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This thesis aims to examine the construction of art and aesthetic as objects
of national identitiy construction in both Kemalist and Yeni Adam’s cultural
conservative perspective in the early Republican Turkey covers a period
between the mid 1930s and the 1940s. Following the state’s building
process, discussion on culture, tradition, and ideology were questioned by
different groups of intellectuals and state authorities. On the one hand, the
single party regime monopolized artistic production and contributed state
directed national art.On the other hand, Ismayil Hakki Baltacioglu was a
follower of cultural nationalist ideology in the early era attempt to deal with
the main problematics of national art in more liberal way.

This thesis presents discussions on a broad scale of visual arts in the period
of nation-building.Art critiques of early Republican intellectuals show the
ongoing efforts to change the society’s perception of art.Among the
dominant discourse of the 1930s, Yeni Adam’s critical perspective on art
and aethetic in the concept of nation-state and Westernism went hand in
hand with nationalism and modernism. Yeni Adam’s reshaping the Western
cultural formation in the Turkish culture opened up a new path for art and
aesthetics in which nationalism, social realism, and modernism co-existed.



Atatiirk Tlkeleri ve Inkilap Tarihi Enstitiisii’'nde Yiiksek Lisans derecesi i¢in Seyda
Barlas tarafindan Haziran 2007’de teslim edilen tezin kisa Ozeti.

Baslik: GUZEL SANATLAR CUMHURIYETI:YENI ADAM’DA
ESTETIK VE KULTUR (1934-1950)

Bu calismanin amaci erken cumhuriyet doneminde sanat ve estetigin milli kimligin
ingas1 siireci olan 1930 ve 1940’11 yillarda Kemalist ve Yeni Adam dergisinin kiiltiirel
milliyetci bakis acisindan karsilagtirmali olarak incelenmesidir.Milli devlet insasini
takip eden siirecte kiiltiir, gelenek ve ideoloji gibi kavramlar devlet yonetici kadrosu ve
erken donem entellektiiel cevre tarafindan siklikla sorgulanmis.Bir taraftan devlet
sanatta yapilan iiretim iizerine denetim uygulayarak giidiimlii milli sanat politikasinin
hayata gecirmeye calirirken diger taraftan Ismayil Hakki Baltacioglu kiiliirel milliyetci
sOylemin bir takipgisi olarak milli sanat anlayisinin ana sorunsallarina daha liberal bir
bakis acisiyla yaklagsmisti.

Bu tez milli devlet insa siirecinde gorsel sanat politikasini genis bir perpektifte ele
almaktir. Sanat tartismalri siiregelen degisim siirecinde toplumun sanata bakis agisini
degistirmeyi amaglamistir.1930’larin ana sdylemi cercevesinde Yeni Adam’in sanat ve
estetik tizerindeki goriisleri milli devlet ve batililasma gibi kavramlar yani sira
milliyet¢ilik ve modernlikle beraber incelenmistir.Yeni Adam sanat ve estetik alaninda
Bati kiiltiirel yapisimi Tiirk kiiltiirii iizerinde inceleyerek milliyetgilik, sosyal gercekeilik
ve modernitenin birlikte oldugu yeni bir anlayis getirmistir.
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CHAPTER ONE

INTRODUCTION

Cultural Nationalism

Studying the meaning and importance of “culture” in nationalist
theory needs to be analyzed in relation to the ideas and history of the twentieth
century. Nationalism developed in Europe during the nineteenth century and
continued as a part of the nation-building process throughout twentieth century.
From a broad perspective, nationalism as an ideology is explained in terms of
political modernization and the social-economic situation of the nation rather than
cultural and intellectual agendas.1 On the hand, in other scholarly works, the
definition of culture more or less clarifies its ties with nationalist discourse.

John Hutchinson’s fundamental study, The Dynamics of Cultural
Nationalism,” introduced a new perspective for the field of nationalism studies.
Hutchinson’s theory on nationalism mainly is based on two different type of
nationalism one political and the other cultural.® Political nationalism tends to

create ethnic-historical identities in through the bureaucratic state. In contrast, for

" Ernest Gellner, Nations and Nationalism (Ithaca: Cornell University Press, 1983 ), p.1

* John Hutchinson, The Dynamic of Cultural Nationalism: The Gaelic Revival and the Creation of
Irish Nation

State, (London: Allen & Unwin, 1987)

3 John Hutchinson, Cultural Nationalism and Moral Regenerations, in Nationalism, ed. John
Hutchinson and Anthony D. Smith (Oxford: New York: Oxford University Press,1994), p.122.



the cultural nationalist perspective, the state is an accidental product. For
Hutchinson, nation is the product of a historical, culture and geographical traits.
Unlike political nationalism, cultural nationalism seeks a moral regeneration of

*:that is, focusing on developing

the community through a “cultivation of culture
a national language, literature, and material culture.

According to Hutchinson, Hobsbawn’s theory, “the invention of
tradition,” refers to a fixed reflex of the state while cultural nationalism seeks to
“rediscover” a historically-rooted way of life. Hutchinson’s theory opposes to the
modernist explanation of cultural nationalism that developed in the concept of
“invention of tradition”.SAccording to Hobsbawn, national traditions are types of
invented traditions establishing continuity with the past. Traditions, whether old
and new, refer to fixed patterns of the past, while customs are more flexible since
they can be changed over time.

For Hutchinson, cultural nationalists as moral innovators should protect the
traditional community as well as the national heritage.” The role of cultural
nationalism in recent studies reveals the multi-dimensional characteristics of the
nation-building process. In light of this perspective, Hutchinson’s analysis of the

dynamics of cultural nationalism is centered on three components. The first is the

importance of historical memory in the formation of nations. The second is the

4 Joep Leessen, “Nationalism and The Cultivation of Culture”, Nation and Nationalism (12), n.4,
(2006), p.559.

> Ibid., p.118

® John Hutchinson, “Re- Interpreting Cultural Nationalism™, Australian Journal of Politics and
History, no.45, (1999), p.393.



competing definition of nations, and the third is the centrality of cultural
symbols.” Finally, his emphasis on historical memory and religion suggest an
interest in the process of “reaching back to ethnic past and revival of old tradition.

The primary aim of Hutchinson’s cultural nationalism is to revive the
collective personality of the nation as history, culture, language, and homeland.
Language as a medium of communication cannot totally provide a background for
the establishment of social order, the allocation of power or other cultural
resources; among these characteristics, language is only one side of national
formation.

According to Hutchinson, there were three different types of cultural
nationalism in the twentieth century.8 First, cultural nationalism as «
communitarian movement had a political mission; it aimed to defend the cultural
heritage of the nation. For this type of cultural nationalism, harmony and tension
worked to form a unique national identity of the community. As a communitarian
movement, the main aim of the state was to highlight national heritage and locate
cultural formation of the new nation. At this point, Hutchinson notes that in this
type of cultural modernization, the state as an active agent had a significant social
impact on the masses, and concentrated on cultural policy to achieve a
homogenous nation.’ Second, cultural nationalists as moral innovators, unlike

communitarians, came up with the concept of “folk” seeking the roots of the

! Anthony D. Smith, Nationalism and Modernism, p.178,180.
8 Hutchinson, Re-Interpreting Cultural Nationalism, p.398.
? Ibid., p.401
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nation in folk culture.'” Declining imperial culture and national communities
attempted to create a mythical golden past by using their folkloric heritage.
Cultural nationalist as moral innovators established ideological movements,
transformed the belief-system of communities and provided models of social-
political development that guide their modernizing strategies.“

The third type of cultural nationalism as a modernizing movement
played a part in the modernization of backward societies.' During the transition
of communities, culture played an important past in the nation-building process.
Cultural nationalists aimed to create a vision based an ancient historical
memories, unique cultural values, and rational Western ideals in order to have on
organic bond between land and community. In fact, cultural nationalists, unlike
cultural conservatives, worked for a cooperative reconstruction of the national
community and transformed the generally accepted meanings of tradition and
modernity. For the traditional cultural nationalist, tradition was not the repetition
of customs; it was a kind of dynamic modernizing tool for the community. To
achieve their path to modernization, the moral and material worlds of the nation
were utilized by traditionalist to legitimate social innovation. In this regard, the
urban intelligentsia sought desire to return to past culture, mining moral, spiritual,

and aesthetic qualities from the national heritage.

10 Smith, Nationalism and Modernism, pp.178,179.
1 Hutchinson, Cultural Nationalism and Moral Regeneration, p.127.
12 Hutchinson, Re-Interpreting Cultural Nationalism, p.405.
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The first type “communitarian” emphasis is the realm of cultural
conservatives, but it also interacts with the 2™ type. In the case of Turkey, the
third category fits RPP best. The single party RPP had a leading role seeking to
mobilize the masses to prepare the way for the cultural regeneration of the
community. The party established history and language societies, published

cultural journals, and establishing cultural centers such as the People’s Houses.

Theoretical Background of Cultural Nationalism in Turkey

The intellectual roots of cultural nationalism in Turkey should be sought
in the ideas of the intellectuals gathered under the name of the Young Ottomans.
The Young Ottomans, Namik Kemal, Ali Suavi, Ahmed Vefik Pasha, and
Semseddin Sami mainly centered on the modernization of the Empire from a
linguistic perspective. Their theories derived from the ethnic characteristic of the
language, in which nationalism and traditionalism opened a new way for the
integration of Turks in the empire.

In the late nineteenth century, the emergence of the Turkish nation
brought Turkish culture to a central place for many thinkers. Due to the political
dissolution of the empire, Ottomanism lost its significant role, while Turkish
nationalism began to be the center of modernization. In the early 1910s, among
the young intellectuals the prominent ideologue Ziya Gokalp became the father

of the Turkish nationalist tendency. His ideology was also helpful in preparing

12



ground for the cultural nationalism that developed in the Republic. According to
Gokalp’s, culture is national, whereas civilization is international. Culture is a
hormonious whole of the nation, while civilization is the sum total of social
phenomena that have accurred by individual progress.13 Gokalp’s reconstruction
of Turkish culture mainly was based on a linguistic perspective. For Gokalp,
nation was not an homogenous unity. It was a social community of people who
shared the same language, traditions, and religion. He rejected any kind of ethnic
definitions and discriminication in the definition of nation and culture, paying
special attention the people in the creation of national culture and ideals.
According to Kemal Karpat, nationalism appears essentially as a search for
national consciousness through the adoption of the language, the identification of
the elite with the culture of the masses and achievement of progress within a
national state.'* In the late 1910s, nationalism was synonymous with patriotism;
that is, a special attachment to the land. According to Gokalp’s cultural
nationalist, In the last years of the Empire,Gokalp supported the Turkification of
language, art, and religion to carry the ideals of Turkish culture and the traditional
life of the Turks from the early Turkish civilization. Foreign traditions which
damaged Ottoman Turkish cultural formation were to avoided by Turkish

intellectuals. Instead of adopting Western values, the intellectuals were to be learn

13 Ziya Gokalp, “Principles of Turkism”, R. Devereux (translation), (Leiden :Brill), p.22.

' Kemal Karpat, Omer Seyfeddin and Transformation of Turkish Thought, rev. Etudes Sudest
Europe, X, no.4, (1972), p.684.

13



to the folk culture and avold the contradiction between East and West in cultural
matters.

Ziya Gokalp’s Ottoman Turkish cultural nationalism became the main
discourse of the Kemalist modernization and nationalization process in early
Republican Turkey. Cultural nationalism in the early 1930s followed three
different ways in determining the cultural policy of the state. The first group of
intellectuals was close to the Kemalist ideology and sought the roots of Turkish
culture in the pre-Islamic Turkish past. Their aim was the reconstruction of
Turkish around the early Turkish and Anatolian civilizations. The redefinition of
the ancestral past combined with the attempts of the Kemalist intellectuals drew a
new path for the Republican modernization.

Kemalist regime attempted to create glorified national past, giving the
priority to the ideals of the new nation. The Kemalist cultural discourse indicated
a Western ethno-centeric model for language, culture, and tradition. The Turkish
History Thesis and the Sun Language Theory were important projects serving the
needs of the cultural formation of the nation. On the other hand, an opposition
groups called Anadoluculuk (Anatolianism), drew a different line from the state
policy. Among the members of the Anatolianism, the concept of Turkish culture
was mainly perceived as three peculiar ideological formations namely: folk
(Anatolian) culture, Turkish Humanism, and conservatism. Although all these

intellectuals gave priority to the modernization of Turkish culture in ways
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different from those of Kemalists perception, their aim was to define the term
“culture” and its institutions under these ideals.

The cultural discourse of the first group, embodied in Hilmi Ziya Ulken
and Pertev Naili Boratav tended to glorify folkloric values and a Turkish
humanism. According to Ulken, Turkish nationalism did not seek the ethnic
identity of the common people who had lived in the same country. It was a kind
of cultural renaissance that combined the historic elements of cultural roots in the
imagined community of the 1930s."> His concepts “national renaissance” and
“total humanism” showed a different national and traditional sense of the nation.
His student Boratav directed folkloric studies asking important questions such as
the Turks were and what could be taken take as the base for Turkish
modernization. Boratav’s cultural nationalist discourse took its theoretical
background from social change and the anti-imperialist movement.'® Due to fast
social transformation, revealing folkloric heritage was seen as a national duty for
the intellectuals. Anatolia as a homeland of Turkish civilization should not be
guide only for Turkish folkloric research. Boratav, different from Sabahattin
Eyiipoglu and Azra Erhat, extended his cultural discourse to folkloric studies of

Turkish groups who lived outside Anatolia.

"> Sadettin Elibol, Hilmi Ziya Ulken, in Milliyetcilik, (4) ed. Tanil Bora (istanbul: iletisim
Yayinlari, 2002), p.257.

1% Mete Cetik, “Pertev Naili Boratav in Modernlesme ve Baticilik, (3) ed. Uygur Kocabasoglu
(Istanbul: fletisim Yayinlari, 2004), p.180.
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As a second line of cultural nationalist tendency, Bedri Rahmi Eyiipoglu
and Azra Erhat opposed the radical modernization attempts of the Kemalists, and
sought to extend the cultural boundaries of the nation. Their ideology, called Blue
Anatolianism (Mavi Anadoluculuk) questioned what Turkish Humanism should
be. In thel940s, the humanist approach determined itself in the definition of
human and nature. Their search for a cultural Renaissance became a framework of
the Turkish Humanism in which literature, art, and folk culture were originated as
forms of a European- Turkish civilization.

Blue Anatolianism defined humanism as a return to the classics of
Anatolia civilizations without any restriction in terms of religion, ethnic, and
geography. Bedri Rahmi Eyiipoglu, Azra Erhat, and Cevat Sakir Kabaagach
sought a re-connection to the ancient Anatolian, Greek, and Roman heritage to
draw the contours of a native Anatolian culture.'” In this sense, their emphasis on
humanism was not restricted to the national and conservative attitudes of the
1940s. Without establishing ethno-centric lines, Blue Anatolionism covered all
Anatolian civilizations.

A third group consists of such intellectuals like Ahmet Hamdi, Peyami
Safa, Nurettin Topcu, and Ismayi1l Hakki Baltacioglu who stressed the theoretical
base of cultural conservatism in the early Republican era. The cultural discourse

of cultural conservatives drew more on religion and tradition in search of a

" Kaya Akyildiz and Baris Karacasu, “Mavi Anadolu: Edebi Kanon ve Mili Kiiltiiriin
Yapilandirilmasida Kemalizm ile Bir Ortaklik Denemesi”, Toplum ve Bilim, no.81 (Summer
1999), p.27.
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cultural synthesis. The conservative thinkers could be regarded as a group parallel
the Kemalist model of modernization. According to Koksal, “cultural synthesis”
provides an important analytical point of entry into the debates of republican
conservative thought that led to theoretical divisions among the groups of
intellectuals.'® Cultural synthesis means rediscovering past institutions, morals,
values and adjusting traditions in terms of modernity, not Westernization, and
asking how Turkish modernization could create a new cultural formation and be
protected from the effects of degeneration.

Waking from this perspective, the cultural nationalists attempted to keep
the cultural values of the nation and expand the borders of Turkish culture. The
present thesis will analyze early Republican art (mainly painting and sculpture)
from the conservative-traditionalist perspective and also contribute a critical
discussion about the state’s art policy during the mid-war period. By studying the
art in the periodical Yeni Adam, it will demonstrate the cultural opposition of the

journal to official nationalism.

Cultural Nationalism in Europe during the Mid-War Period

The cultural history of the early Republican era displays two major

frameworks in artistic affairs, aesthetic Modernism and nationalism. These

" Duygu Koksal, “The Dilemmas of A Search For Cultural Synthesis: A Portrait of Cemil Merig
As A Conservative Intellectual”, New Perspective on Turkey, no.21 (Fall 1999), p.80.
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ideologies provided the theoretical base for the official mobilization of art in the
realm of the modernization of the people and the legitimization of the single party
policy. These dual projects of the Kemalist intelligentsia constituted the
perception of cultural modernization in the 1930s. Through the Kemalist futurist
project based on “a utopian republic of the arts” the main ideologies nationalism,
modernization, and Westernization would be needed to transform Turkish art and
culture into the European model.

To borrow Benedict Anderson’s formulation, the modern nation state is
an “imagined community” that creates a spirit of “fraternity made possible to
gather people around the common entity the principle goal of the nation is to
create a feeling of ‘attachment’ to the state in the form of love of the nation." Its
instrumentalist approach to art concentrated on the needs of the reforms and
modernization policies of the single party. This defined the concept of art as a
functional, entity within the national sphere.

European countries in the early twentieth century were under the
influence of the ideologies of nationalism and modernism which idealized the
nation in artistic form. The popular minds and policy makers of this period
defined visual arts as a potential vehicle of the national idea; most cultural policy
makers perceived a works of art as national symbols reflect the life of the
community. Artists by engaging with the “spirit” of their cultural community,

would contribute to the modernization of this community into national identities

19 Benedict Anderson, Imagined Communities, (London, New York:Verso, 1991), p.7.
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and solidarities.”” The new art tendency seeking national interests and re-define
cultural heritage of the community displayed itself in the inter-war period within
the context of popular movements of fascism and Nazism. Nationalist attitudes
linked landscape, nationalist symbols and imaginary representation in the form of
painting and sculpture

Under authoritarian regimes, art reinforced the moral power of the state
that made it “a weapon” in the hands of the parties. ' Through nationalism,
Fascist Italy and Nazi Germany utilized this weapon for their doctrines. These
countries kept the power of art to overcome the weaknesses in political and
economic realms. Art and culture is rooted in the concept of “Volk” (folk), the
spiritual and biologic organism of the German nation that called for a process of
domestic cultural purification. This tendency concentrated on the politics of art as
an integral part of the creation of the “people’s community”22
(Volksgemeinschaft). Starting from the 1930s, Hitler attempted to transform the
visual arts into a propaganda apparatus and created a propaganda agency, called
the Reich Ministry for Popular Enlightenment and Propaganda® which was

responsible for all tasks related to the spiritual development of the nation. The

political environment dominated by Nazi leaders gave artists no chance to control

20 Athena S. Leoussi, “The Ethno-Cultural Roots of National Art”, Nations and Nationalism (10),
(2004), p.144.

2 David Elliot, The Battle for Art, in Art and Power: Europe under Dictatorship 1930-1945, ed.
Dawe Ades (London: Thames and Hudson, 1996), p.32.

22 Alan E. Steinweis, Art, Ideology, Economics in Nazi Germany (New York: University of North
Carolina Press, 1993), p.21.

 Ibid., p.33.
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their artistic unions and associations. Under these conditions, the Nazi party
aimed to consolidate its power over cultural union (kulturkammer) which was as
an attempt to reconcile the totalitarian impulse of the racist movement and
managed to persuade the majority of German artists to accommodate themselves
to the new conditions..

In 1933, Joseph Goebbels established the Reich Culture Chamber!, which
embodied an anti-modernist cultural coalition, structured as Nazi Fiihrerprinzip
(Nazi Guide Principle) to restrict the power of artists for professional expertise.
Goebbels claimed that “modern German artists are serious, working, modern
people, with heart and soul open to all questions of our national and political
existence”.”” This meant that learning professional consciousness and discipline
as well as honor were the main responsibilities of the German artist to serve the
needs of the state. The Visual Arts Chamber organized several art exhibitions and
critique the works of art, but their criteria depended on highly subjective criteria
(discussing the technical abilities of the artists rather than their “creative power”).
Therefore, between 1933 and 1939 Hitler, Goebbles, Rosenberg and other
members of the Nazi elite introduced a totalitarian model of control that included
censorship of the arts by stating the ideological boundaries of acceptable art in

visual arts and the theater.

* Ibid., p.49.
 Ibid., p.103.
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Starting from 1939, the German state brought the concept of ultra-
nationalist art into harmony with the Volk to create a new national ideal. The Nazi
regime applied the racist policies of the chamber to purify art and artists in the
biological sphere. The Chamber of Culture performed purification policies in two
ways: first, using the weapon of the professional ban against Jews and non-
German art; and second, evolving a system of cultural and ideological
censorship.26 The internal dynamics of the Nazi Movement totally apposed such
artistic tendencies modernism, cosmopolitism, and the avant-garde in art and
culture. The “purificiation” of art works promoted German Volk and art instead of
adapting degenerate modern art.

Musollini’s Italy regarded art as a third way with respect to capitalist and
communist development. According to Jeffery Schnapp, for fascist regimes,
modernization led to the loss of individuality, nationality and higher values such
as heroism, tradition, as well as the spiritual development of the nation.”” On the
other hand, many Italian intellectuals argue that fascism was a new model for
modernity that would resolve both the contemporary European crisis and long-
standing problems of the national palst.28 Given this contradiction, different
models of modernity would create the institutional framework for the propagation

of fascist culture and the space for modernity such as mass public meetings, party

%% George L. Mosse, Masses and Man: Nationalist and Fascist Perceptions of Reality (Detroit:
Wayne State University Press, 1987), p.7.

?7 Jeffrey T. Schnapp, Fascinating Fascism, Journal of Contemporary History, (31), no.2 (April
1996), p.240.

* Ruth Ben Ghiat, Fascist Modernities Italy, 1922-1945, (USA:University of California Press,
2001), p.2.

21



associations, and cinemas. Musollini, in a speech defined fascist culture as
traditionalist and at the same time modern, looking to the past and to the future at
the same time.? Similar to Kemalist modernization, Italian fascism, attempted to
create a national past. Fascism’s focus on change and action went hand in hand
with to a return to traditions that meant establishing a new civilization and
bringing together all people and classes.

The terms used to denote the fascist model as “conservative revolution”
or “reactionary modernism” suggests a link between traditional and modern
culture In the mid-1920s, the fascist party’s official policy ‘“Manifesto of Fascist
Intellectuals” prepared by Gentile symbolized the rising power of the fascist
movement to control the artistic field.*® The reform focused on the past
achievements of the Italian people and glorified the Italian tradition.

The regime demanded a “fascist” art and aesthetics culture to the
promote ideology of the state. For the fascists, Italian art had to correspond to the
essence of the Italian spirit and heroic individualism in the form of fascist signs,
images, slogans, books, and buildings. Unlike in Germany, the nationalist sense of
the works did not take place the racist level, so Italian intellectuals had more

freedom to express themselves to use their creative abilities.

¥ Jeffrey T. Schnapp, Epic Demonstration in Fascism, Aesthetics, and Culture, ed. Richard J.
Golson, (London: University of New England Press, 1992), p.2.
3 Valerio C. Ferme, “Redefining The Aesthetics of Fascism: The Battle Between The Ancient and
The Moderns Revisited”, Symposium, no.52 (Summer 98), p.70.
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As the fascist party sought to renovate its cultural roots in nationalistic and
imperialistic rhetoric, the new art needed to be harnessed to a mass movement to
achieve Cultural Revolution. The regime needed to define and spread its fascist
ideology publicly and mobilize the Italian masses in the realm of the political
culture. In the year 1932, the Fascist Party (PNF) organized the Exhibition of the
Fascist Revolution to narrate the history of Italian fascism from 1914 through
1922

Clearly, the futurist project of Musollini employed new symbols and
motifs connected with the monumentalist aims of the regime. According to
Scnapp, the exhibition displayed the standpoint of the intentions of the regime
shaped by the cultural-historical memories and aesthetic properties of the
Italians.’ The exhibition was a socio-cultural event that attracted a great number
of visitors. It was held in three saloons, each representing a different side of
facsizm, such as the activities of Fascist organizations abroad, a library containing
thousands of works concerned with fascism, and representing the regime’s
achievements in the fields of industry, commerce, transportation.

Both in the case of German and Italian fascism, art exhibitions were the
core of the artistic production. The Paris International Exhibition, opened in May
1937, presented the contradictions between nationalism and internationalism,

tradition and modernity, and the problem of state control and the role of

3! Schnapp, Epic Demonstrations, p.4.
2 Ibid., p.24.
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propaganda. The Pavilions and rooms usually contained art works that were
samples of the official art and propaganda of fascist versus modernist regimes.
Dawen Ades argues that “the German, Soviet, and Italian Pavilions constituted
important cultural statements to present visual propaganda and construct a
mythical narrative of national identity.”> The Exhibition represented the political
struggles of the late 1930s. The political polarization in Europe was represented in
the form of art displaying the tension in interesting ways.

In the Paris International Exhibition, the Soviet Pavilion occupied a
different placed compared to those of Germany and Italy. In the 1930s, the USSR
dominated the control of art and culture and also gathered artists under a unique
association, the Soviet Union of Artists. Andre Zhdanov formed the theoretical
base of socialist realism, which constituted the core of socialist aesthetics. His
dominant ideas were “party-mindedness, national popular spirit, and ideological
commitment” applied the political instrumentalization of art.** Zhdanov’s model
of art was close to that of the party line highlighting the values of the socialist
regime and rejecting such contemporary Modernist trends as futurism, cubism,
and dadaism. The influence of Zhdanov’s policies, unlike German and Italian
fascism, concentrated on mobilizing masses through “Soviet Folk Art” to clarify

social realist tendency.

¥ Dawns Ades, “Paris 19377, Art and Power of Nations in Art and Power Europe under Dictators
1930-1945, ed.Dawn Ades, (London: Hayward Gallery, 1996), p.60.

* Antonie Baudin, “Why is Soviet Painting Hidden From Us? Zhdanov Art and Its International
Relations and Fallout”, in Socialist Realism Without Shores, ed. by Thomas Lahusen and Evgeny
Dobrenko, (Durham: Landon: Duke University Press, 1997), p.228.
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The intellectual basis of the single-party regime especially in terms of
planning and organization was more or less dominated by the European socio-
cultural context. Although art and culture in Turkey and European countries
showed nationalist characteristics, early republican art and culture did not display
fascist characteristics. The intellectuals and artists worked for the development of
a national program conducting modernity to represent Turkish art and culture as a
part of Western civilization. The Kemalist perception of art mainly depended on
the needs of the state and people, so the Turkish regime did not afraid of
modernity and its consequences over the Turkish society.

In general, Kemalist vision of aesthetic and art, unlike Germany, did not
show racist attitudes. To unify the country and the shaping the identity of the
Turkish nation, Turkish art should not be destructive; it should seek to alliance
among different groups of the people. For this reason, the Kemalist cultural scene
never displayed ultra-propagandist art and outright rejection of Modernism in
aesthetics and culture. The Kemalist ideology, like European dictatorships,
conducted a critique of modernity, but while in the case of Germany, they wanted
to create the
Volkish communal art and purified it from all eclectic values.In Turkey, the
demands of reinterpreting the Turkish national culture needed to revive folk
culture and combine it revolutionary and modernizations perspective. Therefore,
Modernism in arts, was not reflected, but gradually accepted in artistic circles in

Turkey.
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Visual Arts in Turkey during the Early Republican Period

The modernization of the Turkish society had already started in the late
Ottoman period but changed its dynamics to reunite Turkish people in the early
1920s. After a long war period, to create a nation under the same flag was the
most fundamental aim of the early Republican leaders who attached particular
importance to the arts, science, and education. From 1923 to the 1930s, Kemalist
ideology was presented as a dominant discourse of Republican Turkey as well as
the leading philosophy behind its cultural policy. Kemalist modernization
encouraged a new perspective in the Turkish visual arts. To raise the nation above
the existing European civilization was the fundamental aim of early Republican
politics. The modernization of the people, shaping the new national identity, and
raising the cultural level of the society were the major aims and the arts, along
with economic and social development would serve these purposes.

In Europe, the beginning of the twentieth century saw the decline of
European pre-modern art and the arrival of Modernist attitude in the real sense.
In Turkey, the early 1920s was a time for breaking the values, traditions, and
culture which were the carriers of the Ottoman past. The dual transformation in
Turkey opened up a new path for the modernization of Turkish art. In the 1920s,
Republican leaders believed that the Turkish revolution could achieve a great

transformation only by denying the Ottoman heritage and adapting Western forms
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and techniques in the fine arts. Contemporary Turkish art aimed at educating a
new generation for civilization purposes. As a Kemalist attitude, Turkish
modernization aimed to create a state-centered society on the nation-state
formation. The protection and empowerment of the Turkish state in the national
boundaries brought the need for a well-educated, unsegregated, and harmonized
society. In this sense, the cultural policies of the new nation state were determined
by the Kemalist intelligentsia for the future of the modern Turkish nation. It
should be noted that three main theoretical frameworks played influential roles in
the transformation of modern art. The most fundamental ideologies of the
theoretical debate on art this were nationalism, populism, and etatism.

In the first decade of the Republic, nationalism was a crucial ideology
in every aspect of life and modern state structure. Kemalist nationalism took its
roots from Gokalp’s ideology of the nation. In this approach, the sense of
Turkishness did not depend on any kind of race formation. Nationalism was taken
into consideration as an unity of cultural formation of the nation. In regard to
Gokalp’s analysis, nationalism as a fundamental ideology of Kemalist
modernization attempted to reduce the sense of cultural inferiority against the
Western power. Both Gokalp and the Kemalist revolutionaries shared more or less
the same ideological background through the application of the policy in the
visual art. However, these two groups had completely different perspectives.

According to 1. Hakki Baltacioglu, Gokalp’s ideology of nationalism

aimed at the protection of the national values and traditions which carried the
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heritage of Ottoman Empire. Gokalp systematically emphazised Turkish culture
within the forms of Western civilization rather than importing foreign institutions
as they had developed in the West.™ Along this line, the new cultural policy of
the state denied all forms of Ottoman cultural heritage. In addition, the Kemalist
state ideology was aganist the idea of cosmopoliticism. According to Ondin, for
the Kemalist revolutionaries, cosmopolitizm was a barrier for the growing
national art as well as the formation of the nation-state.’® Under these conditions,
Ottoman classical music, orientalist paintings,and national architectural
components were seen as remnants of the cosmopolitan Ottoman Empire and
were abondened by the state.

