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ABSTRACT

This dissertation is a critical history of modern art in Turkey, focusing on two generations of artists that
came to articulate the parameters of painting in the late Ottoman Empire and the Turkish early republic. |
follow the trajectories of a selection of artists who became leading figures in the Turkish art world over
the course of their careers: These painters contributed to the artistic discourse not only through their work,
but also through their positions as teachers, gatekeepers, and tastemakers. While their artistic trajectories
set these two generations apart, they had just as much in common: they all rose up to what they defined as
the academicism of their teachers, formed generational alliances, opened exhibitions, served as
missionaries of the new nation, attempted to find perpetual principles for a Turkish art, struggled to find
their artistic identities, and got labeled as European imitators. Pressed between divergent expectations
from the outside as well as the inside, they oscillated between the search for the universal and striving for
the local.

Oil painting had been a marker of modernity and social emancipation already in the Ottoman period; it
was a vessel in attaining a level of civilization contemporaneous with the rest of the world (read Europe),
a crucial tool in the ongoing pursuit of technological modernity, and also a mode of self-expression. In
the early years of the republic, the Turkish intelligentsia strove for a cultural synthesis that would take its
forms from the West, whereas its content would be determined by local sources. Yet, painting is neither a
technology that can be borrowed, nor simply a manifestation of cultural essence but a repository for both,
and much more; it resists being delineated into strict categories of form and content. The task of this
project is to chart the different ways in which the late-Ottoman and Turkish painters who embraced the
medium of painting attempted to position themselves within this conundrum, oscillating between
emulation and invention. Charting how this predicament manifested itself in the work of these artists and
the discourse it generated is also revelatory of the paradox of Turkish modernization itself, with
implications for our understanding of modernisms around the world and for emerging theories of the
tensions between modernist art and the modernization of nation-states. Attending to the specific
historical, political and aesthetic realms of this thirty-year period, this dissertation analyzes how the two
generations of painters negotiated these challenges. In this dissertation, I read the paintings, exhibition
histories, institutional shifts, artist testaments, articles and reviews that shaped Turkish painting over the
period in question as articulations of a complex system, presenting a counter-history of one modernism
among many. This, I argue, strove for synthesis but ultimately remained syncretic—a strategic amalgam
of Turkey’s highly polyglot reality that refused to be smoothed into a synthetic whole.

Thesis Advisor: Caroline A. Jones
Title: Professor of the History of Art



A note on translations: All translations from Turkish and French are rendered by the author
unless otherwise noted.

A note on Turkish names: The law of surnames was passed in 1934, which meant that all artists
that are mentioned in this dissertation received new last names. For some, like Ibrahim from Cal,
who was already called Calli Ibrahim, this was a simple reversal, while for others, it meant
dropping their second name to take on a new one, as in Nurullah Cemal becoming Nurullah
Berk. As most of this dissertation is set in the pre-1934 era, I refer to the artists by their first
names. | have included their last names in brackets, both the first time their name is mentioned in
the main body of the text, and also in the bibliography.
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INTRODUCTION:

“If one source of art is the creations of the people, the
other source is the creations of the men of
international attainment. Only those who drink the
magic waters of both these springs will attain great
achievements in art.”!

Ziya Gokalp

The day before the Turkish Republic was proclaimed on October 29, 1923 and Mustafa Kemal
became its first president,” he wrote several letters, arranging for the purchase of paintings for himself and
for various state offices, as well as pushing certain ministers for making personal acquisitions.? At the
time, he was already officially the head of the Biiyiik Millet Meclisi [Grand National Assembly] in
Ankara and the ministers that the letters were addressed to were all from the newly formed Halk Firkasi

[People’s Party] as it had recently taken over the whole parliament in tightly controlled elections,

! Parla, Taha. The Social and Political Thought of Ziva Gékalp, 1876-1924. Vol. 35., XXXV. Social, Economic and
Political Studies of the Middle East. Boston: BRILL, 1985: 264.

2 Mustafa Kemal emerged as the leader of the resistance movement in Anatolia that came to be known as the
Turkish War of Independence (May 19, 1919-October 29, 1923). After the end of the First World War, the Ottoman
Empire had signed the Armistice of Moudros (October 31, 1918), effectively giving Entente Powers the right to
occupy Ottoman lands. Before the end of the war, the leaders of the ruling party Committee of Union and Progress
had prepared for an armed resistance movement to protect Muslim Ottomans in Anatolia. Although Mustafa Kemal
had been in the inner circle of the Committee of Union and Progress and was part of the Young Turk movement that
led to the Second Constitutional era of the Ottoman Empire (1908-1913), he had been left out when Enver, Talat and
Cemal Pashas gained power with the 1913 coup. Erik Ziircher argues that the Unionists that remained in the empire
(the three pashas fled for fear of being tried for war crimes) selected Mustafa Kemal especially as the military leader
of the resistance movement for his clean slate (he had stayed away from Enver and Talat Pashas after the CUP coup
that led to atrocities against the Christian communities in Anatolia, especially the genocide against the Armenians)
and for his successful military record. Officially, Mustafa Kemal was sent by the CUP to suppress intercommunal
violence in Eastern Anatolia as the inspector of the Third Army and was given very wide powers. After organizing
congresses in Sivas and Erzurum that emphasized the national character of the Anatolian provinces, he led the War
of Independence against the Treaty of Sévres (1920) that the Ottoman Empire had signed with the Entente Powers,
ceding large parts of Ottoman territory to France, the United Kingdom, Greece and Italy. Mustafa Kemal set up his
command center in Ankara and the Great National Assembly (Biiyiik Millet Meclisi) was established there on April
23, 1920 (after the Ottoman government in Istanbul had prorogued itself earlier in the same month). Militarily, the
war was won in 1922, when the Greek occupation of Western Anatolia ended. The sultanate was abolished, and the
last Ottoman Sultan Mehmed VI, also known as Vahdettin, was deposed in November 1922; however, the caliphate
still existed. A few months before the Republic was proclaimed, the Treaty of Lausanne was ratified with the
Republic of Turkey as the successor to the Ottoman Empire, and determined the borders of the country, except for
Hatay province. Ziircher, Erik Jan. Turkey: A Modern History. 3rd ed., new Ed. London; New York: IB Tauris,
2004: 113-168.

3 Serifoglu, Omer Faruk. “Ilk Sergilerden bir Secki,” Sanat Diinyamiz no: 157 (2017): 50.



consolidating Mustafa Kemal’s power. Proclaiming a republic and establishing a conventional cabinet
system —with a president elected by the assembly and the prime minister appointed by the president— was
proposed by Mustafa Kemal himself. It was a move mainly to counter the confusion about the head of
state in the aftermath of the War of Independence, as even though the sultan, Mehmed IV, also known as
Vahdettin, had been abolished a year earlier, ending the Ottoman sultanate, the constitutional relationship
between the former Crown Prince Abdiilmecit Efendi in Istanbul, who was now the caliph, and the Grand
Assembly in Ankara was not yet clarified.* The exhibition from which Mustafa Kemal acquired paintings
and was urging his colleagues to follow suit was Birinci Ankara Resim Sergisi [First Ankara Painting
Exhibition], which had opened nine days earlier on October 19, and as the name suggests, it was the first
of its kind to take place in this city located in the heart of Anatolia. Making sure that the new capital
played host to an exhibition of paintings was, of course, a symbolic act unto itself. Until then, Istanbul
had not only been the seat of the empire but also its artistic epicenter. Even during the Great War (1914-
1918) and the occupation of the city by Allied Forces that followed (1918-1923), Istanbul had remained
culturally active. Ankara on the other hand, did not have much to offer other than being a militarily
strategic choice for Mustafa Kemal and his supporters from where they had commanded the national

resistance movement (1919-1923) and set up the new government.

When the armistice that followed the World War I resulted in the de facto occupation of Istanbul
(by French, British, Greek and Italian troops) and the partitioning of remaining Ottoman lands by the
Treaty of Sevres (1920), Ankara served as the control center for the Turkish national resistance movement

as it was safely nestled in the middle of Asia minor.> Ankara was a small, arid and provincial town in the

4 Until the deposition of the last sultan the caliphate had been both the religious and political seat of supreme
leadership of all Muslims in the world. The crown prince Abdiilmecid II was the first caliph to be elected by the
Great National Assembly, which only earlier had separated the caliphate from the sultanate. However, a few months
later, on March 3, 1924, the caliphate would also be abolished by decree of the Great National Assembly, and
Abdiilmecid II was sent to exile along with the rest of the members of the House of Osman, the dynasty that had
ruled the empire.

5 Treaty of Sévres was signed between the Ottoman Empire and the Entente Powers in 1920, ceding large parts of
Ottoman territory to France, the United Kingdom, Greece, Armenia and Italy. It was never implemented. Derived
from the treaty’s name, some scholars refer to the term “Sévres syndrome” to describe a national paranoia that



Anatolian steppe, but through the years of the resistance it had officially become the new seat of
governmental power. It was the city from which Mustafa Kemal had led the War of Independence (1919-
1923), and where he had established the new parliament in 1920. It was clear that he was now also intent
on shifting cultural life to this city (and perhaps, positioning the new government as a rival to the existing
patron of the arts, the caliph in Istanbul.)® Significantly, the week before Mustafa Kemal wrote the letters
in question, on October 13, 1923, he had also declared Ankara the new capital. Hence, Birinci Ankara

Resim Sergisi —the first painting exhibition in the new capital— was as novel as it was conspicuous.

While he missed the opening, Mustafa Kemal visited the exhibition a few days later, and picked
out three paintings for himself: two serene genre paintings by Mehmed Ruhi [Arel] _, both
depicting rural women deeply absorbed in their acts of floral embroidery; one seated in a modest interior
with a hoop in hand, the other working on her tambour frame in a peaceful garden. His third pick was a
fantastical soft-focus landscape painted in the typical golden-hour hues of orange and purple by Hiiseyin
Awvni [Lifij] -, foregrounding two lovers who had locked eyes in romantic bliss, sharing a jug of
wine on a hill overlooking an idyllic Ottoman town.” Mustafa Kemal also personally picked several other
paintings for his colleagues, making sure that at least half of the 119 paintings that were on view did not
return to Istanbul and found homes (or, more accurately, in most cases offices) in Ankara. They were
acquired both personally by the mebuslar [representatives at the National Assembly] and officially by the

state ministries. He drafted the following hand-written template encouraging Ankara politicians and

foreign powers, especially Western countries, are intent on weakening the Turkish state internally and externally to
carve up its territories.

¢ Himself a painter, Abdiilmecid generously supported art and artists, and had been the honorary patron of the
Journal of the Society of Ottoman Painters since its inception. For a closer look at Abdiilmecit’s own artistic output,
see: Prince’s Extraordinary World: Abdiilmecid Efendi (Exh. cat.), Istanbul: Sabanc1 Museum, 2022 and Serifoglu,
Omer Faruk (ed.). Hanedandan bir ressam: Abdiilmecid Efendi, Istanbul: YK, 2004.

