresh air, sun and sports (cat. 50, cat. 51, cat. 52,
cat. 53, cat. 54).

leat. cat. 52
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41 Nurullah Berk, Koyld Kadin,
1936, kagit lizerine kanisik
teknik, 62 x 44 cm,, MSGSU.
Resim ve Heykel Miizesi
Koleksiyonu

41 Nurullah Berk, Village Woman,
1936, mixed media on paper,
62 X 44 cm., MSFAU Istanbul
Painting and Sculpture
Museum Collection
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1g950’'lere dogru
Yeter! Séz Kadinin mi!?

Forward to the 19508

Enough! Is it now women's turn to speak!?

1950’lerle birlikte dne ¢ikan soyut resim, non-
figliratif resim tartgmalan iginde ‘kadm’, bir
motif olmaktan dteye gidememistir. Figiire da-
yali ifade etmenin resimdeki yerinin tartisildign
bu dénemde ‘kadmn’ imgesi, toplumsal ya da
ideolojik bir sorun olarak ele alnmanusur. Bu-
nunla birlikte 6megin Eren Eyuboglu, Bedri
Rahmi Eyuboglu, Nurullah Berk, Cemal Tol-
lu, Cevat Dereli, Maide Arel gibi sanatcilarn
yapitlarinda goriilen ‘kadin’, 6zellikle de Ana-
dolu kadini, nakagsal bir deger tasimanin Gtesin-
de bir sorun duyurmaz (kat. 23, res. 41). Bu
donemdeki en aykimn ve tek érnek belki de Fik-
ret Mualla'dir (Saygr). Yasamumin c¢ogunu

Fransa'da gegirmesinin de etkisiyle resimlerin-

In the midst of the disputes over the abstract, non-
figurative painting that arrived with the 1950s,
‘woman’ remained only a motif. During this period
in which the importance of the human figure in
painting was a point of debate, the image of ‘woman’
had no further relevance as a social or ideological
issue. In the works of artists like Eren Eyiiboglu,
Bedri Rahmi Eyiiboglu, Nurullah Berk, Cemal Tollu,
Cevat Dereli and Maide Arel, the ‘woman’ por-
trayed, in particular the Anatolian woman, is little
more than an embellishment, with no further issues
raised (cat. 22, ill. 41). Perhaps the single divergent
example in this period is Fikret Mualla (Saygi). Under
the influence of having spent the greater part of his
life in France, the women in his works are portrayed
dancing, drinking in bars, singing, enjoying them-
selves, walking arm in arm with men, walking alone
on the street, as objects of either sexual attraction
or passion, anger and melancholy, in short, as con-
trary figures experiencing city life with every attrib-
ute of their beings (ill. 42).

The use of the image of ‘woman’ as a slogan in an
ideclogical and political context, being at her side in
this type of movement, the necessity to gain her sup-
port, resulted in the male/male-artist's abstraction of
the ‘woman’' from her own sexuality and identity,
exalting her, making of her the object of his dreams,
the reason for his life, the very substance of his hatred,
and finding any number of reasons for her idealization
or deprecation or attempts to convince her to look
after him. In the end, it was the women artists who
succeeded in their approach of depicting ‘woman’
unaffectedly, in all simplicity, as she truly exists.

When the viewpoint lying in the depths of moder-
nity, based on the premise that one must either be




deki ‘kadin(lar)’, dans eden, barda icki icen,
sarki soyleyen, eglenen, erkeklerle kol kola ge-
zen, sokakta tek bagma dolasan, cinsel bir nes-
ne olarak algilanan ya da dsik olunan, iiziilen,
kizilan, kisaca tiim 6zellikleriyle kenti yasayan
aykn figtirler olarak ele alnnuslardir (res. 42).