Populism as the second dominant ideology of Kemalist modernization
was only a social approach geared to eliminate cultural dualism, but also denying
class differentiation in Turkish society. In Kemalist populism, the idea that Turks
constituted a nation closely was related to the idea that constitued people. The
program of the RPP attributed particular importance to populism in the art and
culture M. Kemal believed that to achieve a general cultural reform, the state had
to educate the people by exposing not only the elite but also the man on the street,
to all forms of art.’’ In terms of being a harmonious nation, national art was to

serve the needs for Turkish society. Art was responsible for achiving

% 1. Hakka Baltacioglu, Ziya Gokalp (Istanbul: Yeni Matbaa, 1966), p.86.

3 Niliifer Ondin “Cumbhuriyetin Kiiltiir Politikas1 ve Sanat”, Sanat Diinyamiz, no.89, (Fall 2003),
p.145.

*"Devrim Erbil, “Modern Trends in Turkish Painting” in Transformation of Turkish Culture: The
Atatiirk Legacy ed. Giinsel Renda and C. Max Kortepeter (Princeton: The Kingston Press,1986),
p.232.
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modernization in the Western sense and presenting the new ideology to the
public. In demonstrating the new national identity to the public, the visual arts
were to be attributed a special place the service of the state. In the early years of
the Republic, photographs, paintings and statues represented the Republican
reforms, ideal of the state, the character of the new nation and aimed for a sense
of change in the mind of public.”®

Etatism was the other main component of the early republican cultural
policy. During the reform period, the state was actively involved in founding art
institutions and the creation of political art. In this process, the state played a
particular role in supporting the artists, organizing exhibitions and founding an art
academy. In almost all exhibitions the works of Turkish painters and sculptors
were directly bought by the state institutions.

As a Kemalist principle, etatism was also instrumental in the creation of
national art. Kemalism laid the groundwork for a strong role for the state in art
and culture. State support in many aspects of the cultural life of the nation not
only developed Kemalist culture politics, but also provided necessary guidance
for socio-politic transformation. A few artists were sent to Europe for university
education by the state. In addition, State Paintings and Sculpture Exhibitions
(Devlet Resim ve Heykel Sergileri), The Revolution Painting Exhibition (Inkilap

Resim Sergileri), Public Houses Art Exihibitions (Halkevleri Resim ve Heykel

#¥ Kaya Ozsezgin, Cumhuriyetin 75. Yilinda Tiirk Resmi (Istanbul: Tiirkiye Is Bankasi Kiiltiir
Sanat Yayinlari, 1998), p.25.
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Sergileri) were organized directly by the state. During the 1930s, Western forms
of painting, sculpture, and architecture were encouraged through exhibitions and
contests. Students sent to European art centers state scholarships. One of the
most important party institutions, the People’s Houses, were opened in many
cities after 1932. They offered programs in literature and arts, intiated cultural
activities and helped to develop fine arts through courses, films, concerts and
exhibitions. The art department organized exhibitions and worked to rise the level
of art in the public sphere.

In the period following 1923, the RPP searched for a well defined
idealogy that would help the centralization and transformation of state and
society. The early republican intelligentsia put more emphasis on the inauguation
of Turkish modern art through analyzing modernization in western art. At this
point, certain questions could be asked: Does state ideology always need the
arts? If it needs the art, in which ways do the modern arts serve the unity of
society and the state? After the War of Independence, the newly founded Turkish
state sought to display the image of victory and the success of the nation in works
of art. Nationalism became the major medium for political symbolism in Turkish
art.There was a growing interest in representational painting, sculpture, and
architecture, which were the artistic carriers of this symbolism.

As mentioned above, in the first period, 1923-1933, the party generally
focused on basic methodological and ideological questions rather than starting

institutionalization.The single party occupied a central position in the following
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period. From the 1930s onwords, the Kemalist state established several
institutions for higher education, as well as art exhibitions. A number of scholors
in the visual arts produced extraordinary number of paintings and sculptures. M.
Kemal in his speeches mentioned the role of art in the foundation or the nation
state. He asserted the significance of fine arts as an expression of beauty and
maintained that a nation that did not produce paintings or sculptures could not be
considered a nation in progess.3 ’ Particularly, due to the needs of the single party,
the visual arts provided an important connection between the public and the
state.The public sphere of the early republic was thus equipped with political
symbols that were the carriers of the nationalist modernist ideology of the
Kemalist revolution.

Shortly, within the first three decades, the arts of painting, sculpture,
architecture and graphic design developed under the protection of the party. In the
following section, the transformation of Turkish painting in the early years will be

analyzed.

The Modernization of Turkish Painting

European style Turkish painting had already begun in the early nineteenth

century. In the second half of the nineteenth century, as result of modernization in

Ottoman art the Ottoman sultans sent students to Europe and invited European

9 Erbil, p.229.
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painters to Istanbul. Those students who received higher educations in France and
Germany returned to their country after their graduation. The first generation of
Turkish painters, Seker Ahmet Pasha, Siileyman Seyyid and Hoca Ali Riza were
trained in Europe and became attracted to the Western academic painting.Their
paintings were mainly series featuring the landscapes, gardens and parks of
Istanbul, which were significant in the history of Turkish painting in the
18605.40Alth0ugh they repeated the European styles of painting in their works,
they also developed the Western techniques for Turkish painting.

After 1875, the foundation of Sanay-i Nefise Mektebi (the Imperial
Academy of Fine Arts) started formal academic training in the fine arts. Osman
Hamdi Bey was the first director of the school and a significant figure in the
history of Turkish painting as the initiator of painting and figurative compositions.
Although Osman Hamdi Bey is considered an Orientalist artist, he was different
from European Orientalist painters, and portrayed the people and historical
monumentalism of his country rather than simply re-creating the exotic mode.*!

At the beginning of twentieth century, the graduates of the Imperial
Academy of Art were sent to Paris. The prominent artists of the 1910s, such as
[brahim Calli, Nazmi Ziya, Hikmet Onat, Namik [smail, Feyaman Duraman and
Avni Lifij, called later “14’ler Kusagi” (the generation of 1914), were influenced

by Impressionism. They introduced a larger variety of composition and themes

*0 Yiiz Senelik Resim Sergisi Katologu ( Istanbul: Maarif Matbaasi, 1956), p.3,4.
* Sezer Tansug, Cagdas Tiirk Sanan (istanbul: Remzi Kitapevi, 2005), p.106.
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into paintings, such as still life, scenes from everyday life, and portraits of
Ottoman men and women.*
In the context of the modernization of art in the late Ottoman period,
1914 was an important year for the institutionalization of Turkish painters. During
the liberal atmosphere of the coming Second Constitution, Osmanli Ressamlar
Cemiyeti (the Society of Ottoman Painters) was formed by the 1914’°s generation,
started exhibiting in 1914 at Galatasaray Lycee. This institution also published a
monthly art journal, Osmanli Ressamlar Cemiyeti Mecmuasi (Ottoman Painters
Associations Journal)” The aim of the art society was to introduce and develop
Western art to the Ottoman state and to support young artists. Impressionist
painters in the late 1910s more or less dominated Ottoman painting as well as the
academy of Fine Arts. According to Renda, their works of art compared to the
nineteenth century Ottoman painting, seem formal, natural, and original. They
reflected love of nature, and harmony in the combination of light and shade.**
Among the 1914s generation, Nazmi Ziya, Ibrahim Calli and Feyaman Duraman
as followers of Impressionism brought the latest developments and modernization
to Turkish painting.
In the Republican era, painting entered a new phase. The first generation

of painters was also witnesses to the Kemalist revolution and put strong emphasis

* Nurullah Berk, Modern Turkish Sculpture and Painting (istanbul: Turkish Press Broadcasting
and Tourist Department, 1954), pp.7,8

* Tansug, p.114.

* Erbil, p.231.
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on artistic symbolism. The First exhibition of Republican artists took place on
September, 1923 at Galatasaray. Most of the paintings in this exhibition belonged
to the 1914s generation, who had changed the name of their society to The
Society of Turkish Artists (Tiirk Ressamlar Cemiyeti) after the declaration of
independence. This indicates that Turkishness, in the fine arts had become
predominantly important for the state. In the earliest government program, the
RPP stressed the need for collecting, preserving, and displaying objects of art and
also introduced higher education programs for art. The charter of the Imperial
Academy of Fine Arts was reorganized through the necessities of the new
Republic and art activities were carried out in line with the national aims of the
state. The RPP supported and promoted artists to the elite position in society, and
become the patron for their work.

In 1924, a number of students who had taken their higher education at the
Imperial Academy of Fine Arts were sent to Europe. First, the Ministry of
Education sent twenty students, five of whom were women painters. At the end of
the decade, the number of students increased to thirteen artists and five sculptors,
totaling eighteen in the next decade.*” The artistic careers of the young generation
were different from those of their masters. They ignored the Impressionist
technique, volumes of composition, the basic structure of picture and local values.

Although Ibrahim Calli and his group were still followers of European

* Ibid, p.233
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Impressionist art, the new group saw their work as simple copies of the European
masters.

The Turkish artists educated in France and Germany in the 1920s brought
back a variety of Modernist styles from Cubism to Fauvism or German
Expressionism.46 In the late 1920s, the first constructivist paintings appeared in
Turkish art. Particularly, two painters, Zeki Kocamemi and Ali Celebi, had
studied for a long time in Germany in the studio of the German painter Hoffman
whose art was based on constructive and cubic forms.*’ Their paintings featured
simplified outline and the geometric masses in portraits, landscapes, and
drawings.

The young artists of the 1920s were more receptive to Modernism and
more revolutionary than their masters, the 1914’°s generation, though the latter are
usually were considered to be the first Modernist attempts by a number of artists
like Zeki Kocamemi, Ali Avni, Refik Ekipman, Elif Naci, Mahmut Cuda, Cevat
Dereli, Nurullah Berk, and Hale Asaf.. These artists formed the first republican art
society called the Society of Independent Painters and Sculptors (Miistakiller) in
1928*. Some members of the society, Turgut Zaim, Cevat Dereli, and Malik
Aksel, preferred to paint folkloric scenes and traditional miniatures from the
forms of Anatolian culture. They held their first exhibition Young Painters

Exhibition (Geng¢ Ressamlar Sergisi) in Ethnography Museum, Ankara. Mustafa

“® Berk, p.10.
*" Tansug, p.114.
* Erbil, p.231.
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Kemal, who attended this exhibition, impressed the painters with his penetrating
comments. Although the artists of the Society did not expect support from the
party, some of their works were bought by the state institutions.

In the early 1930s, Malik Aksel was the first teacher of the Gazi
Education Institute in Ankara to focus on the Anatolian public’s paintings,
religious figures, geometrical and patterns of the Turkish culture in his paintings.
Aksel organized the first Student Exhibition (Ogrenci Sergileri) in Ankara. It was
supported by Ismail Hakki Balltalcmglu.49 The important figure in the same
society, Turgut Zaim was also a follower of the folkloric trend. Like Aksel and
Develi, he used Western technical skills together with Turkish colors and
decorative elements. Portraits of Anatolian women and children dressed in local
costumes engaged in the daily routines of village life were one of the main themes
of his paintings. According to Nurullah Berk, Turgut Zaim was a painter of
Turkish folklore. He treated these subjects with a technique peculiar to himself in
which one would hardly to recognizing any influence of European masters.”

As mentioned before, the period between 1923 and 1933 was one of
Revolutionary transformation. The 1914’°s generation and Miistakiller (the Society
of Independent Painters and Sculptors) dominated the artistic scene. Until 1933,

painters paid a lot of attention to topic, tecnique, and style rather than to the

* Tansug, p.175.
50 Berk, p. 12.
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concept of art. However, in the second period, 1933-1950, Turkish painters
opened up new and modern trends in their work.

In 1932, some members of the Society of Independent Painters and
Sculptors established the D Group, to expose Turkish art to more international
Modernist trends. Zeki Faik izer, Abidin Dino, Cemal Tollu, Elif Naci, Nurullah
Berk and sculptor Ziihtii Miiridoglu, all founding members of the D Group,
declared themselves an avant-garde group, free from any particular trend.” In a
short time, Bedri Rahmi Eyiipoglu, Sabri Berkel, Turgut Zaim, Eren Eyiipoglu,
Arif Kaptan, Fahr-el-Nissa Zeid joined this group. The D Group exhibited their
first work of art in July 1933 in Beyoglu. The basic framework of the D Group in
artistic expression was to refuse all Impressionist tendencies and to introduce
cubist and constructivist patterns Turkish painting. Particularly, Turgut Zaim and
Bedri Rahmi Eyiipoglu attempted to link cubist forms of paintings to Anatolian
geometrical designs.

The painters that made up the D Group, which began to hold exhibitions
in Turkey aimed at keeping contemporary Turkish painting within the great
traditions of Turkish art form rather than simply taking abstract or Cubist
approaches. They also sought inspiration from the colors, patterns and designs to
be found in the folk art of Anatolia. Bedri Rahmi, Nurullah Berk, and Eren
Eyiipoglu painted canvases which captured village scenes and formalized the

various peasant types to be found on the Turkish mainland. In addition, Cemal

1 Derek Patmore, Modern Turkish Painting (London: Turkish Embassy Press Office, 1960), p.3.
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Tollu developed his own technique with using massive figures. At the same time,
a former member of the Society of Independent Painters, Turgut Zaim, was
bringing a new vitality to Turkish painting, inspired very much by the old Turkish
miniatures and calligraphy.

Exhibitions in Turkey during the 1930s were dominated mostly by the D
Group who also took part in international exhibitions in the Balkans, Russia, and
Eastern Europe. They not only exhibited their works but also wrote essays in such
art journals as Ar (Art) and Yeni Adam (New Maln).52 In addition, some members
of the D Group started teaching at the Academy of Fine Arts.

The introduction of new trends into contemporary Turkish art created
grounds for much discussion in the 1930s and 1940s. European Modernist trends
started to take root in Turkish painting when the D Group introduced moderism
along with local (folkloric) trends. The new perspective was sometimes critized
by the Kemalist elite. Ali Sami Boyar wrote several article in Ulkii, the journal of
the Ankara People’s House emphasising the role of art in the shift from empire to
nation state. He critized Modernist currents in contemporary Turkish painting and
attached a crucial role to the painters. Boyar stated that,

We need national public painters more than every time. We are not

faced with any difficulties in our time, but our painters have not yet
started their national duty. Instead of making magnolia paintings, we

32 The journal was concerned with main problems of the Turkish artist who worked for the
modernization of Turkish art. For Ar, introducing new artists and representation of national
values were crucial aim of the Turkish academy. They believed that Turkey had well-educated,
successful, and modern sculptors, but the RPP was not aware of this group of people.
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need national and revolutionary paintings which give us national

sense.’

The political atmosphere of the 1930s had determined the representational
and nationalist of the nature of in Turkish painting. The D Group, unlike the
Society of Independent Painters, followed a radical and different way.
Constructive realism, cubism and abstract non-figurative art as, the principle
sources of influence for the D group did not completely overlap with the aim of
the national art. At the end of the 1930s, the statist policies of the RPP dominated
Turkish art policy in different ways. In 1937, an important exhibition, Fifty Years
of Turkish Art, held in the Fine Arts Academy encouraged art critism in Turkey.54
After this exhibition, M. Kemal decided to establish a museum of painting and
sculpture in Istanbul. Its collection was made up of Turkish and European
paintings and sculptures which belonged to impressionist, cubist and
constructivist style of contemparary works of art.

In 1938, an important decision was taken by the Ministery of Education.
In order to create national art, each summer, at least ten artists would be sent to
various parts of Turkey. In the direction of the populist and etatist policies of the

party, artists would study national themes as well as determine the beauty of the

Al Sami Boyar, “Sanat Varligimizda Resmin Yeri”, Ulkii, no.5, (June 1935), p-396. “Milli bir
halk ressamligina her vakitten ziyade muhtag ve miiftakiriz. Bunu bugiinkii mevcudumuzla
yapmaga manimiz de yoktur. Fakat her nedense ressam arkadaslarimiz milli vazifelerine
baslayamamislardir. Bize manolya resimlerinden, evvel, milli destanlarinizi okuyacak ve milli
mehahirimize tespit edecek inkilabi nakledecek resimler ve tablolar lazimdir”.

*Kaya Ozsezgin, Cumhuriyetin 75. Yilinda Tiirk Resmi (istanbul:Tiirkiye is Bankasi Kiiltiir Sanat
Yayinlar1,1998), p.45.
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homeland. The main purpose of the Homeland Tour’s of the Painters
(Ressamlarin Yurt Gezileri) was to familiarize the artists whose activities had
been restricted only to the landscapes and environments of the cities with the
Anatolian landscape and life.>®> In 1942, a special exhibition “Memleket
Resimleri” (Paintings of the Homeland) was organized in Ankara, restricted to the
works of artists who had participated in this tours. During the tours, all the
expenses of the artists were covered by the state. In addition, some of the works
of the artists were bought by state institutions in order to finically support the
artists.

This organization would not only encourage artists to explore cultural traditions in
Anatolia but also allowed the painters to be exposed to Turkish identity and the
folkloric elements in Anatolia. Although Renda states that the program had no
ideological purpose as the artists were free to paint, most of the works that were
bought by the state carried national elements and themes.”

In the 1940s, another important of exhibit was the series of Devlet Resim
ve Heykel Sergileri (The State Exhibition on Painting and Sculpture) in Ankara
organized to support artists. The state exhibitions continued until the end of the
1940s, awarding annually prize and the prize-winning works which were often

purchased for the state collection.

> Ibid., p.43.
% Tansug, p.194.
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To introduce a new vision for Turkish painting, the French painter Leopold Levy
was invited to Turkey for the painting section at the Academy of art in Istanbul,
where he taught until 1949, Levy had a long lasting influence on his students. His
ideas influenced many younger groups of generation artists such as Yeniler (The
New Group) and Onlar (The Ten ).5 7

From the early 1940s, the Turkish painters discovered new modes of
expression. The Yeniler (New Group) was founded by Nuri Iyem, Avni Arbas,
Selim Turan, Abidin Dino, and Nejad Devrim in 1940. The group proclaimed a
revolution in painting in the choice of subject and the techniques employed by the
older generation. Nuri lyem, who was one of the best representatives of the new
group, made portraits of Anatolian women and children and the simple lives of
villagers using sharp features. In terms of artistic perspective, these artists dealt
with social problems such as poverty and unemployment, rather than folk culture.
The themes from everyday life were the new bases for their paintings.

After a short time, Bedri Rahmi Eyiipoglu formed the Group of Ten
(Onlar Grubu) together with a group of young artists from the Academy of Fine
Arts, whose artistic styles were based on the traditional arts. The members of this
group, Turan Erol, Nedim Giinsiir, and Orhan Peker, pursued an individual style
to search for a native idiom, realism, working people and everyday life in

painting.58

7 Nurullah Berk, Ellinci Yilinda Tiirk Resim ve Heykel Sanati (fstanbul: YKY, 1973), p.68.
% Ibid., pp.69,70.
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After 1950, Turkey entered a new phase. The Democratic Party came into
power and developed a more liberal ideological outlook. With the political
changes artists in the 1950s did not feel the need to form supportive groups such
as the D Group, the New Group or the Ten. They developed their individual styles

in more liberal sense.

Sculpture

Sculpture, which had been almost completely absent during the earlier
Ottoman period, appeared in Turkey in the second half of the nineteenth century.
In 1883, the opening of the Sanay-i Nefise Mektebi (Imperial Academy of Fine
Arts) in Istanbul was an important turning point for Turkish art and sculpture.
Ihsan Ozsoy, Mahir Tomruk, Nejat Sirel trained in this Academy produced their
most important works of art during the early Republican period. They also
contributed to the training of what came to be known as the “Republican
Generation” in the era of sculpture.59

Kemalist ideology paid a great deal of of attention to sculpture as an art form, due

to ideological an monumental function of art. It is a fact that for the Kemalists,

% Erbil, p.136.
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sculpture was a crucial tool for the “visualization of Turkish history” in the 1920s
and 1930s.”

The first sculptors sought to anchor national identity, national unity and
solidarity while acknowledging modern standards®'. Thus, the representation of
the Turkish past appeared to be deeply engaged in the symbolic forms of
monuments. In this sense, the aim of the Kemalists was to create monuments and
statues which symbolized Turkish nationalism and the War of Independence. The
first sculptures were seen as memorialization of feelings and emotions of the
Turkish people and challenged the Ottoman past. The Italian Pietro Connonica,
the German Krippel and the Austrians Hannack and Thorak were the first
sculptors invited to work on a series of monuments in Ankara, Istanbul,and Izmir
after 1925. Although the state would support Turkish artists in every field of art,
the older sculptors’ Thsan and Mahir Tomruk have produced only a limited
number of works. Their figures and portraits were criticized by the early
republican intelligentsia as weak and poor in terms of symbolism and concepts.

In the late 1920s, the works of Cannonica and Krippel were not only
fundamental for the visualization of Turkish history, but also as the starting point
of modern Turkish sculpture. Krippel constructed the first Atatiirk statue at
Sarayburnu (1926) which represented M. Kemal as a civilian. In the monument,

he looks at the Anatolian side of the city and is very determined. Giir states that

OFaik Giir, “Atatirk Heykelleri ve Tiirkiye’de Resmi Tarihin Gorsellesmesi”,Toplum Bilim,
n0.90, Giiz 2001, p.158.
%! Erbil, p.136.
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the first Atatiirk statue symbolizes the begining of the anti-colonial war and the
combination of ideology and nationalism.®* Five years later, Krippel constructed
another statue of M. Kemal in Samsun called “Atatiirk Mounted on Horseback™
(1932) This statue represented Atatiirk as a soldier on horseback, symbolized the
day of national sovereignty. Finally,the last ring of the Atatiirk statues were
constructed in Afyon to symbolize end of the Independence War. M. Kemal,
symbolizing modern Turkey, were represented in mythological war with Hercules
as a symbol of Greek nation. These three Atatiirk statues, organized under the
three themes, represented a high degree of nationalism, glorification of Turkish
history, and the heroism of the Turkish nation. In addition to these works, Krippel
constructed an Atatiirk mounted on horseback in the National Square in Ankara,
Atatiirk statue in front of Siimerbank was another important work of the German
artist.”

The Italian sculptor Pietro Cannonica was invited to Istanbul to
participate in competition for a Taksim monument in Istanbul. The commission
accepted his plan in its original form. The Taksim Monument, which symbolized
the Turkish people who had support supported the Turkish army and M. Kemal
during the Independence War, was the master work of Cannonica. Cannonica

described the construction of the monument as follows:

62 Giir, p.158.
53 Erbil, p.137.
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I received inspiration from the Turkish National Independence War

and Mustafa Kemal Pasha. I studied almost every photo of M. Kemal

and his friends that were taken during the war time. I drew the forms

of sculpture according to inspiration which 1 took from these

works.**

The Atatiirk mounted on horseback in front of the Ethnography Museum
(1938) in Ankara and the Atatiirk figure in Sihhiye Zafer Square in Ankara (1927)
were other works by Cannonica. Apparently, between 1926 and 1938, foreign
artists dominated the scene of monumental arts in Turkey. In the journal of Ar
(Art), Ziihtii Miiridoglu mentions the master works of the “pioneer” foreign
sculptors in several essays.

Sculptors Canonica represent his shrewdness by making all statues

and busts on the Asian and European side of Turkey. If we look at

the photos that represent the sculptures as more beautiful than, they

are Canonica’s statues are a calamity. Undoubtly, this is not mistake

of Turkish sculpture.®

It seems that the Kemalist regime gave priority to foreign sculptors. This

might show that Kemalist system took art as the means to reach their ideological

ends rather than to develop the Turkish art of sculpture or paintings by all means.

®Giiltekin  Elibol, Atatiirk Dénemi Resim ve Heykel,(istanbul: Tiirkiye Is Bankasi
Yayinlar1,1973),p.206 and Semavi Eyice, Atatiirk ve Pietro Cannonica, (istanbul: Eren
Yayincilik,1986), p.11.

“Abidenin tertibinde Tiirk Milletinin Gazi Mustafa Pasa ile birlikte yapmis oldugu savaslardan

ilham aldim. Bu savasa ve Gazi ile diger arkadaslarina ait hemen hemen biitiin fotograflar
inceladim. Ve onlardan aldigim ilhama gore ¢izdim.”
%Ziihtii Miiridoglu, “Abidecilik”, Ar, no.5 (May 1937), p.6. “Heykeltras Cannonica, Tiirkiye’nin
Avrupa ve Asya topraklarinda dikilecek biitiin abide ve biistlerin inhisarint almak a¢gozliiliigiinii
gostermistir.Heykelleri daima olduklarindan daha giizel gosteren fotograflara bakilirsa,
Cannonica’min abideleri birer “facia”dwr. Hi¢ siiphesiz ki bu iste Tiirklerin(heykeltraslarin
kabahati yoktur.”
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The regime preferred foreign artists for the monuments of the early Republican
period because Italian and German artists were the pioneers of the monumental art
of the monumental art of 1930s. In the 1930s, Turkish sculptors remained second
class artists. In response, when Turkish sculptors who had been sent to Europe to
study returned to Turkey, they put particular emphasis on the national and
realistic forms of Atatiirk and the War of Independence, in more realist and
nationalist forms than Italian and German sculptors. Kenan Yontug, Ali Hadi
Bora, Ziihtii Miiridoglu,and Nusret Suman were among those who constructed a
variety of different works in the 1940s.% Particularly, Hadi Bora and Ziihtii
Miiridoglu were two interesting figures in Turkish sculpture in the early
Republican period.

In the early 1920s, Hadi Bora studied at the Academie Julian and took
private lessons from well known artists in Paris. He sculpted human figures,
busts, and monumental groups. Unlike other sculptors, he reflected his abstract
forms in the rich content of Turkish symbols. The Adana Monument, The
“Atatiirk in a Marshal Unifom in Front of the Military Residence Building” in
Istanbul (1937), and Atatiirk and In6nii on Horseback in Zonguldak were famous
works’ Bara constructed together with Ziihtii Miiridoglu.67

Miiridoglu was a member of the D Group. He had studied at the Imperial

Academy of Fine Arts, and them worked at the private Calarossi Academy in

66 Berk, p. 12.
57 Erbil, p:137.
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Paris until 1932. In his works, nature was a good medium in which to do abstract
and concrete works. Some of the important pieces which he completed were the
relief’s on the large steps of the “Amt Kabir” the Atatiirk monuments on
Biiylikada and Zonguldak. He discussed the art policy of the single party in the
journal Ar in April 1938. He emphasized the need for Turkish sculptors and
painters in the 1930s. According to Miiridoglu, if the state modernized Turkish
arts in national forms, it should support Turkish artists rather than inviting foreign
sculptors from Germany and Italy. He criticized art works planned by the Italian
and German artists. A quatation from the writings of Miiridoglu expresses his
ideas on this issue:

Statue before everything else is a art work. It should be appropiated

proper design and aesthetic, because until the this time, we have

made the mistake of employing fifth class mud masters, grave

crooks, and the dullest academy members who are unemployable in

their own countries.... ®®

All in all, in the 1930s, Revolutionary sculptor was a problematic concept
for both Turkish artists and the Kemalist regime. The state generally prefered to
invite foreigners to the country and sent students abroad to learn and then

introduce new forms, styles, and values to Turkish sculpture. However, both the

sculptors who came from Italy, German, and France and also those who had

% Ziihtii Miiridoglu, “Ziihtii Miiridoglu’nun Fikirleri”, Ar (April 1938), p.1. “Abide her seyden
once sanat eseridir. Muayyen bir takim sekil ve ahenk kanunlarina uygun olmas elzem bir
antitedir......Ciinkii itiraf edelim ki simdiye kadar, besinci derecede camur ustalarina, mezartagi
yontucularina, akademizmanin en donuk miimesillerine, kendi memleketlerinde bulamadiklari
sahayt burada bulup topraklarinuzi tecriibe tahtast haline sokmus olanlara, burada cebini
doldurup safdil avlamak sevdasina diismiis dokiimciilere is vermekten ve onlart zengin etmekten
baska bir sey yapmadik.”
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worked in the Academy of Fine Arts in Istanbul took western concepts as models
for themselves. On the other hand, the attitude of the Turkish artists and academy
also focused on creating a sense of a nation in the work of art instead of copying
the concepts of the Western artists. These attitudes in the 1930s led to a sharp
polarization in the fine arts. Turkish artists wrote several critiques in Ar
demanding state support for Turkish sculptors. They stated that “Turkish
sculpture and the development of statue art is related to giving appropriate
facilities to sculptors. Our artists want to gain our trust. Trust is the secret of
success.”® Turkish artists, unlike their European counterparts, were trying to

reflect on the historical and regional cultural heritage of Turkish art within the

limits of individual freedom.

The Life of ismayil Hakki Baltacioglu

Ismayll Hakki Baltacioglu, a prominent intellectual of the early
Republican era, was born in Cihangir, Istanbul in 1886. His father, Ibrahim
Ethem, was employed as a civil servant for the Ottoman Empire. His mother,
Hamide Seyit, was an important figure in Baltacioglu’s childhood. The

Baltacioglu family’s origins are not clear, but their members came from Mucur

7iihtii Miiridoglu, “Abidelerimiz”, Ar (May 1937), p. 9. “Tiirk heykeltirashginin, abide sanatinin
inkisafi, bizim sanatkarlarimiza boyle miihim islerin tevhidine, onlara ¢calisma imkanlarinin
verilmesine baglhdir. Sanatkarlarimiz, herseyden evvel itimad istemektediler. Itimad, biitiin
muvaffakiyetlerin sirrt budur”.
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near Kirsehir in the mid-1850s. In his childhood, Ismayil Hakki Baltacioglu
struggled against several difficulties. His mother was sick and his father as a civil
servant could not meet all of the expenses of the family. He lost his two older
sisters at an early age. Before he started primary school in Cihangir, his father
directed his son to learn carpentry and gardening. His mother encouraged him to
become involved in painting, theatre, and aesthetics.

At the age four, Ismayil Hakki began his studies at the Mahalle Mektebi
(neighborhood school). After a short time, he left this school and registered as a
modern primary school, Semsiilmekatip. He was a very hard working student.
After primary school, he attended Fevziye Idadisi (high school), where he first
took art and aesthetic courses. During the high school education, he was
particularly successful in Arabic, Turkish, and art courses.

At an early age, he began to devote himself to intellectual issues. His
father acquainted him with such ideas as nation, culture, tradition, and homeland.
The nationalist ideology of the Ottoman intellectual Ziya Gokalp influenced
Baltacioglu, who frequently visited the Turkish Hearths in the mid-1910s. All
these influences opened the way for nationalist ideals and for Baltacioglu sought
the meaning of Turkishness.