7 This information is from an article that notes under the three illustrated paintings that they were acquired by
Mustafa Kemal: Yakub Kadri. “Sanayi-i Nefise Besinci Resim Sergisi,” Yeni Mecmua no:81, August 2, 1923: 309-
313. I thank Asuman and Adnan Coker for sharing this article and its transliteration with me. The archival material
printed alongside the 2017 Serifoglu article confirms the artist names. Serifoglu, Omer Faruk. “Ilk Sergilerden bir
Secki” (2017):40-63. While the documents do not include the titles of the paintings, they show amounts paid to each
artist for their work. The purchase of the particular paintings can also be confirmed by the fact that the works are
still in the Cankaya Atatiirk Miize Koskii [Cankaya Atatiirk Museum Kiosk] collection.
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bureaucrats to participate in this effort and support the artists, which, coming from him, must have been

considered more an order than a request:

Dear Sir,

You know that an art exhibition has opened in Ankara ten days ago. Our
government has already bought some paintings and shown the necessary ownership
and need for our artists, who have embodied the Turkish painter for the last fifty
years without any genuine encouragement from the country, and managed [for
themselves] a distinguished place among the painters of other civilized nations. I also
personally selected a few paintings. It is desirable for all of us and is indeed
imperative that our painters, who came to the center of the national government with
great hope and have devotedly worked in order not to extinguish the flame of art, that
they do not to return from here in disillusionment. Wishing for your participation in
the incentive to be shown by us, I chose for you the paintings [...], the price of which
consists of [...]. I hope that the members of the National Assembly will follow suit
and pursue the same goal together and not be afraid of the small expense that befalls
them.

I would like to ask you to take the paintings reserved for you from the

exhibition and deliver the sum to the head of the delegation Painter Ali Sami, who

came here as the dignitary of the Society of Turkish Painters, and hereby repeat my

friendship on this occasion.?

It is hard to ignore the letters’ timing as a message unto itself. The new leader of the new nation
setting aside a moment not only to see an art exhibition, but also to select paintings for purchase for
himself as well as for others and negotiating their price— the day before proclaiming Turkey as a republic.
The gesture must have communicated a clear message then, and the symbolism of the act is still strong
today, as it testifies to the weighty role Mustafa Kemal ascribed to the fine arts, and especially painting,
as a civilizational signifier. In fact, his stance did not deviate far from the late Ottoman sultans’ approach
to oil painting or the cultural policies of the Committee of Union and Progress (CUP) during the Second
Constitutional era (1908-1920), who all saw the limited presence of European fine arts within the empire,
especially the practice of painting, as a measure of civilization among nations, and a signifier of its
Westernizing efforts, and as such, deserving of attention and support from the state, and especially its

leaders. The content of the letter is also compelling, as its description of “Turkish” painters having

heroically endured to keep their practice alive and well in the previous fifty years, on par with others’

8 Serifoglu, Omer Faruk. “Ilk Sergilerden bir Secki” (2017): 156.
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(read European) and without much support (read lack of Ottoman patronage) also reflects the attitude that

would soon be adopted by the new republic.

This characterization does two things at once. Firstly, the wording of the letter downplays the
continuity of modernizing policies and cultural reform from the empire to the republic, inflating minor
differences to ignore former Ottoman investment in modernization through Westernization, which had
been a central aim of the empire since the era of modernizing reforms known as the Tanzimat (1839-
1876), in order to be on par with other civilized nations and empires. More importantly, the sleight of
hand in Mustafa Kemal’s letter, attributing the last fifty years’ efforts to “Turkish” artists, signals the
desire to retroactively ascribe certain achievements to the new-born Turkish state or to its majority
population, the “Turks,” (a not so stable signifier at the time) either projecting their efforts into the past as
“Turkish achievements” or designating the republic’s efforts in a certain field as “firsts.” The “Turkish
artists” in the exhibition in question were until very recently Ottoman subjects, whose artistic formation
had depended mostly on non-Muslim Ottoman instructors in the empire as well as the teachings of
European painters abroad. While the roster of artists in the Ankara exhibition comprised only Muslim-
Turks, until the last decade, this majority millet had only played a minority part in a diverse and
dominantly non-Muslim artistic milieu, among painters that included Armenians, Rums, Levantines as
well as European expats living in the empire. The carefully chosen wording of the letter foreshadows the
rather self-congratulatory and often purposely “forgetful” tone that would be adopted by the Republic,

which Turkified the present as well as the past.

A closer look at the three paintings that Mustafa Kemal personally selected from the exhibition in
Ankara reveals slightly more than what the exemplary grand gesture suggests. The seemingly disparate
choices of the nation’s leader of works by artists from the 1914 generation, particularly by Mehmed Ruhi
and Hiiseyin Avni coalesce in a romantic predilection for the arts when one considers the subjects. In both
of Arel’s paintings - young women, dressed similarly in caftans and casual head dress, one of

them with fresh flowers tucked behind her ear, are absorbed in their acts of embroidery. With their

12



delicate slippers carefully cast aside, and a small box or handkerchief holding their tools beside them,
they are both patiently working in solitude. The light filtered through the window in the domestic scene or
through the leaves of the trees that surround the figure in the garden casts its rays on the faces of the
women and their work, gently focusing the viewer’s eyes where the women’s attention is also
concentrated, the floral decoration. Perhaps ornament on easel is how the nation’s leader saw these
paintings themselves; his choices suggest that Mustafa Kemal saw painting as something that offers
respite, rather than to be deployed as a medium for propaganda or act as a formal reflection of the
advanced program of societal reform he was soon to implement (though both the former and the latter
approaches would be taken up by artists about a decade later). There is no glorification of recent military
might in the chosen paintings either, which would have been an obvious choice to reinforce the sense of
nationhood through the bond of war, but that is not the avenue Mustafa Kemal followed. If the solitary
women in these paintings are engaging in the arduous act of embroidery as a meditative exercise to ease
the anxiety of waiting for a son, a husband or fiancé employed at battlefront, there is no sign of an inner
struggle or distress suggested. Mehmed Ruhi’s depiction of these vignettes with an all-over rendering of
the surface does not suggest tension, but the full integration of the figures with their surroundings. The
overall painterly treatment of the entire surface seamlessly integrates these figures into their respective
surroundings; as will be illustrated in the second chapter, for the artist, this had been a stylistic choice that
moved away from academic painting —a small but significant move towards the moderately modern— but
for the untrained eye, this would have suggested a painterly harmony that communicated absorption of the
subject into her environment more than anything else. Perhaps for Mustafa Kemal, Mehmed Ruhi’s genre
paintings were not scenes from the recent past, but portrayals of the much-awaited peaceful calm of the
current moment, and the projection of its continuation into the future. The paintings also serve as model
yet moderate portraits of women, engaged in gentle handiwork, dignified and individualized but not as
independent as they would be if portrayed in a public rather than domestic environment. They function as
symbols of countryside purity and modesty, rather than elevating aspirational characteristics for the new

republic’s image of women, such as modern, urban, independent and efficient- establishing these norms
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of modernity as desired qualities for Turkish women would take at least another decade, and extensive

societal reform.

The lovers of Hiiseyin Avni, [figiig] on the other hand, while perhaps less innocent, are also in
complete harmony with their surroundings. Here, the effect is not created through the painterly treatment
of the overall brushstroke, but by the other-worldly pastel palette of half-tones characteristic of the artist.
The figures, mesmerized by the view as well as by each other, also communicate an earnest folk
sensibility in harmonious existence with the generous lands that surround them. The trees and vine leaves
framing the couple signal a Rousseau-esque romantic union with nature, but the quilted turban of the
mustachioed man and the woman’s caftan dress with sash and headgear locate this fairy-tale like scene
somewhere in the Orient. This is supported by the title of the painting, 4 Page from the time of Nefi,
referring to the famous Ottoman poet known mainly for his satirical work, which places the couple firmly
in the outskirts of a 17" century Ottoman town, during the peaceful (and decidedly Western) Tulip era.
Perhaps one of the lovers is reciting a poem of Nef’i’s as they sip the remaining wine from the cup they

are sharing while enjoying the view, of the idyllic town as well as of each other.

The paintings in question might at first seem an unlikely choice for their sentimentality, enhanced
by their soft palette and tender nature of the scenes depicted for a military commander turned leader of the
new nation. (In fact, the Nef’i painting, bordering on tacky, had been the subject of attacks by critics the
previous year when it was first shown, which the artist had not taken in stride.”) However, taken together,
the three paintings mirror the message of Mustafa Kemal by making the purchases and drafting the letters;
they all show somewhat provincial subjects engaged in aesthetic appreciation. Whether it is a poem by
Nef’i or floral decoration, the subjects are shown having seamlessly integrated a form of art into their
everyday. In their slightly folk subject-matter, whether it is the floral embroidery of the women or the

poetic bliss of the lovers, the three paintings all hint at an idealized but earnest vision for the peaceful

% For the back and forth between Hiiseyin Avni and Ahmet Hagim on this painting and the role of art criticism at
large, see Lifij, Avni. Sanat yazilar:. Istanbul: Kirmiz1 Kedi Yaymevi, 2019: 105-112 and 364-369.
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nation; there is in all of them a sense of muted folk tradition, but no sense of rigidity, an engagement with
beauty, but no decadence, a hint of history, but no overbearing narrative or indication of class. With easily
identifiable if slightly escapist subject matter devoid of potentially alienating specifics, they are not only
gentle and welcoming in subject-matter but also formally unthreatening, without any sign of overt
messaging or risqué artistic experimentation. Made by Muslim-Turks, they are modern and Western just
by virtue of being what they are, pictures on canvas, hung on a wall to be displayed publicly, where they
are exhibited for contemplation, engagement, and appreciation. In the happy stylistic middle embraced by
the 1914 generation painters that both Hiiseyin Avni and Mehmed Ruhi were part of (more on this in the
second chapter), these paintings are moderately modern; they not only signal Mustafa Kemal’s foray into
the artistic arena as a patron and supporter of the fine arts, but also hint at his strategy of leading by

example that he would utilize in reinforcing the reforms that followed in the first decade of the republic.

The 1923 Ankara exhibition was organized by the Tiirk Ressamlar Cemiyeti [The Society of
Turkish Painters]-formerly known as the Society of Ottoman Painters'’- and took place at the Tiirk Ocag1
[Turkish Heart] building. In fact, the First Ankara Painting Exhibition was not exactly a first. It was a
smaller version of the fifth iteration of the Sanayi-i Nefise Sergisi [Exhibition of Fine Arts]-the annual
salons which will be referred to as the Galatarasaray Sergileri [Galatasaray Exhibitions]''~that was
organized in Istanbul earlier that summer. - The Ankara exhibition had a slightly smaller roster of

artists presenting more or less the same paintings they had previously shown in Istanbul, with the

10 As will be delved into in more detail in the following chapter, not insignificantly, the “Ottoman” qualifier in the
title of the society was changed to “Turkish” in 1921. The founding members of the new society were Calli ibrahim,
Hikmet [Onat], Feyhaman [Duran], Sevket [Dag] and Sami [Yetik]. The new legislation they introduced was
significant in transforming the Galatasary exhibitions into juried events. In 1926, the name changed again and
became “Tiirk Sanayi-i Nefise Dernegi” [The Foundation for Turkish Fine Arts], expanding from a painters’ society
into an official foundation for artists working in different mediums, though painting remained dominant in its
activities. In 1927 it was declared a union, “Tiirk Sanayi-i Nefise Birligi” [The Union of Turkish Fine Arts], and
finally in 1929, dropping the “Turkish” identifier, and modernizing the name by switching from the Arabic rooted
Sanayi-i Nefise to the more Turkish sounding Giizel Sanatlar (the root for the word for art san’ was preserved in
san’at), they settled on Giizel Sanatlar Birligi [The Union of Fine Arts], and as such the union remained active until
the 1980s.