‘Kadm’ imgesinin ideolojik ve politik bag-
lamda sloganlastinlmasi, bu tiir bir devinimde
onunla yan yana olma, onun destefani kazan-
ma gereksiniminin bir sonucu olarak erke-
gin/erkek sanatginin, ‘kadin’t kendi cinsinden
ve kimlifinden soyutlayarak yiiceltmesi, diis-
lerinin stisti, yasanunin nedeni, nefretinin to-
zii gibi cogalulabilecek nedenlerle iilkiiselles-
tirmesi, asagilamasi ya da yanma almas: yakla-
simlarindan sonra ‘kadmn’a yalin, oldugu gibi
yaklasan yine kadn sanatcilar olmuglardar.

Modemitenin derinliklerinde yatan, kadn
haklannm savunusunda gercekei bir Bzgiirlik
anlayimm benimseyen projenin erkeklerle bir
arada olmak ya da onlara kargt ctkmalk temeline
dayah goriintiist, Luce Irigaray ve Juha Kristeva
ile yeniden sorgulandiginda, bu sorgulamamn
sanata yansumalarmda 1980%lerden baglayarak bir
aynmlagma gozlenmistir. Belli cinsivet kategori-
lerinin diginda yapicéziimcii bir 6zne anlayisiyla
‘kadin’, bagka tiirden bir gorsellestirmenin/an-
lamlandimmanin konusu olmustur. Ust anlatilara
kars1 duyulan kugkuculuk (Lyotard), Tiirkiye'de
de 1980’lerden sonra sanatta kadin sorununa ba-
kg farkhlagtirmis ve deffistirmistir.

Osmanh Imparatorlugu ve Tiirkive Cumhu-
riyeti modemnlesmesinin sanatalan, sanatta kadi-
n1, bauh bir gozliikle ve ne Bat'da ne Dogu’da
ashnda olmayan bir tilkiisellestirme iginde yarat-
uklan yeni kent/kéy mekinlannda ‘6tekilesti-
rerek gostermiglerdir. Modemn Tiirk resminde,
gerek megrutiyet kacim, gerek cumhuriyet kadi-
n1, bir bakima toplumsal yasanmughginmn digma
¢ikanlarak imgelestirilmis, ancak yine de top-
lumsal gakismalar ve hakikiligi acsmdan kent
kadim, kéylii kadindan daha sahici kalinmistir,

with men or against them when involved in the
defence of women's rights, was questioned anew by
Luce Irigaray and Julia Kristeva, we observe a differ-
entiation that began in the 1980s in the reflection of
this interrogation on the arts. Qutside certain cate-
gories of gender, in a deconstructive approach,
‘woman' became the subject of a different type of
depiction. In Turkey as well as abroad, after the 1980s
growing skepticism and a suspicion of meta-narratives
(Lyotard) resulted in a different focus on the issue of
the woman in art and consequent change.?'

The artists of modernization under both the
Orttoman Empire and the Republic of Turkey
endowed the woman in art with an idealized ‘other'-
ness that neither existed in the Western perspective
nor had a basis in East or West, and portrayed her in
this manner in their new urban/village spaces. In mod-
ern Turkish painting, both the woman of the
Constitution and the woman of the Republic were to
some extent imagined in a manner that was far from
their true experience within the social construct, yet
from the angle of social conflict and realism, it was the
urban woman rather than the village woman who
achieved greater realism.

H Ancak bu sorun baska bir

yazimin ve belki de sergilemenin

konusu olacaknr.

M This problematic will be

the subject of further researchs
and pessibly another exhibition.

42 Fikret Mualla (Sayg),

Kadinlar, 1955, kagit iizerine

guvas, 37 X 52 cm., Liiset-

Mustafa Taviloglu Koleksiyonu
42 Fikret Mualla (Saygi), Women,

1955, gouache on paper,
37 X 52 cm., Liiset-Mustafa
Taviloglu Collection
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1

Omer Adil

Goreve Cagn

1924, tuval iistiine yaghboya, 91.5 x 125 cm.

MSGSU Istanbul Resim ve Heykel Miizesi Koleksiyonu

Omer Adil

Call to the Mission

|924, oil on canvas, 91.5 x 125 cm.