After he finished his education, he worked for the state in different
positions and as an art teacher at a high school. He was sent to Europe to
investigate pedagogic and art education at the university level. In 1913, he

returned to Istanbul Dariilfiinun as pedagogy teacher in the education department
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and also gave lectures in Ottoman calligraphy. Until 1933, he had worked there in
different positions; he was appointed two times as dean of Faculty of Literature,
and later elevated to the position of Rector of the Istanbul University (1923-
1927). At the same time, he offered courses on scholastics, sociology, ethics, and
the pscyhology of religion, Islamic literature, aesthetics as well as drawing and
calligraphy.
In 1914, Baltacioglu also supported the foundation of Inas Dariilfiinun (The
Women’s University) and gave lectures at the Sanay-i Nefise Mektebi (Imperial
Academy for Art). Ismayil Hakki was appointed director of the Gazi Education
Institute where he gave lectures on pedagogy, art, and aesthetics in 1931.
Baltacioglu lost his position at Istanbul University during the University
Reform that aimed to reform the Turkish University system under the guidance of
a group of foreign professors in 1933. With the encouragement of his friends, he
started the weekly newspaper Yeni Adam (New Man) in 1933. From 1942, he was
appointed as a member of the teaching staff of the Faculty of Languages and
History of Geograpy at Ankara University. In addition to these activities, he
participated in political life and was elected a member of the parliment for two
conservative (1942-1950) terms from the provience of Afyon and later Kirsehir.
As an academic person, Baltacioglu wrote more than one hundrand books and

nearly a thousand articles related to pedagogy, art, aesthetics, religion, and
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philosophy.”® He was also director of Yeni Adam (New Man) until his death, in
1978.

The intellectuals of the new Republic Baltacioglu had a unique place. He
was generally regarded as a consevative figure of nationalist and Turkish
nationalism in the early Republican period.”' His views on nation, culture, and
tradition brought a new interpretation to Turkish nationalism.

According to Baltacioglu, Turkish modernization starting from the
Mesrutiyet (Second Constitution Period 1908-09) and continued to the Republic
period was partly the cause of a moral crisis leading the dissolution of society.”
As known, modernization (Westernization) was a contradictory concept for the
Turkish revolutionary intellectuals. If the Kemalist regime established Turkish
nation on traditions and values of European civilization, due to cultural
differentiation between civilization and westernization Turkey would faced a
socio-cultural crises. Baltacioglu, like many other intellectuals, worried about the
illnesses of modernity and was pre-occuppied with the concept of “synthesis”.

In Batiya Dogru (Toward the West), the concept of Westernization was
defined as taking scientific and technical manners from the West. For him, the
Turkish nation was going towards the West. Being westernized in terms of

technique was good, but the demand of having Western culture was different from

" Vural Gorel, “Ismay1l Hakki Baltacioglu” in Modern Tiirkiye'de Siyasi Diisiince Tarihi
Muhafazakarlik,v.5, ed. Tamil Bora and Murat Giiltekingil, ( Istanbul: Hetisim Yayinlari, 2002),
p.608 )

! Tbid. p.608 and Nazim irem, “Kemalist Modernizm ve Tiirk Gelenek¢i Muhafazakarligin
Klenleri”, Toplum ve Bilim, no.74, (Fall 199_7) p-52-99.

7 fsmay1l Hakki Baltacioglu, Tiirk’e Dogru ( istanbul: Kiiltiir Bastmevi, 1945), p.20.
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the being westernized.” Following Gokalp, Baltacioglu claimed that culture and
tradition were peculiar to a single nation. Culture could change from nation to
nation and the essence of nation tradition remained some, but civilization included
common values of all nations that means science, technique, knowledge, and
method. Like Gokalp, Baltacioglu defined a nation as a spiritual unity that was
formed by people who had a common a traditional unity.”* Tradition was a part of
national culture and had an essence that never changed throughout centuries.
Unlike traditions, customs were the changeable values of society. For him,
language, motives, music, and public philosophy were parts of tradition. In his
articles, he attempted to define a new life in the new culture and find a synthesis
in which new and old, and dead and alive were combined in national culture.”

As mentioned before, his definition of civilization mainly depended on
science, technique and method, which were the common knowledge of nations,
while the core of modernization took its roots from tradition. According to Nazim
frem, the Kemalist nation-state ideal regarded Baltacioglu’s perspective as
romantic-cultural in a traditionalist/conservative tendency, so the new regime saw
traditionalism an Ottomanist attitude that would revive the desires of the old
regime.76 For this reason, Baltacioglu used different terminalogy to express his

view on this issue. The word “anane” (tradition) means all of the vital and strong

7 Baltacioglu, Bati’ya Dogru (Istanbul:Sebat Basimevi, 1945), p.7

74 Baltacioglu, “Millet Nedir?, Ne Degildir.”, Yeni Adam, no.416 (7 December 1942), p.2

75 Baltacioglu, “Eski ve Yeni and Ol ve Diri”, Yeni Adam, n0.340 (3 June 1941), p-2 and
“Gelenek” Yeni Adam, n0.417 (7 December 1942), p.2. and ‘“Zavalli Gelenek” Yeni Adam,
no.484 (6 April 1944), p.3.

76 frem, p:63.
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traditions in the nation. For him, “ananecilik” (traditionalism) was completely
different from conservatism. Baltacioglu viewed himself at the same time as being
a Kemalist and traditionalist. For this question, Baltacioglu found a solution in
embracing the future without breaking off from the past, because every innovation
was a reconstruction of the past according to the new conditions and the necessity
of society.

From this point of view, modernization was a multi-dimensional process,
so modernization in more than one was possible. He believed that the reinvention
of tradition was one of the important dynamics for the creation of a modern
nation. In this way, Turkish modernization as a kind of process would be a
reinvention of values in history and culture.

In this regard, as opposed to a “constructivist-rational” political thinking,
Baltacioglu’s  perspective  was closer to that of a kind of
“traditionalist\conservative”. Aylin Ozmen argues that Baltacioglu as a social
scientist was drawing a synthesis between Bergson’s intuitionist’s philosophy and
Durkheim’s sociology.”’His was an attempt at the reconciliation of the mind-
intuition dilemma and collectivist-individualist dichotomy in Turco-Ottoman
intellectual history. He argued that the Kemalist modernization process was not a
destruction of the old values; instead it was a reconciliation of Turkish tradition in

the modern structure. The essence of national culture came from tradition,

7 Aylin Ozmen, “ismayil Hakki Baltacioglu” in Modern Tiirkiye'de Siyasi Diisiince
Modernlesme ve Baticilik, ed. Taml Bora and Murat Giiltekingil (istanbul: Iletisim
Yayinlari, 2004), p:77.
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custom, and social memory. Baltacioglu clarified that “establishing a state is easy,
forming a nation is difficult, but creating tradition is impossible.78

All in all, Baltacioglu was a member of the Mesrutiyet (Constitution)
generation that was wedged between the old and new. He witnessed both the
Second Constitutional and the early Republican period’s construction of a new
nation state and the modernization of Turkish society. Due to his removal from
Istanbul university and marginalization among Turkish intellectuals, Baltacioglu
formulated his (political and cultural) opposition by publishing the weekly journal
called Yeni Adam between 1934-1978. He introduced solutions for the
shortcomings of Western modernity and became a figure of the

traditionalist\conservative side in the early Republican era.

Yeni Adam: New Life for New Man

After Baltacioglu lost his position at Istanbul University, with the
encouragement of such prominent intellectual figures as Nurullah Atag, Ahmet
Hamdi Tanpinar and Zeki Faik Izer, he decided to publish the weekly journal Yeni
Adam. Yeni Adam (1934-1978) first appeared in January 1934 and continued for
thirty-four years reaching total of 935 issues. Its owner and director, Baltacioglu

determined its subtitle as “our ideal is to work for Democracy and the Republic

™ frem, p.73.
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(idealimiz demokrasi ve cumhuriyet i¢in caligmaktir)”. In 1934, the Republican
regime was only eleven years old. The concept of democracy was given priority
by Yeni Adam. Although it was one of the longest surviving journals of early
Republican Turkey, it was shut down twice by the government for political
reasons.

Especially between 1934 and 1950, the journal was an alternative medium
for readers interested in art, culture, and politics of the early Republic. Articles
published in Yeni Adam, critiqued certain aspects of single-party policies such as
the construction of the nation-state model, the Halkevleri and the Village Institute
project, search for new art, and the radical modernization of Turkish society.
Outstanding authors, thinkers, and artists assembled around Baltacioglu. For
example; intellectuals, from both more liberal and conservative circles like
Hiisamettin Bozok, Suphi Nuri Ileri, Kerim Sadi and figures Peyami Safa and
Vahdet Giiltekin came together and wrote in Yeni Adam.

In the 1930, Yeni Adam showed anti-fascist characteristics, opening
political debates on facist movements in Europe and Turkish politics. Although
some of the writers were nationalist\ conservative intellectuals, its staff was an
eclectic group of independent intellectuals from different tendencies.. The
political attitude of the journal were completely different from other periodicals
such as Ulkii (Ideal), Kadro (Staff), and Giizel Sanatlar (Fine Arts) According to

Baltacioglu, the policies of Yeni Adam was not street politics. Its politics were
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only country’s politics.79 He directed the journal towards the fundamental
problems of the early Republican era: traditionalist claims, the essence of theater,
the creative education project, the village institutes and the peasantry. The
position of Baltacioglu on state policies diverged in certain issues from that of the
single-party regime. From the beginning, Yeni Adam put up opposition to fascist
European regimes. The journal’s cover page published cartoons of Hitler and
fascist Italy. For this reason, it was shut down by the government of Celal Bayar
for one year in 1938.*

From the begining, Baltacioglu created an eclectic style in the critique of
Turkish modernity. In several articles, he drew attention to the fact that his main
ideal traditionalism, would be a better solution in the modernization of Turkish
cultural life. His sythesis of Turkish culture was offered as a combination of old
and new traditions could be an alternative viewpoint for the Westernist outlook in
the project of modernization.

In fact, in the early 1930s, Yeni Adam, was one of the journals which
paid exceptional attention to art exhibitions, all contemparary artistic currents
from futurism to surrealism and translated articles from European art. Duygu
Koksal argues that Yeni Adam emphasized social realism and nationalismin art®'.

According to Yeni Adam, new art would be national art. The emphasis on utility

7 Baltacioglu, “Yeni Adam Bes Yasinda”, Yeni Adam, n0.209 (30 January 1939), p.11.

80 Baltacioglu, “Yeni Adam’1 Yasatacagim”, Yeni Adam, n0.612 (11 December 1947), p.2.

8! Duygu Koksal, "The Role of Culture and Art in Early Republican Modernization in Turkey" La
Multiplication des Images en Pays d'Islam; de l'estampe a la Television (17-21 siecle), Bernard
Heyberger and Sylvia Naef (eds.), Istanbuler Texte und Studien, Orient Institut der DMG,
Wiirzburg, 2003, p. 215.
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and realism would also serve the needs for national attitudes in art.* In articles
titled “Sanat Ihtilali” (A Revolution in Art), “Resimde, Mimaride, Heykelde
Tiirke Dogru” (Toward the Turk in Painting, Architecture and Sculpture),
“Sanatta Garba Dogru” (Toward the West in Art), Baltacioglu stressed the needs
for social art. In addition, Hasan Cemil Cambel’s article “Tiirk Kiiltiir Davasi”
(Turkish Cultural Claim) and Vahdet Giintekin’s “Yeni Adama Yeni Sanat” (New
Art for the New Man) shed light on the utility of art in the social life of the nation
and represented a collectivists nationalist stance.

In Yeni Adam, during wartime(1938-1945) Baltacioglu’s attitude
emphasized collectivist attitudes in the fine arts that exhibited social realist and
humanist approaches. Particularly, cartoons, drawings and cover pages showed
images of war, the fascist movement as well as social-economic situation of the
people in Turkey. The cover pages of the journal were illustrated with
photographs and drawings of important artists such as Fikret Mualla, Zeki Faik,
Mahmud Cuda, and Ismay1l Hakki who used impressionist and realist tecniques in
their dralwings.83 The themes of the drawings generally were taken from the lives
of workers, Anatolian people, and the daily lives of ordinary people. Furthermore,
the journal gave full pages for the art work of ancient Greece and the Renaissance

that were important sources of Turkish art.

82 Baltacioglu, “Yeni Adam’in Yolu”, Yeni Adam, n0.613 (1 September 1949), p.2.
% Tuna Baltacioglu, Yeni Adam Giinleri (istanbul: YKY, 1998), p.122, 123.
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Apart from theoretical discussions on art, the journal was pedagogical,
thought- provoking and functioned like a center of learning. Baltacioglu, in a
series of articles, declared that the socialization of literature, music, painting and
theater could only be possible through art education in Turkish society. For this
reason, Yeni Adam opened its pages for the educational function of art. A series of
articles titled “Halk Universitesi Dersleri” (Public University Lectures) were
written by Baltacioglu stressing literature, painting, philosophy, and theater,
introducing the concepts and technique of the modern art.

Starting from the 1940s, Yeni Adam became preoccupied with national
art, local culture, and a kind of sythesis in Turkish art. Art from his perspective
had to reflect an inner, spiritual, moral collectivity of the nation.The national
values, emotions and pains would be shaped in the works of art. His perception of
national art was the formulated in the unchanged traditions (local art) of the
society in which it found its ideal forms, techniques, styles and aethetics.

In the following chapter, the single-party policy in art and culture is
analyzed through a series of journal published in the 1930s. The main issue of the
first part is to discuss the state and patronage relationship, art education, and state-
sponsored art exhibition. Revealing the position of the Kemalist regime in the
cultural formation of the nation is the main aim of the chapter. Then, in the next
part, the debates on national art are investigated. The relationship between the
mainstream state ideology and contemporary art contributed to a critical

discussion on the art policy. Lastly, the representation and images of modern
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Turkish society depicted by early Republican painters are analyzed through the
national art paradigm.

Third chapter focuses on the alternative vision of Yeni Adam concerning
art and culture in the 1930s and 1940s. In the first part, the thesis gives particular
emphasis to three different approaches that coexisted in the journal, namely social
realism, cultural nationalism, and the debates around Westernization. The
discussion on tradition, culture, and ideology more or less determined the unique
position of the journal as well as Ismayil Hakki Baltacioglu among mainstream
Turkish intellectuals. The debate around social realist versus national art as a part
of the main contradiction of the 1930s will be articulated. In this part,
representation of the nation from the traditionalist synthesis perspective is
analyzed in the series of articles which were writen by Baltacioglu. This is
supported by a number of cartoons, designs, and drawings. Finally, by studying
Yeni Adam, the political opposition of the journal towards the single party
policies, which directed art and monopolized artistic production analyzed within
the scope of cultural nationalism.

In the conclusion, after having exanined both Kemalist and Yeni Adam’s
cultural conservatist perpective of art and culture in the previous chapters, a
critical comparison of these ideologies is attempted. In this framework, studying
articles, news, and art critiques of early Republican intellectuals show changes in
their perception of art and culture to clarify how they were oppossed to dominant

discourse of the 1930s. The group of elites were trying to overcome the weakness

59



of traditional culture and were concerned with reshaping the Western cultural
formation in the Turkish case. In this way, the thesis will contribute mainly a
comparative perspective to official Republican art policy and emphasize different
approaches, social realism and national art in Yeni Adam during the 1930s and

1940s.
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CHAPTER TWO

The Role of Art and State in the Construction of National Identity

The RPP was the main agent in introducing the westernization and
modernization project of fine arts between 1923-1945. The party used visual arts
to exert and to display its power over Turkish society. Art become an instrument
conveyed information, values, attitudes of the Kemalist intelligentsia through
painting, sculpture, and architecture. The cultural policy-makers of the regime of
Republican regime aimed to get rid of all kind of weaknesses and degeneration
they found in of Ottoman art. The cultural transformation of the Republican
regime would be like a Renaissance opening up a new age for society and artists.
The elites agreed that the newly emerging Turkish state opened up a new path for
national culture and gave special importance to aesthetics under the direction of
the party84.

To achieve this goal, the party contributed both to the cultural
mobilization of the people and the artist who served the needs of the state. One
prominent intellectual and statesman of the early Republican Turkey, Hasan Ali
Yiicel, explained the state-artist relationship in the following sentences: “In the

last fifteen years, the community has just completed its flowering period without

% Kenan Ali Yontug, Heykel Sergisi Katalogu (Ankara: CHP Nesriyati, 1941), p.1.
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any harmful effects of strong wind or hail. The state like a careful gardener has
paid attention to them and cultivated the fruits of the garden.”™

It was expected that the nation’s art would express the spirit and
excitement of the new civilization, and also prove the Turks their superiority over
other countries. Suut Kemal Yetkin defined the role of artists as introducing
contemporary art to mobilize Turkish society and emphasized the role of artists in
the larger national program. For him, all of the expectations, ideals and the spirit
of the nation were rooted in national art with its roots in Central Asia.*® Artists
were responsible for protecting this cultural heritage as well as shaping the future
art society. Ismet Inonii, in a speech during the opening ceremony of the 3" State
Painting and Sculpture Exhibition, emphasized the function of art in mobilizing
society: “Fine art and its influence are not simple things. In elevating the
educational level, of the nation fine arts should be more important than material
culture.”®’

Unlike fascist Germany and Italy, the Kemalist ideology promoted national
art for the development and progress of Turkish society rather than getting rid of
the illnesses of modernity and industrialization. One of the earliest efforts of the

state was the opening of art divisions in the People’s Houses throughout the

country. Art, photography courses and several exhibitions were organized, aiming

8 Hasan Ali Yiicel, “Sanatumz”, Giizel Sanatlar Dergisi, (1939), no.1, p.1.

8 Suut Kemal Yetkin, “Sanatkar”, Giizel Sanatlar Dergisi, (1940), no.2, p.3

8 Hasan Ali Yiicel, ““3. Devlet Resim ve Heykel Sergisinin Acilis Konusmas1”, Giizel Sanatlar
Dergisi (1941), no.3, p.5.“Giizel sanat, giizel sevgisi deyip ge¢meyiniz. Bir milletin terbiyesimde,
seviyesinde, yiikselmesinde en maddi alanlarda ¢ok kudret gostermek icin giizel sanat seviyesi
yiiksek olmalidir.”
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to create amateur artists and wide audiences for art in general.*® The Art
Departments of People’s Houses contributed to activities in the fine arts such as
music, painting, sculpture to support young artists and developed local interest in
arts in every region of Anatolia. The RPP in its party program accepted
conferences, exhibition, museums, art, theatre, cinema, and radio as tools for the
propaganda of Kemalist regime."

Indeed, the party was aware of the political power of propaganda in
the fine arts, so they adopted a strategic position both in order to mobilize the
masses and to overcome undevelopment. Munir Hayri Egeli emphasized the role
of propaganda in the twentieth century in the following sentences: ‘“People have
given different names to the twentieth century. Some people have defined it as an
iron age. For us, our age will be named the age of propaganda. In every part of the
world, nations have founded ministries of propaganda.” % In this sense, the new
regime recognized the art of propaganda as a chance to mobilize people. An
article published in the weekly journal of the Ankara People’s Houses, Ulkii,
clearly reflected this perspective of the single-party regime: “We can gladly say

that the Republican regime finding several solutions to eliminate our

backwardness paid the attention it deserved to the propaganda. But, among our

% Duygu Koksal, “Art and Power in Turkey: Culture, Asethetics and Nationalism During the
Single Party Era”, New Perspectives on Turkey, (Fall 2004), p.101.

% Sefa Simsek, Bir ideolojik Seferberlik Deneyimi: Halkevleri (1932-1951) (istanbul: Bogazici
Universitesi Yayinlari, 2002), p.81.

*Ibid., p.118.“20.asra tiirlii tiirlii adlar verdiler. Kimi demir asri der. Bizce yasadigimiz devrin
adini gelecek nesiller soyle anacak:Propaganda asri. Diinyamin dort bir yaminda uluslar
propaganda bakanliklart kurdular.”
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citizens, there are who misunderstand its meaning. Propaganda means spreading
all of the realities of the nation in the realm of the Republican’s purpose and
revolution.”"

Ali Sami Boyar was a prominent follower of the Kemalist ideology who
mentioned the role of propagandist art in the early Republican era in the journal
Ulkii. According to Sami, the propagandist artist could be both realist and idealist,
because he carried the burden of the national-revolutionary program. He could
influence people by creating paintings, drawings and sculpture which carried the
symbols and values of the state. All artists had the responsibility to promote
Turkish art on the level of European civilization. To develop Turkish art, art
departments of People’s Houses contributed the main role in the early era.In the

next part, the art departments in the People’s Houses will be analyzed in the

context of propagandist art.

People’s Houses and the Journal of Ulkii: Nationalist View of Art

The cultural politicies of the 1930s and 1940s organized art

departments of the People’s Houses which became the cultural centers of towns

and cities. Between 1932 and 1940, 970 art exhibitions were held in the People’s

' Ibid., p118.“Sevincle soyleyebiliriz ki, her geriligimizi ortadan kaldiracak careler bulan
Cumbhuriyet, propagandaya da layik oldugu degeri vermekte gecikmedi. Yalniz halkumiz arasinda
propagandayt yanls anlayanlar var.Bir iilkiiniin, bir devrimin emrinde oldugu zaman memleket
icinde yapilacak propaganda sadece olanlar biitiin gercekligiyle yaymak demektir”.
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Houses throughout Turkey.92 The program of People’s Houses attributed special
importance to painting. The themes of the paintings had to be be taken from the
national epic, Turkish heros, and national tradition.” Every year, art departmants
through Turkey organized exhibitions to support amateur groups, aiming to raise
the public’s level of art education.

Ulkii as an official journal of the Ankara People’s Houses was very
much in line with the RPP ideology. Both the journal and art department aimed to
utilize the fine arts in order to transform and discipline the ordinary people with
the revolutionary principles. According to Ulkii, art in Ottoman society had
completly lost its original Turkish roots. The influence of Persian and Arab
civilization on Ottoman culture had hindered modernization in Ottoman art. The
Kemalists tended to look inward to the glorification of national values and art and
closed themselves throughly to the Ottoman culture.*

Apparently, Ulkii and the People’s Houses acted as a model for Turkish
society. Many leading intellectuals, academics, and artists mentioned activities of
the art department in these articles in the nespapers and journals. Refik Epikman,
Ali Sami Boyar, Ahmet Muhip Dranas, and Suut Kemal Yetkin wrote art criticism
for the fine art exhibitions of the People’s Houses as well as other fine art

activities. The major concern of intellectuals in Ulkii was to introduce the concept

92 Koksal, p.101. _ _
% Nese G. Yesilkaya. Halevleri ve Ideoloji ve Mimarlik. ( istanbul: fletisim Yaymlari, 2003), p.93.
% Koksal, p.104.
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of national art and Western artistic sources in harmonizing “the old” and “the
new.”

In this respect, with the Turkish revolution, Turkish artists were expected
to turn back to Anatolian folk culture in paintings, drawings as well as sculptures.
Amateur painting and photograph exhibitions were a chance for young artists to
achieve great success in visual arts. Every year, local painting, drawings and
handworks were selected from several Houses in different regions of the country,
and exhibited in the Ankara People’s Houses.”

According to the party program(1933), the state would financially support
painting and sculpture organizations. The regime opened a new gallery in
Dolmabahge Palace in Istanbul, buying works from different artists; organized
State Painting and Sculpture exhibitions and Painting Tours of Anatolia (1938-

1944); published Giizel Sanatlar Dergisi (the Journal of Fine Arts); and finally

established Fine Art Institute the Ministry of Education.”®

State Sponsored Art Exhibitions in the Early Republican Era

Starting from the early 1930s, a series of art exhibitions sponsored by

the RPP took place. “The Exhibition of the Revolution” which opened in Ankara

in October 1933 was turning point for fine arts in Turkey. The exhibition was

% Halkevleri Amator Resim ve F otograf Sergileri ( Ankara: CHP Nesriyat1,1941), p:10
% Ahmet Miihip Dranas, Beyoglu Halkevi Birinci Sanat Ayt Brogiirii (Istanbul: Kenan Basimevi,
1942), pp.9,10.

66



built around a narrative that showed the War of Independence, several images of
Atatiirk, and the changes brought to the people through the reforms. Basic aims of
this exhibition as to display theaesthetic properties, and the cultural-historical
memories of Turkish society. Three exhibition halls were organized. One room in
exhibition was dedicated to the regime’s achievements in the fields of revolution,
labor, agriculture, and transportation. The second room represented nature and the
daily life experiences of the people. Finally, the third was designed with several
different Atatiirk’s portraits which created reality effect on the visitors’’. Nurullah
Berk’s painting entitled “Pilots” (Pilotlar), Ali Celebi’s “Wounded Soldier”
(Yarali Asker), Serif Akdik’s “Village School” (Koy Okulu) depicting village
women learning how to read and write were significant contributions of the
exhibition. The most monumental painting in the exhibition was “The People
People of Eastern and Western Anatolia Expressing Their Gratitude to Atatiirk”
(Dogu ve Bati Halki’min Atatiirk’e Arz-1 Siikrani) by Turgut Zaim reflected the
celebration of heroic individualism and national symbolism.”®All these works
were the representation of ideology deeply engaged with forms of art.

Different from “The Exhibition of Revolution” “The United Painting
and Scupture Exhibitions” (1936-1937), and “The Fifty Years of Turkish Art
Exhibition” gathered the different groups such as the Miistakiller, the D Group,

and independent artists and sculptors in the same exhibitions. After these

7 Simsek, p.124.
%8 Ar, Birlesik Resim ve Heykel Sergisi, no.18 (June 1938), p.16.
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exhibitions, the RPP prepared an art program99 which coordinated sales, prizes
and determined value of prizes. Turkish artists and intellectuals mentioned lack of
the infrastructure such as art galleries, conferences and exhibitions halls, and
finally national art museums. After the Fifty Years of Turkish Art exhibition, the
regime decided to open a National Museum of Art in Istanbul. In a short time, the
apartments of the crown princes in Dolmabahge Palace were converted into the
Museum of Painting and Sculpture. Nuruallah Berk praised the museum and
argued that it would play a crucial role in art education as well as protecting

. 1
national culture.'®

Painting the Country: The Painting Tours of Anatolia (1938-1944)

Painting tours of Anatolia were organized by the RPP in 1938 and
continued until 1944. These state-sponsored tours deeply influenced fine arts in
Turkey. On July 1938, the RPP central committee, of which Atatiirk was the
chairman, made a statement that had an impact on the country’s political,

101

ideological and cultural life.”” The party had organized an art study and travel

program for the purposes of the identifying the beauties of the country and of

% Ar, “Cumhuriyet Halk Partisinin Sanat Alaninda Aldig1 Miihim Kararlar”, n:20 (August 1938),
pp-2,3.

190 Nurullah Berk, “Giizel Sanatlar Miizesi”, Ar, no.7 (June 1937), pp.1,2.

1%V Ay, “Cumhuriyet Halk Partisinin Sanat Alaminda Aldigi Miihim Kararlar”, no.20 (August
1938), p.5.
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making it easier for the artists to work on themes related to the country. The art
program immediately drew a response from the intellectuals and artists.

According to Refik Epikman, artists never missed a single opportunity to
take measures that would lead to beneficial and revolutionary results.'”® This
program was also referred to as “an invitation to artists to explore new
opportunities”. The RPP stated that during their tours, artists would be studying
the country and its people and have close and direct contact with Anatolian people
as well as Anatolian folk culture, and produce fine, and national works. Compared
with the Exhibition of Revolution in which artists came up with more restricted
themes and overwhelmingly concentrated on Ankara and Independence War,
these tours gave an opportunity to artists to witness the physical and cultural
envoirment of Anatolia. Most of the Republican intellectuals argued that the artist
and his art should go to the people and take his dynamics from national energies.
For this reason, the painting tours for artists was a starting point of discussion
held on controversial themes, such as national art, cubism, humanism and realism
in Turkish painting.

In the period between 1923 and 1935, the representation of
independence as a life-or-death struggle was a common theme of painting and
sculpture. The Turkish artists also represented the ideologles of the “new way of
life” and “ new culture” and in their art work, while revolving around concepts

such as national independence, heros of the war, and epic demonstration of

102 Refik Epikman, “Yurdu Gezen Tiirk Ressamlar1”, Giizel Sanatlar Dergisi, no.1 (1939), p.8.
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Atatiirk. The ideological tendency of Turkish intellectuals and the RPP led to a
compulsory selection of “nationalistic” and “revolutionary” themes in art. On the
other hand, young artists in the D Group and Independents sought to gain both
artistic and individual creativity. Nurullah Berk voiced an opinion commonly held
by young artists:
“Of course there is an intimate association between art on the one
hand and the society and country in which it appears, on the other.

Of course, art is national and local. But this does not mean that the

subject depicted by a work of art must manifest itself in the form of

the official ideology”m.

Through the painting tours, the artist would face the reality of Anatolia
linking the “new” art and with the “old” public. At this time, the art departments
of the People’s Houses was influencing society and shaping the worlds of culture
and art creating realist tendencies, replacing impressionist, romantic, and
primitive works of art.

With these considerations, the first tour of the program started on
September 1938 and lasted until the end of the mounth. Ten artists chosen from
among the academy’s instructors and from Academy graduates were to be sent to
different provinces. The payment was to cover their travel expences and an

additional three hundred liras was provided for “essentials.”'® Under the

sponsorship of the RPP, five other tours were organized between 1939 and 1943.

13 Tyran Erol, “Ressamlarin Yurt Gezileri ve Sonuclar1”, Yurt Gezileri ve Yurt Resimleri ed.

Ameli Edgii. (Istanbul: Milli Reasurans Yayinlari, 1998), p.9.
104 Murat Ural, Cumhuriyetin Romansi: Ressamlarin Yurt Gezisinde (1938-1943), Yurt Gezileri ve
Yurt Resimleri ed. Ameli Edgii. (Istanbul: Milli Reasurans Yayinlari, 1998), p:29.
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In these six tours, the duration was gradually extended from four weeks to two
months. The mininum number of paintings was increased from six to ten pieces.
But the amount of money paid to the artist was not. After the each tour, the RPP
organized annual exhibitions entitled “The State Painting and Sculpture
Exhibition” starting from 1939 in Ankara. The paintings that had been produced
during the program were exhibited annually.