! These annual salons (1916-1951) took place at the painting ateliers of the Galatasaray Mekteb-i Sultanisi, the
Imperial High School in the summers, hence they are often referred to as the Galatasaray Sergileri [Galatasaray
Exhibitions]. These exhibitions are treated in some detail in the second chapter.
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occasional addition for Ankara.'? _ Mustafa Kemal had not attended the Galatasaray exhibition
himself as it was in Istanbul (he had purposely not been to Istanbul since his departure in 1919, when he
was sent to Eastern Anatolia to lead the resistance movement; in fact, he would not set foot in the city
until 1927), however, he had also acquired paintings from that particular summer exhibition at the
Galatasaray lycée, the selection of which he had entrusted to the jury.!* The works that were selected for
him were Namik Ismail [Yegenoglu]’s now well-known large-scale landscape painting Harman [Harvest]
of farmers on a sunny field, Sami [Yetik] Bey’s Son Ziyalar [Last Lights] depicting a villager crossing a
mountain range via oxcart at dusk, and a mythological scene with three female nudes titled Fecir [Dawn]
by Call1 Ibrahim. _ It could be contended that the jury’s choice reflected the three thematic
strains to be expanded on by artists in the years to come: hopeful landscapes depicting idealized scenes of
village life, scenes of physical hardship as reminders of the sacrifices necessary for the new nation, and
figurative work, especially nudes, that aimed to ease the dominantly Muslim public into the mores of the

Western canon.

The recently re-named Society of Turkish Painters organizing the 5™ exhibition in Istanbul had
recognized both the spiritual and the political leaders as patrons of the arts, and extended invitations to
Caliph Abdiilmecit Efendi, who had been their supporter since the foundation of the Ottoman Painters’

Society in 1909, as well as to Mustafa Kemal, the new political leader of the Turkish state.'* While

12 This is based on a comparison of the exhibition brochures transliterated and published in Serifoglu, Omer Faruk.
“lIk Sergilerden bir Se¢ki,” Sanat Diinyamiz, no: 157 (2017), 40-63: 55-62 for the exhibition in Ankara and for
Istanbul Serifoglu, Omer Faruk (ed.). Resim Tarihimizden: Galatasaray Sergileri 1916-1951 (exh. cat.), Istanbul:
Yap1 Kredi Kiiltiir Sanat Yaymcilik, 2003: 44-45. While the Istanbul exhibition also included commercial graphic
work, in this case specifically poster designs by Thap Hulusi, these were not shown in Ankara. On the other hand,
one sculpture, a bust of Mustafa Kemal by Nijad Sirel, as well as some sketches of the new capital were presented in
Ankara. In the following years, the subject of Ankara would be taken up by many artists in both exhibitions.

13 Yakub Kadri. “Sanayi-i Nefise Besinci Resim Sergisi,” Yeni Mecmua no:81, August 2, 1923: 309-313.

14 While this was technically the 7" Galatasaray exhibition, they discounted the war-time exhibitions and took the
1919 exhibition as the first one, hence, the 1923 exhibition is referred to as the 5™ exhibition. The group also
organized an exhibition with sales in the Cemberlitag Serbest Resim Atodlyesi [Free Painting Atelier] the same year,
resulting in criticisms that more effort was spent on this minor exhibition instead of the Galatasaray salon. See
Serifoglu, Galatasaray Sergileri: 35. In 1923, a ‘rival’ society was formed by [Hoca] Ali Riza, [Bahriyeli] ismail
Hakk1 Bey, Hiiseyin Avni [Lifij], Ali Sami [Boyar] and Ihsan Ahmed Bey, but it was short-lived, it closed after
organizing only one exhibition in collaboration with the Serbest Resim Atodlyesi in Ankara in 1924. For its by-laws,
see: Avni Lifij- Sanat Yazilar: (2019): 345-350.
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neither of them personally attended the opening, they both sent representatives. Mustafa Kemal sent
minister Hamdullah Suphi'® in his stead, whose statement at the opening made a somewhat poetically
expiatory allusion to Islam as the reason for the short history of representational art in Turkey, another
nascent trope to excuse potential lacks in Turkish painting:

If our contemporary painting, which today has a history of fifty or sixty years, had begun

earlier, then the great past would not have been in this state: memories deprived of form.

Ottoman history resembles a gravestone with a great turban atop, seen through the window of

a cemetery wall. The hand that depicted this turban was stopped when it made its way to the

face. The entire Ottoman history is like this stone; the face remains without having been

portrayed, under a great turban. We are especially grateful to our painters, who have chosen

to record the recent past rather than distant history.'®
Like Mustafa Kemal’s letter to the parliamentarians, Hamdullah Suphi’s speech also works on multiple
registers, and hints at the tendencies for cultural policy that would soon become the official party line,
downplaying Ottoman modernization, scapegoating its multi-ethnic makeup and extravagance for its
decline and dissolution, and portraying an ingenuous and pure Turkish lineage finally freed to express
itself. Having tactfully blamed the Islamic artistic tradition and its general refrain from depicting the
human figure through the metaphor of the Ottoman gravestone, Hamdullah Suphi described this
monument to the dead as not only an object of aesthetic lack but also a thing of distant history. He also
simultaneously expressed his disdain for the potential path of historicism the painters might fall into, and
showed his appreciation for the painters’ choice of contemporary subject matter, praising the artists —not

so covertly— for avoiding references to the Ottoman past —whether it was recent or very distant.!” The rest

of his speech was infused with a disdain for Ottoman cosmopolitanism, and stayed true to his Turkist

15 Head of the Turkish Hearts association, Hamdullah Suphi [Tanridver] (1885-1966) was a poet, politician, and
later, diplomat. He was a staunch Turkist. He was in the group of intellectuals that visited the Gallipoli front in 1915
together with the painters Ibrahim Calli and Nazmi Ziya, as part of Ottoman propaganda efforts. In his articles and
speeches, he encouraged artists to work on national subject matter. The other official representative at the exhibition
opening was Caliph Abdiilmecid Efendi’s aide Ekrem Bey.

1o Elif Naci in fkdam, July 21, 1923, quoted in Serifoglu (2003): 42.

17 As scholars have illustrated on numerous occasions, in fact, this had not been the case. Figurative representation
had been a part initially of the art in the Ottoman court, and later, outside the court as well. See: Renda, Giinsel.
Osmanli Minyatiir Sanati, Istanbul: Promete, 2001; And, Metin. Turkish Miniature Painting. Rev. new ed. Ankara:
Dost Yayinlari, 1978 and Okguoglu, Tarkan. Hayal ve gercek arasinda Osmanli resminde Istanbul imgesi 18. ve 19.
yiizyillar. Istanbul: Arastirmalari Enstitiisti, 2020.
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nationalist stance, which, brushing over all historical detail, portrayed (the fictive entity of) Turkish art as
having been finally freed from the hands of foreigners:
Starting with Bellini and reaching all the way to Valeri, who was appointed as a

teacher to our own School of Fine Arts, Turkish subject matter has been painted by
the brush of those who are not Turkish. Now, our painters have claimed this field.'®

Hamdullah Suphi had in one breath drawn a line from the European painters who were invited to
the Ottoman court beginning with Mehmed the Conqueror’s invitation to Giovanni Bellini in the 15%
century, to the European, Levantine and other minority painters who had taught at the School of Fine Arts
in Istanbul at the request of its founder Osman Hamdi, such as the painting instructor he named in his
speech, Salvatore Valeri. Setting the trenchant ethno-nativism aside momentarily, the issue was never as
simple as Hamdullah Suphi put it. Indeed, at the time of Hamdullah Suphi’s speech, Muslim Turkish
painters had in a sense claimed the field. It was true that the current Galatasaray salons were not the
cosmopolitan events the Pera salons or earlier exhibitions of painting in Istanbul used to be. These
exhibitions showcased work by a select group of painters that remained in Istanbul after the dissolution of
the empire, and the diversity of the participants had waned especially after the two war-time exhibitions."
The Ankara exhibitions would also reflect these shifts. The exhibitors were mostly Muslim Turks, who
comprised a majority in the artistic sphere since the end of the First World War. By 1923, most if not all

“foreigners” (while some designated foreigners had indeed come from other countries, “foreigners” was

18 Naci, Elif. On Yilda Resim 1923-1933, istanbul: Gazetecilik ve Matbaacilik T.A.S (1933): 6.

1% For Istanbul exhibitions in the 1880s and how they were perceived differently, either as Ottoman events or
European ventures depending on the affiliation of the art critic, see Roberts, Mary. Istanbul Exchanges: Ottomans,
Orientalists, and Nineteenth-Century Visual Culture, University of California Press; Oakland (2015): chapter 4:
“Istanbul’s Art Exhibitions.” For the former unjuried Pera exhibitions, often referred to as the Pera Salons and
organized between the years 1901-1903, which could be seen as the precursor to the Galatasaray exhibitions, see
Sinanlar Uslu, Seza. “Pera’da Resim Uretim Ortami 1844-1916,” Ph.D. dissertation, Istanbul Technical University,
2008 and Sinanlar Uslu, Seza. Pera Ressamlari-Pera Sergileri: 1845-1916, (exh. cat.), Istanbul: Norgunk, 2010.
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now used as a catch-all term that included those former Ottoman subjects of millets other than Muslim) in

positions of power in the artistic field had been replaced by Muslim Turks.*

Hamdullah Suphi was right that the field was mostly left to painters of Turkish-Muslim origin
during the transition from empire to nation. But for the artists who were said to have “claimed the field,”
it was not as simple an endeavor as he had put it; these painters were neither the vessels for a pure
Turkish art, nor were they prepared to formulate what the artistic language of a rapidly homogenizing
nation entailed. Contrary to what Hamdullah Suphi would have us believe, while the artistic sphere was

demographically Turkified, painting did not become Turkish overnight, if at all.

Unlike the proudly congratulatory tone befitting a state official in Hamdullah Suphi’s opening
speech for the 1923 Galatasaray exhibition, journalist and novelist Yakup Kadri’s*! review of the same
salon, while still cautiously hopeful for the future of Turkish painting, was less generous about its current
state and perhaps more reflective of the frustrations that would get increasingly vocalized in the following

years:

I feel that most of the works in this exhibition are devoid of what we call creative
value. I feel that the owners of these works are not able to discern between a work of
art and craft. I feel that for the last five years, these pieces of the world that hang in
four-cornered frames, organized like small and large windows in the salons of the
Galatasaray school are not yet reflections of a creative prowess. And this world, with
all its colors and formes, is far from moving our soul. But has any other branch of the
Turkish fine arts been able to achieve a greater development than painting? Is this
expression of power more present in our poetry or prose? I sense that it is dangerous
to make such a comparison. I feel that literature and painting are more or less
walking side by side. [...] Is it possible that when the creative genius of a nation is

20 The exceptions were few and far in between, to name a few, Armenian Vigen Arslanyan continued to teach at
Galatasaray high school, and photographs with students in the 1920s attest to Hralious Ksantopoulas teaching at the
School of Fine Arts. More research is required on this artist of Rum origin. For the aforementioned photographs see:
Giray, Kiymet. Miistakil Ressamlar ve Heykeltiraslar Birligi Akbank Kiiltiir Sanat: Istanbul (1997): 33-34. Both
names also appear in the roster of Galatasaray exhibitions.