MSFAU Istanbul Museum of Painting and Sculpture Collection
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KATALOG “MODERN BIR KONUT’, ‘TURK BIR AILE", ‘YENI BIR KADIN'

CATALOGUE 'A MODERN DWELLING', *A TURKISH FAMILY', 'A NEW WOMAN'



2

Bedri Rahmi Eyiiboglu

Kéylii Ailesi

tuval dstiine yagliboya, 90.5 x 72 cm.

MSGSU istanbul Resim ve Heylkel Miizesi Koleksiyonu

Bedri Rahmi Eyiiboglu

Peasant Family

oil on canvas, 90.5 x 72 cm.

MSFAU Istanbul Museum of Painting and Sculpture Collection
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KATALOG ‘MODERN BIR KONUT', ‘TURK BIR AILE", *YENI BIR KADIN’
CATALOGUE ‘A MODERN DWELLING', *A TURKISH FAMILY", ‘A NEW WOMAN'




3

Salih Uralli

Hasat

1940, tuval Gistiine yaghboya, 65 x 50 cm.
Tirkiye Cumhuriyet Merkez Bankasi Koleksiyonu

Salih Uralli

Harvest

1940, oil on canvas, 65 x 50 cm,

The Central Banlk of the Republic Turkey Collection
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KATALOG *MODERN BIR KONUT’, *TURK BIR AILE’, 'YENI BIR KADIN'

CATALOGUE ‘A MODERN DWELLING', "A TURKISH FAMILY", ‘A NEW WOMAN'




4

Halil Dikmen

Portakal Bahgesi

tuval Ustiine yaghboya, 136 x 241 cm.

Ankara Devlet Resim ve Heykel Muzesi Koleksiyonu

Halil Dikmen

Orange Grove

oil on canvas, 136 x 24| cm.

Ankara State Museum of Painting and Sculpture Collection
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KATALOG ‘MODERN BIR KONUT, ‘TURK BIR AILE', “YEMI BIR KADIN®
CATALOGUE 'A MODERN DWELLING®, *A TURKISH FAMILY", ‘A NEW WOMAN"* i




5

Turgut Zaim

Yériilder Koyii

tuval iistiine yaglboya, 117 x 95.5 cm.

Ankara Devlet Resim ve Heykel Miizesi Koleksiyonu

Turgut Zaim

Nomad Village

oil on canvas, |17 x 95.5 cm.

Anlara State Museum of Painting and Sculpture Collection
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KATALOG ‘MODERN BIR KONUT', ‘TURK EIR AILE’, *YEMI BIR KADIN®

CATALOGUE ‘A MODERN DWELLING®, *& TURKISH FAMILY", *A NEW WOMAN'




6

Turgut Zaim

Kaylii Kadin ve Kizi

79 x 62 cm.

Suna ve Inan Kirag Koleksiyonu

Turgut Zaim

Village Woman and her Daughter
79 x 62 cm.

Suna and Inan Kirag Collection
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99
KATALOG "MODERN BIR KONUT’, ‘TURK BIR AILE’, “YENI BIR KADIN'

CATALOGUE "A MODERN DWELLING', "A TURKISH FAMILY', *A NEW WOMAN’




7

Halil Pasa

Resim Yapan Kiz

tuval Ustiine yagliboya, 41 x 33 em.
SU Sakip Sabanci Miizesi Koleksiyonu

Halil Pasa

Girl Painting

oil on canvas, 41 x 33 em.

SU Salap Sabanci Museum Collection
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KATALOG KADIN: ASK, SANAT VE YARATICILIK

CATALOGUE WOMAN: LOVE, ART AND CREATIVITY




8

Hiiseyin Avni Lifij

Atelye

tuval tstiine yagliboya, 56 x 40 cm.

Ankara Devlet Resim ve Heykel Mizesi Koleksiyonu

Hiiseyin Avni Lifij

Studio

oil on canvas, 56 x 40 cm.