Within only four years, forty artists were sent to forty different
proviences and produced 675 works. These were exhibited in a show in 1944.'®
The art comittee chosen by the RPP selected pioneer works from a huge number
of paintings. The selected works were bought by the state. The collection (393
pieces) was taken into a room near the conference hall in the Atatiirk Lyceé in
Ankara. They were taken there, because the room was too small. These paintings
were carried from place to place. Nobody took responsibility for the paintings.
Bedri Rahmi Eyiipoglu asked what happend these paintings:

In the last twenty-five years, the artists in this country have never

been given an opportunity as great as these tours. And what

happened to these paintings? Well, the story of that makes for a

rather sorrowful take. About four or five years ago, we came

across them in the basement of a lyceé in Ankara. They were
covered with dirt and dust; you shouldn’t think I'm exaggerating

when I tell you that it was only with the greatest difficulty that I

was able to recognize even my own paintings. Wasn’t there any

place they could have hung these up? What was the sense in

stuffing them down there in a basement? We never understand
this.'?

105 Zeynep Yasa Yaman, “Ressamlarin Yurt Gezileri ve Sergileri”, Toplum Bilim, no.4 (June
1996), p.46.
106 Ural, p:20.
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One important question here is why the state protected these paintings whose
could have been displayed in European galleries. Although the party policy
contributed artists to serve the needs of the state, their works were abandoned as
apart of forgotten history in a high school basement. Now, most of the paintings
were exhibited State Painting and Sculpture Museum.

The painting tours of Anatolia were part of a much broader and
comprehensive cultural program conducted by the RPP. These “tours” provided
the artist the opportunity to travel throughout Anatolia and practiced their art
without official constraints. Unlike the pressure in Soviet art activities, the artists
were able to use feeling in their own techniques. According to Suut Kemal
Yetkin, every picture was a window opening up on the country. He expressed his
feelings as follows:

In the exhibition, there was no imagined landscape painting. All
painting was directly done by the artists who were observing nature.
“Do you want to see the country from the East to the West, from North
to South in every vivid aspect? You should go to the exhibition opened
in the Ankara art gallery.'"’
As a result of this program, modern Turkish painting was enriched by the
addition of subjects that were realistic and genuine. The enrichment and selection

of themes led to the emergence of new and original styles in Turkish painting.

Bedri Rahmi Eyiipoglu, Turgut Zaim, Esref Uren, Cemal Tollu, Halil Dikmen,

107Yaman, p.48.
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Malik Aksel and Eren Eylipoglu gained extraordinary experience on the everyday
lives of the Anatolian people and folk culture as well as the national values of the
rural masses. For their own part, all of the artists strongly supported this program
and their paintings were exhibited in that year’s show. Traveling to Anatolia,
visiting different interiors of houses, and meeting a great number of people gave

them a chance to explore “new art” in one sense.

State and Patronage of the Arts

The four annuals Exhibition of Revolutions were to be held in Ankara
between 1933 and the 1936. In terms of artistic quality, these exhibitions were not
of a great importance, but the patronage relationship between the state and the
artist led to several discussions in the Turkish arts. The RPP produced a program
to control the themes and techniques of paintings and a number of sculptures. The
party put the artist in a strategic position to be a propagandist in art. This situation
initiated an important debate for art. The basic question was the extent to which
the artists should serve the needs of the state. D Group and Independendents
produced a great number of paintings for the exhibition. Although these works
were the finest examples of the time, they were critized by Turkish intellectuals
for being too ideologically engaged.

In Ulus, Yasar Nabi Nayir mentioned the artistic weaknesses of the artists

in the fourth and the last exhibition. He said that in order to give birth to a
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national art that would attract the society, the Turkish artist would have to rid of
himself the influence of Western painting and develop his own technique.
“National and realist” art would be the agenda for the artist.'®

In addition to the critique of Yasar Nabi, Burhan Belge declared the end
of the revalution exhibition. He argued that the common people desired the
national and the social from the artist. A number of artists complained that the
revolutionary paintings were created for taking “dis kiras1” a small amount of
money from the state.'” This situation was seen as a danger both for the
revolution and for art. Intellectuals and artists agreed that instead of producing
“directed art”, independent art and artists should search for ways to overcome the
controlled atmosphere. Ultimately, the state finalized the exhibition of Revolution

in 1936.

Artists and Salary Problems: Debate on the Nationalization of Art

After 1936, the Fine Art Association, Miistakiller, the D Group, and the
Independents came together and organized a serious artistic activity that took
place in Ankara. In the United Painting and Sculpture Exhibitions, more

independent works of art were exhibited. The press, however, did not pay as much

1% Ar, “Dérdiincii Inkilap Resim Sergisi”, no.1 (January 1937), p.5.
19 Ibid., p.6.
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attention as it had to the Exhibitions of Revolution, so the problem was how to
sell enough works to cover the cost of exhibition arose. This prompted a new
relationship between artists and the government. Like Germany, Italy, and Soviet
Russia, they were paid salaries by the state. In 1937, the state declared that a
proposal had been prepared by the Ministry of Culture according to which
twenty-fifty to thirty artists were to be paid 180 liras once every there months for
three years during which they would do nothing but practice their art. At the end
of the three years, the paintings would be exhibited and the best one would be
purchased for the museum collection. Other artists who were unable to win the
prizes would continue to work because they had the chance to win 180 liras."" By
this way, the RPP hoped to solve the problem between artists and the state.
External control on artists rather than direct pressure provided better relations
with the state. But this program was never carried out by the Ministry of Culture.

This project was critized in Ar in a discussion of the relationship
between the state and artists. Ar asked a crucial question “Should art be
nationalized?” Resad Nuri Drago answered this question as follows: “The most
upsetting issue for the artists was how to earn their livelihoods. For artists,
actualized an ideal rather than the material conditions or the money. Artists! Love

the art. You would only worry about creating high works of art. The state and the

10 galih N. Uralli, “Ressamlar ve Aylik Meselesi”, Ar, (May 1937), p.7.
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public is with you.””” Similar to Drago, Hasan Ali Yiicel believed that art should
be nationalized.''* The nationalization of art meant to take measures to protect art
and the artist from difficult financial circumstances.

Burhan Belge emphasized the role of the state as a contributor to artistic
activities. According to Belge, the nationalization of art necessitated that the state
developed facilities in artistic fields: a) reorganizing the Istanbul Academy of
Fine Arts, b) founding art schools in other cities, ¢) opening art galleries and
buying paintings and sculptunes, d) decorating exhibition halls with paintings.'"®
For him, state support in art had to be in the area of the construction of suitable
enviroments rather than in the direct patronage of artists. The famous painter
Turgut Zaim argued that “Snag and romantic people’s claim that the artists can
create high art under the difficult circumstances, is no longer valuable in the
twentieth century. In order to work the stomach should be full. For this reason, the
state should give monthly salary to artists.” ’ H
This situation indicates that artists expected monthly salaries from the

state in order to survive. Due to the limited market in art, artists did not sell their

works at exhibitions. Only state institutions could buy a number of works at low

"' Resad Nuri Drago, “ Plastik Sanatlar veTiirkiye”, Ar, no.1 (January 1937), p.5. “Sanatcunn en
iiziildiigii dava “gecinme davasidir.” Devlet maddeden ve paradan ziyade sanatkar icin bir iilkiiyii
cisimlendirir. Sanatkar, sanatini sev, yalmizligin feyizli asaleti icinde Yyiiksek sanat eserleri
yaratmaktan baska kaygiya kapilma: devlet de seninledir halk da.”

"> Hasan Ali Yiicel, “Plastik Sanatlar ve Tiirkiye”, Ar, no.2 (February 1937), p.3.

113 Burhan Belge, “Plastik Sanatlar veTiirkiye”, Ar, no.6 (June 1937), p.2.

"% Turgut Zaim, “Ar’in Sanat Anketi”, Ar, no.13 (January 1938), p.1. “Sanatlarin aclik ve sefalet
icinde saheserler yaratacagwni ileri siiren Snag ve romantik kafalarin artik 20. asirda borular
otmez. Kafanin ¢calismasi icin midenin dolu olmasi lazimdir. Bunun icinde asgari 150 lira maas
baglanmas sarttir.”
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prices. For example, at the first Exhibition of the Revolution in 1933, M. Kemal
visited the gallery and ordered ten paintings for the Ministry of Education. Halil
Ibrahim Celebi’s famous painting “Villagers Carrying Arsenal” (Cephane
Tasiyan Koyliiler) as the most expensive work was sold for sold 800 Turkish
liras.""? Compared to the salary, artist expected to take from the state, the price of
the painting as extremely high. However, the Ministry of Education and Culture
in the early 1940s decreased the amount of the prizes. The first artist would win
400 liras, the second and the ones would take 350 lira and 300 liras at the Fourth
State Painting and Sculpture exhibition.''® As a result of the expectation of the
artists, the RPP spared a limited budget to contribute to new exhibitions and
buying paintings and sculptures for the state and party collections.

In the 1930s, the relationship between artist and state fluctuated, but this
situation never led to a polarization of the art in Turkey. The support of the party
did not always succeed in creating an artistic environment in society. Malik Aksel
in The Third State Painting and Sculpture Exhibition mentioned an imagined
dialogue between two well known artists: “In our country, being a painter needs
not only having art knowledge, but also knowing how to sell works of art that

makes them professional artists. The does not only know that selling works of art

" Other paintings brought by the ministry of education were: Arif Bedi “Kuvay: Milliye” 200
lira, Esref Uren “Gazi’nin Anadolusu” 150 lira, Fahrettin Karagiinler 200 lira, Turgut Zaim “10.
Y1l Kutlama” 600 lira,Ziya Ulken “Atilla” 250 lira, Refik Epikman “Ankara” 200 lira, Mahmut ?”
Mezalim” 275 lira, ibrahim Calli “Yasak” 250 lira, Hamit Necdet “Biiyilk Taaruz” 250 lira.
Mehmet Ustiinipek, “Cumhuriyetin ilk 50 Yilinda Sanat Piyasas1”, Bilango 98 Cumhuriyetin
ﬁgnkleri ve Bicimleri, ed. Ayla Odekan. (istanbul: Tarih Vakfi Yurt Yayilari, 1998), p.188.

Ibid., p.189.
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makes them professional artists. The state does not buy art works. They support
the artists, help them, and give money for their paintings. In our times, the
painters have sold their works without prouding their art. They could only sell
their works showing humility in front of the head of state department director.”
117

This indicates that to survive, artists not only did their art but also they
had to win the favor of the state. The painting tours of Anatolia opened up a new
chapter for an effective and satisfactory relationship between the artist and the
state. The RPP left the selection of artists to the Fine Arts Academy. Furthermore,
in the program, the party avoided the use of expressions such as “assignment” and
“compliance with regulations” that was appropriate when dealing with civil

118
servants.

In the beginning of the 1940s, the RPP maintained a relatively low
profile during the organizations of the first tour. The press referred to the tour as
an RPP- sponsored event. During the tours, the RPP did not emerge as a patron of
the activity. In other words, the state played “an impartial analysis unifying role

vis-a-vis artists and groups of artists.""” The Minister of Education, Hasan Ali

Yiicel, emphasized the autonomy of the art groups in the painting tours as well as

"Ibid. ,p.191. “Bizde yalmiz ressamlik yetmez, satis sanatin da bilmeli ki o sanatlar muvaffak
olmus addedilsin.....Ressamlardan eser satin altyoruz demiyorlar, ressamlara yardim ediyoruz,
tesvik ve takdim kasdiyla eserlerine para veriyoruz diyorlar. Bizde ressam hicbir zaman bas dik,
gonlii ferah olarak resimini satamiyor. Bir daire miidiirii karsisinda boununu biikerek, ellerini
ugusturacak ki resmini satabilsin”

18 Ural, p.30.

"9 1bid., p.32.
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the state exhibitions. However, compared to European artists, the Turkish artists

were never independent from the state.

Fine Arts Education in the Early Republican Period

In the Republican era, fine arts education entered a new phase. The
Turkish intelligentsia believed that to achieve general cultural reforms, the state
was responsible for educating people as well as making them aware of the fine
arts. Elif Naci, in the opening speech of Eminonii People’s House, indicated that
Turkish society as a result of illiteracy and ignorance was unaware of the
relationship between art and nature. In the modern world, Turkish society was one
and last nations belated in the appreciation of art The Republican regime would
educate society at a basic level by opening “Nation schools” where people would
take art courses.'*’

The party organized a department in the People’s houses in every region
of the country as well as transmitting basic knowledge about the fine arts to
primary school teachers in the Village Institutes. Apart from these developments,
The Imperial School of Fine Arts changed its name and curriculum. The Academy
of Fine Arts in istanbul became an institution of higher education. In 1927. Namik
Ismail was appointed director of the Academy. First, the former building in

Findikli was restored and reopened as the Fine Arts Academy. In addition to

120 Elif Naci, “Halk ve Resim” Ar Dergisi no.5 (May 1937), p.6
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architecture, painting, and sculpture departments, graphic, ceramic, and ornement
arts departments were organized by Philipp Ginther, who was invited from
Austria. The painting and sculpture department’s curriculum also was changed
according to the Paris Fine Arts Academy’s program. It is an important point that
the Istanbul Fine Arts Academy inctroduced a new perspective to both Turkish art
and artists. The director of the Academy Namik Ismail, emphasized the role of the
school in the following sentences: “It is difficult to educate children, the public,
and peasants. It is generally impossible. Fine Arts is the most important tool to
educate and inspire Republican ideals which have been imposed by the state.”'?!
In the first ten years, this academy was the only school which promoted
developments in the fine arts. Graduates of the academy became middle and high
school teachers who educated Republican children in the state’s ideology. The
RPP put emphasis on art and art education in order to contribute to the
mobilization of Turkish society. In this sense, the Minister of Education Hasan
Ali Yiicel declared the aim of Republican arts as creating Turkish society, school,

city as well as art.'*

He visited a village school in Central Anatolia and analyzed
results of the art education at the public level. New Graduates of the Imperial
Academy of Fine Arts were sent to France and Germany to continue their

education. The new generation after they returned from Europe, were appointed

as assistant teachers in the painting, sculpture, and ornament departments.

2! Niliifer Ondin, Cumhuriyet Dénemi Kiiltiir Politikast ve Sanat (1923-1950) (istanbul: insancil Yayinlari,
2003), p.153.
122 Hasan Ali Yiicel, “Yeni Dogan Sanat Muhiti”,Ar, no.20 (August 1938), p.29.
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Under the directorship of Namik Ismail (1927-1935), a number of classes,
workshop, and conference hall were organized. Although art education in a few
years showed great progress in every department, some of the Kemalist
intellectuals criticized the art works which were produced by the Academy
students. A group of intellectuals like Ali Sami Boyar, Ahmet Muhip Dranas
expected more national and realist and realist works from the Academy, rather
than pieces inspired by French mythological pieces. According to this group, the
duty of the Fine Arts Academy was to raise national art feeling in the heart of the
public. Nude drawings, classic European landscape paintings and French and
Greek mythological sculptures were not products of Turkish national art, and
could not reflect the level of the Turkey’s Fine Arts Academy. On the other hand,
Namik Ismail defended the curriculum and the student projects. Ismail argued that
“Historical themes could never make art national. Although Turkish history
would be the essence of beauty and aesthetic, representing Turkish history in the
art works is not a duty for academy students. We know that the academy does not
create artists. Only students who have extraordinary talent can be artists.”' %

The Institutionalization of the Fine Arts Academy was completed during
the directorship of Burhan Toprak (1936-1948). The Academy was turned into
professional high school and university level education in 1937. First of all,
Leopold Levy was appointed chairman of the painting department while Rudolph

Belling headed up the department of sculpture. Second, Toprak aimed to open an

2 Ondin, p.155.
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art gallery in Beyoglu in order to support artists. At the same time, he wanted to
create an art center which would serve the needs of elite groups.124

In the department of sculpture, they opened a new atelier. The academy
members planned a special statue that would be a symbol of the Turkish art
academy. This statue was constructed in a manner completely different from other
works. Due to the limited budget of the department (600 liras), they brought an
old column from the garden of the mosque Yenicami. This column was set up and
a Hittite or Seljuk lion was set on top of it. Mr. Belling from the sculpture
department, made a relief of an Atatiirk into a locket to decorate this column. This
statue symbolized an eclectic style born out of “old” and “new” together.125 In this
regard, the planned statue would carry several different elements from Ottoman
and Anatolia art as well as a symbol of the Turkish revolution. The Academy of
Fine Arts introduced a new dynamism to art education and the concepts of “new
art” and “national art”.

The Fine Arts Academy in Istanbul was the sole institution for the
education of arts until 1932. However, Ankara was planned to be the cultural and
artistic capital of Anatolia. An art department was formed at Gazi Teachers
College in Ankara to train art teachers as well as to produce more national and

realist art works. Malik Aksel'?® was appointed the chairman of the painting

24 Ibid., p.156.

125 Burhan Toprak, “Giizel Sanatlar Akademisinde Islahat”, A7, no.16 (April 1938), p.8.

126 Malik Aksel was born in Salonika in 1901.In 1928, he was sent to Europe to study art
pedagogy in Berlin. Under the Yurt Gezileri Program, he went to Sivas in 1939 and Denizli 1942.
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department. After having completed his university education in Berlin, Aksel
studied Anatolian art and folk culture. He was the author of a number of books on
various aspects of Turkish folk art. According to I. Hakki Baltacioglu, Malik
Aksel was one of most prominent researchers in the field of Turkish folk painting.
He also was interested in Sufi philosophy, which was reflected in his paintings
and calligraphic works.'?’

From the beginning, the Gazi Education Institute was different from the
Fine Arts Academy in [stanbul in terms of techniques, style, and education
purposes. The main aim of the art department at Gazi Institute was to educate
young teachers and send them to every part of the country. After they finished
three years of education, the teachers were able to educate students and train them
in national values and arts.

The state organized these art schools for different purposes. Not only the
purpose of each schools was different, but their ideological perspectives on art
determined the way of education.'” The role of the Gazi Institute in achieving
modernization of the country was acknowledged in the media.'” 1. Hakki

Baltacioglu in an article titled “Malik Bey ve Talebesinin Resim Sergisi” (Mr.

Malik and His Students Painting Exhibition) was concerned with art education in

In 1951, he was transferred to Istanbul and began teaching art at the teacher instructions school
here. He retired in 1968,; but continued to paint and hold occasional exhibitions. He died in 1987
in Istanbul. “Ressamlar, Resimler, Belgeler, ed. Ameli Edgii, Yurt Geziler ve, Yurt Resimleri
(1938-1943) (Istanbul: Milli Reasurans Yayinlari, 1998), p.84.

127 Sezer, Cagdas Tiirk Resim Sanati, p:177.

128 Refik Epikman, “Tiirkiye’de Plastik Sanatlarin Cumhuriyet Déneminde Inkisafi”, Ar , no.22
(December 1938), p.9.

' Ulus, 11. June.1938, p.3.
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Gazi Education Institute. Baltacioglu said that modern painters had to be men of

feelings as well as of intellect.'*

In the exhibition, most of Aksel’s paintings shed
light on national art such as “Fakir Cocuklar” (Poor Children), “Kéy Yolunda”
(On the Village Way), “Eski Mektep” (Old School). Students’ work were
concerned with subjects such as Anatolian landscape, the representation of
working peasants, and village schools.

Baltacioglu in his critque says that as a crucial tool for revolutionary
education, painting was only spread by the new generation of artists whose works
were exhibited in the art galleries. Baltacioglu was appointed chairman of the
Gazi Institute between1929 and 1930 where he prepared a program in 1931and
introduced hand work lectures to the curriculumHis views on art education
determined the course syllabus of the departments. After his arrival Ankara, Aksel
remained loyal to this program. Student exhibitions of the Fine Arts Academy and
the Gazi Institute clearly showed the differences between these two schools. In
the Fine Art Academy exhibitions, “artist students” belonged to modern trends,
and produced a wide range of works of art in European concepts.'”’ The
exhibition of the Gazi Art department reflected a more national amateur attitude
in their paintings on topics such as revolution, landscape drawings from Anatolia,
and portraits of peasants and farmers. The difference was depended basically on

the teachers who had trained their students in different understandings of art.

130 1smay11 Hakki Baltacioglu, “Malik Bey ve Taslebesinin Resim Sergisi”,Ulkii , n0.16 (June
1934), p.298.
Bl Giizel Sanatlar Dergisi, “Talebe Resim Sergisi Sergisi”, no.2 (1940), p.15.
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After the appointment of French Leopold Levy to the painting department
of the Academy, the technique and style of works mainly centered on nature,
beauty, and aesthetics, rather than on the folk, reality of the country, or revolution.
According to Levy, painting was an expression of beauty, vision, and the
perception of the artists by using colors and picture. To achieve beauty, artists
could never mislead themselves. The position of the artists towards the nature was
the most important point for art. In Contrast to Malik Aksel, Levy criticized
folkloric and national trends in Turkish painting. He was criticized by a group of
artists and intellectuals due to his independent and more European-oriented

stylem.

Debate on National Art

From the early 1930s to the mid-1940s, Republican intellectuals and
artists carried on a debate on Modernist versus national art. They asked several
questions such as whether art should be nationalized or to what extent national
culture would be a source of Turkish Modern art. Many leading intellectuals,
academics, and artists drew attention to the role of national art as the main agenda
for transformation. All artists desired to create “a national art” and be inspired by

the national as a source of social life, society, and self esteem.

2 Ar , “Leopold Levy’nin Bir Konferans1”, no.2 (February 1937), p.13.
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The debate on national art in general touched on the question of what
was meant by “national culture” in a modern era. The term “national art” included
two main ideologies: nationalism and modernism. The Kemalist revolution
reflected nationalist and modernist attitudes at the same time. These dual concepts
created a tension in itself. The combination of the modern with the national in art
was perceived by the Turkish intelligentsia in different ways. Art critiques in the
1930s sheds lights onto the discussions on national art and the state directed
toward political art.

In the first ten years of the Republican era, the Kemalist elite and the RPP as a
single party strengthened and redefined the characteristics of national culture as
well as the national art.

The painter / educator Ali Sami Boyar wrote articles in Ulkii about
revolution, art, and propoganda. He drew the cultural boundries of the national
state and emphasized the role of Central Asian culture in the formation of national
art. By using Turkish sources in art, he stressed the achievement of cultural

revolution for the solidarity and independence of the Turkish state.'*®

Like Boyar,
Ahmet Muhip Dranas argued that the Turkish revolution created a new reality in
art.

As discussed earlier, the D Group and the Independents directed national

art in line with realist expressionist and cubist tendencies. In Ulkii, Elif Naci

133 Ali Sami Boyar, “Sanat Varligimizda Resmin Yeri”, Ulkii, no.5 (June 1933) , “Propoganda ve

Resim”, Ulkii,no.19 (September 1934), and “Yeni Terbiye’de Resmin Yararlihigr”,Ulkii no.16
(June 1934).
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criticized the works of the Independent’s in 1931 exhibition: “A painter is not old,
new, classic or modern. Art is always unique at all times. It should be local and
close to the public. Art works should carry the ideals of the nation. The paintings
exhibited by the Independent painters speak French, German, and Italian. Citizen,

let us speak Turkish!”."*

In this critique, he mainly stressed that before and above
any kind of classification on art such as old, new, classic or modern, Turkish art
should be national and share common values with Turkish society. Due to cubist
and constructivist tendencies, Turkish art faced a danger of losing its original
form.

Another voice is that of Baltacioglu, in Yeni Adam (New Man)
introduced a new concept for national art: turning back to the essence of the
people. Baltacioglu opted to give priority to Ottoman folk art and local sources
and also sought traditional tendencies in Turkish art. He was aganist the official
break discourse and developed his criticsm around tradition, the aesthetic
sensitivities of the Turkish nation, and local art. He asked an important question
in the early Republican era: We accepted the new, but don’t we have traditional
values?

In Yeni Adam, Bedri Rahmi Eyiipoglu, Mahmut Cuda, Zeki Faik Izer, and

Ziihtii Miiridoglu were close to new art, wrote articles and critiques of art

"ipek Aksiigiir Diiben, “Cumhuriyette Tenkit”, Cumhuriyetin Renkleri, Bicimleri ed.Ayla
Odekan (Istanbul: Tarih Vakfi Yurt Yayinlari, 1998), p.158.“Ressamin eskisi, yenisi, klasigi,
moderni olmaz. Sanat daima ve her devirde birdir. Elverir ki mahalli olsun;elverir ki samimi
olsun. Sanat eseri mensup oldugu milletin damgasini tasisin. Bizim miistakil rakadaglarin bu
sergide teshir ettikleri resimler Fransizca, Almanca, Italyanca konusuyorlar, vatandas Tiirkce
konusalim.”
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exhibitions in the mid-1930s. Unlike Ulkii, Yeni Adam avoided the official
determinist ideology in art. According to Baltacioglu, propaganda or directed art
destroyed the characteristics of national art. Cultural Revolution should be totally
conctructed on top of the native traditions."> For this reason, Turkish artist had to
revive old values and customs and created new modernity with traditional motifs,
symbols, and techniques.

Another the point of view was presented by the Kadro group was
established by a group of revolutionary intellectuals close to the official
Republican ideology with a third-worldist revolutionary attitude. Their
nationalist-collectivist outlook challenged the individualist, mystical, and abstract
trends in art and literature.'* Among them, mostly Burhan Asaf and Yakup Kadri
Karaosmanoglu touched culture, art, aesthetics in their writings. In Kadro, Burhan
Asaf (Belge) argued that “national revolution” only would be achieved by the
patronage of the state over art and artists. For being understandable and
revolutionary, art should have a national tendency.13 7 On the other hand, Yakup
Kadri regarded national culture as the long accumulation of the experiences of a
society. Thus, culture was not limited to local and folk sources. Unlike Ulkii and
Yeni Adam, Kadro insisted that the arts were a struggle and revolution in the soul

and in spirit. The socio-economic process of modernization was directly linked to

135 1smay11 Hakki Baltacioglu, Demokrasi ve Sanat (Istanbul: Sanay-i Nefise Matbaasi ,Kanaat
Kiitiiphanesi, 1931), p.145.

POK 5ksal, p. 108.

17 fskender, p.1751.
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revolutionary art. The underdeveloped state of art in early Republican Turkey was
due to social-economic circumstances.

In the 1930s, Turkish art was undergoing a “pre-cultural phase”,
followed by a revolutionary phase. According to Yakup Kadri, Turkish art had not
yet been born in the first era, so Turkish society shaped art and literature in terms
of the principles of the Turkish revolution. With this revolution, the dismissed
past would be replaced by a new stage based on the refinement of folk culture.
The Kadro movement inspired by the Soviet model of “art for the people”, was

against “the art for art” argument.'”®

Therefore, in Kadro, the debate on national
art drew a different perspective from Ulkii and Yeni Adam. Their views were
related more closely to socio-economic development of the country and a long
term deep transformation of culture.

The journal Varlik(Existence), as a representative of the Western and
elitist view of art, concerned with issues related with art, culture, and language.
The writers of Varlik, Yasar Nabi Nayir, Nurullah Berk, and Sadri Ertem reflected
a nationalist tone in their writings. In the early years, they paid attention to
nationalist and Modernist art in discussing European trends of painting such as
cubism, futurism, and constructivism. According to the well-known artists Elif

Naci and Nurullah Berk, modern art reflected the changing notions of morality,

human emotions, social transformation, war, machine, concepts of time and speed

138 Koksal, p. 109.
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which gave new shapes to painting and sculpture.139 Berk, who was a prominent
member of the D Group, stressed European style in Eastern painting. However,
other writers such as Cemil Sena Ongun, the architect Abdullah Ziya, and Malik
Vicdani had more radical attitudes about Turkish art and stood closer to Italian
fascist art.'®
During the second world war, questions in national and modernist art
were turned to a new direction. Ar, established by a group of intellectual and
artists, appeared between January 1937 and December 1938. The journal
announced their aim as to introduce the fine arts to the people and refine the
characteristics of fine arts in Turkey. From the beginning, members of the D
Group (Nurullah Berk, Bedri Rahmi, Ziihtii Muridoglu), Suut Kemal Yetkin,
Hasan Ali Yiicel, Resad Nuri Drago and many leading academy members wrote
articles, news, and debates for the journal.
Different from Ulkii, Kadro, and Varlik, Ar paid attention to a wide
range of art related issues such as visual arts, art philosophy and criticism,

141
For Ar, art was not

archaealogy, and phonetic arts (music, theater, cinema).
play or a sense of joy. It was a necessity. Even, African tribes had art culture.

People could not imagine a society without art, because art was the spirit of a

nation. For Suut Kemal Yetkin art had to be considered as a formation

9 1bid., p.113.
M0 1bid., p.112.
141 Ar, “Ar Okuyucularina”, (December 1937), no.12, p.16.

90



independent from political struggles should be sought in national classicism.'*?

The new approach took its roots from the Turkish spirit, folklore, and painting
the color of which came from the nature of the country side, sculpture and
architecture the modernism of which would carry symbols and style of the nation.
In the framework of national classicism, Ar’s emphasis on the fine arts was
positioned aganist any kind of doctrine and propaganda directed art.

In the late 1930s, Ar sought alternative models of cultural modernization.
Without breaking the lines with the past, the group of intellectuals desired to
redefine concepts such as beauty, aestheticsm, and classicism. The journal took a
poll of the leading intellectuals of the early Republican era, asking three questions
about the art crisis in Turkey, the concept of national art, and the nationalization
of art. The answers to the questions brought a new outlook on fine arts. Hasan Ali
Yiicel and Burhan Belge stressed that modernization in arts was a process that
would take a long time, so the early era of the fine arts was experiencing a
constructive and transitional phase rather than going reflecting an art crisis.'* In
this period, to integrate art in the national culture and existence, artists would to
be creative, productive, and original.