21 Yakup Kadri [Karaosmanoglu] (1889-1974) was a journalist, novelist, and later, parlimentarian and diplomat. His
novels reflect the societal tensions that arose with the transition from empire to republic. A Turkish nationalist,
Yakup Kadri had an active role in the Turkish Hearts, and was also one of the founding members of the leftist Kadro
journal that advocated for a classless society reached through statist economic policy. Like the name of the journal,
which is derived from “Cadre,” Yakup Kadri can easily be identified as one of the prominent figures of the Kemalist
cadre of intellectuals that firmly believed in the Turkish revolution, but he was also one of the few who were not
afraid to criticize it.
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developed, its reflection would only be seen in a single branch [of the arts]? This

genius is like the sun, once it has risen, it will illuminate all corners of the country,

warming its every crevice, and its essence will gush out from every field. We cannot

[vet] contend that we are in the eve of such a season. In fact, we feel with deep

anxiety that our aesthetic standards are decreasing from day to day. Just as we do not

have a poet deserving of praise, neither in music nor in painting have we raised an

artist who could rival a fourth-degree European artist in the last forty years, and the

chances of it happening is decreasing by the day. I am therefore obliged to admit

with great pain that the 5™ Exhibition of Painting is worse than the one before. ..

Tinged with Enlightenment imagery, describing the national consciousness in arts rising like a
sun over the country, Yakup Kadri’s evaluation intends no discouragement, but neither does it hide his
disappointment. He also introduces another trope to be repeated in the following years, by critics as well
as by practitioners; the measuring of the Turkish artist against a European counterpart, hence, measuring
the national self against another after which it is in the process of molding itself. In the years to follow,
repeatedly asking ‘why is it that there aren’t any artists of the same European caliber yet’ will set this
comparative frame deep into the psyche of the artists, always imagining the day when their work will be
appreciated on the world stage, finally affirmed and welcomed by the European artists and critics.”* These

artists will also consequently struggle with a divided self, oscillating between emulation and invention;

between individual expression and national coherence, not able to choose between their formative

22 Yakup Kadri, “Sanayi-i Nefise Besinci Resim Sergisi,” Yeni Mecmua, August 2, 1923: 309-313. “Hissediyorum
ki, gordiigiim eserlerin biiyiik bir kismi1 bediay-1 kiymet dedigimiz seyden mahrumdur. Hissediyorum ki, bu eserlerin
sahipleri heniiz san’atla zanaati birbirinden ayiramayacak derecede afakidirler. Hissediyorum ki, 5 seneden beri, her
yaz sonunda Galatasaray mektebinin divanhanelerinde irili ufakli pencereler gibi sira sira dizilen dort koseli
gercevelerin iginde seyrettigimiz alem pargalari heniiz higbir yaratici kudretin ifadesi degildir. Ve bu alem biitiin
renkleriyle, sekilleriyle bizim ruhumuzu harekete gecirmekten ¢cok uzaktir. Lakin Tiirk Sanayi-i Nefise’sin herhangi
baska bir subesi acaba resimden daha biiyiik bir inkisafa mazhar olmus mudur? Resmimizde bulmadigimiz ayar
edici kudretin ifadesi acaba siirimizde, nesrimizde daha ziyade mi mahsusdur? Bu hususta kat’i bir hiikkiim vermenin
veya bir mukayese yapmanin pek tehlikeli oldugunu hissediyorum. Bana yle geliyor ki memleketimizde
‘edebiyat’la ‘resim’ hemen hemen yan yana yiiriimektedir. [...] Esasen, kabil midir ki bir milletin yaratici dehas1
inkisaf etsin de bunun tezahiirat1 yalniz bir subede goriilsiin; bu deha giines gibidir, bir defa dogdu mu, memleketin
her tarafin1 aydilatir, her tarafi 1sitir ve her sahada ayn-1 hayat usaresininin feveranini husule getirir. Biz heniiz
boyle bir mevsimin arifesinde bulundugumuzu iddia edemeyiz. Hatta; heyhat... Evet hatta bedii seviyemizin giinden
giine diismekte oldugunu bile, derin bir endise ile hissetmekteyiz. Kirk seneden beri, siirde hamde miisavi olacak bir
sairimiz yetismedigi gibi resimde ve musikide herhangi bir dordiincii derecedeki Avrupali sanatkara rakip olabilecek
tek bir sanatkarimiz yetismemistir ve bu ihtimal giinden giine azalmaktadir. Nitekim 5. Resim Sergisi heyet-i
umumiyesi itibariyle 4.ye nisbeten dundur.” I am indebted to Asuman and Adnan Coker, who not only provided me
with this article from their archive but also its transliteration from Ottoman script to the Latin Alphabet.

23 This is precisely the position explained by Meltem Ahiska as “occidentalism,” the notion of an observing Western
eye for whom being modern gets performed. Ahiska, Meltem. “Occidentalism: The Historical Fantasy of the
Modern.” The South Atlantic Quarterly 102, no. 2 (June 16, 2003): 351-79.
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influences (European artistic training) and the search for what is (supposedly) to be found within (a
Turkish core): it is this distinct quality that will come to define the syncretism of the Turkish painters of
this period. Yakup Kadri characterizes what is exhibited as not art but rather as paintings that are yet to
evolve from the stage of craft, in other words, techne, setting Turkish art on an evolutionary road to
finding itself. Had it not surpassed this technical stage already? Yakup Kadri is obtuse when it comes to
pointing a way forward for the artists. As his article is generously illustrated, it gives us a sense of the full
range of artworks displayed in the exhibition, and hence, a fairly good idea of the spectrum of paintings
and artistic approaches just before the foundation of the republic. Reproduction of images in printed
material had become much easier during this time, and for a magazine such as Yeni Mecmu’a [New
Magazine] (published by none other than Ziya Gokalp) that put novelty on the forefront and embraced
modern techniques, it was important to give ample space and coverage to the Galatasaray exhibition. The
cover of the magazine, which featured Feyhaman [Duran]’s portrait of his wife, painter Giizin [Duran],
(also an artist herself, and one of the exhibitors), proudly announced that fifteen more illustrations from
the exhibition could be found inside. _ The three paintings picked by the jury for Mustafa
Kemal mentioned earlier take precedence in the illustrations and are captioned as such. First is Namik
Ismail’s Harvest showing a sunny field of wheat under a blue sky with several oxen in the middle ground
as a healthy and dignified farmer takes a water break in the foreground, reminiscent of Jean-Frangois
Millet’s Gleaners in its sun-drenched pastel color-palette, monumental size and idealized serenity of
provincial life. - Next to this painting on the same page we see Call1 Ibrahim’s mythological
scene Fecir with three female nudes (also set aside for Mustafa Kemal) followed by another mythological
scene by the same artist on the next page called Santor (known today as Kayaliklarda Yikanan Ciplakiar
[Nudes Bathing on Rocks]). _ Also on this page is Sami [Yetik]’s painting depicting a villager
woman atop an oxcart on a rough road, pulled by two oxen titled Last Lights, the final painting selected
for the leader of the nation. The subject matter of the painting combined with its title hints at this scene as
functioning on a symbolic register; it attests to the makeshift nature of the Anatolian resistance

movement, which required everyone’s participation, including elderly women making difficult crossings
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in mountains, who in this case might as well be returning from carrying arms or food to a battlefront. The
personal and modest resources like the oxcart with which the War of Independence was won had quickly
become a popular theme for painters and would be repeated in the following years.?* This painting,
typical of Sami, is accompanied in the magazine spread by two distinct portraits, an oval-shaped portrait
of Abdiilhak Hamid Bey (the romantic poet and playright Abdiilhak Hamid Tarhan, 1852-1937) pictured
as the Europeanized intellectual he was, complete with a monocle by Namik Ismail. The other portrait is a
traditional folk figure/irregular militia member from Western Anatolia titled Bir Zeybek by Ruhi Bey. The
two portraits together present the wide range of Turkish types, not necessarily to cater to the European
Orientalist sensibility (as it would have been the case, say in the Pera salons twenty years earlier), but
more likely to represent the nation to itself. The pairing on the page reveals the different avenues through
which painters could go about this task. From the lower-class provincial figure of the Zeybek depicted to
ethnographic precision, to the restrained veneration of the highly literate and Westernized urban
intellectual poet (who perhaps also serves as a reflection of the elite circles that most of these artists were
part of), the juxtaposition signals another dichotomy of the self that Turkish artists would find themselves
in; which one were they to embrace and to what extent? Which one was the one to be taken as the image
of the nation, to be represented by the artists? Could the two images, hence the two identities, somehow
coalesce, get reconciled into a synthetic whole? These were the questions that would occupy the
bureaucratic elite tasked with strengthening national sentiment as well as the art intelligentsia that would

fully put its support behind the new government in the first decades of the republic.

On the following pages covering the exhibition are featured a seascape by student Refik
[Epikman], a typical landscape by Hikmet [Onat] Bey depicting a small boat and dinghies on the shores

of the Golden Horn, and another of a fleeting moment of sunrise and its reflections caught by Nazmi Ziya.

24 However, just a few years later, in 1929, depicting the oxcart was criticized by a minister for signifying
backwardness. The oxcart in this sense went from a symbol of sacrifice during hard times to serving as an image that
reflected the anxiety of the Kemalist cadre that modernization was not happening as fast as they would like. Minister
Celal Sahir’s criticism reveals this uneasy sentiment: “It seems to us that the roads and transportation vehicles in our
country will completely change and become modern; but this oxcart that travels on nameless roads without stopping
will not reach its destination.” Celal Sahir, “Altinc1 Resim Sergisi”, Hayat, vol. 6, no: 135, July 15, 1929: 11-15.
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The last two artists are those who were known to use the Impressionistic visual idiom to depict
romanticized views of Istanbul amidst fast transformation, albeit within their own signature styles.
- These were followed by a typical mosque courtyard by Sevket [Dag] Bey, a battle scene from the
War of Independence by Mehmed Ruhi [Arel], and the kind of work that would peter out from these
exhibitions in the following years: a manuscript illumination depicting the life of Prophet Joseph by
calligrapher Tahir (these kinds of hybrid works were grouped under “tenzip” or, il/lumination, before
completely disappearing from the salons). Finally, the loving portrait by Feyhaman of his painter wife
Glizin repeated from the cover, followed by a landscape by Giizin herself, the only painting by a female

artist, its reproduction the smallest in size on this five-page spread about the exhibition.?