Anlara State Museum of Painting and Sculpture Collection
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KATALOG KADIN: ASK, SANAT VE YARATICILIK
CATALOGUE WOMAN: LOVE, ART AND CREATIVITY




9

Erciimend Kalmik

Ressam ve Modeli

tuval Ustline yagliboya, 75 x 52 cm.
Hallcbank Koleksiyonu

Erciimend Kalmilk
Artist and her Model
oil on canvas, 75 x 52 em.
Hallkkbank Collection
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108
KATALOG KADIN: ASK, SANAT VE YARATICILIK
CATALOGUE WOMAN: LOVE, ART AND CREATIVITY




10

Sehzade Abdiilmecid
Diirriigehvar Sultan

tuval stiine yaglboya, 137 x 80 cm.
Milli Saraylar Resim Koleksiyonu

Prince Abdiilmecid
Diirriisehvar Sultan

oil on canvas, 137 x 80 cm.
National Palaces Painting Collection
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KATALOG KADIN SAVASIR, GELECEG] KURAR: EGITIM-OGRETIM VE GENCLIK ONUN OMUZLARINDA YUKSELIR
CATALOGUE THE WOMAN STRUGGLES, ESTABLISHED THE FUTURE: EDUCATION AND YOUTH RISE ON HER SHOULDER
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Seref Akdik

Kitap Okuyaniar

1946, mukavva istiine yaglboya, 35 x 27 cm.

MSGSU Istanbul Resim ve Heykel Miizesi Koleksiyonu

Seref Akdik

The Readers

1946, oil on cardboard, 35 x 27 cm.

MSFAU lIstanbul Museum of Painting and Sculpture Collection
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KATALOG KADIN SAVASIR, GELECEGI KURAR: EGITIM-OGRETIM VE GENCLIK ONUN OMUZLARINDA YUKSELIR

CATALOGUE THE WOMAN STRUGGLES, ESTABLISHED THE FUTURE: EDUCATION AND YOUTH RISE ON HER SHOULDER
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Seref Akdik

Kitap Okuyan Kadin

1951, tuval Gistiine yagliboya, 61 x 50 cm.

[zmir Devlet Resim ve Heykel Miizesi Koleksiyonu

Seref Akdik

Woman Reading a Book

1951, oil on canvas, 61 x 50 cm.

[zmir State Museum of Painting and Sculpture Collection
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- KATALOG KADIN SAVASIR, GELECEGI KURAR: EGITIM-GGRETIM VE GENCLIK ONUN OMUZLARINDA YUKSELIR

CATALOGUE THE WOMAN STRUGGLES, ESTAELISHED THE FUTURE: EDUCATION AND YOUTH RISE ON HER SHOULDER
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Omer Adil
Diisiinen Kadin

tuval Gistiine yagliboya, 116 x 81 cm.
Ankara Devlet Resim ve Heykel Mizesi Koleksiyonu

Omer Adil

Woman Lost in Thought

oil an canvas, |16 x 81 cm.

Ankara State Museum of Painting and Sculpture Collection
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KATALOG KADIN SAVASIR, GELECEG] KURAR: EGITIM-OGRETIM VE GENCLIK ONUN DMUZLARINDA YUKSELIR
CATALOGUE THE WOMAN STRUGGLES, ESTABLISHED THE FUTURE: EDUCATION AMD YOUTH RISE ON HER SHOULDER
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izzed Ziya

Deniz Kiyisinda Kiz

1917, duralit Ustline yagliboya, 45.5 x 63 cm.
SU Sakip Sabanci Muzesi Koleksiyonu

izzed Ziya

Girl at the Seaside

1917, oil on masonite, 45.5 x 63 cm.
SU Sakip Sabaner Museum Collection
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KATALOG KADIN SAVASIR, GELECEG] KURAR: EGITIM-GGRETIM VE GENCLIK ONUN OMUZLARINDA YUKSELIR
CATALOGUE THE WOMAN STRUGGLES, ESTABLISHED THE FUTURE: EDUCATION AND YOUTH RISE ON HER SHOULDER
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Namik ismail

Teselli ya da Tath Ani

tuval dstline yaghboya, 43 x 30 cm.
Suna ve Inan Kirag Koleksiyenu

Namik ismail

Consolation or Gentle Memory
oil on canvas, 43 x 30 cm.