Vedat Nedim Tor argued that there was a crisis in artists rather than in

art. The artists struggled with the illnesses of modernity and European trends of

142 Suut Kemal Yetkin, “Ar Tkinci Yilina Girerken”, Ar, no.1 (J anuary 1938), p.4.

3 Hasan Ali Yiicel, “Ar’m Biiyiik Anketi: Plastik Sanatlar ve Tiirkiye ”,Ar, no.2 (Subat 1937),
p.2, and Burhan Belge, “Ar’in Biiyiik Anketi: Plastik Sanatlar ve Tiirkiye”, Ar , no.6 (June 1937),
p.2.
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art, so they were unable to create works that would be expected to be national and

real, '

In the nationalist sense, Ar had never seen art as a weapon or a tool for
propaganda but, they knew the importance of nationalism in the construction of
new art. Suut Kemal Yetkin called this phase “Return from the West to the
Country” (Garptan Yurda Doniis). Unless Turkish society could be shaped
according to the principles of Kemalist revolution, national art could not finish its
revolutionary phase.'* Similar to Yetkin, Falih Rifki Atay also accepted the
nationalist view. He insisted that love, and excitement of the revolution could
push the progress in art and culture

In Ar, Suut Kemal Yetkin, Sabahattin Eyiipoglu, and Hasan Ali Yiicel
stressed national oriented and state directed art in their articles. On the other hand,
Nurullah Berk and Bedri Rahmi Eyiipoglu reflected more westernized and elitist
tendencies in national art. Sabahattin Rahmi directed national art towards
Anatolian folk arts. He paid more attention to shape, symbols, and the essence of
Anatolian culture rather than the content of the works.'*® For Yetkin and
Eyiipoglu a new source or a model for national art was the Turkish ornamental
arts, in terms of style, technique, and color. Thus, the essence of Turkish painting

should be sought in Turkish miniatures, carpets, and ornaments. Obviously, Ar,

unlike Ulkii, Kadro and Varlik, draw a more independent and eclectic line in

# Vedat Nedim Tor, “Ar’in Biiyiik Anketi: Plastik Sanatlar ve Tiirkiye”, Ar, no.4 (April 1937),
p.9.

145 Suut Kemal Yetkin, “Yurda Dénqp Sanat”, Ar, no.15 (March 1938), p.2.

T46 Sabahattin Rahmi Eyiipoglu, “Oz Resme Dogru”, Ar, no.5 (May 1938), p.3 and Kemal
Iskender “Cumhuriyet Tiirkiyesinde ve Sanat ve Estetik”, p.1752.
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Turkish art. To compare with other journals, Ar tried to find a mid-way between
hard core nationalist and the Modernist elitist view.

Another important journal in this debate was Giizel Sanatlar Dergisi
(Fine Arts Journal) appeared between 1939 and 1944 as a biannual journal of fine
arts published by the Ministry of Culture and Education under Hasan Ali Yiicel.
The journal can be said to have identified with the offical single-party ideology of
the late 1930s and 1940s. Suut Kemal Yetkin, Ahmet Muhip Dranas, Malik
Aksel, Refik Epikman, and Hasan Ali Yiicel himself wrote articles, news, and
organized art exhibitions. Like Ulkii, Giizel Sanatlar was preoccupied with the
concept of national art. For the journal, directed art would guarantee the progress
of Turkish art in being original. Dranas argued that the aim of the young artist was
to rediscover nature, human, and object in terms of visual arts, and shared the
conservative cultural criticism of modernity like Ulkii’s perceptionm.

The position of Giizel Sanatlar was nationalist and aganist wholescane
Westernism. During the Second State Painting and Art Exhibition, a new
tendency, “hiimanism”, become one of the crucial questions in Turkish art. Hasan
Ali Yiicel in the opening speech of education meeting 1939, defined the concept
of humanism as “seeking morality in society that will be a third way between hard

» 148

core nationalism and communism”.” " Under the direction of Hasan Ali Yiicel, the

party paid attention to reconnecting Turkish culture to its Ottoman-Islamic past.

147 Ahmet Muhip Dranas, “Resim’de Umanizma”, Giizel Sanatlar, no:2 (1940), p-40.
148 Ural, p.91.
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Due to the fact that Western democracy entered a decline period, the best things
done by the state were to understand Anatolian civilization, make it a part of
society, and the creation of a Turkish Enlightenment. Indeed, Turkish humanism
became a major focus of the Turkish intelligentsia. The Minister of Education,
Hasan Ali Yiiceli, explained humanism as follows: “Turkish humanism is a kind
of understanding and perception (or impression) that pays attention to all art
works regarding any discrimination and never draw the boundries of time and
space”.”g In this sense, the main aim of Western Renaissance humanism was a
sythesis that would be a harmony of Western and Eastern values. The Turkish
synthesis was directed to the East to the Turkish Republic that had gone through
the West.

Under the war conditions, nationalism gained importance, on other hand,
humanism became the collective, universal, and peaceful attittue of the
Republican regime. In this way, the nationalist Republican intellectuals partly
rejected the positivist version of modernity and preferred to return to their
national roots. Dranas expressed it in a more nationalist way as follows: “During
World War I, the fall of Western civilization led to a big shock in our-minds.

Now, we seek a new Turkish civilization in the old civilization. The new art will be

raised on the roots of the old. This is a moral value of the art.”

149Ondin, p-90.“Tiirk hiimanizmasi, beser eserine istinasiz kiymet veren, ona zaman ve mekanda hudut
tamimayan hiir anlayis ve duyustur.Hangi milletten olursa olsun insanliga yeni bir diisiiniis, yeni bir duyus
getiren her eser bizim yiireklerimizin besleyecegi his ancak saygt ve hayranliktir.”

150 Ahmet Miihip Dranas, “Milli Sanat”, Ulkii, New Series (2), no.16 (November 1941), p-21.
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This indicated that a new phase would open in the discussions on
national art. In Varlik, editor of the journal Yasar Nabi questioned what Turkish
humanism should be. These essays asked for a Turkish Renaissance and a
European Turkish civilization, which would based on a Dionysian spirit of the
worldly joy and struggle that had originated in Anatolia and extended to Europe
via Greece. The humanist spirit in the early 1940s directed Turkish art to seek
Turkish culture in the classical Seljuk and Ottoman heritage.

Dranas in Giizel Sanatlar declared the purpose of Turkish art in the way
of civilization by introducing Turkish Humanism in painting. In “Resimde
Umanizma” (Humanism in Painting) he frequently asked what Turkish humanism
should be. Instead of a destructive (cubist) understanding, artists should prefer an
art close to nature and a kind of classicism that had aesthetic order and form. For
Dranas, understanding nature and the human form, going to the big picture and
humanist themes that were of the Greek, Roman, Renaissance spirit would be the
spirit of Turkish art. The new movement directed Turkish intellectuals and artist

to think and feel the new humanist art.'"

Although Dranas criticized the work of
the D Group artists for their modern attitude, he encouraged their cubist attempts

to fundamentals in Turkish art. For him, cubist art declared what a painting is and

what it should be. He criticized the first State Painting and Sculpture exhibition

3! Ahmet Muhip Dranas, “Resimde Umanizma- Birinci Devlet Resim ve Heykel Sergisi Miinasebetiyle”,
Giizel Sanatlar, no.2, (1940), p.137.
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for being an example of groundless modernization. Dranas saw the works of the D
group as an example of belated modernity'**.

In the 1940s, discussion on the issue of national art gained a new
meaning. In terms of being original, national art would depend on the aesthetic
values of Anatolian civilization, both Ottoman-Islamic and Greco-Roman past.
This brought the debate on the national struggle in art and culture, to a temporary

resolution.

Should Art Go to The People: Individual or Social Art

Art as a tool for political struggle carried various symbol and
meanings that were directed by the state. The mobilization of European socities
between the two World Wars were connected directly or indirectly to
developments of national culture and art. In the 1930s, Soviet Russia first
introduced ““art for the people” to achieve political struggle.In a short time, fascist
Italy and Germany followed the way in national art. Art for art was replaced by
art for the people that would push a group of artists to serve the needs of the
regime. In Soviet Russia, theatre, cinema, art institution were turned directly to

state property, whereas German nationalist party prefered direct state control of

2 1bid., p.153.According to Dranas, only Zeki Kocamemi’s painting entitled “Atatiirk’iin Cenaze

Toreni” (Furneal of Atatiirk) was a humanist work in Turkish painting.
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art. Instead of creating a social-collectivist art, Mussolini exerted less control over
the cultural sphere to perceive social art as a technique and a new trend.

Apperantly, Kemalist cultural policy would be classified in line with
social-collectivist ideology. The debate in Turkey revolved around whether art
should reflect individual creativity as collective task. The Kadro member Burhan
Asaf criticized the art of the Independents and the D Group as close to
individualist art and not being original and national. For Asaf, the artist was to
work for the whole society and revolution rather than for an elite groups’
interests.'>
State Berk’s difference from Belge’s here. Hilmi Ziya Ulgen in “Resim ve
Cemiyeti” (Painting and Society) centered on social art by critizing cubist and
constructivits tendencies in Europe.”* According to Ulken, turning to themselves
and creating original art meant choosing the collective model in society.

In contrast to Asaf, Ulken, and Berk argues that to fight the boring
atmosphere of art, society needed more of independent art. He actually stressed
partly independent art and social-oriented art, rather than state-directed art. The
issue of individual and social art also was discussed in Yeni Adam by D Group’s
members. Cemal Tollu and Zeki Faik Izer were close to Nurullah Berk’s view

(independent and elitist view of art); whereas Bedri Rahmi Eyiipoglu and Mahmut

'3 Ondin, p.183.
154 Zeynep Yasa Yaman, “Tiirk Resminde Etkilenme ve Taklit Olgusu”, Tiirkiye'de Sanat,
(May\August 1994), no.14, p.31.
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Cuda paid more attention to partly state oriented-individual art. Social art did not
necessarily serve the needs of the state or be directed by the state.'”

The Kemalist regime expected “realism” and “synthesis” from social and
collectivist art. However, artists experienced difficulty in openly representing the
terrible and harsh realities of the Anatolian people during the Second World War.
Avni Arbas and Cemal Bing6l who were sent to Siirt and Bingdl were very
impressed by the poor conditions of the villages. Avni Arbag visited Siirt in the
summer of 1942 expressed clearly his ideas on east Anatolia as follows:

Due to the inadequate transportation facilities, I toured villages on
horseback with the gendarme forces. The villagers did not like
gendarmes. When we approached the village, people become visible;
but they saw us and disappeared. I said to the head of village: “I’'m
painter, I come to paint.” They did not know who a painter was? They
supposed me to be an engineer. First, they wanted school. The
villagers were worried. What do you want to do in this situation? It is
difficult. It is difficult to reflect the realities in the paintings.’”®

Similar to Arbas, Cemal Bingdl during the Painting Tours of Anatolia

went to Bingdl in 1943. He expresses his perception as follows:

Bingdl was located in a river valley which was extremely hot in the
summer and as cold in the winter. Its population did not exceed more

5 Yeni Adam, “Resim Anketimiz”, no¢232 (1 June 1939), p.13 and Yeni Adam “Resim
Anketimiz”, n0.233 (8 June 1939), pp.10,11.

13 «Ressamlar, Resimler, Belgeler” in Yurt Geziler ve, Yurt Resimleri (1938-1943) ed. Ameli
Edgii (Istanbul: Milli Reasurans Yayinlar, 1998), p.91. “Vasita olmadigi icin jandarmalarla
birlikte at siwrtinda koy gezisine c¢iktim. Halk jandarmadan cekiniyordu. Uzaktan koye
yaklasiyoruz. Insanlar goriiniiyor. Ama biz onlart goriince bakiyoruz ortada kimse kalmamus.
Muhtara anlatiyorum. “Ben ressanum resim yapmaya geldim” diye. Ressam diye birsey
bilmiyorlar tabi. Miihendis saniyorlar beni. Ilk istedikleri okul oluyor. Koylii tedirgindi. O
durumda nasil resim yaparsiniz? Zor oldu. Bu gercekleri yansitabilmek ¢ok zordu.”
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than two or three hundred people who were ill and dirty. They were
washing and cleaning themselves in the dirty water. Their houses were
like caves...The public was extremely primitive and had not adopted
the revolution. In a meeting, the representatives of the province talked
about the French Mandate in Syria. The chief of the tribe said that
compared to the French, you govern us very well. I believed that if the
revolution does not depend on culture, nobody understand it and likes

it.”"7

Ironically, these artists were confessing that some paintings produced for the
realm of social art could not reflect the realities of society. The artists had been
painting “their imagined country” rather than painting what they saw in Anatolia.

At the beginning of the 1940s, with the establishment of the Yeniler,
social collectivist attitudes Turkish painting sought to revolutionize the
Republican art in the direction of true realism. The themes of the paintings were
taken from the lives of ordinary people, the landscapes of Anatolia, and the
working people. “New realism” could not in the late 1940s introduce a new

perspective of social act.

7 Ibid. p:100. “Bingdél vilayeti hakiki bir dere icerisinde yazlart fazlastyla bunalnct, kiglart ise o
nispetle soguk, birkag tiirlii sitmasindan bagka hicbir seyi bulunmayan bir yerdi. Birkag yiizii
asmayan niifusu acinacak sekilde pis, hastaliklidir. Kapilarin oniinden pis arklarda yikanir,
temizlik yaparlar.....Evler tam manastyla birer in gibidir....Cok iptidai olan halk inkilaba katiyen
wsinamanugtir. Bir toplantida yerlilerin miinevver sayilanlari da vardi. Fransizlarin Suriye’deki
idarelerinden bahsediliyordu. Miinevver yerlilerden birisi sunlart soyledi: Siz bizi daha iyi idare
ediyorsunuz azizim. Burada kaldigim miiddetce suna inandim ki inkilap bir kiiltiire dayanmadiktan
sonra ne anlayabilir ne de sevilebilir.”
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New Art For The New State Cubism

From the beginning of the 20" century modernity had been reshaped
itself according to social-cultural changes in Europe. The social transformation
went hand in hand with the concept of modernity. The crucial results of nation-
state formation, the industrial revolution, and capital economic formation would
destroy the traditional concepts of art and culture. In this connection, cubism was
revolutionary trend could completely form a new style by destroying
representational naturalist and traditionalist art. In a modern state, cubism is not
aesthetic property; it is an art of construction.””® Creation, understanding the
essence of the mind, and the needs for reconstruction are the main components of
cubism. During the early phase of cubism, the prominent representatives of the
trend, Picasso and Cezanne, focused on the problem of structure, aiming to
mechanize nature and the world. In this way, they reached at the peak of creation.
Creation was now necessary for the artist to approach the object through
mathematical relations. Thus, cubism destroyed the image in order to reconstruct
nature.

In the early Republican era, cubism as an art of construction entered
Turkish art as a belated-recruited movement.'” However, the positivist and

civilizing mission of the Kemalist regime matched the revolutionary perspective

158 Sezer Tansug, Modern Cagda Resim Sanatinin Tarihi (fstanbul: Remzi Yayinevi, 1999), p.245.
159 Zeynep Yasa Yaman, “Tiirkiye’de Kiibizm ve Yeni Sanat”, Sanat Diinyamiz, no.54 (Kis 1993),
p.59
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of the new art. In Turkey, national art was not Western and cosmopolitan or
Ottoman & imperial. Many artists thought that the characteristics of cubism
would shape the essence of national art as well as reflect the spirit of the Turkish
nation. In the early 1930s, the young generation artists returning from France and
Germany formed the first avant-garde group in Turkish painting. Modern trends
such as cubism, expressionism, and constructivism which were close to the were
introduced by prominent members of the D Group. Bedri Rahmi Eyiipoglu,
Nurullah Berk, Cemal Tollu and Abidin Dino used cubist abstraction techniques
to paint folkloric designs, portraits of peasant women and girls, Anatolian
landscapes and pre-Islamic motifs. The D Group introduced a new understanding

of cubism that called “koylii cubizmi” (village cubism).160

In this way, cubism
gained a social meaning in Turkish Republican painting and sculpture.

Indeed, the early Republican project of radical cultural modernization
would be achieved partly by the cubist outlook. Ismail Hakki Baltacioglu in his
book “Demokrasi and Sanat” (Democracy and Art) emphasized that cubist art
was an art for democracy. Turkish artists should not fear losing their culture since
their culture would progress in the hands of cubist artists.'® Thus, demand for
new national art could be further pursued with cubism and constructivism.

Although cubism could not fit the form of art for the people (social art),

for Turkish intellectuals avant-garde currents like cubism basically meant further

1?0 Sibel Bozdogan, Modernizim ve Ulusun Insasi: Erken Cumhuriyet Déneminde Mimari Kiiltiir
(Istanbul: Metis Yayinlar1,2002), p.273.
161 Baltacioglu, Demokrasi ve Sanat, p.140.
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modernization in art. Erciiment Ekrem Talu in the D Group exhibition mentioned
the sucess of the new art: “Like without ever thinking of doing otherwise, instead
of the classic art with which I’'m familiar. Progressive should be extended. When I
work on it; I clearly understand and enjoy it. I know that seven Turkish painters
and a sculptor who formed the D group, aimed to present a taste for give modern
and intellectual art to their country”.162

Actually, the contemporary futurist tendencies of the new art were reflected only
in the painting of the D Group. Although the inner logic of cubism (destruction of
order) would never have been a part of the revolutionary perspective of the
Kemalist regime, the revolutionary and futurist outlook of the new art suited the
revolutionary and progressive emphasis.

In the early 1930s, the D Group represented the constructive-
revolutionary phase of Turkish art. Between 1933 and 1936, this group
participated in six exhibitions and cubist art was recognized as a technical
innovation serving the Turkish Renaissance by the D Group. According to Abidin

, . . 163
Dino, the D Group was an unconscious rebellion movement.'® He stressed the

difference of the D Group from other groups and independent artists in the

12 Nurullah Berk, and H. Gezer, 50. Yilin Tiirk Resim ve Heykeli (Ankara: Is Bankas1 ve Kiiltiir Yayinlari,
1973), p.53.“Benim kor degnegini bellemis gibi, alisik oldugum klasik sanatin yerine, burada yepyeni,
hatta ileri bir sanat kaim  olmus. Benim kafam biraz igleyince bunu kavramaya, suurum zevk almaya
basladi. Anladim ki “D” Grubunu kurmus olan yedi ressam ve bir heykeltras Tiirk genci yurtlarina modern
ve entellektiiel bir sanat zevki asilamak istiyorlardi”.

19 Abidin Dino, Kiiltiir, Sanat, Politika Uzerine Yazilar (Istanbul: Adam Yayimnlari, 2000), p.397.

“Ister kubist yontemle, ister daha kendine o6zgii yollardan gecerek mehtaplardan, cayirl
kuzulardan, “ayol, tpki”lardan kurtulmay: ozliiyorduk”.
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following sentences: “We desired getting rid of the moonlight, pastures, and
lambs either using cubist methods or more indigenous ways.”’ o4

Initially, Turkish painting in the early 1930s had struggled with the
problem of impressionism and academism. The themes, colors, and techniques of
paintings were copied directly by the late-Ottoman artist generation. From 1932
onwards, members of the D Group attempted to from a new outlook that
depended on cubist expression, so they did not put as strong an emphasis on
themes. According to Zeynep Yasa Yaman, The D Group recognized art as shape,
technique, and a way of thinking.165

Nurullah Berk, chairman of the D Group, in his articles, analyzed
modern art within the concept of cubism. To create a national sense in Turkish art,
Berk called new art the “yasayan sanat” (living art) instead of pure

. 166
academism.

There was an only one way to reach true the national characteristic
in art and that was to overcome the desires of the national and local senses. The
avant-garde philosophical and aesthetic currents were introduced by the D Group
in the 1930s and early 1940s, led to critical discussion among Turkish
intellectuals and academics. A group of intellectuals including Vedat Nedim Tor,

Refik Halit Koray, Ali Sami Boyar who were close to the single party ideology,

displayed a harsh rejection of Modernism. Avant-garde movements such as

1% Ibid., p.400.

195 Zeynep Yasa Yaman, “Sanat Tarihimizde Eski Bir konu: Miistakil Ressamlar ve Heykeltraglar
Birligi mi, D Grubu mu?”, Tiirkiye’de Sanat, n0.20 (September\ October 1995), p.59.

1% Ibid., p. 163.
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cubism, surrealism, and Dadaism were strongly criticized by writers of Ulkii and
Giizel Sanatlar who were skeptical about the destructive effects of this concept of
new art. For Vedat Nedim Tor the new art was a kind of monstrosity. He could
not find any beauty or aesthetic sense in these works of art. Considering the D
Group’s paintings, he said that “I’'m happy to dislike the peculiar, unnatural
creatures in this world which, created by barren spirit and ill minded people
whose paintings are like three-headed, a breast hanging down, other being like a
thimble; one eye put on above the pouch of the cheek; the other is opening like a
bird’s beak.”"”’

Similar to Vedat Nedim Tor, Refik Halit Karay called the new art as a
kind of illness. These paintings are madness and unfourtunately it is not fully
madness; because I saw important works of mad painters. I think Picasso is deli
deli, kulaklar: kiipeli. »168

Malik Aksel was the chairman of the painting department at the Gazi
Education Institute the described the art of the D Group as meaningless, hard core
revolutionary, and strange.169 For him, art was a kind of reality that depended on
proportion and artistic rule. Cubist art destroyed the identity of new art as well its

humanism. Indeed, the destructive character of modern art (new art) in cubism

17 Ibid., p.65. “Boyle ii¢ bash, bir memesi torba sarkmis oteki yiiksiik gibi biiziilmiis, bir gozii

avurdun iistiine dikine konmusg, oteki goziiniin yaninda kus gagasi gibi agilmis alelacaip ve tabiat
dist mahluklardan baska bu camim diinyada sanata mevzu bulamayacak kadar kisir ruhlu, hasta
kafali insanlardan hoslamadigt icin dogrusu kendimi bedbaht sayiyorum.”

" Tbid., p.65. “Bu resimler deliliktir ve maalesef tam bir delilik degildir. Ciinkii tam delilerin
miiessir eserlerini gordiim Bence Picasso sudur: deli deli tepeli, kulaklar kiipeli....”

169 Malik Aksel, “Ar’in Biiyiik Plastik Sanatlar Anketi II”, Ar, no.14 (February 1938), p.10.
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was seen as a threat by money nationalist intellectuals. Ahmet Oktay argued that
in the early Republican era Turkish art had sought life as opposed to death, and
positivity rather than negativity.170 For this reason, the destructive capacities of
the new art could be a problem in this transformation phase of Turkish art.This is
why, writers like Suud Kemal Yetkin mentioned the need for classic figures in
Turkish painting.'”!

The D Group believed in the transformative character of cubism that
would serve the needs of the revolution. Bedri Rahmi Eyiipoglu, a member of the
D group, argued that new art could be understood by society, because it used a
new pure language in paintings which brought simplicity and genuineness to the
new alrt,172 which created its artistic discipline in itself rather than taking it from
the outside. At this point, questions such as how the new art would adjust to the
social conditions in society and how the people would be able to understand
cubism remained. As a response, Abidin Dino expressed his thoughts about the
individual and social art as follows: We made community art, but this community
never liked our art. In time, just as one gets used to pain, the society got used to us
and our works.That’s all.””’”

During the 1930s; cubic art could be seen even in cubist decorative

elements on the wall of bakery and cubist furniture store in Beyoglu. As a result

170 Koksal, p.100.
! Ondin, p.176
"2 Ibid., p.173.

Dino, p.280. Kiiltiir, Sanat, Politika Uzerine Yazilar “Biz ziimre sanati yaptik, fakat o ziimreye sanatimizi
vdiremedik. Zaman gectikce tahammiil edilen sancilardan farksiz olarak bizlere de, yaptiklarimiza da
alisildy, Iste o kadar..”

173
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7% that had to benefit

cubism in Turkish art became a kind of “public cubism
from the fruits of national art. In Turkey, the reflection of cubism on Turkish art
did not emerge as a result of social, political and cultural changes like in Europe.
In the West, cubism carried “the idea of a thing in itself”.'” In the early
Republican era, however, cubism recruited from Europe was redetermined by the
aim of creating new art for the new Republic. Ismail Hakki Baltacioglu and
Sabahattin Rahmi in the Turkish case emphasized the role of cubism introducing a
new order and proportions for representing the spirit of the nation.

In the early 1930s, members of the D group were more revolutionary in
their artistic stances, but the movement gradually turned to the human figure and a
new classic style. This shift was necessary for Turkish painting because individual
art was unable to lead a revolution in painting under the single-party regime.
Bedri Rahmi Eyiipoglu expressed his view on new art follows: “New paintings
are not the sketches of the degenaretes...New original painting never rejected
function, common sense and never refused the past. Original paintings have never
denied the old and churched the utility and reality of the art.”!"
In this sense, the D Group partly rejected in time the destructive tendencies of

modern art. Gradually, the D Group turned their face towards supported the

figurative, academic, late-phase cubism.

7% Ibid., p.398.

'3 {smail Tunali, Felsefenin Isinda Modern Resim (istanbul: Remzi Kitapevi, 1981), p.183.

176 Murat Ural, “Cumhuriyetin Romansi:Ressamlar Yurt Gezisinde”, p.36. Yurt Geziler ve, Yurt
Resimleri (1938-1943) “Yeni resim denildigi zaman akla hemen bu tiiredilerin ve azmanlarin
karalamalar: gelmemelidir.....Asil yeni olan resim hicbir yarari, akli selimi cignememis ve eskiyi
inkar etmemisti.”
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During the first five years, the member of the D Group defended their
position. They had to struggle with realism in representing the people and the
achievements of the revolution. After 1940, together with a new group of painters,
they went through the line of classicism to find a mid-way between national and
Modern art that the Republican regime expected from them. Unlike European
artists’ use of art as a tool for creating an avant-garde, the D Group paid more
attention to understanding society and describing it. In the mid-1940s, the group
reached its peak in terms of style, tecnique, and value. From the 1950s, members
of the group become prominent figures in the Turkish academy and intellectual
life. Although the single party did not take sides in the Modernist movement of art
and culture, they supported new tendencies due to their revolutionary appeal.
From the early 1930s to the late 1940s, was very influential in Republican art

through its involvements in the creation of national art.

Changing Representatition and Themes in Painting and Sculpture

Art as an ideologic tool of the regime directed the artist to achieve
realism in his works of art. Starting from the mid-1920s, both the late Ottoman
painters and the early Republican realistrs as well as cubists worked on subjects
issue as Atatiirk, the War of Independence, revolution in society, progress,

modernization, women, family, village life, the peasantry as well as the
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landscapes of Ankara and Anatolia. Representations of the old capital, istanbul,
lost their importance compared to those Ankara and Anatolian landscape
paintings. New themes in modern Turkish painting become a counterpart of the
Kemalist ideology.

Landscape paintings gained a wholly new importance in this new context
under the Republic displayed different characteristics from the paintings in the
Ottoman era. Classic Ottoman painters mainly focused on Istanbul, the natural
beauty of the Bosphorus, and landscapes from the Princess Islands as favorite
themes for their classic paintings. In technical approach, the essence of beauty and
aesthetic rather than “creation” was the main problematic of the late Ottoman
painters. At the begining of the twentieth century, their position shifted from
Orientalism. European expressionism. Halil Pasa, Feyhaman Duraman, ibrahim
Calli, and Hikmet Onat depicted hills of the city, original architecture, fisherman
and the sea, and the sea side quarters in their paintings. In addition, other cities
such as Selanik, Bursa, Edirne, and {zmir were a part of landscape representation.

The defeat of the Ottomans in World War I and the War of Indepence that
began after the occupation by foreign powers led to a fall in the status of Istanbul.
There is no doubt that landscapes of Anatolia and the representation of Ankara
corresponded to the concept of independence as the cornerstone of political
change in Turkish paintings.

Ankara became one of the prominent symbols of the Young Republic. In

Ankara Mektuplar: (Letters Of Ankara), a series of articles written by Sehap
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Nafiz, he indicated that the representation of the new capital city brought a new

spirit to the Turkish nation.'”’

In addition, Abdiilhak Sinasi described the beauty
of the city and its nature in his book Ankara’mn Giizellikleri'"®(Beauty of
Ankara). Although most of the Republican intellectuals had lived in Istanbul, they
put more emphasis on the history of the city. According to the group of
intellectuals, Ankara established Republican ideology in the political sense. It was
not only the capital city of the country, but also it had a historical past in old
Anatolian civilization.

In the 1920s, the first paintings of Ankara were the works of late-Ottoman
painters who stressed the landscape of the city rather than revolutionary themes.
Muhittin Sebati’s painting “From Ankara” reflected the beauty of the city and its
landscape before the construction of the new city. In addition, Sami Yetik’s
painting “Hay Market in Ankara”, Nurettin Ergiiven’s “Market Place in Old
Ankara”, and Namik Ismail’s work were representations of the old town with a
group of peasents. These works were more or less on the same issue. For this
reason, they were critized by artists and intellectuals in the 1930s. Burhan Asaf in
an article “In the Direction of Art Brine-Ankara Painting Exhibition” (Sanatin

Salamuras1 Karsisinda — Ankara Resim Sergisi Miinasebetiyle) mentioned these

paintings as follows: “What a painter see and finds there; he spend his time with

"7 Zeynep Yasa Yaman, “Degisen Manzaralar Kiiltir ve Modernite” in “Ulus Sanatla Kurulur
Mu?”, Sanat Diinyamiz, n0.89 (Fall 2003), p.219.
78 Ibid., p.219.
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colors. In the exhibition, there is a series of Kurbaghidere paintings in which
painters used colors to refresh every corner of nature.””

The 1914’s generation had different perspectives on Ankara paintings in
terms of themes, forms, and colors. Due to having a classic and romantic style in
art, they attempted to create “a new form of beauty in water” by drawing brooks,
rivers, and lakes. To compare the beauty of the capital with Istanbul was their
main problematic. In this sense, their representation of Ankara imitated Istanbul’s
landscape paintings.

In contrast to thel914’s generation, the later generations with the
Independents and the D Group painter futurist tendencies aimed to create a new
image of the city with the reconstruction of the past. Ankara Castle, old streets,
public bazaars, and landscape were represented together with Atatiirk’s statues,
Kizilay square and modern state buildings. Unlike the 1914’s generation, the D
Group and the Independent painters preferred to follow new trends in their
paintings rather than use classic landscape techniques. Particularly in the
exhibition of Revolution (1933), Ankara was represented as the starting point of
the Kemalist revolution and a common place for both peasants and urban
dwellers. Zeki Faik izer’s “On the Way to Renovations”, Turgut Zaim’s “People

from The East and West Offering Atatiirk Their Gratitude”, Abidin Elderoglu’s

“Farewell” are important examples of this futurist tendency.

1 Tbid., p-224. “Bir ressam burada ne goriir ne bulabilir ki, basinda tulumbadaki boyalar gibi
omriinii  tiiketir. Sergide bir alay Kurbagldere tablosu var. Tabiatin bu kadit kosesi
tazelestirebilmek icin ressam, biitiin kerinesini boyalarin icine gonmiis”.

110



In conclusion, from the 1930s, on the landscape Ankara began to play a
more influential role in the country’s fine arts. The Republic’s new capital was
designed as a modern place where images of “old” and “new” could be completed
with the future image of the capital. Early Republican intellectuals positioned
Ankara’s image as the holy city of the Turkish revolution. Under these
circumstances, the painters followed a revolutionary and futurist way to describe
the landscape of the capital city.