Aside from the hybrid work of Tahir Bey,?® the selection of paintings illustrated in the magazine
was reflective of the varied but consistent output of artists who had been presenting their work in the
annual salons. In his review, Yakup Kadri complains that the Turkish painters do not read histories or
philosophies of art, that they lack aesthetic excitement and passion. He says: “It is hard to discern what all
these forms and colors are for” and urges them to move from craft to art, and to display true aesthetic
conviction. In the following years, while they continued to receive the full support of the state, both the
Galatasaray salons in Istanbul, and their Ankara counterpart, Sanayi-i Nefise Sergisi [The Fine Arts
Exhibition] faced criticism in newspapers and magazines from the intelligentsia, and some were not as

compassionate as Yakup Kadri’s either. While the Ankara exhibitions, attended by the highest ranks of

25 Out of the fifty-three artists who showed works in this particular Galatasaray exhibition, eighteen were women,
almost comprising one-third of the exhibitors. The spread in Yeni Mecmua does not reflect this ratio.

26 T have not come across this kind of work in state collections, neither is it mentioned in the limited art criticism of
the time. Starting in 1924, the Galatasaray exhibitions featured a separate section on “tezhip” [illumination] as well
as one for sculpture and another for graphic works called “ilan” later referred to as “afis” [poster/advertisement]. In
1926, there was a section called “hak” [engravings] that featured work by Fikret Mualla. In 1928, fezhip was
relegated to the status of sanayi-i tezyinat [decorative arts] and grouped together with leatherwork, ceramics and
other decorative works. By the 1940s, this section had completely disappeared from the exhibition brochures.
Somewhere between the thoroughly Westernized oil paintings of the other artists in the Galatasaray exhibitions and
the traditional manuscript illumination that had been largely abandoned by the 18" century, this type of work is not
historically studied either. Perhaps the absence of Tahir Bey’s work and its likes from the literature marks another
anxiety about hybridizing tradition, or perhaps manuscript illumination was seen as backward and not deserving of
as much attention at the time. But what does the current lack of scholarship on the subject say about the interests of
historians today?
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the new state, were not as casually attacked, the Istanbul salons and their repetitive nature did not escape
the critics, who were increasingly intolerant in their reviews.?” A staunch critic of the Galatasaray
exhibitions, poet and journalist Ahmet Hagim had gone as far as likening the state of the artists who
participated in these salons to the double misfortune of the blind who get lost in the depths of a dark
forest when their guide drops dead, a metaphor borrowed from Belgian playwright Maurice Maeterlink’s
play The Sightless (Les aveugles, 1890). Ahmet Hasim, who also taught art history and aesthetics classes
at the Istanbul School of Fine Arts and at its counterpart for women, Inas Sanayi-i Nefise, said: “...no
doubt, our painters are not blind. How could they be, they are neither ears nor nose. Or feet. They are
solely a set of eyes, turned towards life, light, and the mystery of what is between the ground and the air.
But they cannot see [...] and they continue to struggle in the forests of their spirits, the entrance and exit
of which are completely unbeknownst to them.”?® By the third iteration of the Ankara exhibition, which
included 120 paintings, the question of why a world-renowned painter was yet to be one of the graduates
of the Istanbul School of Fine Arts got raised again, and a demand was made for the exhibitions to be
richer, both in quality and quantity.” Despite the disappointment expressed by certain writers, the state
was still the greatest patron of painting, and attendance numbers for the annual exhibition in Ankara were
on the rise; the support that the new republic threw behind these salons and their extensive coverage in the
press (both positive and negative) gradually made exhibition-going into a regular activity for the public in
the capital.*® The popularity of the Galatasaray exhibitions on the other hand, further diminished when the
Sanayi-i Nefise Birligi [The Union of Fine Arts], which was established in 1926 as the official

organizational body for both salons, decided that same year to open the annual exhibition first in Ankara.

27 Elif Naci, 10 Yilda Resim: 12-13. According to Naci, as soon as the 1925 salon in Istanbul opened, the
newspapers, as if they had made a pact, spoke of its poor nature.

28 Ahmet Hasim, /leri no: 930-933, August 17-20, 1920 quoted in Elif Naci, 10 Yilda Resim (1933): 8 and
Galatasaray Sergileri (2003): 32.

2 “Maarif Vekaletinde Resim Sergisi” [Painting Exhibition at the Ministry of Education], Hakimiyet-i Milliye,
March 1, 1926.

30 The Ankara exhibition in 1927 was visited by 1500 people who paid an entry fee. With students and invitations,
the number of visitors was 2500. The Ministry of Education bought 2300 lira worth of paintings, the parliament
spent 500, not counting those bought by the Ankara Municipality or the Ministry of the Interior. Elif Naci, /0 Yilda
Resim, TAS, 1933: 19.
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This meant that the artists would only show their unsold works in Istanbul afterwards. In other words,
Mustafa Kemal’s plan had begun to work in molding art patrons out of newly established state
institutions, hence making it desirable for the artists to show their work in the city, which, in turn,

enlivened the otherwise arid cultural life in Ankara.?!

This dissertation is a critical history of modern art in Turkey, that looks at the years that envelop
this moment in 1923. Roughly spanning three decades, it focuses on the formative years and painting
practices of two generations of artists who were active during the foundation of the Republic. I follow the
trajectories of a selection of painters who, over the course of their career, became leading figures in the
Turkish art world. They contributed to the art discourse in Turkey not only through their artworks but also
through their positions as writers, teachers, gatekeepers, and tastemakers. After attending the School of
Fine Arts in Istanbul, both generations went to Europe to further their artistic education, before and after
the Great War. While some attended the Ecole de Beaux-Arts in Paris, others opted for various
independent ateliers; they respectively returned to their country as young and ambitious artists with their
freshly altered views on painting, ready to challenge the artistic principles instilled in them earlier in
Istanbul, both in practice as artists and in their pedagogical approach as art instructors. They rose up to

what they interpreted as academicism, claimed the vangardist position,** opened exhibitions, circulated

3! However, this would be only momentary, though the annual exhibitions in Ankara were significant events,
Istanbul remained the primary location of artistic production. The School of Fine Arts in Istanbul continued to assert
its significance as the hub of artistic discourse; it was the main employer of the artists and also retained its status as
the designated advisor to the government in matters of the arts. Especially in the 1930s, the school organized
significant local exhibitions and also was entrusted with maintaining the State Museum of Painting and Sculpture
that opened in 1937. Turkey’s artistic participation in the international circuit, which also began in the mid-1930s,
would also be organized by the school’s administration.

32 Following Wendy Shaw, it can be argued that the appropriated use of avant-garde for their objectives can be seen
in relation to the term’s origins in the French military, as the artists in question saw themselves at the service of
revolutionary change (which proves apt in the context of the Turkish Republic). Shaw says that “In contrast to the
bohemian avant-garde of Western artistic modernism, the Ottoman, and later Turkish version of artistic modernity
colluded with a political avant-guard guided by state policies of modernization.” Shaw, Wendy M. K. Ottoman
Painting: Reflections of Western Art from the Ottoman Empire to the Turkish Republic. London: 1.B. Tauris,
2011:132. It can also be protested, as Sibel Bozdogan does in her study of modernism and architecture in early
Republican Turkey, that this vanguardist declaration prevented an actual avant-garde from developing, since these
painters promoted a “docile modernism,” devoid of social critique. Bozdogan says: “Giving up technocratic
detachment and artistic autonomy, they surrendered to the conformity of the republican ideology and the benefit of
becoming the cultural elite of the nation and prevented the rise of an artistic avant-garde.” Bozdogan, Sibel.
Modernism and Nation Building: Turkish Architectural Culture in the Early Republic. Studies in Modernity and
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abroad to serve as artistic missionaries of their nation, attempted to find perpetual principles for a Turkish
art, struggled to find their artistic identities, and got labeled as European imitators. Pressed between
divergent expectations from the outside as well as the inside, they oscillated between the search for the
universal and an insistence on the local. They were venerated as teachers, followed as critics, took
advantage of their position as bureaucrats. Sometimes perceived to be too advanced, and at other times
characterized as tragically belated, they finally came to be seen as having produced an artistic baggage
worthy to be rebelled against in the 1950s. If their academic legacy was later seen to have impeded more
critical, and less formulaic modes of artmaking, I propose that they are now in need of a proper history. I
posit in this dissertation that the modernism they came to represent was syncretic, as they attempted to
suture divergent artistic traditions, making art for and representing a multiplicity of peoples that were
brought together—or in some cases expelled—under the unifying powers of a nation. Continually striving
for synthesis and unconditionally committed to the cohesion of their nation, these artists had an
impossible mission. Their syncretic modernism has formal and social complexities that prove infinitely
interesting to study, with implications for our understanding of modernisms around the world and for

emerging theories of the tensions between modernist art and the modernization of nation-states.*

In histories of non-western modernisms, we come across designations such as hybrid,
cosmopolitan, alternative, or translated. These grapple with a Euro-American canon that accepts
modernism as a set of creative adaptations to modernization while rarely granting innovation to the non-

West as such. More recently, scholars have acknowledged the tension between localized heterogeneity

National Identity. Seattle, WA: University of Washington Press, c2001., 2001: 152. Not dismissing these positions
entirely, I add that the use of the term avant-garde also signals a perception of history that distinguished these artists
from their predecessors; it testifies to their view that there was already an academicism against which they needed to
position themselves.

33 In his article “Battle for Art,” curator and writer David Elliot pits the autonomy of modernism against “a corporate
view of culture” that is exemplified by artistic policies adopted by Soviet Russia, Fascist Italy and National Socialist
Germany. Turkey and its cultural policy as it is manifested in the paintings that are the subject of this dissertation
present a challenge to this view. While art gets instrumentalized in Turkey’s modernization, as this dissertation will
show, art was neither fully compliant nor entirely autonomous. The established notion in art history that art becomes
the product of cultural revolutions or positions itself fully against policy as the true avant-garde falls short of
accounting for the complicated and nuanced relationship between art, artists and the state in Turkey. Elliot, David.
“Battle for Art,” Art and Power: Europe under the Dictators 1930-1945 (eds. Dawn Ades, et al.); Thames &
Hudson Ltd: London (1995): 30-35.
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versus the claims of modernism to the universal. If modernism labels the aesthetic mode of relating to
modernity and modernization (wherever and whenever that might be), I posit that a new term is needed
for thinking about and understanding Turkish modernism: syncretic. Here, I take José Gatti and Marcos
Becquer’s revival of the term in Third Text, in an essay rescuing syncretism from its negative connotation
in religious and ethnographic studies (in which it signified a transitional moment), and restore to it a more
neutral, and rather dynamic understanding of disparate elements fused into a strategic alliance.
Epistemologically, syncretism comes from Plutarch’s Crete, (syn- ‘together’ + kretoi ‘Cretan’) where
distinct Cretan communities came together to face a common enemy, despite their differences. The 171
century modern Latin revival of the word was, of course, in relation to reconciling differences in Christian
theology, and later took on the more extensive meaning of a fusion of different religious beliefs. In the
18" century, Diderot expanded the reach of the term further in his dictionary to encompass a concordance
of eclectic sources in any field.** In a strategic defournément, this dissertation will call back the term to
the vicinity of its birthplace, to designate a set of aesthetic and intellectual negotiations Turkish artists
went through, starting with the last years of the Ottoman Empire and extending into the 1950s, in which
they tirelessly tried to achieve a synthesis between the East and the West, to find the prevalent formula for
a truly national, modern and authentic art. While their goal was “synthesis,” a smooth combination of two
simpler things for a more complex compound, | argue that the outcomes remained much more syncretic

than synthetic.