Suna and Inan Kirag Collection

116
KADINLAR RESIMLER OYKOLER
WOMEN PAINTINGS STORIES




117
KATALOG KADIN SAVASIR, GELECEGI KURAR: EGITIM-GGRETIM VE GENCLIK ONUN OMUZLARINDA YUKSELIR
CATALOGUE THE WOMAN STRUGGLES, ESTABLISHED THE FUTURE; EDUCATION AND YOUTH RISE ON HER SHOULDER
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Malile Aksel

Yeni Mektep

1936, tuval iistiine yaghboya, 84 x 84 cm.

Anlkara Devlet Resim ve Heykel Miizesi Koleksiyonu

Malik Aksel

The New School

1936, cil on canvas, 84 x 84 cm.

Anlkara State Museum of Painting and Sculpture Collection
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KATALOG KADIN SAVASIR, GELECEG] KURAR: EGITIM-OGRETIM VE GENCLIK ONUN OMUZLARINDA YUKSELIR
CATALOGUE THE WOMAN STRUGGLES, ESTABLISHED THE FUTURE: EDUCATION AND YOUTH RISE ON HER SHOULDER
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Seref Akdik

Okuma Yazma Kursu / Millet Mektebi

1933, tuval tstiine yaghboya, 180 x 150 cm,

MSGSU Istanbul Resim ve Heykel Miizesi Koleksiyonu

Seref Aldik

Literacy Course / Nation’s School

1933, oil on canvas, |80 x 150 em.

MSFAU Istanbul Museum of Painting and Sculpture Collection
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KATALOG KADIN SAVASIR, GELECEGI KURAR: EGITIM-OGERETIM VE GENCLIK ONUN OMUZLARINDA YOKSELIR

CATALOGUE THE WOMAN STRUGGLES, ESTABLISHED THE FUTURE: EDUCATION AND YOUTH RISE ON HER SHOULDER
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Seref Akdik

Okula Kayit

1935, tuval istiine yagliboya, 167.5 x 212.5 cm.
Ankara Devlet Resim ve Heykel Miizesi Koleksiyonu

Seref Akdik

Registering for School

1935, cil on canvas, 167.5 x 2125 cm.

Anlara State Museum of Painting and Sculpture Collection
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KATALOG KADIN SAVASIR, GELECEGI KURAR: EGITIM-GGRETIM VE GENCLIK ONUN OMUZLARINDA YUKSELIR

CATALOGUE THE WOMAN STRUGGLES, ESTABLISHED THE FUTURE: EDUCATION AND YOUTH RISE ON HER SHOULDER
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Cemal Tollu

Alfabe Okuyan Kéyliiler

1933, tuval dstiine yagliboya, 92 x 73.5 cm.

MSGSU Istanbul Resim ve Heylel Mizesi Koleksiyonu

Cemal Tollu

Villagers Reading the Alphabet

1933, oil on canvas, 92 x 73.5 em.

MSFAU Istanbul Museum of Painting and Sculpture Collection
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KATALOG KADIN SAVASIR, GELECEGI KURAR: EGITIM-OGRETIM VE GENCLIK ONUN OMUZLARINDA YUKSELIR

CATALOGUE THE WOMAN STRUGGLES, ESTABLISHED THE FUTURE: EDUCATION AND YOUTH RISE ON HER SHOULDER
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Refik Epikman

Bagbozumu, Malatya

tuval Ustline yagliboya, 58 x 76 cm,
s Bankasi Koleksiyonu

Refilk Epikman
Vintage, Malatya

oil on canvas, 58 x 76 cm.
[sbank Collection
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KATALOG KADIN SAVASIR, GELECEGI KURAR: EGITIM-OGRETIM VE GENCLIK DNUN OMUZLARINDA YOKSELIR

CATALOGUE THE WOMAN STRUGGLES, ESTABLISHED THE FUTURE: EDUCATION AND YOUTH RISE ON HER SHOULDER .
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Eren Eyiiboglu