Anatolian scenes and landscape was another favorite theme. The reason is
that the Painting Tours of Anatolia had incredible effects on the themes and
representations of Anatolian people in Turkish paintings. The effects of the
Homeland Tours on Turkish painting lasted for a long time. Bedri Rahmi
Eyiipoglu’s “Han Kahvesi” (Khan’s Cafe); Turgut Zaim’s “Yoriikler Koyti”
(Nomad’s Village), Nurullah Berk’s “Amasya Yemisleri” (Dried Fruit of
Amasya) were some of the prominent examples of the Tours’ paintings. These
painters did introduce new colors and flavors into modern Turkish painting that
will always remain. Anatolian landscape paintings represented the social and
cultural life of the local people. In these paintings, Kemalist populist attitudes
undoubtly affected the vision of the artists, who still most of the time retained
their individuality in their paintings. The themes of the paintings displayed
official populist attitudes towards art. In the works of artists like Eren Eyiipoglu,
Bedri Rahmi Eyiipoglu, Malik Aksel, Cemal Tollu and Nurullah Berk, the woman

and villagers were portrayed together with the Anatolian landscape.
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M. Kemal, as the founder of modern Turkish Republic, was a prominent
portrait figure in early Republican art. In most of the works, he was portaied in
Ankara among Anatalion peasants, children, and urbanities. The first paintings of
Atatiirk were produced by foreign artists and the 1914’s generation. Namik
Ismail, Ali Avni Celebi, and Hikmet Onat ibrahim Call1 in their work represented
Atatiirk in the Independence war on horseback on the battle field or a simple
portrait of M. Kemal in soldier’s uniform. The National Independence War
particularly influenced painting themes. In the late 1930s, Sami Yetik’s painting
“Gunners”, Ali Avni Celebi’s “Brothers in Arms”, were prominent examples of
the Turkish liberation themes.

According to Kaya Ozsezgin, there was a strong relationship between
Atatiirk’s portraits and M. Kemal —War of liberation compositions. In these art
works, painters attempted to use symbolic and allegorical representation. M.
Kemal’s figure was utilized for reflecting national solidarity and independence.180
He was represented with peasants, workers, city dwellers, and figures with in
front of the new capital. The most common features were enthusiasm, happiness,
and the consent of Turkish nation. In Mehmet Ruhi Arel’s “Reception of Atatiirk™
(1927), Atatiirk’s enthusiastic reception by the women of Istanbul has been
transformed into a celebration. Abidin Elderoglu’s “Farewell” is an allegorical

representation of the transformation of the sick old man of the Ottomans into a

180 Kaya Ozsezgin, “Tiirk Resminde Atatiirk”, Milliyet Sanat, no.6 (November 1981), p.17.
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healthy young Republican youth as well as a statement about the strength and
support of the Turkish woman in wartime.

Zeki Faik izer’s painting “On the Road to Revolution” is an attempt to
tell the story of the revolution. Atatiirk is wearing civilian clothing, while it is a
woman who leads the way. She carryies a Turkish flag in her right hand; which is
turned towards the right as she gazes at Atatiirk. Atatiirk paintings forward with
his left hand, indicating the future. Near Atatiirk, a young boy and a girl are
standing together and gazing toward the bright future that he indicates. In front of
them, a child holds a book symbolizing the new history of the Republic; he
crushes a piece of paper written in Ottoman Turkish. In the center of the
composition stands a crowd of Anatolians bearing hoes and flags in their hand
and moving in the direction indicated by Atatiirk. The Turkish soldiers to the
woman’s left are the victors in the Turkish War of Independency, forcing the
enemy to retreat. The cornerstone on which the woman stands is inscribed
“1923”, the year of the foundation of the Republic. In this way, Zeki Faik
summarized almost the entire span of revolution in the painting.

Turgut Zaim participated in the Revolution Exhibition with a painting
entitled “Gratitude of the Eastern and Western People to Atatiirk” (1933). It
portrays Atatiirk standing before the Turkish flag, receiving citizens who have
travelled from eastern and western Anatolia presenting the fruit, vegetables, grain,
animals, honey and other produels to present to him as an expression of their

gratitude. Atatiirk is shown among the young, the old men, women and children,
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farmers and villagers who were united under his administration in Ankara. In this
painting, Zaim represents a journey which is a combination of different people.

Evidently, in the early Republican era, most of the paintings display
Atatiirk and Turkish nation in the same composition. Apart from this point of
view, in Seref Akdik’s painting “Atatiirtk By A Telegraph-Key” (1934), Arif
Bedri Kaptan’s “Entrusting the Republic To the Young” (1934), Atatiirk is
wearing civilian clothing and Turkish youth and children are standing together to
direct them towards the future of the nation.

Another common theme was the changing image of women and their
social identity. According to Zeynep Yasa Yaman, this image was an
irreplaceable component in the compositions. The new Turkish art had created an
image of the modern “woman in the revolutionary changes designed by both the

constitution and by the Republic.”181

The Turkish revolution placed great
importance on Anatolian women due their help during the wartime and their
transformative character. Women had participated in the war as guerrillas and
organized army personnel (nurses or doctors) as well as working behind the front
carrying weapons and arms for the Turkish army. Thus, their contributions and

heroism had become the themes of paintings. Halil Dikmen and Sami Yetik’s

paintings’ depictions of women were instrumental in solidifying the legendary

'8! Zeynep Yasa Yaman, Kadinlar, Resimler, Oykiiler (Istanbul: Pera Miizesi Yaymnlari, 2006),
p.16.

In addition to these paintings, most important works of Turgut Zaim: “Nomad Village”, and
“Village Women and her Daughter” represent Ottoman tradition and culture. Zaim utilizes the
Anatolian villages, women, children and their clothing and portrays idealized beauty of Turkish
village women.
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reputation of these women. Women’s changing lives and education were also
central themes. Cemal Tollu’s painting Villagers Studying the Alphabet (Koyliiler
Alfabeyi Calistyor) (1933), Seref Akdik’s Course of Reading and Writing
(Okuma Yazma Kursu) (1933) and Registering for School (1935) depicted village
woman studying and registering their children to the school.

For artists the use of the image of women as a slogan in an ideological
and political context almost became a necessity to gain the support of the state.'®?
In the state-sponsored art exhibitions, young artists of both the late Ottoman and
early Republican period aimed to depict modern woman figures in the works were
portraying them dancing, drinking, singing in bars, and walking alone on the
street. Zeki Faik Izer, Turgut Zaim and Ali Avni Celebi’s Balerins (Balerinler)
work are pictorial representations of young women dancing ballet. Hamit
Gorele’s painting Concert (Konser), ibrahim Calli’s Ball, Ali Avni Celebi’s
Mosquerade Ball (Maskeli Balo) (1928), and Refik Epikman’s Bar (Bar) offer a
different representation of modern Turkish women in life.

In addition to these themes, the new Turkish family and urban life under
the early Republican period were also represented in European type public
squares and parks, which were considered important gathering and meeting
places. A painting by Nazmi Ziya Giiran entitled “Taksim Square” (1935) was
one of the most important paintings exhibiting the social and political ideology of

the Republican regime. The painting itself displays monumentalism within the

"2 Ibid., p.64.
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political message. At the front of the composition, a couple of women dressed in
modern clothes and hats are talking together. The composition also depicts the
Canonica Monument in Taksim Square. Another classic was Melek Celal Sofu’s
painting known as “Woman in the Turkish Grand National Assembly” (1936)
depicts modern Turkish women during a speech in the Assembly. In this way,
women were represented as actors in the public sphere.

Modernization not only affected women’s lives in the public environment,
but also shaped the way they performed their traditional roles. An increasing
number of women participated in courses and worked in both offices and at home.
They learned how to cook, clean, sew with machines and take care children.
Paintings showed them at their new tasks, in works such as Hikmet Onat “Woman
Sewing” (1929) and Melek Celal Sofu “Woman Sewing” (1923), portroyed
women and their skills in sewing, embroidery and kitting which would be
considered as a contribution to the new home economics.

In conclusion, early Republican artists under the Kemalist modernization
project used the image of women as a slogan in an ideological and political
context. The single-party regime endowed the woman in art with “an idealized
otherness” that never existed in the Western perspective.'®’A modern woman
could be a good wife, mother, and citizen at the same time. The idealization of
women in art works was partly an outcome of Kemalist role playing in the early

c€ra.

' Ibid., p.85.

116



Educating, modernizing, and familiarazing the Anatolian people in the
Rebublican revolutionary spirit was a crucial purpose of the RPP regime peasant
life and peasantry became favorite themes. Some themes of the early paintings
focused on village life and family. For example, Namik Ismail’s paintings
“Peasent Family” and Bedri Rahmi Eyiipoglu’s “Farmers” represented a modern
nuclear village family. In addition, Namik Ismail’s painting “Gazi Mustafa Kemal
Atatiirk among the Farmers” (1929) depicted a modern Anatolian family with one
child probably at the Atatirk Forest Farm on the Ankara plain. In the
composition, a man drove a tractor, others were talking to Atatiirk, who
encouraged them to take on their challenging responsibilities. Themes of the
painting also represented modernization in Turkish village life.

Tractor and railways as modern methods of agriculture were depicted in
several paintings of the artists. The tractor was not only a valuable agricultural
tool, but also it increased its owner’s social statue, power, and respect.184 In
addition to technological modernization, the role of peasant women in their
families was improved than it had been during the Ottoman Empire. Refik
Epikman’s painting “Vintage in Malatya” (Malatya’da Bagbozumu), Eren
Eyiipoglu’s “The Bulgur Mill” (Bulgur Degirmeni), and Esref Uren’s “Women in
Front of the Vintages” how working women in the fields or groves and their

efforts to overcome the difficulities in village life. Ibrahim Calli’s “Railway and

'8 Zeynep Yasa Yaman, “Modernism Siyasal/ Ideolojik Séylemi Olarak Resimde Koylii &Ciftci

Izlenegi”, Tiirkiye’de Sanat, n0.22 (January/February 1996), p.33.
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Peasants” (Demiryolu ve Koyliiler) and Bedri Rahmi Eyiipoglu ‘“Peasants
Watching a Passing Train”(Gegen Treni Izleyen Koyliiler) (1935) represent
technological changes in the lives of the Anatolian people.

Apart from the depictions of peasant and farmers in the paintings, the
artists also shed light on the lives of ordinary people in the cities. Mehmet Nuri
Arel’s painting “Quarrymen” (1924) and Namik Ismail’s Mine Workers (Maden
Iscileri), respresented labored groups of works who la under worse conditions in
the mines and stone quarries. In addition, Ali Avni Celebi’s “The Barber”
(Berber), (1931) and Cemal Tollu’s “Portrait of A Nurse” (Hemsire Portresi)
(1946) depicted working people in everyday life in cities. Zeki Faik Izer’s
painting “Production” (Uretim) and Eren Eyiipoglu’s work “Development”
(Kalkinma) were prominent examples of the populist discourse in Turkish
painting. In these works, the artists depicted groups of peasents, workers and
farmers who came from different religions working for the glorious future of the
state.

All in all, the art policy in the early Republican era was shaped by the
political dynamics of the regime. Populism as an ideology of the single-party
embraced all artists to pay attention to the themes of peasants, villages, and

farmers in Anatolia.
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CHAPTER THREE

Fine Arts in Yeni Adam

This part of the thesis examines the journal of Yeni Adam in two
periods: the interwar years and World War II. From the beginning of 1934, the
journal’s issues and articles engaged with the political developments of the
country as well as social cultural progress under the rule of the RPP. When the
pressure of the interwar period increased in the mid-1930s, the columns of
political and cultural criticism in Yeni Adam showed anti-fascist characteristics.
1937 saw the peak of the nationalist movements both in Turkey and Europe. At
this point, ismayil Hakki Baltacioglu in an article titled, Why I'm antifacist'®
explained the opposition of the journal to the recent policies of the world.
According to him, fascism on extinct traditions had no roots in the moral, cultural,
and social life of the twentieth century. Fascism was the critical movement the
increasing consciousness awareness of the masses; in turn, it provided a self help
for the imperialist state structure. The fascist state needed to be aggressive in
international politics as well as culture. In this regard, the authors criticized the
fascist-hardcore nationalist policies of the European states. The cover pages of the

journal featured antifascist designs and cartoons.

'8 Tuna Baltacioglu, Yeni Adam Giinleri (istanbul: YKY, 1998), pp.102, 103.
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As a result of the opposition of Yeni Adam, it was shut down for one
year due to the antifacist tendency in the articles and cartoons of the facist figure
Hitler.'%¢ Later; in 1946, it was closed for fifteen months for some other reason.
On March 9, 1939, Yeni Adam returned to weekly publishing with the support of
Turkish intellectuals. Being its chief editorial writer, Baltacioglu emphasized the
role of Yeni Adam in promoting the democratization of social-cultural life. He
argued that from this time, the journal would not be preoccupied with politics, it
would be a journal for culture, science, and technology and they would pay more
attention to moral, educational, and artistic issues. The new position of the journal
could be related to the increasing political power of the RPP on the eve of WW 11
In this way, Baltacioglu decided to keep the journal beyond everyday politics.

From this point of view, Yeni Adam was getting closer to conservative
nationalism instead of opposing it. Although the journal was reacting against
fascism and carried social realist tendencies in time the cultural nationalist
tendency increased in the late 1930s. The increased awareness of cultural
nationalism is evident in the articles in the interpretation of the following
concepts: national tradition, public life and Turkish culture.

Starting from the early 1940s, the political position of Baltacioglu in art
and culture can be observed in his articles which became preoccupied with

nationalist and traditionalist terminology. His claim was a return to the public and

"% Ibid., p.117.
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essence of the Turkish nation by questioning concepts of nation, culture, and
tradition from the cultural nationalist perspective.

To clarify Turkish culture, he asked several questions related to the
nation such as who was the Turk? and how does the Turk turn to himself? For

7The national

him, the word “Turk” was an unchanging essence, a tradition.
characteristic of the Turkish nation was “realism” that was applied in every part
of life. Turkish art, architecture, and tradition took their roots from their own
reality. This sense of reality separated Turkish culture from the European one.

According to Gokalp, without regarding any kind of racist discrimination,
a society that shared a common culture, could be a nation.'®® The Yeni Adam
series of Baltacioglu’s articles, revealed national culture in a comprehensive study
of Gokalp. In the articles, nation as a cultural reality was the fundamental
structure of these intellectuals.Gokalp and Baltacioglu differented on a few points
in cultural nationalist ideology. For Gokalp, a nation took its roots from its
customs, while Baltacioglu put more emphasis on tradition.

In this sense, Ismayil Hakki, compared to Gokalp, drew attention to the
nationalist, anti-cosmopolitan, and humanist character of early Republican
Turkish culture. For him, protecting the Turkish ancestry tradition and turning to

themselves should be one of the crucial purposes of the Turkish nation.'® Yeni

Adam’s role was to draw a synthesis between the old and the new. National

187 Ismayll Hakki Baltacioglu,”Tiirk Nedir?”,Yeni Adam, n0.364 (18 January 1941) , p.2.
'8 Baltacioglu, Ziya Gékalp, p.119.
189 Ismayll Hakki Baltacioglu, “Tiirk’e Dogru Hakkinda”,Yeni Adam, no.431 (1 April 1943), p.4.
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culture referred to a common tradition made by people inspired by their own
ethno-cultural heritage of values, symbols, memories, and myths. This culture was
built on not only visual art, but also on language that would transfer it to the next
generations. The early Republican Turkish culture would be based partly on
Turco-Ottoman traditions and on modern European culture mainly on the
technical side. This indicates that Yeni Adam and Baltacioglu’s position in cultural
nationalism was different from Kemalist cultural ideology. Yeni Adam was
against the break discourse of the Kemalist modernist project, claiming that the
role of Turkish revolution would not destroy the Ottoman cultural heritage and
made a synthesis of the old and the new'"’.

In the 1930s, representing the nation’s culture was a problematic concept
for Turkish intellectuals because of Kemalist theoretical opposition to Ottoman
tradition. The nationalist ideology of Yeni Adam sought the roots of tradition in
cultural folk heritage classic roots of the Islamic past rather than putting their
emphasis on European modernity. Unlike other Kemalist academics and
intellectuals, Baltacioglu never restricted Turkish culture and tradition to Central
Asian civilization. From this perspective, Turks had existed for more than one
thousand year in Anatolia, so Turkish tradition could never be abstracted from its
Ottoman-Islamic roots. From a theoretical standpoint, his demand for national

culture was represented in both Ottoman Turkish tradition and Western

modernity. If the belated modernity project pursued wholesale westernization,

1% fsmayil Hakki Baltacioglu, “ Olii ile Diri”, Yeni Adam, n0.340 (3 July 1941), p.9.
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Turkish nation would be faced with a values crises and even lose its self-
esteem. "
The discussion on tradition and modernity in the journal constituted the
main standpoint of Turkish art in the early Republic. Almost all of the writings of
Baltacioglu started discussion from this dilemma: how could we modernize our
culture in the European sense, why should we turn Turco-Islamic folk tradition in
shaping our culture.

Appearently, Baltacioglu’s view on many issues determined the way of
Yeni Adam, representing the new life of the nation. Due to being a member of
parliment (1944-1950), he preferred to criticize such concepts as culture, nation,
and tradition rather than government policies. Looking at the decade following
WW 11, a critical period in the formation of the multi-party goverment, Yeni Adam
become a more politically oriented journal like in the pre-war period. For the
journal, the RPP as a revolution institution had responsibility to achieve true
modernity in Turkey. The establishment of the Democrat Party as an oppositional
group for the RPP, was regarded as a danger for the future of Turkish
democracy.Baltacioglu insisted that the Democrat Party was an antirepublican and
resistance group in the palrlialment.192

Baltacioglu argued that single-party mentality in Turkish politics had

achieved a series of reforms and had transformed Turkish society into modern

1 Bedi Ziya Egemen, “Tiirk’e Dogru”, Yeni Adam, n0.430 (25 March 1943), p.:8,9.
192 fsmayil Hakki Baltacioglu, “CHP”, Yeni Adam, n0.595 ( 23 May 1946), p.2.
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state. However, the Democrat party was seen as a faction and they lacked a well
prepared government and party program. In his article, Why I am Republicam?193
Baltacioglu said that he was proud to be a member of the RPP because the party
was revolutionist, populist and cultural nationalist, introducing a new way for the
Turkish nation for the level of European civilization.

After 1945, the journal became preoccupied with the Democrat party.
However, the perspective of the journal slowly shifted to a more conservative
direction after mid 1940s. Yeni Adam’s position towards to the Democrat Party
seems to have become more positive than in earlier times. Both Yeni Adam and
the writings of Baltacioglu in partly lost some of their social realist and cultural
nationalist tendencies. Hiisamettin Bozok clarified the intellectual changes in Yeni
Adam and his director as follows:

When Yeni Adam was just being published, it had a special place in

Turkish intellectual life because Baltacioglu was an open-minded

and progressive intellectual. He was a real democrat. I can say that

he was humanist. He said new art for the new man. He is neither

Marxist nor socialist. He believed in only Durkheim’s sociology. 1

haven’t seen him in thirty years. Have we changed? or Has he

changed? The reality is that Yeni Adam circle slowly disappeared.

Halk’a Dogru (Towards to the People) has turned into Tiirk’e Dogru

(Towards Turk) Baltacioglu still publishes the journal, but it is not
same as 1934 and 1936°s Yeni Adam."™

'3 fsmayil Hakki Baltacioglu, “Nigin Halk¢yim?”, Yeni Adam, no.654 (15 June 1954), p.3

""*Tuna Baltacioglu, Yeni Adam Giinleri, p.268. “Yeni Adam ¢ikar ¢ikmaz, Tiirk diisiin yasaminda
etkili bir yer aliverdi. Ciinkii Baltacioglu, acik goriislii, zamanina gore ileri diigiinen bir aydin
ornegiydi. Gergek bir demokratti. Buna hiimanistti de diyebiliriz. Yeni Adam’a yeni sanat diyor,
baska bir sey demiyoru. Baltacioglu ne marksistti, na de sosyalist. Sadece Durkheim sosyojine
inanan bir aydindi...Baltacioglu ile son otuz yil icinde bir daha hi¢ karsilasmadik. Bizler mi degistik
yoksa o mu? Ama bilinen gercek su ki: Yeni Adam c¢evresi yavas yavas yok oldu. Yilarca onunla
birlikte savundugumuz “Halka Dogru” slogani “Tiirk’e Dogru” oluvermisti. Baltacioglu Yeni
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After the 1950s, the position of Yeni Adam slowly shifted to a more conservative
(the Islamic) side instead of being a follower of social realist and cultural

nationalist tendencies.

New Art For the New Man: Art Theory in Yeni Adam

In this section, the basic concepts of art theory such as technique,
aesthetics, and their relationship with political power will be presented by
analyzing articles from Yeni Adam. The case of Yeni Adam shows that in the
1930s and 1940s, art conceptual debates on developed was not as clearly defined
as in Europe. Turkish intellectuals demanded to turn the direction of Turkish art
towards to the West, but nobody defined the basic structure, purpose, or utility of
art in Turkey. Under these circumstances, Yeni Adam functioned as an educational
center for the public as well as the intellectuals.

In a series of articles called “Halk Universitesi Estetik Dersleri™"®

(Aesthetic Lectures of the Public University), Baltacioglu introduced an agenda

for training his audience in the new art. He defined art as “aesthetic excitement”

Adam’1 son giinlerine kadar ¢itkarmayt siirdiirdii. Ama 1934 lerin, 1936’larin Yeni Adam’1 degildi
artik.”
195 Ismayll Hakki Baltacioglu, “Sanat Eseri Nedir?, Yeni Adam, no.172 (15 April 1937), p.14.
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(estetik heyecaln)196

that would be shaped by a social group in a society. In this
view, art had a number of characteristics. First, art was a conceiving and a kind of
construction. Its function was to gather society under a nation-state. All values
and emotions of the society created the essence of the art. Second, art work was
neither a science nor a technique. Art could only give aesthetic values. Third, art
was done for a group of people, not an individual. If people felt close to the art,
artists were succeed in influencing society.

The purpose of art was turn to society, discovering aesthetic values and
creating it in return. Baltacioglu separated architecture, music, and ornamental
arts from painting and sculpture in terms of technique and nature. The first group
was neither analysing nature nor copying it, but the second group took the essence
of aesthetic from nature. For this reason, in both cases, art dealt with the inner
worlds of people, spirit. The spirit was not the spirit of a race or an ethnic group,
but of a cultural collectivity . An artist who led the spirit and feeling of the people

¥ In that case, the

was a technician creating collective values by creating art.
artist was both creative and created. He was created, because only society could
give values and techniques to him. He was creative due to shaping the collective
feelings by using modern techniques.Art brought style, order, and impressions to

society which determined the technique and value of art works. In the 1930s, the

position of art reflected in Yeni Adam was first nationalist second socialist. Art

196 11.:
Ibid., p.14.

7 fsmayil Hakki Baltacioglu, Kiiltiirce Kalkinmamn Sosyal Sartlari (Istanbul: Milli Egitim

Basimevi, 1967), p:33, and “Artist Nedir?”, Yeni Adam, no.173 (22 April 1937), p.13.
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works carried the social characteristic of society, so they reflected the spirit of the
nation.

Starting from this point of view, Baltacioglu’s articles in Yeni Adam paid
more attention to the utility of art and its social function for society.'”® His
demand on collective art determined the role of fine arts in the nation building
process. The artist as a social man should work for the future of the state, shaping
the dynamic features of communities. His collective work was represented in the
body of the nation’s common meaning, intelligence, and character. In other
words, for the artists art was understanding society and social realism.

Under the direction of Baltacioglu, a number of discussions and articles
in Yeni Adam focused on the main problematics of Turkish art and artists in the
1930s and 1940s. First of all, in several articles, a group of intellectuals
questioned the role of the state in directing art and culture towards the
governmental politics. Although Baltacioglu demanded state support in order to
establish art institutuions (museum, galleries) and an art academy, Yeni Adam was
opposed to the idea of propagandist art or directed art. They argued that art should
only reflect the spirit of the nation, not the policy of the RPP. If the art is
compeletly directed for the purposes of the state, it could lose its original form,

aesthetic, and intimacy which would lead to degenerated art.'” By adressing this

198 Ismayll Hakki Baltacioglu, “Sanat ve Sosyete”, Yeni Adam, n0.202 (11 February 1937) p.8, and
“Sanatin Cemiyet Hayatina Hizmeti”, Yeni Adam, n0.226 (27 April 1939), p.13.
19 yYeni Adam “Soysuzlagan Sanat”, Yeni Adam, n0.339 (26 Haziran 1941), p.4.
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topic, in the several news and articles journal higlighted the relantionship between
ideology and art.

In this sense, Baltacioglu claimed that the only way of giving national
consciousness to art was to promote state support of artist and institutions.”” State
enterprises in early Republican art not only introduced a new agenda for artists,
but also contributed the ideal of collective (social) art, revealing “innocent” art
rather than propagandist. Baltacioglu supported the concept of “art for society” in

his article “Sanatta Garba Dogru201 7

(Art toward the West) that meant “towards
European technique”.

The Turkish perspective on art was asserted to point to the role of art as a
symbol of Turkish Renaissance during the nation-building process. Baltacioglu
was opposed to the Turkish Renaissance ideal, because it rendered art scientific.
For him, art should stay out of science, remaining in emotions.”” Being an
indolent nation, Turks and Turkish art were under the pressure of Renaissance and
slaves of Romanticism. For this reason, Turks needed “an art revolution” which
would release the creative and constructive energies among the people.

In that case, Turkish art would seek a new way be itself among the
different artistic tendencies in the twentieth century. Impressionism, surrealism,

cubism and other trends were thus analyzed in Yeni Adam with their possible

interactions with Turkish painting and sculpture.

200 Ismayll Hakki Baltacioglu, “Suglu Olan Sanat”, Yeni Adam, no.135 (30 Temmuz 1939), p.11.
201 Ismayll Hakki Baltacioglu, “Sanatta Garba Dogru”, Yeni Adam, no.534 ( 22 Mart 1945) , p.2.
202 fsmay1l Hakki Baltacioglu, “Bir Sanat Ihtilali”, Yeni Adam, n0.516 (22 September 1943), p.2.
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Cubism: Art for Democracy

Looking at the pre-WWII decade, a critical period in the formation of
national art and culture, cubism was one of the mainstream artistic tendencies in
Europe challenging the fascist state’s hegemonic practices over national culture.
In Turkey, the members of the D Group, who were autonomous actors played
major role in the art of the 1930s and introduced the new movement: Cubism.

Cubist art for Turkish artist was a new concept in the 1930s. While in
Europe starting from the 1920s, cubist art had been a dominant current. The new
art, “cubism”, questioned the basic framework of Turkish art, the aiming to
destruct traditionalist attitudes in art. Like Cezanne and Picasso, Turkish artists
stressed the creative and structuralize notion of the cubist movement in the early
1930s. In this regard, Baltacioglu asked the following questions to reveal the role
of the new art: to what extent was cubism a new art for new state and how could it
be situated in national art building process.

Cubism as an art term was defined as the unification of machine and
mind, by Balltalcmglu.203 In his book, Demokrasi ve Sanat™** (Democracy and Art)
published in 1931, he considered the relationship of democracy to art and new

Republican art under the broad perspective of European art. The dynamic features

203 fsmay1l Hakki Baltacioglu, “Resimde Kiibizm ve Tiirk Ananesi”, Dariilfiinun Ilahiyat Fakiiltesi

Mecmuasi, (March 1931), p.36.
204 Baltacioglu, Demokrasi ve Sanat.
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of cubist art were very close to the Republican ideals. Baltacioglu argued that the
cubist movement unified the nation under the same technique in architecture,
painting and ornamental art.”

Starting from the 1920s, discussions on modern art versus national art
were centered on the cubist, constructivist, and futurist movement in European
art. Actually, cubism had become the mainstream art movement in Europe in the
twentieth century. Cubist art by destroying traditional attitudes was sought
mathematical visual images. According to Yasa Yaman,*® this characteristic of
cubism would be recognized as twentieth century’s artistic renaissance.
Baltacioglu stresses that cubic art was an art of democratic countries. In his book,
for him, academism and impressionism were remnants of nineteenth century art,
but the new art had similar characteristics to the national state formation. First, the
new art should be social, carrying values and emotions similar to those of Turkish
society. In contrast, pure academism was concerned with individual expressions
and the old traditions formulated in art. Second, cubism emerged as a kind of
formlessness and antifascist movement during the inter-war period.*”’

In the time, European art attempted to find a solution to hard-core
nationalist ideology in art and culture. For all European countries, cubist art was a

necessity to modernize society and technique in the same direction. For this

205 .
Ibid., p.11
206 Zeynep Yasa Yaman, “Demokrasi ve Sanat”, Anadolu Sanat, no.4 (September 1993), p.87.

27 Sadi Ertem, “Aqarsik Sanat”, Yeni Adam, n0.166, (4 March 1937), p.9 and Ziihtii Miiridoglu
“Heykeltras Sanat1 I¢in Ne Diyor?, Yeni Adam, no.166 (1935), p.9.
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reason, cubism was an expression of modernization that was against pure
academism and romanticism. Although Baltacioglu the stressed anti-traditionalist
and anti-nationalist characteristics of cubism, he highlighted the way for new art
by creating tradition in cubist forms. He wrote that: as our women have not lost
their national character by wearing European clothes; our cities constructed with
cubist structure, do not lose their Turkishness. 208

For him, the aim of Turkish artists was to create a new national art using
cubist techniques rather than simply repeating artistic models of the past. By

using abstract techniques, artists would reach original forms and style in

presenting the Turkish tradition.

Art Critics: Art Exhibitions and the D Group

“Critics” could portray the cultural and artistic scene of the early
Republican era. There were three different groups of intellectuals, namely
Republicans who supported to the regime; anti-Republicans, who constituted
opposition groups (nationalist and social realist); and followers of the mid-way
(modernist), who were sought new values and attitudes.

Similar to other cultural figures, art critics in early Republican Turkey

co-existed in both artistic and political realms. The three tendencies sketched

208 Baltacioglu, Demokrasi ve Sanat, p:140. “Nasil kadinlarimiz Avrupa kiyafetini kabul etmekle
giyinmek hususundaki milli hususiyetleri kaybetmiyorlarsa, sehirlerimiz de Kubizm nev’ine
girmekle Tiirkliiklerini kaybetmeyecekler.”
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above determined the ways art critics discussed such controversial issues as
national art, individual versus socio, and modern tendencies in Turkish art. In the
1930s, Turkish intellectuals were unable understand fully the importance of the
art critic in the modernization of Turkish art under the direction of the single
party. Socio-economic conditions in Europe gave rise to more speculative
approaches in art and culture. However, these conditions did not exist in the
Turkish case where art critics mainly focused on questions of identity and cultural
synthesis.