Gatti and Becquer posit that syncretism forms in response to changing conditions, signaling “not
the pre-ordained telos of a redemptive higher unity contained within a diachronic self-unfolding, but the
historicized interchange between elements based on the complex play of differences and affinities in a
collective will to hegemonize.’ In other words, acknowledging different configurations of power and

shifting systems of difference, syncretism suggests a strategic alignment as the point of contact and

34 Alembert, Jean Le Rond d’, Denis Diderot, Pierre Mouchon, and Edwin Binney. “Syncrétistes,

Hénotiques, Ou Conciliateurs” in Encyclopédie, ou, Dictionnaire raisonné des sciences, des arts et des métiers.
Paris: Briasson, 1751, volume 15: 748-750.

35 Becquer, Marcos, and José Gatti. “Elements of Vogue.” Third Text 5, no. 16/17 (September 1991): 70.
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negotiation within a given historical condition. (Unlike synthesis, the seams of syncretism remain evident,
relations dynamic.) Furthermore, as Gatti and Becquer also point out, while the two sides are mutually
modified during this encounter, it is political and temporary. The modifications are not of the kind in
which there is a smooth dissolution of difference, but only a relational adjustment, creating not a
homogeneous unity but a heterogeneous front, “a ‘formal’ coexistence of components.”¢ In the thirty-
year period I have chosen as the subject of my dissertation, Turkish sources often repeat the word
“sentez” (synthesis) not only as the ultimate solution to finding a mode of art-making that would allow
Turkish art to fully realize itself, but also for the country at large, to synthesize itself into an Islamic,
Turkish and Western society.?” The repetition of this concept in the literature of the time signals the
double-consciousness of ontological difference that Gatti and Becker hint at. However, the Turkish
sources point to a tirelessly optimistic and collective belief on the part of cultural producers that there is
potential to reconcile this difference. Sometimes bi-focal, and sometimes cross-eyed, this awareness of
multiple perspectives either invoked or negated by artists and critics is what makes this thirty-year period
remarkable. I supplement this term in the title of the dissertation with another strategically chosen
locution: “articulations,” invoking Ernesto Laclau and Chantal Mouffe’s theorization, signaling "a
political construction from dissimilar elements"*® that gains meaning through geographical positioning.
Articulation implies that while representing a unity, a form of connection—in this context painting—is a

complex cultural formation, and is a product of negotiation, imposition, resistance and transformation.

36 Ibid.: 69.

37 For societal and cultural synthesis as envisioned by Gokalp, see: Parla, Taha. The Social and Political Thought of
Ziya Gékalp, 1876-1924. Vol. 35., XXXV. Social, Economic and Political Studies of the Middle East. Boston:
BRILL, 1985. Examples also include expressed desires for synthesis as well as discussions of failure. See: Safa,
Peyami (1963), Dogu-Bat Sentezi (Haz: Ismail Day1), Istanbul and Safa, Peyami (1938), Tiirk Inkildbina Bakislar,
Istanbul. The arguments and hopes for artistic synthesis by artists and critics are not as directly theorized and remain
more evasive, they will be referred to and cited throughout the chapters.

38 Laclau, Ernesto. Hegemony and Socialist Strategy: Towards a Radical Democratic Politics. 2nd ed. London; New
York: Verso, 2001: 85.
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During the Tanzimat—a forty-year period of reorganization spanning the middle of the nineteenth
century (1839-1876) and characterized by Westernizing reforms in the Ottoman Empire, what art

39 entered Ottoman visual culture. The

historian Wendy Shaw calls “a Western modality of art
introduction of the printing press, lithography and photography all happened during this time, but more
specifically, art in the Western modality found its unlikely home in the newly established Ottoman
military schools, where drawing became a subject of instruction. The Tanzimat reforms were mainly
undertaken to modernize the Ottoman Empire’s army and to reinvigorate its waning military force.
“Modernization” included entirely new points of view —perspectival drawing as well as copying of
European prints, postcards and photographs became the point of engagement with new modes of looking
and representing. While Ottoman landscapes and portraiture had been, to some extent, formally similar to
their contemporaneous European counterparts, they were not modernist enterprises, as they did not
subscribe to the idea of destroying an artistic tradition already in place or offering societal critique.
However, the existing relationship to representation, between the makers and viewing subjects and the
image in Ottoman Empire was to be radically altered. This was a negotiation of the non-perspectivalism
of Islamic abstraction, and the non-spatial relationship of miniature painting with that of one-point
perspective that had become the norm in the West since the Renaissance. The very act of painting on
canvas, incorporating the human figure —especially that of the female— into the visual vocabulary, and

using one-point perspective as a window onto another world were in themselves signs of modernization

for the Ottoman constituency.

From the mid-nineteenth century onwards, Ottoman artists educated abroad—predominantly in
France—took on history painting, realism, and even Orientalism in the studios of Gustave Boulanger,
Alexandre Cabanel and Jean Leon Gerome, and were the first ones to struggle with the task of translating
and adapting modes of painting learned abroad into the Ottoman context, working either under the

patronage of the palace, or more often, as instructors in military academies or high schools. Emerging

3 Shaw, Ottoman Painting (2011), see Chapters 1 and 2.
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from a different modernity and adoption of European models required an active mode of translation, as
Shaw has described, partaking in a constant negotiation of Ottoman sensibilities within a predominantly
Muslim society, confronting a lack of affinity with perspectivalism, and all the while working towards
Western modes. The Tanzimat was followed by other waves of reform, allowing art to expand into the
public sphere slowly but gradually through the establishment of institutions of instruction (such as a Fine
Arts Academy, which was founded in 1882, distinct from the military), museums and annual exhibitions.
However, in addition to acting as a symbol of modernity within and outside the empire, art in the Western
modality was also drawn into other roles, such as serving to glorify the Ottoman Empire. The nineteenth
century styles adapted from European academic practice served well in depicting an ideal imperial past,
constructing a sense of Ottoman heritage, or eventually serving proto-nationalist propaganda celebrating
military might.

The ideologue of Turkish nationalism, sociologist Ziya Gokalp’s distinction between “culture”
(hars) and “civilization” (medeniyet) echoed ideas from the Tanzimat era, when Ottoman thinkers and
reformists thought of borrowed technological modernization (from Europe, primarily) as distinct from
cultural assimilation. Gokalp posited civilization as something at the service of all, and culture as the
character of the nation.*” He and his followers defended their thesis that in Turkey cultural synthesis
would take its form from the West, and its content would take shape through local sources. Channeling
Ziya Gokalp’s influence, artist Ipek Duben characterizes how this drive was to be applied in the arts
succinctly in the following way: “As with the arms, weapons, and other technologies that were borrowed
from the West, so could one take the symphonies, cubic forms, impressionist views; what mattered was to
remain connected to the physiology, spirit and melody of the Turkish people and to the colors and

topography of the Anatolian soil.”*! However, as this dissertation will illustrate, this was no simple task.

40 The location of culture as that of a folk (with both ethnic and linguistic connotations), and civilization as
purportedly more universal, has its roots in an 18" century European debate in which German intellectuals plumped
for Kultur and French savants for civilisation. For one influential analysis, see Norbert Elias, “Sociogenesis of the
Antithesis Between Kultur and Zivilisation in German Usage,” chapter 1 of Elias, The Civilizing Process (orig. Uber
den Prozefs der Zivilisation), 1939.

4 Duben, Ipek. Tiirk resmi ve elestirisi: 1880-1950 (2007): 17-18.
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Painting sits in a strange place in Gokalp’s delineation between culture and civilization, even though
Gokalp himself placed the fine arts strictly within the category of culture. Painting is neither a technology
that can be borrowed, nor simply a manifestation of cultural essence, but a reflection of both at the same
time, not to be easily delineated into form and content. For the particular history of Turkish modernism at
hand, oil painting initially fell in the category of civilization rather than culture; it came on the wings of
military technologies that the Ottoman Empire desired to import from Europe. As the creeping of
perspectival drawing into the Ottoman military academies illustrates, vision itself, as well as its twin,
representation —vision’s mode of registration in any given medium— are shaped by both technology, time,
and place. Oil-painting is a product of Western civilization as well as its culture, its history is a history of
how painting registered social, economic differences as well as scientific shifts on its surface in form as
well as in content; painting is an embodiment of how culture and civilization, as understood by Gokalp,
are inextricably interwoven. The task of this project is to chart the different ways in which the Ottoman
and Turkish painters who embraced this medium attempted to position themselves within this conundrum
and attempted to negotiate the dichotomy of content and form; charting how this predicament manifested

itself in their paintings is also revelatory of the paradox of Turkish modernization itself.

In a sense, the function of art during the late-Ottoman Empire’s second constitutional era (1908-
1920) and the early Republic (1923-1945) did not appear to change, holding onto its Western modes that
merely became more focused on reinforcing a Turkish-nationalist agenda. Artists were still carrying the
flag of modernization through Westernization but were additionally tasked with visualizing the imagined
community*? that was the new Turkish nation.** However, simply ascribing patriotic intentions as the sole
motivator for the practice of these artists would be taking them too lightly. While attending to the

increasing instrumentalization of painting during the period in question, this dissertation aims to illustrate

42 Anderson, Benedict R. O’G. Imagined Communities: Reflections on the Origin and Spread of Nationalism. Rev.
ed. London; New York; Verso, 2006.
43 Sibel Bozdogan points that this alignment resonates with contemporaneous state-sanctioned modes of artmaking
elsewhere, such as social realism in Soviet Russia and neo-classicism in Weimar Germany. Bozdogan, Modernism
and Nation Building (2001): 148-149.
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that artists were inventive in carving out the space necessary for their individualism, even when they were
asked to perform a certain role by the state —which often involved more layers than a narrowly defined
patriotic aim and aesthetic program. Consequently, the artworks they produced often function in multiple
registers, a testament to their syncretic modernism. While the cultural revolution in Turkey’s early years
under the leadership of Mustafa Kemal has been likened to the Bolshevik Revolution in Russia, Italian
Fascism or German National Socialism (and the echoes of Social Realism or an embrace of neo-
classicism well-loved by Hitler and Mussolini can all be found in certain work in the history of Turkish
painting), in the realm of art, these tendencies neither imposed a repressive aesthetic regime nor was the
societal makeup suitable to fully inform or welcome modernist autonomy, leaving artists to operate within
a grey area characterized by the particularities of their elite status, a position that can be best compared in

its degree of enthusiasm and participation to a sense of noblesse oblige.