Bulgur Dibegi

tuval dstiine yaglhboya, 96 x 117 cm.

lzmir Resim ve Heykel Miizesi Koleksiyonu

Eren Eyiiboglu

The Bulgur Mill

oil on canvas, 96 x |17 cm.

lzmir State Museum of Painting and Sculpture Collection

E——art 3 D
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Bedri Rahmi Eyiiboglu
Ksylii Kadin

1957, serigrafi, 48 x 31 cm.
Suna ve Inan Kirag Koleksiyonu

Bedri Rahmi Eyliboglu
Yillage Woman

1957, silk screen, 48 x 31 cm.
Suna and Inan Kirag Collection
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CATALOGUE THE WOMAN STRUGGLES, ESTABLISHED THE FUTURE: EDUCATION AND YOUTH RISE ON HER SHOULDER
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Mehmet Ruhi Arel

Atatlirk’u Istikbal

1927, tuval Ustline yaghboya, 94 x |18 cm.

Ankara Devlet Resim ve Heykel Miizesi Koleksiyonu

Mehmet Ruhi Arel

Reception of Atatiirk

1927, oil on canvas, 94 x | B cm.

Ankara State Museum of Painting and Sculpture Collection
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KATALOG KADIN SAVASIR, GELECEGI KURAR: EGITIM-OGRETIM VE GENCLIK ONUN OMUZLARINDA YUKSELIR
CATALOGUE THE WOMAN STRUGGLES, ESTABLISHED THE FUTURE: EDUCATION AND YOUTH RISE ON HER SHOULDER
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Abidin Elderogiu

Ayrilis

1933, tuval iistiine yaghboya, 182 x 153 cm.

lzmir Devlet Resim ve Heykel Miizesi Koleksiyonu

Abidin Elderoglu

Farewell

1933, oil on canvas, 182 x 153 cm.

[zmir State Museum of Painting and Sculpture Collection
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CATALOGUE THE WOMAN STRUGGLES, ESTABLISHED THE FUTURE: EDUCATION AND YOUTH RISE ON HER SHOULDER
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Zeki Faik izer

inkilap Yolunda

1933, tuval Ustiine yagliboya, 176.5 x 237 cm.

MSGSU Istanbul Resim ve Heykel Miizesi Koleksiyonu

Zeki Faik izer

On the Road to Revolution

1933, oil on canvas, |76.5 x 237 cm.

MSFAU lstanbul Painting and Sculpture Museum Collection
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CATALOGUE THE WOMAN STRUGGLES, ESTABLISHED THE FUTURE: EDUCATION AND YOUTH RISE ON HER SHOULDER
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Hikmet Onat

Dikis Diken Kadin

1929, tuval iistiine yaghboya, 74 x 89 cm.

|zmir Devlet Resim ve Heykel Miizesi Koleksiyonu

Hikmet Onat

Woman Sewing

1929, cil on canvas, 74 x 8% cm.

|zmir State Painting and Sculpture Museum Collection
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KATALOG TURK KADINI HER SEYI YAPAR: DIKIS DIKER, ALISVERIS EDER, GEZER, MOZIK DINLER, DANS EDER, DENIZE GIRER
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Melek Celal Sofu
Dikis Dikenler

1925, mukavva iistiine yagliboya, 32 x 25.5 cm.
Dogan Paksoy Koleksiyonu

Melek Celal Sofu

Women Sewing

1925, oil on cardboard, 32 x 25.5 cm.
Dogan Paksoy Collection

—
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ibrahim Call

Dikis Diken Kadin

1927, tuval dstline yaghboya, 126 x 97 cm.

MSGSU Istanbul Resim ve Heykel Miizesi Koleksiyonu

ibrahim Calli

Woman Sewing

1927, oil on canvas, 126 x 97 cm.

MSFAU stanbul Painting and Sculpture Museum Collection
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Tevfik Fikret

Bebel Sirtlars

tuval istiine yagliboya, 53 x 31 cm.