In the early years of the Republic, most prominent intellectuals
complained about unsatisfactory state of art criticism. Yeni Adam’s authors paid
much more attention to criticism in art. Vedat Giintekin in his article “Miinekkit
Cekismesi”(Critic’s Struggle) displayed the failure of Turkish critism as
follows:“In our culture, criticism has been turned into as a tool for personal threat
and fight.zog” In addition to these intellectuals, Peyami Safa stressed the
controversial criteria of critics. “Bruneterie, who says that criticism is the science
of jealousy, is only right in his country. For us, it is only jeallousy.”210

It is understood that art criticism in the 1930s was determined by the
critic’s personal relationship individual perceptions, values, and thoughts Ali

Sami Boyar, Ahmet Muhip Dranas, Malik Aksel (Ulkii), Burhan Asaf (Kadro),

% Vahdet Giintekin, “Miinekkit Cekismesi”, Yeni Adam, no.80 (11 July 1935), p.12. “Tenkidin
bir seyi bizde tenkit kotiilemek, bir adami batirmak isi oldugu seni bizim halk arasinda
yerlesmisti.Bizde tenkit “kigisel tehdit ve sogiisme tenkidine doniisiir.”

“lbid., p.12.“Tenkit i¢cin “kiskanghk ilmi” diyen Brunetiere yalmz kendi memleketinde hakli
olabilirdi......... Bizde sadece kiskangliktir.”
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Peyami Safa (Son Posta), Erciment Ekrem Talu, Hamit Necdet (Cumhuriyet )
who were followers of the Republican ideology in art and culture, generally
critiqued artists rather than their art works. Their critiques were concerned mainly
the artist’s positions in their community as well as their membership in different
art groups rather than directly with artistic criteria.

In this context, the art criticism in Yeni Adam addressed works of art in a
more objective way. In the mid-1930s, Bedri Rahmi Eyiipoglu, Mahmut Cuda,
Fuat Izer, and Ziihtii Miridoglu wrote several critiques of the Modernist
tendencies in Turkish painting and about the art exhibitions of the People Houses
and State Sponsored Painting Exhibitions. Bedri Rahmi and Mahmut Cuda
employed such new concepts as contrast, dimension, dynamic and static
movements in drawings.

Furthermore, Ismayil Hakki Baltacioglu centered on art criticism from an angle of
traditional arts. His vision was developed in such basic problematics as the
essence of the nation, tradition, Turkish sensitivity in art criticism. He argued that
“our scholastic education is an important hinderance in understanding new art. In
cubist painting, most of our enlightened friends seeks science, form and

documentation rather than poetry and harmony.”211

Mismayil Hakki Baltacioglu, Demokrasi ve Sanat, p.126.“Ananevi” terbiyemiz yeni sanatin
mahiyetini anlamamiz icin kuvvetli bir manidir. Bircok miinevver arkadasumiz kubik tabloda vezin
ve ahenk degil, ilim suret ve vesika aradiklarint goriiyorum” .
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Yeni Adam aimed at refining art criticism. Especially, Baltacioglu’s

suggestions in his article “Bir Inkilap Ressami®’*”

(A Revolutionary Artist)
dectated that art criticism should serve the needs of Turkish art instead of being
criticial of the artists themselves. Baltacioglu himself had visited a series of
exhibitions in different provinces of Anatolia. For example, [zmit, Aydin, and the
Konya People’s Houses exhibitions were critiqued in the journal in detail

213 In addition to these

covering each artist, and each work of art one by one.
exhibitions, the journal introduced young artists to the readers. A series of articles
written by Bedri Rahmi and Arif Dino expressed their views on works of such
important artists as Sedat Nuri, Ali Avni Celebi, Halit Doral, and Zeki Kocamemi.
These critiques were well prepared in terms of works, techniques, and information
about European palinting.214

For Baltacioglu art could be considered never obscene, because art was a
combination of nature and aesthetic ideal. Its theme could be a nude painting or
moral values. According to Bedri Rahmi, Turkish art and artist were suffering
from the absence of art criticism. Critics and writers played important roles in

founding a strong relationship between artists and society. To enlighten the

masses, critics had to direct artists towards original and national art. The absence

*12 [smay1l Hakki Baltacioglu, Bir inkilap Ressami, Yeni Adam, no. (21 January 1937), p.10.

1 ismayil Hakki Baltacioglu, Izmit Resim Sergisi, Yeni Adam, n0.226 (27 April 1939) ; “Konya
Halkevinde Resim Sergisi, Yeni Adam, n0.232 (27 June 1939); Aydin Halkevinde Resim Sergisi,
Yeni Adam, no. 233 (15 June 1939).

214 Bedri Rahmi Eyiipoglu, “Gen¢ Ressam Halit Doral”, Yeni Adam, no.57 (1935); Arif Dino,
“Sedat Nuri Sanatin1 Anlatiyor”, Yeni Adam, 1n0.58 (1935); 1smay11 Hakki Baltacioglu, “Ressam
Ali Avni”, Yeni Adam, no.54, (1935).
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of art criticism in the early Republican Turkey led to the alienation removal of
Turkish society from art. Bedri Rahmi argued that “in order to critique an egg,
people need not lay eggs, but at least, people should have witnessed birth pains
and observed what happened to an egg.”215

Similar to Bedri Rahmi, Mahmut Cuda complained about absence of art
critics. Although Turkish art did not have a clear cut art critique artists,
journalists, and even agents were writing criticism in order to advertise works of
art instead of analyzing them in terms of technique and style. However, art
advertisement was never equal to art criticism.

Starting from 1934, Yeni Adam in almost every issue paid covered art
exhibitions for the work of the D Group, Galatasaray, Fine Art Academy, and the
Independents. Particularly, the exhibitions of the D Group were special artistic
events. Baltacioglu argued that the D Group was successful in using European
techniques and style in their works, although the themes of their paintings were
not national.

The D Group was praised as representative of cubist art in Turkey. Esref

Fehim, art critics, claimed that Turkish art was faced with an art crisis.

Fortunately, the exhibition of the Groups and Independents show that Turkish art

2 “Yumurtay tenkit edebilmesi icin yumurtalamas: sart degil. Fakat hi¢ olmazsa yumurtanin
basina gelenleri ¢cok yakindan gormiis dogum sancilarinda hazir bulunmus olsun.” Bedri Rahmi
Eytipoglu, “Tenkit”, Yeni Adam, n. (8 June 1944), p:7.
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turned towards modern and original forms.*'°

Unlike Baltacioglu and Esref
Fehim, Ilhan Berk criticized the D Group for ignoring the crisis and problems of
their communities by painting still lives, portraits of beautiful women, and
landscalpe.217

From this perspective, the works of the D Group painters displayed the
negative aspects of cubist art. For Recai Eris, the D Group’s art was destructive
and outside reality and aesthetic of society. The color and shape in their paintings
reflected “the bleated modernity” in Turkish art.”'® In this sense, Yeni Adam’s
criticism in the 1930s was constructive for young artists and modernist
tendencies. Starting from the 1940s, Baltacioglu himself did not critique the
works of the D Group, yet other writers in the journal were more critical of
modern trends.

Among the members of the D Group, Abidin Dino and his works were
seen as most controversial. Dino, bringing the European technique and national
values, focused on social realism in Turkish painting. However, conservative and
traditionalist intellectuals severely criticized his painting calling it exaggerated

art. In Yeni Adam, Baltacioglu and Hiisamettin Bozok argued that Dino was one

216 Esref Fehim, “D Grubu’nun 3. Resim Sergisi Tiirk Ressaminin Giiciinii Gosteriyor, Yeni Adam,
(25 June 1934), p.7; “D Grubu’nun 5. Resim Sergisi”, Yeni Adam, no.83 (1 August 1935); “Dort
Basli Dragon”, Yeni Adam, no.35 (30 July 1934), p.8.

217 flhan Berk “Sanatin Sosyal Fonksiyonu”, Yeni Adam, n0.393, (1941), p.4.

218 Resai Eris, “D Grubu’nun 11. Resim Sergisi”, Yeni Adam, n0.492 (1 June 1942), p.6
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of the prominent young artists of the early Republican era. He was extraordinarily
creative in using modern techniques, working for social realist art.*"’

Dino participated in the First State Painting and Sculpture Exhibition with
his original painting “/brik” (long-spouted ewer). In a series of articles published
in Yeni Adam, readers had the chance to see a critical discussion on Dino’s art
works as well as the main problematic of Turkish art. According to Baltacioglu,
his “abdesthane ibrikleri” (toilet ewer) was extraordinary for Turkish people.
Only intellectuals who know Turkish aesthetics understood Dino’s art. He asked
Dino how he could exhibit this works in the State Exhibition in Ankara in a very
sharp tone.

A few days later, after Baltacioglu’s criticism published in Yeni Adam,
Nurullah Ata¢ wrote another criticism of the same painting. Ata¢ argued that
Dino’s art was a new art, so the public could not compeletly understand this
perspective in Turkish painting.”* Baltacioglu’s desire was to direct towards to
the people, not achieving to draw a long-spouted ewer on the canvas. Meanwhile,
a few article published in Yeni Adam were preoccupied with Dino’s ibrik. Most

importantly, Zahir Gilivemli in his article made fun of his works. He said that “To

2% Yeni Adam, “Abidin Dino”, Yeni Adam, (15 November 1934) no.46, p:2; Hiisamettin Bozok,
“Abidin Dino”, Yeni Adam, no.194, (16 September 1937), p.3.
20 Ibid., p.12.
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say Abidin is to say ewer. Abidin Dino was sent Anatolia for painting. Abidin
prepared the D Group’s exhibition with ewers which were made in Anatolia.”**'
Abidin Dino defended his art, writing articles in the Haber newspaper.
Dino expressesed the reason for doing the ibrik paintings, as followings: “Ewers
are the basic objects ofa villager’s life. If it is not, they would not shape, polish,
decorate them. I show my ibrik to the villagers. No one likened it to a turkey.
They said that their forms are good. I think that they like them.”***
In fact, at the First State Painting and Sculpture exhibition, although
Abidin Dino exhibited other works depicting a village girl, farmers, and workers,
the critics and writers mainly focused on his “ibrik” paintings. Although Dino’s
painting was close to the original form and color of Turkish art, some of the
painters and critics regarded them as original works for society. In this sense,
Dino argued that there was “a hunger for art” in Anatolia. For this reason, the
Anatolian people opened up to all kinds of art without any restrictions in form or
color. Baltacioglu supported Dino’s art from the perspective of national art. He

argued that Dino’s ibrik was a part of the Anatolian people and lives, ibrik

reflected Turkish culture as well as the feelings and values of Turkish

22! Zahir Giivemli, “Abidin Dino”, Yeni Adam, n0.300 (26 September 1940), p.11. “Abidin demek
ibrik demektir. Abidin Dino Anadolu’ya resim yapmaya gonderilmisti. Abidin orada yaptigi
ibrikleriyle D Grubunun bilmem kaginci sergisini hazirladi.”

22 Baltacioglu, “Abidin Dino’nun ibrikleri”, Yeni Adam, n0.264 (18 November 1940), p.12.
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society. Thus, the work of Abidin Dino was regarded as being Turkish art that

lived within the public.”*

Art Education

Yeni Adam functioned as a school or a learning center in which
Baltacioglu wrote a series of articles that focused on art education at the high
school and university levels. In Yeni Adam, he attempted to find answers to the
following questions: how could art classes become more efficient for students? In
what ways did students utilize art lectures in their lives? According to
Baltacioglu, painting, architecture, calligraphy, ornemental arts were parts of the
socialization process in society. Art education should depend on the objective and

) . ) . 224
live neccessities of the nation to educate social man.

For this reason, he insisted
on art education with an emphasis an emphasis on practical training and
handcrafts. Using abstract values and symbols in education could not suceed in
the modernization of art education.

His books, Pedogojide Ihtilal’” (Revolution in Pedagogics), Ictimal

Mektep226 (Social School), Resim ve Terbiy6227(Painting and Education) are

important first hand sources for understanding his perspective on early

¥ Ibid., p:10.

24 Baltacioglu, Resim ve Terbiye (Istanbul: Kanaat Kiitiiphanesi, 1931), p.7

¥ Baltacioglu, Pedagojide Ihtilal ( istanbul: Kanaat Kiitiiphanesi,1964)

226 Baltacioglu, I¢timai Mektep Nazariyeleri ve Prensipleri (Istanbul: Semih Liitfii Basimevi,1932)
27 Baltacioglu, Resim ve Terbiye.
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Republican art education. In his view, the aim of art education was to create
artistic character in their minds rather than directly training them in fine arts.

In addition to the fine arts, carpentry, gardening and handworks were
important crafts that would be a part of the national art education system. To
develop creative side of their education, children stylized crafts to understand
technique and aesthetics even at the primary school level. For Baltacioglu, the
role of crafts in promoting educational skills should be organized under the
department of the Fine Arts Academy.228 Education with goods (things) which
was a part of Rousseau’s thought, became a primary source for Baltacioglu’s
perspective in the art education system.229 Handworks and crafts provided an
assistantship for the fine arts. People by learning crafts, used both their minds and
physical abilities, so they would utilized both the physical and mental manner.

Similar to craft and handwork lessons, music, painting, sculpture,
architecture and dance helped students to understand nature, aesthetics, the
environment and trained them in modern socio-cultural circumstances. Especially,
art education would create a social aesthetic sythesis in the minds of children.
Painting education was crucial in terms of mental and physical development for
Republican children. Morality, personality, free will in the form of aesthetic

characteristic would be revealed by it. It is clear that school could not educate

28 Baltacioglu, Terbiye (Istanbul: Semih Liitfii Kiitiiphanesi, 1932), p.245.
229 Baltacioglu, Felsefe (fstanbul: Sebat Basimevi), p.287.
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artists, but it would give fundamental knowledge, and habits in the realm of the
art.

In the Turkish education system, art education had secondary importance
to science and literature. Baltacioglu criticized art education at the high school
and university level. First, art education had a limited number of art teacher at the
Fine Art Academy. Most of them were unaware of European art and pedagogy.
Second, Fine Arts Academy and high schools lacked workshops, models, and
libraries. With these inadequate physical conditions, teachers were ineffective in
teaching technique and aesthetics. For this reason, the state had to support the
Fine Arts Academy and Gazi Institute Painting Department financially to improve
in the workshops.

Baltacioglu, concerned with art instruction at the university level,
introduced a new system for the Gazi Painting Department in Ankara. He was
appointed to the Gazi Institute as director developed a new curriculum for the art
courses in the Painting Department. The curriculum included art history,
pedagogies, zanaat (handiwork), and art philosophy. It is clear that Baltacioglu’s
art education was closely in touch with the social and economic conditions in
society. In Baltacioglu’s model, artists would go to school in Anatolia to educate
children in the new methods of art. By this way, national art and handiwork could

be spread to the Republican youth.23 0

230 1smay11 Hakki Baltacioglu, “Resim Devrimini Nasil Yaptum?”, Yeni Adam, no.119 (5
Nisan 1936), p.4.
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Ismay1l Hakki and Bedri Rahmi paid exceptional attention to children’s
painting exhibitions. Several pages were reserved for the paintings and drawings

of primary school children.”!

Yeni Adam as a learning center, Baltacioglu
stressed social education himself giving lectures on such topics as painting,
language, sociology, and philosophy. In this way, Turkish art would become
attractive for society and become visible in the public sphere. Yeni Adam
suggested the old Ciragan Palace (timber factory) as a good palace for the

costruction of an exhibition hall in Istanbul.?*?

It is an interesting point that first
national museum of the Republic was opened in Dolmabah¢e Palace because
historical buildings as the carriers of Turk-Ottoman culture became special places
for people to see the old and new cultures together.

Yeni Adam’s painting poll was a good way to understand the vision of
the prominent Republican painters in art education at the high school and
university levels. Eren and Bedri Rahmi Eyiipoglu wrote that, art education in
high schools should encourage young people to work on art and handiwork; it
would influence them to give basic knowledge and aesthetics to Turkish art. In the

Fine Arts Academy, by the supporting of the state, the physical conditions of the

school should be improved by providing education materials and workshops, as

B! Yeni Adam “Mekteplerimizde Resim”, no.131, (2 July 1936), p.13.; Yeni Adam, “Coguk
Resimleri Sergisi A¢ild1”, no:27, (2 July 1934), p:7 and no.38, (9 July 1934), p.7.

22 Yeni Adam “Yarim Asirhk Tiirk Resmi Sergisi”, Yeni Adam, no.144, (1936), p.10 and
“Resim ve Heykel Galerisi”, Yeni Adam, n0.221(23 March 1939), p.10,11.
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well as opening art galleries to exhibit the paintings of young artists.”>> Mahmut
Cuda suggested that art history and philosophy be added to the high school
curriculum. The Fine Art’s academy should focus on the education of young

artists rather than an art teacher.>**

Social Realism in Turkish Art

The journal functioned as a platform where nationalist and social realist
tendencies coexisted in Turkish art. On the one hand, as an advocate of a new art
it attempted to combine Modernism with national motifs derived from Turkish-
Islamic tradition. On the other hand, it criticized the single party’s art policy from
a social realist perspective by on the utility and collectivity of Turkish art.

In the early 1930s, Soviet Russian art, to a certain extent, influenced
Turkish socialist intellectuals. They were exposed to understand social realist and
collectivist art through the observing of Soviet art. In both Italy and Germany, art
and culture were dominated by authoritarian regimes incorprating nationalist and
revolutionary elements. Besides these countries, the USSR was another major
actor to control and dominate art and cultural according to the cult of Stalin. By
1932, all artistic associations were abolished by a decree and artists were forced to

become members of the Moscow Union of Artists. The official party regarded

3 Yeni Adam, “Resim Anketi I ”,Yeni Adam, no.231 (1 June 1939), p.10,11.
4 Ibid., p:14.
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social realism as the main cultural ideology of the party, rejecting such modernist
trends as formalism, naturalism, and impressionism. The goverment also
organized painting tours for artists and trained workers in the arts.> In this way,
it transformed artists into a functionary of the Party state’s domination the artistic
sphere led to the radical rejection of old values and also Modernism(Formalism)

In the case of Turkey, Kemalist revolutionary enthusiasm demanded
various things from artists: to popularize art for the public, to employ basic
national forms in their works of art, and of course, to utilize art in order to narrate
heroic and romantic scenes of Republican history. In this sense, Ahmet Oktay
argues that the party as the director of the state, art and culture has to undertake

236 .
3 The social

the enlightenment and directing of the society, must be guide
realist/collectivist intellectuals: such as Suat Dervis, Nazim Hikmet, Suphi Nuri
Ileri, Hiisamettin Bozok, Kerim Sadi and Rasih Nuri {leri, had a common
perspective on the early Republican art and culture. For the social realists, art had
to be realist and collective; it was preoccupied with the working and living
conditions of the lower social groups and such social problems as homelessness,
unemployment,and class struggle.

In their vision, the new art did not necessarily mean a nationalist and

revolutionary one. It would represent the collectivity of society and the nation in

its reality. The working class and rural mass culture should be taken into

% Duygu Koksal, “Art and Power in Turkey”, p.99.
36 Ahmet Oktay, Tiirkiye’de Toplumcu Gercekligin Kaynaklar: (Ankara:BFS, 1987), p.145
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consederation for the new definition of art and culture. The new art would be
centered on the socio-economic conditions of the lower classes instead of a being
part of the academy or a party institution. Their claim was to create living art for
the mass culture. Although they were very much influenced by Soviet art,
literature, and criticsm, they did not completly favour the Soviet political
model.”’ The general tendency in socialist realism was evaluate Avant-gardist art
as the agents of modernism. However, Avant-garde sought to organize a new
social practice in which art was totally dissolved, so that it put to on end an its
own autonomous, but ineffectual existence. Thus, the Avant-garde trends put a
strong emphasis on the total rejection of the artistic forms of past tradition.*®

In this regard, the social realist intellectuals did not totally accept the
destructive tendency of Avant-garde art. To form a new Republican art, the nation
needed both a social and an artistic revolutionary nation in representing the
nation’s reality. As a result, the social group declared their opposied to the
radical/ destructive sense of the Avant-garde art as well as its rejection of the
traditionist perspective. Indeed, the new art, in their point of view, could be

constructive. Instead of being destructive, they demanded a constructive Turkish

revolutionary art concerning forms, techniques and methodology.

*7 Duygu Koksal, "The Role of Culture and Art in Early Republican Modernization in Turkey" La
Multiplication des Images en Pays d'Islam; de 1'estampe a la Television (17-21 siecle), edited by
Bernard Heyberger and Sylvia Naef , (Istanbuler Texte und Studien, Orient Institut der DMG,
Wiirzburg, 2003), p.213.

2% Ali Artun, “Kuramda Avangardlar ve Biirger’in Avangard Kuramu, in Avant-garde Kuramu,
edited by Peter Biirger. (Istanbul: fletisim Yayinlari, 2003), p.105
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Social realist writers in the journal such Hiisamettin Bozok, Vahdet
Giiltekin, and Sedat Nuri Ileri focused on the socio-economic inequalities within
the nation, the daily lives of the workers, and the negative effects of WWII years
in Turkey. In a series of articles written by different authors, social realism was
defined as the new modernity (vision) for the new art. According to Vahdet
Giiltekin, modern art was different from the new art in terms of technique and
aesthetic. Modern art already existed in those day, yet the new art had not been
yet realized, being a movement for the 1930s. For Giintekin, the new art should be
the art for transforming the social world.”® It is clear that modern art was
idealized by the artists, but the new art would be shaped by society, being a break
or a revolutionary art. This form of art was normally expected as a part of the
belated modernization in the early Republican era. Actually, the emphasis on the
life of the people was a new topic for the new art. For instance, struggling with
low socio-economic conditions, the pressure of war, the inequalities in society
would be needed to express the inner sense of the community in a more objective
ways. In this way, the social realist tendency put more emphasis on the art work
than on the artist. When the social art lived inside society, artists as individuals

would dissolve as a part of their work.

23 Vahdet Giintekin, “Modern Ar, Yeni Ar”, Yeni Adam, n0.39 (1935), p.12.
240 yahdet Giintekin, “Yeni Adam’a, Yeni Sanat”, Yeni Adam, no.72 (1935), p.12.
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For Giiltekin, the new art was a kind of apparance, sensitivity, and
movement that was born out of the national values.**' Most significantly, social
art reflected the feelings of the community on art works, so its framework was
taken from the social realist tendency. Hiisamettin Bozok defined art as being
populist. It would be shaped by the collective consciousness of society.242 Similar
to Shakespeare, Cervantes, and Balzac, artists lived within the nation and
tradition. Romantic, fantastic, and individualist art was a danger for the newly
born Turkish art. Like the social realists, Baltacioglu said that art should respond
to realities of the society and also that artist was a social man serving the needs
and collectivity of his community.243

Yet, Baltacioglu’s view on social art was partly different from that
ofVahdet Giintekin in terms of social function. Although Ismayil Hakki
emphasized populist art, Glintekin sought social realism (not populist and
abstract) in the new formation. For populist tendency, social art epitomized
general social duty reflecting a humanist sense and the national excitement of
society. Populist art, like science, was positive and different from high social
values and abstract technique.244 On the other hand, social realism took into
consideration the low socio-economic groups of the population and paid more

attention to workers and villagers rather than urbanities. Of course, Baltacioglu

! Vahdet Giintekin, “Ar Gercegi Nasil Anlatacak”,Yeni Adam, n0.85 (15 August 1935), p.12.
**2 Hiisamettin Bozok, “Diri Sanat”, Yeni Adam, n0.238 (20 July 1939), p:8.

243 Ismayil Hakki Baltacioglu, “Sanatin Cemiyet Hayatina Hizmeti”, Yeni Adam, no.226 (1939),
p.13.

24 yahdet Giintekin, “Tlim ve Sanat”, Yeni Adam, n0.83 (1 August 1935), p.12.
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admitted that community work made national art more valuable for the
representation of the new values, spirit, and moral worlds of people.

In conclusion, the social realists group desired artists to reach the masses
and also to be of the masses. Without any class division, art would be collective
and utilized for the needs of the nation-building process. Collective art sought to
destory the high wall between artists and community, making the artists “a worker

245
among the workers.”

Graphic Art,Cartoons, and Design

Graphic art was a major form of communication for visual and literary
messages extensively used in twentieth centuryt to convey political and social
ideology of the parties. In the early 1920s, posters and visual material were
clearly of the greatest importance in the process of the political visual
communication of socialist and fascist and regimes in Europe. The new form of
art provided a broad perspective and an extensive store of images that were
provided by the ideologies socialism and communism.

In Europe, graphic art was an influential language, the result of a strong
relationship between the individual and society. In the case of Turkish art,

graphics and posters were taken from Europe in terms of technique, style, and

3 Willi Guttsman, “Art as a Weapon: social critique and political orientation in painting and print
in Weimar Germany, in The Arts, Literature, and Society, edited by A. Marwickled. (Londan:
Routledge, 1990), p. 201.
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color. Instead of developing traditional forms in contemporary perspective,
Turkish graphic art carried the protypcial identity of European art.**® The early
Republican culture could not prepare a good ground for the development of poster
and garphic art. Due to the language reform and insiffucient experience of the
artists, Turkish graphic art established its original form after the 1930s. Thap
Hulusi Gorey and Kenan Temizkan, educated in Germany, had returned Turkey in
the late 1920s. Especially, Gorey introduced illustration language and form in the
work that was produced in his workshop. In the early years, he designed graphics
and posters for such state institutions as the Turkish State Liquar and Tobacco
Monopoly, the National Lottery Management, Stimerbank, and Turkish Airways.
His posters functioned as communication devices and propaganda tools, directing
Turkish society towards the revolution.”"’

Graphic art in Turkey was regarded as commericial art in industry and
trade. To increase the consumption of food and tabacco; the state enterprises
extensively used graphic art for advertisement campaings in the 1930s.* In
addition to their commericial function, posters were representative of the new life
style of the Turkish nation displaying visual expression in such forms as the
modern citizen, the Turkish farmer, and national industry.Visually unlike in

Germany and Italy, Turkish graphic art did not provide a broad social or political

6 Sait Maden, “Grafik Sanatin Diinii Biigiinii”, in Cumhuriyetin Renkleri, Bicimleri; ed. Ayla
Odekan (istanbul: Tarih Vakfi Yurt Yayinlari, 1999), p.74

7 Dilek Bektas, “Cumhuriyetin [lk Doneminde Grafik Tasarim(1923-1943), Sanat Diinyamiz,
n0.89 (Fall 2003), p.197.

8 Arkitekt, “Melek Celal Thap Hulusi Sergisi”, no.9, (1935), p.270.
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critism of the single-party regime. In German elections, for mass demonstrations
and meetings, posters as visual display were produced up to 100,000 copies
during the Weimar Republic.249

In Turkey, Ali Sami Boyar defined Turkish poster/ graphic art as a tool for
“indirect propaganda”.”>* Due to the lack of political oriented visual art, posters
would make up extensive store for both commericial and politically images which
included national themes and symbols. The cover pages of Yeni Adam and Ulkii
provide examples of graphic art.

In the cover pages, graphic art had an important place in the socio-
political of the journal. The following examples “Sulhu Kim Oldiirecek™"” (Who
Kills the Peace), “Geldim, Gordiim, Yendim®?” (Come, See, Overcome), “Yeni
Adam, Yeni Kadin®>” (New Man, New Women)’, and “1936°da Hava
Harbi**”(Air War in the 1936) are important examples of political posters in the
early Republican era.

The cover pages of Yeni Adam depended on the images of the facist
movements in Italy and Germany, human conditions, and the political crises of
the inter-war period. The series of cover pages displayed irony and criticism of
racist tendencies in European politics. Furthermore, social realist art as a way of

describing the material condition of the society was represented in the depiction

** Guttsman, p: 201.

>0 Ali Sami Boyar, “Propaganda ve Resim”, Ulkii, no.19 (September 1934), p.49.
Bl yeni Adam, no.54 (1935),cover page.

22 Yeni Adam, n0.56 (1935), cover page.

23 Yeni Adam, n0.60, (1935), cover page.

24 Yeni Adam, no.331, (1941) cover page.
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of men struggling with nature. They were all concerned with the pictorial
representation of elementary social situations and conflicts in Turkish society as
well as the European one.

During WWII, the transformation of the political vision of Yeni Adam
determined the issues, symbols, and political messages through the poster/graphic
art. The cultural nationalist framework became a ground for early Republican art
and culture. Baltacioglu demanded national themes and aesthetics depicting
images for the modern nation. Karagoz (Turkish Shadow Theater), Orta
Oyunu(Turkish Public Theatre), and representations of the Turkish nationalist
attitudes would dominates the cover pages which shifted from social realist to
nationalist ones.?>> Traditional symbols of Turkish theater, architecture, and
painting would be emphasized in the visual messages. At the same time, the
Ankara People’s House journal Ulkii was preoccupied with drawings of Anatolian
landscapes, figures of villagers, peasent girls and women. The cover page of the
journal was representative of traditional symbols and themes in the following
examples: “Yoriik Kizi” (Nomad Girl), [htiyarlar (Old People), Giimiishane-
Kusakkaya by Seref Akdik, “Ankara Kalesi” (Ankara Castle), Pazaryeri (Market

place) by Turgut Zaim.”® A series of drawings published in the early 1940s was

25 Yeni Adam, “Karag6éz Nasil Dirilir?”, no.225 ( 1939);Yeni Adam, “Oz Tiyatro”, no.268
(1940); Yeni Adam , “Mimar Koca Sinan’in Eserleri”, no:646 (1950) were important examples of
traditionalist perspective of journal in graphic arts.