Another premise of this dissertation is to recognize the continuities during the transition from the
Empire into the Republic. The program of sending artists abroad, a defining experience which shaped the
work of the artists in this study, was initiated during the last years of the empire, and continued in the
early years of the Republic. The two generations of artists I follow are themselves transitionary figures;
the 1914 generation artists went to the Istanbul School of Fine Arts when societal norms meant a life-
class was out of the question, but it was the same painters who were the first Muslim-Turkish artists to
exhibit paintings of nudes at the Istanbul salons; only a decade later, in the 1920s, they would become the
first instructors who could teach through life-classes at the academy. The second generation I look at, the
“children of the revolution” were the first students in these classes. Some of the artists from both
generations were trained in oil-painting as well as Ottoman calligraphy; others, while writing in modern
Turkish in widely-distributed newspapers, continued to use the Arabic script in their personal
correspondence; they danced the fox-trot in parties in the European district of Pera, as well as attending
whirling dervish ceremonies in Sufi lodges in the historical peninsula, both of which they recorded in

their paintings.
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To indulge in understatement, the position of artists during the last years of the Ottoman Empire
and the early years of the Republic was complicated. While Gokalp’s clear-cut distinction between
culture and civilization was problematized by many intellectuals in Turkey in later years, his binary
model was influential on the CUP government during the last years of the Ottoman Empire as well as the
leader of the Republic Mustafa Kemal and his cultural policies during the single-party rule. In this
historical investigation, I trace the careers and work of artists who took on the challenging task set by
Gokalp and were therefore destined to operate in a world of binaries. The 1914 generation, the first group
of Istanbul Academy graduates to be sent to Paris on the dime of the Ottoman government returned to
their homeland amidst the beginning of the First World War, after encountering what had become an
academicized Impressionism in Paris. Their initial efforts to foster a public for their paintings —a medium
that was viewed with suspicion, especially among the Muslim populace— by organizing annual salons was
quickly enmeshed with rising Turkish nationalism and the government’s war-time propaganda efforts.
The ensuing occupation of Istanbul further inflicted their artistic practice with questions of identity and
instilled in these artists anxieties of influence. The following generation —the children of the
revolution**—who came of age during a decade of wars (World War 1, 1914-1918; followed by the
Turkish War of Independence, 1919-1923) had been trained by the 1914-generation, in other words, the
Parisian-educated Muslim-Turks espousing a “belated” Europhilic academic tradition, before they went to
Europe themselves. Just a year after its foundation, in 1924, the Turkish Republic quickly resumed the
CUP government’s program of sending artists to Europe for further education, despite its strained
economy following the War of Independence (1919-22). But the artists were expected to be more than
just teachers by the state. There, they were to be molded by the results of another major shift in
perspective in European painting: Cubism. While the children of the revolution initially saw their

contribution to be bringing the various manifestations of this major development home, they would soon

4 This designation was used by artist ipek Duben for painters Turgut Zaim and Nurullah Berk, which I expand to
other artists of the same generation that will be included in the scope of this dissertation. Duben, ipek. Tiirk Resmi ve
Elestirisi: 1880-1950. [Turkish Painting and Art Criticism, 1880-1950] Sanat-Estetik: 4. Sisli, Istanbul: istanbul
Bilgi Universitesi Yayinlari, 2007: 119.
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be challenged as importers of a foreign fad, and tasked with producing a milli sanat (national art) for
which there was not any specific formal vocabulary beyond the “friendly naturalism” of the 1914
generation to emulate.*> Additionally for this particular generation, sending artists to Europe was part of a
larger educational push for the Turkish government, which planned to put these young painters to work as
teachers upon their return to the country. While these artists were both indebted to and committed to the
new republic, they were not willing to forsake their artistic careers as low-level teachers in Anatolian
provinces. Hence, despite Mustafa Kemal’s efforts, Istanbul remained the cultural center, and the artists
refused to live elsewhere. As bureaucrats under public service, both generations were asked to illustrate
their political alignment with the reforms of a modernizing revolutionary state through painting, while
artistically, they were also expected by the intelligentsia to carve out the necessary space for aesthetic
experimentation and investigation. The way they could lay a claim to the “modern” (the central aspiration
of the Young-Turk-governed Ottoman Empire as well as Kemalist Turkey) was to aspire to a self-
proclaimed avant-garde, but as they were simultaneously participating in state-sanctioned modes of
artmaking, they fully defy the Western conceptions of this term. Existing art historical theory of the

avant-garde fails to provide interpretive models for this phenomenon.*

In 1933, in his speech marking the tenth anniversary of the Republic, the leader of the nation
Mustafa Kemal himself again emphasized the fine arts as the primary vehicle through which the level of

“contemporary civilization” was to be reached and surpassed.?’ In Turkish painting, the stylistic choices

4 One thing to problematize here is what art historian Wendy Shaw calls a “friendly naturalism” (often referred to
as “Impressionism” in local histories) in that these artists have this unacknowledged link to Turkification in the
academy, and their placement is less than friendly from the point of view of those asked to leave during the rise of
ethnic nationalism. The 1914 generation was Muslim Turks, taking the place of their cosmopolitan teachers,
including many Armenian and Greek Ottomans. These former imperial subjects had gradually started leaving the
empire and later the Turkish nation-state, their departures hastened through population exchanges, forced
migrations, and pogroms. This will be further elaborated in Chapter 2.

46 For example, Peter Biirger sets an opposition between the artistic autonomy of the modernists and avant-garde,
designating the avant-garde struggle to bring art closer to the social as the more heroic undertaking. This, and other
examples of defining modernism and the avant-garde from within a strictly Western European or Anglo-American
point of view fall short of providing models that can attend to geographical and socio-political specificity that
remain outside these Euro-centric limitations, and sadly remain popular but inefficient. See Biirger, Peter. Theory of
the Avant-Garde. Theory and History of Literature: V. 4. Minneapolis: University of Minnesota Press, ¢1984., 1984.
42 Art historian Wendy Shaw has interpreted this national aim as a “double-edged sword,” as Mustafa Kemal took
the notion of contemporary (first used as muassir, then referred to as ¢agdas, in Turkish) as a marker of progress in
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of Turkish artists educated in Europe seem to follow a thirty-year delay in the beginning of the 20
century, as with the 1914 generation, loosely associated with Impressionism, or their successors, who
adopted modes of deformation informed by Cubism in the late 1920s and early 1930s, well noted in local
art histories. In this dissertation, their easily recognizable stylistic belatedness from the teleological lens
of modernist art history is not of central importance; the notion of belatedness is only significant in
understanding the mindset of the Turkish intelligentsia; belatedness as always already inscribed into
Turkish consciousness is itself useful in understanding the predicament of the artists in question. My
approach is to evaluate these seemingly awkward translations within the understanding of modernity’s
own differential time frames that result in asynchronicities; the use of syncretism to characterize these
painters’ work is also intended to capture the asynchrous nature of their experience of modernity in

describing the modernism they came to embody.

This artistic predicament (perhaps we could label such surprising conjunctions: the avant-garde
bureaucrat, the nationalist Impressionist, the Constructive Cubist or, as I argue, the syncretic modernist)
not only provides a rich ground of investigation for the art historian, but also asks the researcher to
occupy a bi-focal position similar to that of the artists, demanding to be always alert to semantic shifts,
the relativism of canonical frameworks, and slippages of meaning. While art was definitely
instrumentalized in the late Ottoman Empire and the early Turkish Republic to express its efforts of
modernization, the military might of its people, the revolutions of the Republic, and the greatness of its
leader, it was also enmeshed in an ongoing struggle to find the formal language and artistic idioms that
would best fit the needs of a new nation whose legacy of previous, non-perspectival traditions of art-

making had long been abandoned.*® Artists had to actively pursue uncharted territory to attain the modern,

a teleological sequence: “Through the self-consciousness of this objective, the nation becomes always already
excluded from the benchmark of contemporary civilization.” Shaw, Ottoman Painting (2011): 173.

48 While the Ottoman Empire had implemented westernizing reforms since the Tanzimat, this period of
modernization was downplayed during the early years of the Republic, claiming its revolutions to be much more far-
reaching and transformative. Painting in the Western modality had been practiced in the Ottoman Empire for at least
a hundred years and was already a signifier of modernization by way of Westernization, with some educational and
exhibitionary frameworks already in place. This role ascribed to painting was, in this sense, a continuation rather
than a break in the way it was instrumentalized. Chapter 1 will focus on some of these continuities.
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reach the cultural ideals of the nation, and attend to their own individual aesthetic positions. Oil painting
had been a marker of modernity and social emancipation already in the Ottoman period; it was a vessel in
attaining a level of civilization contemporaneous with the rest of the world (read Europe), a crucial tool in
the ongoing pursuit of technological modernity, and also a mode of self-expression. Attending to the
specific historical, political and aesthetic realms of this thirty-year period, this dissertation analyzes how

the two generations of painters negotiated these challenges.

The first chapter, titled “Culture of the Copy” locates Ottoman and Turkish painting in a mimetic
episteme. It argues that with the entrance of the Western modality of oil painting came the culture of the
copy; this is a framework that both normalizes imitation and looks at its varied results departing from the
‘original’ that can be characterized as emulations, homages, facsimiles, appropriations, translations and
assimilations as modes of a necessary strategy of mimicry in syncretic modernism. It intertwines three
stories as they relate to the copy: the collection of copies commissioned by Osman Hamdi’s brother Halil
Edhem in the 1910s, the ‘fabricated’ scandal of copies submitted to the Exhibitions of the Revolution in
the early 1930s, and the challenges faced by painter Maide Arel when the copies she was asked to make
are refused by a committee formed at the Istanbul Fine Art Academy in the early 1950s. Through the
interweaving of these three moments, mimicry becomes part of syncretic modernism’s narrative of
progress towards originality as it relates to an unfolding towards artistic production with a national
character. By blurring the line between imitation and invention, this chapter also aims to reconsider

narratives of modernism and their stake and investment in originality.

The second chapter, “From Techne to Turkification” focuses on the formative years and the
works of the 1914 generation. Attentive to the affiliations of its protagonists, it constructs a narrative of
presence and absence in painting. In addition to illustrating who was included and who was sidelined in
the Istanbul art world during and after the First World War, this chapter also addresses the emerging
anxieties of Muslim Turkish painters as they searched for what might constitute the national element in

their work, during a time of rising nationalism. Going against the grain of existing scholarship by Turkish
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art historians that interprets the work by these artists as merely a stylistic import or a superficial formal
engagement with established European trends, I trace their adoption of the Impressionistic brushstroke as
an active negotiation in finding a happy middle between technical freedom and tradition, namely, the

Juste-milieu, and of course, further evidence of a syncretic modernism.

The third chapter, “From Perception to Conception” takes on the task of tracing the famed arrival
of Cubism to Turkey. Following “new painting” and “new painters” from their early activities in Istanbul
to their pedagogical stops in Europe, this chapter identifies two key figures, namely, André Lhote and
Hans Hofmann, who introduced Turkish painters to new painting practices that emerged in Europe in
between the wars. By focusing on the interests, philosophical influences, and personal motivations and
teaching methods of these two artists in particular, this chapter establishes what kinds of Cubism
informed kiibik, a catchall term that characterized and mischaracterized the work of young Turkish artists
who practiced new modes of painting, which, though not strictly Cubist, marked the disappearance of the
illusionistic aims of painting in Turkey. The chapter also briefly investigates kiibik from the point of view
of reception, tracing the reactions of viewers, motivations of reviewers, and the inclinations of its

theorists.