Istanbul Biyiiksehir Belediyesi Koleksiyonu (Agiyan Miizesi)

Tevfik Fikret

Hillside Above Bebek

oil on canvas, 53 x 3| cm.

Iscanbul Metropolitan Municipalicy Collection (Asiyan Museum)
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Halil Pasa

Géztepe’den

1905, tuval iistiine yagliboya, 70 x 106 cm.
Beyoglu Kaymakamligi Koleksiyonu

Halil Pasa

From Goztepe

1905, oil on canvas, 70 x 106 cm.

Beyoglu District Collection
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Halil Pasa

Peyzaj
1911, tuval iistiine yaghboya, 46.5 x 65 em.
MSGSU Istanbul Resim ve Heykel Miizesi Koleksiyonu

Halil Pasa

Landscape

[911, cil on canvas, 46.5 x 65 cm.

MSFAU lIstanbul Painting and Sculpture Museum Collection
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izzed Ziya
Semsiyeli Kadin

1911, tuval Gstiine yaghbeya, 60 x 73.5 cm.
Suna ve Inan Kirag Koleksiyonu

izzed Ziya

Woman with a Parasol

1911, oil on canvas, 60 x 73.5 cm.
Suna and Inan Kirag Collection
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Namik Ismail

Carsafh Kadinlar
tuval Ustiine yaghboya, 18.5 x 25.5 cm.
Emine Keskin Koleksiyonu

Namik ismail

Veiled Women

oil on canvas, 18.5 x 25.5 cm.
Emine Keskin Collection
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Sehzade Abdiilmecid

Yali Oniinde Kadinlar

1922-24, tuval istiine yaglboya, 183 x 261 cm.
Milli Saraylar Resim Koleksiyonu

Prince Abdiilmecid

Women in Front of the Yali
1922-24, il on canvas, 183 x 261 cm.
Nationa! Palaces Painting Collection
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Naci Kalmukoglu

Kayikta Gezinti

tuval Gstline yagliboya, 170 x 95 cm.
Suna ve Inan Kirag Koleksiyonu

Naci Kalmukoglu
Touring in a Caique

cil on canvas, 170 x 95 cm.
Suna and Inan Kirag Collection
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Ibrahim Calli

Kayikta Sevgililer

tuval Ustiine yaghboya, 150 x 182 cm.
Suna ve Inan Kirag Koleksiyonu

ibrahim €alli

Lovers in a Caique

oil on canvas, 150 x 182 em.
Suna and Inan Kirag Collection
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ibrahim Call
Adada Sohbet
tuval Ustiine yaghboya, 57 x 65.5 cm.
Lisec-Mustafa Taviloglu Koleksiyonu

ibrahim Call

Conversation on the Island
oil on canvas, 57 x 65.5 cm.
Liisec-Mustafa Taviloglu Collection
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Nazmi Ziya

Taksim Meydam

1935, tuval iistiine yaglboya, 73 x 93 cm.
SU Sakup Sabanci Miizesi Koleksiyonu
Nazmi Ziya

Taksim Square

1935, oil on canvas, 73 x 93 cm.

SU Sakip Sabanci Museum Collection
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ibrahim Calli

Emirgan

tuval Ustiine yagliboya, 59 x 80 cm.
ls Bankasi Koleksiyonu

ibrahim Calls
Emirgan

oil on canvas, 59 x 80 cm.
Isbank Collection
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Nurettin Ergiiven

Eski Ankara’dan Pazar Yeri
tuval iistine yagliboya, 70 x 100 cm.
Is Bankasi Koleksiyonu

MNurettin Ergiiven
Marketplace in Old Ankara
oil on canvas, 70 x 100 cm.
isbank Collection
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Halil Dilkkmen

Yoriikler

tuval tistiine yagliboya, 73 x 92 em.