236 Seref Akdik, “Yoriik Kiz1”, Ulkii, New Series, no.43, (1943), cover page.
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taken from “Yurt Resimleri” (Homeland Tours) depicting Anatolian folk culture
in the form of Turkish aesthetic and design within humanist synthe

According to Baltacioglu, cartoons, drawings and illustrations would
be national and a part of collective life of the nation.”’ Not only the cover pages,
but also the political cartoons of Yeni Adam reflected the major debates on art in
the 1930s. Cartoons as an expression of modern Turkish life promoted the realm
of collective art, epitomizing the newly constructed culture and art. Cartoons in
Yeni Adam were parallel the social realist approach of the 1930s. Especially, Zahir
Giivemli and Suphi Nuri ileri sought the meaning of realist art drawing simple but
interesting figures in their cartoons. Gilivemli demanded that social-collective art
have the national characteristic of the state-building process. In this way, he
created a series of portraits under the title of “Siyah Beyaz258” (Black White)
representing a new nation of reality by depicting abstract images of people. His
synthesis of social realism and national art to certain extent is reflected in his
cartoons. On the other hand, Suphi Nuri”’s modernized “Karagéz”®” figure was a
major actor of fantastic adventure in political cartoons. He drew representations of
marginal figures in the form of Karagdz. Both Giivemli and Ileri’s work
responded to the socio-politic environment of the mid-1930s. Discussions on
democracy rising, the antifascist movement, and the material conditions of the

working class highlighted the social realist approach in the cartoons. Zahir

»7 fsmay1l Hakki Baltacioglu, “Kopye ve Intihal”, Yeni Adam, no.197 (7 February 1937), p.15.
2% Zahir Giivemli, “Siyah Beyaz”, Yeni Adam, n0.101 (1935), p:12 and 1n0.99, (1935), p.12.
259 Suphi Nuri Tleri, “Cartoons”, Yeni Adam, no.56 (28 January 1935), p.22.
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Giivemli’s cartoons “Dana’nin Kuyrugu Ne Zaman Kopacak?” and “Hitlerin
Nutku’ndan — Ya Hep Ya Hi¢” (From Hitler’s Speech) are a good examples of
criticism of fascist German politics using allegoric figuration from Roman history
to realize political truth in drawings. **’

Young artists like Zeki Faik [zer, Abidin Dino, and Bedri Rahmi were
also prominent figures in Yeni Adam’s drawing center. Although they were
working for a short time, a great number of drawings, designs and illustrations
were published on the art pages of Yeni Adam. In 1934, the year Yeni Adam
started publication, these painters were not well known in Turkish art circles.
Baltacioglu had selected inexperienced, young and talented artists to give them
chance to represent their art in the pages of the journal. Among the artists, Fikret
Mualla Saygi was unique both as individual and also painter. His father had sent
him Berlin to study engineering. He preferred painting instead. After spending six
years in the German capital and visiting a few cities in Western Europe, he
returned to istanbul®®' In the 1930s, his drawings and paintings were not
attractive to the Turkish art community. Nevertheless, Baltacioglu protected him
and opened the pages for his drawings. Saygi drew whatever and whenever he
wanted of city culture such as balos, bars, beautiful women. His drawing

represented a different reality of city life, including fishermen, insane people,

260 7ahir Giivemli, “Dana’nmin Kuyrugu Ne Zaman Kopacak?”’, Yeni Adam, no.76
(1935),cover page; “Hitler’in Nutkundan”, Yeni Adam, no.73 (1935), cover page.

! Tirkkaya Atadv, Fikret Mualla Yeni Adam’dan Desenler”, 1936-1937 (Ankara:Kiiliir
Bakanlig1 Yayinlari, 1993), p.17.
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drunks, and poor people. These figures mostly employed irony, criticism, and
pessimism about the human condition in the inter-war period. The social realist
apporach is best observed in a his series of drawings, representing figures of
everyday life.

In addition, he visited different locations around the city and drew
images of working class people in such works as “Karabiik Insanmi” (A Worker
from Karabiik), “Calismadan Doénenler” (Those Who Return from Work), and
“Mektepler Acildi” (The Schools Have Opened).262 He was also interested in the
political vision of the 1930s drawing anti-fascist images. However, only a few
people were interested in Saygi’s sensational disfigurations. His drawing
portrayed loneliness and loss and pure individualism.

In 1938, after publishing more than one hundred drawings in Yeni Adam,
Sayg1 felt that his place was Paris, where he had then many difficulties with
gallery owners, purchasers, and policies. Due to his alcoholism, he frequently
visited clinics. Baltacioglu received a letter from Saygi six years after he had left
Istanbul and published it in Yeni Adam. He advised him as follows:

Fikret Mualla! I'm older and more experienced than you ore.

While you still have a chance, why don’t you learn the profession

of a shoe-maker! A pair of shoes here is exactly ninety liras.
Picasso has no use for you! Be sensible, at least from now on!%%

202 Fikret Mualla, “Karabiik Insan1”, Yeni Adam, no.179 (3 June 1937), p.3; “Mektepler Ac¢ild1”,
Yeni Adam, no.150, (12 November 1936), p.9; “Caligmadan Donenler”, Yeni Adam, no.196 (30
September 1937), p.11.

63" Tuna Baltacioglu, Yeni Adam Giinleri (istanbul: YK'Y, 1998), p.83.
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It became clear that Saygi’s art would be understood only after his death.
Baltacioglu and a few people had met him and understood him during his life. In
addition to Saygr’s drawing, Bedri Rahmi Eyiipoglu and Zeki Faik izer’s works
achieved different sytnhese of realist art. In his works, Eyiiboglu preferred to
draw abstract light forms in order to emphasize a sense of happiness and hope for
the future. Nude, animals, and abstract natural designs reflected his way of art.
Instead of using political representation, Bedri Rahmi used his imaginative power
to realize whatever he had written in his stories.

According to Baltacioglu, Bedri Rahmi’s drawings would open a new
way for Turkish art. A quatation from his writings expressed clearly his ideas on
the drawings:“How can you not know Bedri Rahmi? He is an artists of the
unconscious who disregards perpective, forgets the outside world and says the
secret of the inner world with his pure paintings”264.

On the other hand, izer’s work during this period as more politically oriented.
Izer’s work featured themes such as Hitler, the Devil.....etc. Unknown people
were a reflection of black-white contrasts composing universality in terms of

form, composition, and technique. For Yeni Adam, cartoon and designs produced

by young, talented artists, were a part of their new vision for the new Republic.

264 Ismayll Hakki Baltacioglu, “Ressam ve Demirci”, Yeni Adam, no.70, (1935), p.8. “Bedri
Rahmi’yi nasil tamimazsimiz? O anatomiyi, perspektifi hice sayan, dis alemini unutup iginin
alemine kapanan ve o ¢arpik ¢urpuk, saf resimleriyle bize bu i¢ ve gizlilik aleminin sirlarint
soyleyen inconscience sanatlarin kendisidir .
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National Art Representing The Nation in Traditionalist Perspective

In the early Republican era, the official Kemalist nationalism sought the
roots of Turkish culture in the pre-Islamic discourse, attempting to rid Turkish
culture of the effects of Turco-Ottoman and Islamic traditions. To achieve this,
the Republican regime supported the spread of the ideology of the nation state by
rewriting Turkish history, reinterpreting the roots of the Turkish language as well
as redefining the boundaries of the Turkish culture.

In the 1930s and 1940s, defining national culture and art was a
problematic concept for different groups of Turkish intellectuals. The
traditionalist perspective of Yeni Adam, being part of the bigger cultural
nationalist framework, was observed directly in the writings of Baltacioglu and
other conservative writers. Yeni Adam’s writers were composed of nationalists
who showed different degrees of sensitivity towards Islamic traditions and culture
and they represented a critical perspective in the early 1940s. Ismayil Hakki
Baltacioglu, Mahmut Yurter, and Hasan Cemil Cambel had an attitude towards
modernization by which their cultural discourse differed in many ways from the
Kemalist model. These intellectuals opted to give priority to the Turco-Islamic
tradition in the establishment of the national culture. For this reason, the position
of national art in Yeni Adam was an alternative modernization compared to the

radical transformation attempts of the Kemalists.

156



According to Baltacioglu, Turkish artists should search for the roots of
national art in the countryside, as a means of realizing the ideals of the nation in
order to create pure national forms.** Apparently, in the 1940s, the rising national
consciousness transformed the journal’s vision from social realism to nationalism.
Yeni Adam’s position in arts “towards the public” was changed as “towards the
Turk™. A series of articles written by conservative intellectuals included political
opposition to the Kemalist Westernization process as well as directing art towards
the national roots. Creating national works, artists should maintain the following
rules: live in public, never imitate Western arts, seek new ways for modern art, be
close to Turkish tradition, and never denigrate Turkish culture compared to

266
European culture.

In this sense, the cultural nationalist tendency directed art
and the artists serve to the needs of the national-building process.
In this way, the Turkish artist would live in their community representing

267 Hasan Cemil

the Turkish nation’s understanding of beauty, aesthetic, and form.
Cambel argued that: “the Republican period is a real Turkish renaissance. This
shows the lost cultural tradition of the Turkish nation. Our aim is to Turkishness,
not cosmopolitanism”268

The so-called Turkish cultural renaissance still promoted the Republican

ideal, seeking the superior and collective unity of the nation’s identity. Instead of

%65 [smayil Hakki Baltacioglu, “Kendine Don”, Yeni Adam, no. 300 (26 September 1936), p. 2.
*% Yeni Adam, “Memlekette Sanat Nasil Yola Getirilebilir?, no.139 (27 August 1939), p.9.
267 Ismayll Hakki Baltacioglu, “Sanattan Anlamak”, Yeni Adam, no.474 (24 December 1944), p.2.
2% asan Cemil Cambel, “Tiirk Kiiltiir Davas1”, Yeni Adam, n0.440, (3 June 1943), p.11.
“Cumhuriyet devri, Tiirk’iin hakiki ronesansidir. Tiirk milliyetine, o kaybettigi kiiltiir yurdunun yolunu
gosteriyor. Parolamiz sudur. Tiirkliik...... Kozmopolitlik degil.”
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the glorification of Western values, then Turkish artists gave their priority to the
national culture inherited from Anatolian culture.”® The people believed that
national art would be a contributor to the Republican modernization in many
ways. From this perspective, the concept of national art was regarded as both
traditional and folkloric. These were two different concepts. One had roots in
classic Islamic culture, while the other is based in Anatolian art. I think they are
both there in Baltacioglu, but he had more closeness to “tradition” rather than
“folk culture”. Painting, architecture, sculpture, theater, and music would be
objective representations of the social life and realities of Anatolian culture. He
formulated “national tradition” that remains unchanged while technique and form
are changing in terms of social institutions.”””

In the case of modern architecture, the Turkish architect had only one
way,that should be to never leave from his tradition. Due to the dissolution of
cultural tradition during the Tanzimat period, Turkish architecture had lost its
self-esteem and had become degenerated compared to the classical period. The
romantic and cosmopolitan sense in Tanzimat architecture could not represent the
nation its Turkishness. For him, Turkish architecture would take its roots in the
Turkish tradition, only its technique would be international. In this regard,
Baltacioglu argued that the First National Architecture Period (1907-1928) was a

turning point for modern national architecture, since it sought buildings certain

269 Hasan Cemil Cambel, “Tiirk Kiiltiir Ronesans1”, Yeni Adam, n0.490 (18 May 1944), p.8.
20 Baltacioglu, “Mimaride Tiirk’e Dogru”, Yeni Adam, n0.397 (1942), p:2 .
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elements in their national forms. The new architectural style would be cubism,
because cubic art was produced according to the rules of nature and took roots
from nation’s aesthetic tradition, so cubist forms could be regarded as partb of the
Turkish tradition in the Republican architecture.”’”"

Similar to modern Turkish architecture, Turkish theater would be
national in terms of themes, aesthetic, and language. Baltacioglu claimed that
Turkish theater was unable to reach the level of public theater as Karagoz and
Hacivat (Turkish Shodow Theater), and Orta Oyunu (Turkish Public Theater),

because the perception of national theater did not yet exist in the 1940s.*"* F

or
this reason, the first aim of the Republican artists was to write national plays,
serving the needs of the revolution. In this way, Turkish theater should go towards
the public, demonstrating the essence of tradition. Baltacioglu wrote a series of
“national plays” and introduced new characters to traditional Turkish Shadow
Theater. Such additional characters as Nurullah Ata¢, Mickey Mouse, and Charlie

Chaplin were drawn by Mahmud Cuda.*”

For him, traditional Turkish theater
would be a ground for national themes, language, and aesthetic on the modern
stage.

In this respect, Baltacioglu’s alternative modernization was not realized

only in art, but was applied to national education, ornamental arts, and

handicrafts. The People’s Houses as learning centers would introduce promote the

m Baltacioglu, “Mimari Nedir? Halk Universitesi”, Yeni Adam, n0.206 (9 J anuary 1937), p.8.
72 Baltacioglu, “Tiyatro’da Tiirk’e Dogru”, Yeni Adam, n0.331 (1 May 1941), p.2.
B Baltacioglu, Karagoz Ankara’da (istanbul: Sebat Basimevi, 1940), p.33,49,17.
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public to national culture and art. He stressed that the People’s Houses should be
“culture houses” and had leading roles in the transformation of Turkish society.
However, People’s Houses were unable to completely achieve their purpose in the
realm of cultural nationalization.””*

In this direction, to serve the needs of the nation, these centers were to
work to raise the level of national art consciousness, introducing new plays to be
performed on the People’s Houses’s stages, creating original compositions for
national painting and sculptors, writing novels in the vernacular language. As a
result, the People’s Houses would combine the nation a comprehensive and the
unique cultural formation, and express the rules of Kemalist revolution that
traditionalism and modernism could co-existed on the same platform.?”

Similar to the People’s Houses, the Village Institues were the learning
center for the Anatolian people, educating young people according to the social
realities of the nation’s life. Baltacioglu argued that Institutes would raise the
cultural level of the villagers, revealing the Anatolian cultural heritage as a means
to guide the transformation of Turkish society.”’® As a part of the self-government
project, the Village Institute project required both theoretical and practical
education, which called for the development of the villages. Its programs was

designed for the needs of Anatolian people; so handicrafts such as ornamental

7 Baltacioglu, “Halk Sanatkarlar1”, Yeni Adam, no.402 (17 September 1942), p.2.
? Baltacioglu, “Halkevleri Ne Olmalidir?”, Yeni Adam, no.64, (1935), p.2.
%76 Baltacioglu, “Koy Enstitiileri”, Yeni Adam, n0.279 (2 May1940), p.2.
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arts, carpentery would be added to the programs of the Institutes.

Towards National Painting and Sculpture

The debates about art in Yeni Adam consist of three tendencies,
namely social realism, nationalism, and modernism. Modernism as a part of the
Kemalist revolutionary project was a common background for social realist and
nationalist attitudes in the formation of painting and sculpture in the 1930s and
1940s. Baltacioglu wrote articles about social-collective art as well as national art.
Different from social realism, national art would reveal the moral, spiritual, inner
worlds of the people. The duty of the artists was to use “public language” to
spread and maintain the nationalist perspective in their works. For him, the new
painting would be more nationalized; it would be also popularized while
unfortunately losing its earlier perspective, grace, and sensitivity.277 Baltacioglu
analyzed his art theory under the “national tradition” asking an important
question: how is the Turkish painting going to be nationalized?

First, national values were found in form, color, composition, and
technique.278 Form that carried collective values, morals, and aesthetic was a good
way to represent the realities of the nation. Although technique carried the

universal characteristics of art, it would be combined with national tradition. In

27 Ismayll Hakki Baltacioglu, “Tiirk Ressami Uyan”, Yeni Adam, no.4 (22 January 1934), p.6.
278 Ismayll Hakki Baltacioglu, “Resim’de Tiirk’e Dogru, Yeni Adam, n0.368 (1941), p.2.
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this way, technique, which depended on national form, color, and composition,
became an ideal for the nation. In addition to these elements, color and
composition in the painting represented national aesthetic and a sense of
collectivity in Turkish society.

These four elements should be the basic frameworks of the new painting
in search of the national art project. Second, Baltacioglu traced the Turkish
painting tradition in to the Turco-Ottoman past. The sense of Turkishness lived on
in Anatolian folk culture and remained unchanged in traditions. He argued that
the basic principle of Turkish art philosophy had taken root from calligraphy and
ornamental arts that were created according to the rules of nature. The designs of
the old Turkish-Islamic tradition had a special beauty and aesthetic sense, which
were illustrated in modern Turkish painting.279

Artists as social scientists would attempt to create a new self for national
consciousness. In every issue, Yeni Adam spared almost two pages to represent
the works of young artists. Such important figures in Turkish painting as Bedri
Rahmi, Abidin Dino, Fikret Mualla had the chance to promote their art.

For Yeni Adam, the Turkish artist had to be a social man, with social
memory, familiar with Turkish art philosophy in order to analyze Turco-Ottoman

280

works of art.” While the official Kemalist discourse defined national art in

Western and pre-Islamic terms, Baltacioglu strongly emphasized the Islamic

*” Baltacioglu, Tiirk Plastik Santlar: (Ankara: Milli Egitim Basimevi, 1971), p.8.
280 Baltacioglu, “Ustad Ressam”, Yeni Adam, no.383 (1941), p:6.
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characteristic of Turkish art and culture in the early Republican period. To revival
national art, the artist had to go everywhere in Anatolia portray villages, peasant
women and girls rather than representing urban life. In this perspective, the
paintings of Turgut Zaim, Seref Akdik, and Abidin Dino were regarded as part of
national art. The term “resim Tiirk¢iisii” (painting nationalist) would be a new title
for the early Republican painters. Baltacioglu gave a full page to Dino’s “A
Village Girl” describing his painting as the best example of national painting. The
Turkish peasant woman had a Turkish face, spirit, and represented the essence of

history.281

He put more emphasis on the theme and value of the painting instead
of criticizing its technique.

Similar to Turkish painting, Turkish sculpture, according to
Baltacioglu, should represent Turkishness. Only a Turkish sculptor could make
the statue of Fatih, because the artist would feel the spirit of the nation. Making a
statue was forming a new reality of the original object. There were three
components, namely: anatomy, pose of the body, and way of expression which
determined national characteristics. Turkish sculpture in the early Republican era
was mainly dominated by such foreign sculptors as the Italian Pietro Canonnica,
the Germans Krippel and Torak. Baltacioglu claimed that foreign sculptors could

not fulfill the three components completely in their works, so the statues and

sculptors made by Italian and German artists could not carry the national sense

281 Baltacioglu, “Tiirk Resmi”,Yeni Adam, n0.641 (16 March 1950), p.1
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and traditions.”® Pietro Canonica’s models were not like their original forms. His
Atatiirk Statue in Giilhane Park had an unfamiliar pose unlike body posture of
Turkish people.

National statues that represented the achievements of the Turkish nation in
the Independence War had to be intimate and realistic. Without using any national
symbols, foreign artists tended to make modern sculptures in European form and
technique.Yeni Adam declared that art works were made for the public. As in the
works of foreign architect, sculpture could not tell a story about the Turkish
history. For this reason, Republican artists were supported by the state in order to
make national statues that would give them the sense of Turkishness. Ziihtii
Muridoglu and Ali Hadi Bora’s work would only be representative of Turkish
statues, depicting Turkish people in traditional customs and symbols. In this
regard, Baltacioglu, as in the case of painting, demanded Turkish sculptors’ works
being original, real as well as international. The Barbaros Statue in Istanbul would
be a prototype for national works.?*?

Starting from the art departments of the People’s Houses, the state had to
play a major role in art education and national art. As a cultural center, the Houses
determined the way of national art, directing amateur artists to learn past culture
and tradition. Gathering public paintings, supporting young artists, promoting

national painting and sculpture, organizing competitions were the most important

%2 Baltacioglu, “Heykel’de Tiirk’e Dogru”, Yeni Adam, n0.391(1942), p.2.
283 Baltacioglu, “Barbaros Anit1”, Yeni Adam, n0.498 (1944), p.6.
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tasks of the art departments.”®" Creativity in national art would only be gained
living in the community, breathing the national atmosphere, and understanding
nature. Turkish form, Turkish color, Turkish composition, and finally Turkish
technique, demonstrated the modernist, collectivist and nationalist perception of
the early Republican intellectuals. Actually, both Conservative / nationalist and
official modernist/ Kemalist art sought synthesis to represent the realities of the
new nation. From the conservative/ nationalist point of view, the Turco-Islamic
culture of Anatolia offered autonomy for artists to produce in the realm of
national art. In the early 1940s, Kemalists intellectuals came up with the concept
of Turkish humanism to reach a more national perspective in cultural
modernization. With the concept of Turkish humanism, classic Islamic tradition

could come together with folk culture.

Turkish Humanism

Starting from the 1940s, discussions on humanism gave a new direction to
the debate on national art. The official state discourse in art and culture ultimately
gave rise to conception of Turkish culture that was rooted in both pre-Islamic and
Turkish&Anatolian civilizations. In the early years, the Kemalist modernization
process recognized Europe as the core of modernization, but with the beginning

of WWII, Western democracy entered into a decline period and lost its validity.

284 Baltacioglu, Halkin Evi (Ankara: Ulus Basimevi, 1950), p.150.
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The regime was searching a new concept of humanism that would be a third way
between hard core nationalism and communism. The way was to harmonize the
culture of Anatolian civilizations with modern Turkish culture, creating a Turkish
Enlightenment.

In Yeni Adam, Baltacioglu questioned what Turkish humanism should be.
His essay asked for Turkish Renaissance which would be based on a synthesis of
Greek humanism and Turco-Islamic cultural formation. One can say that in the
1940s, Turkish art entered a new phase called “evolution” in which Turkish

culture would reconnect with the Ottoman-Islamic past.285

For Baltacioglu, his
definition of national art way born out of the collective, real national material life
of society. The bigger civilization of picture would bring together His demand for
national art was an outcome of the “humanist form” regarding “the Turk as a
human being”. It seems that the official humanist discourse, have come close to
Baltacioglu’s interpretation of national art in time to Islamic culture in terms of
technique, form, and aesthetic. Baltacioglu’s focus on Ottoman calligraphy,
Turkish ornamental arts as sources for naturalist anatomy and the naturalist
perspective in modern Turkish painting found some parallels in the official
discourse s “Turkish Humanism”. 2%

A general evolution of Turkish humanism in Yeni Adam aimed to

construct the identity of the Anatolian Turkish culture. The goal of Turkish artists

% Baltacioglu, Tiirk Plastik Sanatlar: (Ankara: Milli Egitim Basimevi, 1971), p.7.
286 Baltacioglu, Tiirklerde Yazi Sanati, (Ankara: Mars T. And S.A.S Matbaasi, 1958), p.238.
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in this perspective was to work as archeologists to reveal the unknown art history
of Anatolian civilizations. A quotation from the writing of Baltacioglu expresses
his ideas on the issue:
Anatolian aesthetic culture is uinknown history, so we should
rediscover Anatolia cultral heritage. In this process, first, we
determine the aesthetic components of Anatolia.Understanding
our national history, tendency, intelligence, art, pleasure are only
possible to analyze mental and philosophical side of the
culture.In this process, both the Turkish aesthetic scholar and art
vision are important sources to discover Turkish aesthetic.”’
As a part of the Turkish humanism project, the national ethnography museum in
Ankara would rise to the level of national conciousness, having a wide art

collection from pre-historic times, Greek, and Turkish-Islamic civilizations to

promote “humanist spirit” in modern Turkish art.

%7 [smay1l Hakki Baltacioglu, Sanat (Istanbul:Semih Liitfii Suhulet Kiitiiphanesi, 1934), p.238.
“Bedii Anadolu” mechul, malum olan kisumlsrimin da ilmi natamam! Su halde bu Anadolu’yu
yeni bagstan kegfedercesine aramak, bulmak lazim. Bunun iginde evvela Anadolu’nun bedii
unsurlarint tespit etmeliyiz.Milletimizin seciyesi, temayiilleri, dehasi; sanatimizin, zevkimizin
deruni hamlesi ancak boyle afaki tetkit mahsiilii olan unsurlar iizerinde yapilacak olan zihni,
felsefi terkiplerle anlasilir. Bedii Anadolu’nun kegfinde hem Tiirk bedayinin ilmi, hem de Tiirk
sanatun tekamiilii itibariyle dnemi biiyiiktiir.”
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CHAPTER 4

CONCLUSION

This study presents an analysis of the issue aesthetics and culture in the
early Republican journal Yeni Adam between 1934-1950 in the framework of
cultural nationalism examinning how the life of the new nation was represented
and national identity was constructed are examined. First of all, the cultural
nationalist discourse as an alternative ideology of the early Republican era in
which Yeni Adam was constructed, is studied. In the first chapter, the relationship
among culture, history, and art are examined from a modernization perspective.
The analysis indicated that visual arts especially painting and sculpture, in the
Kemalist cultural revolution functioned as part of futurist nation formation
project. The power of the single-party state encouraged the development of fine
arts to raise the cultural level of the society in the modern sense. As a Kemalist
attitude, visual arts should be integrated into the national cultuiral boundries. But
national culture of its was also purified its norms and forms inhereted from the
Turkish-Islamic past.

In the second chapter, the Republican experience in the fine arts through a
contextualization of the art and culture within a Kemalist revolutionary approach
is widely analyzed. By studying different journals which offered variety of points

of view, the debate on national art is capable of raising new questions for cultural
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studies. Although discussions on art and aesthetics in Ulkii, Giizel Sanatlar, and
Varlik mainly focused on the cultural modernization of the new nation, Yeni
Adam put more emphasis on creating an eclectic style in its efforts to define a
Turkish modernity. The construction of the national identity and reordering of
cultural heritage of newly emerging Turkish state the single party regime
contributed in different ways. At this point, the main agent was the main agent in
shaping art policy and monopolized the art activities. The new regime also
recognized art as a tool for propaganda to mobilize people in the realm of
modernization and Westernization. For this reason, the insertion of aesthetic and
culture with the layers of political agenda in the form of fine arts was turned into a
mainstream tool of revolutionary elites in the 1930s and 1940s.

Presenting the Turkish nation thruogh anational epic and tradition led to
strong emphasis on the glorification of Turkishness rather than the Ottoman past.
Selected works of the prominent artists represented aesthetic properties and the
cultural historical memories of Turkish society were which made visual arts
inherently political.

In this study, the journal “Yeni Adam”(New Man) is analzyed in the
context of the early Republican intellectual envorinment. In the mid 1930s,
Ismayil Hakki Baltacioglu, former professior of istanbul University decided to
publish a weekly journal which brought a new perspective for the platform in the

early Republican cultural scene. Through the analysis of a series of articles

169



written by a different group of intellectuals, nationalist, modernist, and social
realist views are examined in the course of the discussing.

The analysis of art and culture in Yeni Adam (compared to the single
party cultural policy) presents an eclectic view which pointed to the changing
characteristics of art and aesthetic in the early era. From the begining, Yeni Adam
as an opposition to the hegemonic single-party regime emphsized not only utility
but also the aesthetic function of Turkish art. First, art in Yeni Adam was partly
social realist and collectivist. According to Baltacioglu, the new Republic was the
Republic of fine arts, because art and culture are insperable parts of the new
nations life.?®® Similar to Kemalist vision of art, in Yeni Adam, new art would
serve the needs of the people as well as the state.Second, the social realities of the
society could only live through the works of art, so art should carry national
values, forms, and morals. Starting from the early 1940s, the tendency of national
art is observable in Yeni Adam. Compared to Republic state art policy, the journal
introduced a more eclectic and traditionalist conception of the national art.
Furthermore, Baltacioglu’s philosopy of the Turkish plastic art was inspired by
the Turkish-Islamic synthesis which was refused by the Kemalist regime. Third,
the definition of form, nature, and technique in art in the journal, emerged as one
the most significant aspects of both the cultural nationalist and modernist

tendency.
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Apparently, these new forms of art were shaped nationalist, social
realist,and modern strucructure which determined the way of the negotiation with
the state’s perception of art. These characteristics of the journal introduced an
alternative view which gave certain tendecies in Turkish art and symbolized the
uniquness of Yeni Adam in the early era. Through the 1940s, the ideologic
position of both Kemalist regime and Yeni Adam’s vision slowly shifted to
nationalism to search new ties with ethnic roots of the old Anatolian culture to
combine it Republican cultural formation. At tis point negotiation between the
state’s policy and Yeni Adam’s art vision demonstrated the essence of tradition
that Turkish art needed. But, tradition explained by Yeni Adam was partly
different from the state’s version. The Turkish culture was combined according to
the rules of nation and it took roots from nation’s aesthetics. For Yeni Adam,
without eliminating any ethnic sources, folk culture was to seek, maintain, and
spread the collective culture of the nation.On the other hand, the state policy
regarded folk culture as representing the high cultural formation that transformed
Turkish art. In this regard, art in the journal was public oriented, local, and
eclectic rather than the elitist, hard-core nationalist and propagandist one.

In sum, this study aimed to show that the debate on national art and
aesthetics inYeni Adam was shaped around three different ideologies: nationalism,
social realism and modernism. The journals art vision did not depend on the same

ground as the state and diverged from official cultural policies. The early
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Republican debates on art and culturedisplay the plurality of ideological positions

negotiating with each other in this particular period.
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Fig 1. Cover Page of Yeni Adam,no0.57,1935.
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Fig.2. Cover Page of Yeni Adam, no.76,1935.
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Fig.3. Cover Page of Yeni Adam, no.54,1935.
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Fig.4.Cover Page of Yeni Adam, no.16,1934.
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Yeni Adam, 182 (24.6.1937), 6.

Fig.6. Fiket Mualla’s Drawing in Yeni Adam
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Fig.7. Fikret Mualla’s Drawing in Yeni Adam
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Yeni Adam, 189 (12.8.19%7), 10.

86

Fig.8.Fikret Mualla’s Drawing in Yeni Adam
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Fig.9.Fikret Mualla’s Drawing in Yeni Adam

182



)

Kr

2

£t Huall

10

NSt

2

L

‘E

Xarab

i Adam,no0.179,1937.

’s Drawing, Yen

kret Mualla

ig.10. Fi

F

183



am. Fikret Mualldnin en gugel
desenlerinden birt: Timarhane Kosest:

Fig.11.Fikret Mualla, Yeni Adam,no:175,1937,p.16.
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Abidin Dine’nun tablosu.

Fig.12. Abidin Dino, “A Village Girl”, Yeni Adam,
10.264,1940.
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Abidin Dino’nun tablosu. |
~ Fig.13.Dino’nun Ibrigi, Yeni Adam,no.264,1940.
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Fig.15 Zeki Faik izer,”Inkilap Yolunda”(On the Road to Renovation) 1933,
Kadinlar,Resimleri Oykiileristanbulz Pera Miizesi Yayinlar1,2006, p.137.
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Fig.16.Turgut Zaim People From The East and West Offering Atatiirk Their
Gratitude, Savas ve Baris: Kurtulus Savagindan Cumhuriyetin Ilk Yillarina Tiirk
Resminden Kesitler.Istanbul: YKY,1998, p:26.
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Fig.17. Melek Celal Sofu, Women in the Turkisl_l Grand Assembly,1936. Savas ve
Baris: Kurtulus Savasindan Cumhuriyetin - [Ik  Yillarina Tiirk Resminden
Kesitler.Istanbul: YKY,1998, p.34.
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Fig.18.Seref Akdik, Course of Reading and Writing. Savas ve Baris: Kurtulug
Savasindan Cumhuriyetin Ik Yillarina Tiirk Resminden Kesitler.Istanbul:
YKY,1998, p.19.
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ig.19.Nazmi Ziya, Taksim Square,1935. KadmlarResimleri Oykiier.istanbul: Pera
Miizesi Yayinlar1,2006, p.162..
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Fig.20.Turgut Zaim, Nomad Village. Kadinlar,Resimleri Oykiiler.istanbul: Pera
Miizesi Yayinlar1,2006, p.96.
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