Izmir Devlet Resim ve Heylkel Miizesi Koleksiyonu

Halil Dikmen

Nomads

oil on canvas, 73 x 92 cm.

izmir State Painting and Sculpture Museum Collection
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Sami Yetik

Ankara Saman Pazari

1926, mulavva Ustline yaghboya, 70 x 100 cm.
MSGSU Istanbul Resim ve Heykel Miizesi Koleksiyonu

Sami Yetil

Samanpazan (Hay Market) in Ankara

1926, oil en cardboard, 70 x 100 cm.

MSFAU [stanbul Painting and Scuipture Museum Collection
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Osman Hamdi Bey

iki Miizisyen Kiz

basks, 28 x 19 em.

Suna ve Inan Kirag Koleksiyonu

Osman Hamdi Bey

Two Musician Girls

print, 28 x |9 cm.

Suna and Inan Kirag Collection
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Miifide Kadri

Kirda Kadinlar

1910, tuval iistiine yagliboya, 38 x 55 cm.

Ankara Devlet Resim ve Heylel Miizesi Koleksiyonu

Miifide Kadri

Women in the Countryside

1910, oil on canvas, 38 x 55 cm.

Anlkara State Painting and Sculpture Museum Collection
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Eren Eyiiboglu

Saz Calan Kadin

1944, duralit Ustiine yaghboya, 32 x 22 cm.

Istanbul Biiyiiksehir Belediyesi Koleksiyonu (Atatiirk Kitaphgi)
Eren Eyiiboglu

Woman Playing the Saz

1944, cil on masonite, 32 x 22 cm.

Istanbul Metropolitan Municipality Collection (Atatlirk Library)
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ibrahim Calh
Balo

tuval dstline yagliboya, 75 x 80 cm.

Ayla Giinaltay Koleksiyonu

ibrahim Call

Ball

oil on canvas, 75 x 80 cm,
Ayla Giinaltay Collection
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Refik Epikman

Bar

tuval dstline yagliboya, 46 x 55 em.

MSGSU Istanbul Resim ve Heykel Mizesi Koleksiyonu
Refik Epikman

Bar

oil on canvas, 46 x 55 cm.

MSFAL Istanbul Painting and Sculpture Museum Collection
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Zeki Faik izer

Iki Balerin

1947, mukayva Ustiine yaglboya, 50 x 34.5 cm.
Luset-Mustafa Taviloglu Koleksiyonu

Zeki Faik izer

Two Ballerinas

1947, cil on cardboard, 50 x 34.5 em.
Luset-Mustafa Taviloglu Collection
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Ali Avni Gelebi J
Balerin i
tuval dstiine yagliboya, 68.5 x 56 cm. 'J

Caga Kcleksiyonu ||I
Ali Avni Celebi |

Ballerina r
oil on canvas, 68.5 x 56 cm. ’ll'.
Caga Collection v':
|
||IIF'|
|
|
il
III.|
i
i
)
i
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ibrahim Calh

Plaj

tuval tistiine yaghboya
Ipel-Ahmet Merey Koleksiyonu

ibrahim Calli

Beach

tuval tistine yaghboya
Ipek-Ahmet Merey Collection
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ibrahim Calli
Deniz Hamami

mukavva Ustiine yaghboya, 34 x 49 cm.

Dogan Palisoy Koleksiyonu

ibrahim Calh

Sea Bath

oil on cardboard, 34 x 49 cm.
Dogan Paksoy Collection
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ibrahim Calh

Deniz Hamami

tuval Gstine yaghboya, 31.5 x 39 cm.
Dogan Palksoy Koleksiyonu

ibrahim Calli

Sea Bath

oil on canvas, 31.5 x 39 cm.
Dogan Paksoy Collection
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ibrahim Safi

Deniz Hamam:

tuval iistiine yagliboya, 33 x 42 cm.
Caga Koleksiyonu

ibrahim Safi

Sea Bath

oil on canvas, 33 x 42 cm,
Caga Collection
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Omer Adil

Deniz Hamam

1927, tuval Ustline yagliboya, 55 x 46 cm.
Cem Mesrur Paksoy Koleksiyonu

Omer Adil

Sea Bath

1927, oil on canvas, 55 x 46 cm.
Cem Mesrur Paksoy Collection
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