The conclusion also marks a collision; the 1914 generation and the “children of the revolution”
came head-to-head when new modes of painting and the influences of its European exporters found their
way into the Istanbul Fine Arts Academy in the early 1930s. Touching upon the larger academic reforms
that changed the face of higher education in Turkey, this final chapter once again underlines the reliance
of the Turkish artists as well as the Turkish state on European experts. It also more directly addresses the
instrumentalization of painting and sculpture by the Turkish republic, and how developing theories of
cultural identity in the early 1930s, and the ensuing shifts in cultural policy after the death of Mustafa
Kemal Atatiirk in the late 1930s manifested in painting. This final chapter ends with a nod to the resulting
possibilities of a much-awaited Turkish synthesis in painting, though it hesitates to present a happy

ending, keeping one foot firmly planted in the argument for syncretic modernism.
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If paintings are “pieces of the world that hang in four-comered frames,” as Yakup Kadri
described them in his review of the Galatasaray salon in Istanbul in 1923, they embody within their make-
up not only a piece of the world, but also a worldview; they present particular pieces of the world
rendered in particular ways. The aim of this dissertation is to understand the worldview that surrounded,
shaped and informed the artists it studies. Just as one cannot separate the one-point perspective from ideas
and inventions that fueled Renaissance humanism, or untie Impressionism from the visual developments
in late-19™ century or from the sense of individuality that developed in France contemporaneously; nor
could one think of Cubist deformation without the colonial circulation of African and Oceanic artifacts, or
the artistic encounters allowed by the social circuitries in Paris. Oil-painting in the 20" century—a product
of European culture that came to be embraced by others, including my Ottoman and Turkish
protagonists— had already begun to welcome other civilizations onto its surface, changing from within. In
this dissertation, I try to look at the paintings of the artists in question from this manifold position, as
products of their era, markers of their place, revelatory of societal and personal dynamics as well as
reflections of larger philosophical forces and economic conditions. They are reliable documents as much
as they are unstable repositories, allowing for slippages of meaning that are dependent just as much on the
idiosyncrasies of their maker as they are on the position of the viewer. In this sense, they are also mirrors,
the reflections of which I try to evaluate with both a generous and a discerning eye, simultaneously
attempting to cast away the prejudices of my Western art historical training, and the inclinations informed
by my place of birth. In this dissertation, I read the paintings, exhibition histories, institutional shifts,
artist testaments, articles and reviews that shaped Turkish painting over the period in question as
articulations of a complex system, presenting a counter-history of one modernism among many. This, I
argue, strove for synthesis but ultimately remained syncretic—a strategic amalgam of Turkey’s highly

polyglot reality that refused to be smoothed into a synthetic whole.
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Chapter 1: The Culture of the Copy

“One must not think that the exclusive

love I have for this painter [Raphael] causes me
to ape him; which would be such a difficult
thing indeed, even impossible. I think I would
know how to be original by imitating. Hey!
Who, among the greats, has not imitated? One
can’t make something out of nothing, and it is
by making others’ inventions familiar that one
makes them good. The men who cultivate letters
and the arts are all children of Homer.”*

Jean-Dominique Ingres, 1821

“Lately it’s been said that our art has entered an
era of creation. Empty words. We haven’t yet
properly understood Western art; how can we

create something new in a sphere we don’t
understand? In my opinion, it is sufficient for us
to reach western artists through imitation for
now. If creative imitators surface during this
time, good for them.”*

Oktay Rufat, 1957

“In order to partake of Western

modernism, Ottoman and Turkish art was bound
to be a copy, and thereby to forgo the basic
principle of modernism.”!

Wendy M. Shaw, 2011

4“1l ne faut pas croire que l'amour exclusif que j'ai pour ce peintre (Raphaél) me fasse son singe: chose d'ailleurs si
difficile, ou mieux, impossible. Je pense que je saurai étre original en imitant. Eh! qui, dans les grands, qui n'a pas
imité? On ne fait rien de rien, et c'est en se rendant les inventions des autres familiéres que 1'on en fait de bonnes.
Les hommes qui cultivent les lettres et les arts sont tous enfants d'Homeére.” Jean-Dominique Ingres quoted in
Delaborde, Henri. Ingres. sa vie, ses travaux, sa doctrine. Paris: Henri Plon, 1870: 96. I first came across a partial
use of these lines quoted in Artun, Deniz. “Am I Obliged to Imitate You? On Copying the Grande Odalisque for the
Ottoman Collection of Paintings Elvah-1 Naksiye.” Asiatische Studien - Etudes Asiatiques 70, no. 4 (2017): 1141—
1158: 1147. https://doi.org/10.1515/asia-2016-0039.

30 “Son zamanlarda sanatimizin bir yaratma ¢agima girdigi sdyleniyor. Bos séz. Daha bati sanatim dogru diiriist
anlamis degiliz; nasil olur da anlamadigimiz bir alanda yeni birsey yaratabiliriz? Bence, taklit yoluyla bat1
sanatgilarina erigelim, bize simdilik yeter. Bu arada yaratici taklitgiler de ¢ikarsa onlara ne mutlu.” Rifat, Oktay.
“Taklit” [Imitation], Esi, no:13, January 1957: 10. All translations from Turkish and French to English are the
author’s unless otherwise noted.

5! Shaw, Wendy M. K. Ottoman Painting: Reflections of Western Art from the Ottoman Empire to the Turkish
Republic. London: IBTauris, 2011: 182-183.
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“...the intensity of the search for the
original depends on the amount of passion and
the number of interests triggered by its copies.

No copies, no original. In order to stamp a piece
with the mark of originality, you need to apply
to its surface the huge pressure that only a great
number of reproductions can provide.”*?

Latour and Loewe, 2011

Part 1: The Original Copies of the Photo-Interpreters

In 1980, Turkish art historian Sezer Tansug published an article in which he shared a recent discovery:
Some of the earliest known Ottoman painters of the mid-to-late 19" century, loosely grouped under the
umbrella term “Tiirk Primitifleri” [Turkish Primitives], who came from military backgrounds®® and
mostly painted eerily placid landscapes devoid of figures, had not worked from nature en-plein-air as
assumed, but had instead based their paintings on photographs.** The figureless views of the shores of the
Bosphorus, the grounds of the Yildiz Palace gardens and other various residences of the sultans built in

European styles had in fact been based on various photographs, mainly from the Abdulhamid albums.*

32 Latour, Bruno and Adam Loewe. “The Migration of the Aura, or How to Explore the Original Through
Facsimiles,” Switching Codes (ed. Thomas Bartscherer), University of Chicago Press, 2011: 279.

53 The notion of landscape and linear perspective entered the vocabulary of Ottoman artists through military
education. The Miihendishane-i Berri-i Hiimayun (1793) [Imperial Land Engineering School] and Mekteb-i Ulumu
Harbiye-i Sahane (1834) [Imperial School of Military Sciences] were the schools where art classes were initially
taught; both were founded before the Fine Arts Academy (1883). The classes offered in these institutions which
aimed at training military personnel as well as engineer-architects were menazir (perspective) and painting classes
based on copying from already two-dimensional work such as photographs and European prints. Cezar, Mustafa.
Sanatta Bati’ya A¢cilis ve Osman Hamdi, vol.1; Istanbul: Tiirkiye Is Bankas1 Yaymlari, 1971: 374-399.

* Tansug, Sezer. “A New Fact in Our Art of Painting that Surfaced: Late 19" century Photo-Interpreters,” Sanat
Cevresi, n0:23, September 1980: 4-7. There is some contestation about who made this discovery first. Sezer’s article
mentions that the discovery was made while he was working on a book on Turkish painting together with painter
Adnan Coker. According to Tansug, while Coker had this hypothesis, he provided initial material evidence by
locating a photograph that exactly matched a painting in an album (most likely by Abdullah Brothers). More
matches were made by examining the Abdiilhamid albums later, which featured photos from many studios and
photographers working in the empire. In interviews, Adnan Coker claims that the discovery was his. See also:
Coker, Adnan. "Fotograftan Resim ve Dariigsafakali Ressamlar," [Painting from Photography and the Dariigsafaka
School Painters] Yeni Boyut Plastik Sanatlar Dergisi, no:2/9, January 1983:4-12. For the Abdiilhamid albums, see:
Nolan, Erin Hyde. “The Gift of the Abdiilhamid I Albums: The Consequences of Photographic Circulation”
Circulation, Volume 9, Issue 2, Spring 2019.

55 One can only speculate about why the paintings were devoid of figures, as the photographs they were based on did
in fact capture people inhabiting these spaces. One common assumption is that as early Muslim painters, these
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Tansug used this opportunity to get rid of the primitif’® misnomer and re-named these painters “late-19™

century photo-interpreters.” [GHIISING]

While they were trained in the Western modality of representation, these military painters were
not educated according to traditional beaux-arts principles; they took “art classes” as part of a curriculum
for the making of topographic layouts, technical drawings and engraving, not aimed at producing artists
who could express themselves through the act of painting. Adapting Western techniques primarily for
military objectives, they also made landscape paintings for the palace, which is how they came to be
known as the primitives of Turkish painting. The landscape paintings without figures, which were these
painters’ preferred choice, as they least offended Muslim sensibilities, were exercises in the newly
adopted Western modality, through which modernity could be both displayed and performed. Rather than
landscape paintings in the Western tradition, expressive, romantic, or idealized, implying the subject
position of a beholder, these were “painting[s] of photograph[s] of land that has been landscaped [...].”"’
Oddly glassy, these enlarged colour renditions of photographs, taken to be the first examples of Turkish
painting in art histories written after the foundation of the Republic, were manual reproductions of
technologically induced recordings of light on a chemically treated surface. Translated from the two-

dimensional plane of the photographic paper onto canvas, they were representations of representations, in

other words, copies.

soldier-painters were hesitant to include the human figure in their work due to the religious sensibilities around its
artistic representation, as it was commonly believed that Islam prohibited such practices.

36 In local art histories, the initial word used for these painters was “iptidai”, but this was later exchanged with the
transliteration of its French counterpart, primitif, perhaps in an effort to mimic the Western art historical narrative of
progress by finding an Ottoman counterpart to suggest a trajectory of evolution in the history of Turkish painting.
According to Nurullah Berk, the term primitives was suggested by Louvre curator Renée Huyghe while touring the
Istanbul Museum of Painting and Sculpture (IRHM). Berk, Nurullah. “Cagdas Primitifler” [Contemporary
Primitives], Sanat Diinyamiz no:16, 1979: 44-48.

57 Wendy M. K. Shaw, Ottoman Painting: Reflections of Western Art from the Ottoman Empire to the Turkish
Republic, (London: IBTauris, 2011): 35.
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This chapter argues that with painting in the Western modality in the Ottoman Empire came the
culture of the copy.>® In the Dictionaire de I’académie des beaux-arts (1858-96) penned during the same
period as the paintings in question were made, this kind of transfer from one medium to another is ranked
as the lowest type of copie.’® However, unlike the lithographs or engravings that fall under this definition
in the French context, these Ottoman landscapes were copies that transferred an image from a
reproducible medium to one that required a certain manual dexterity and suggested a certain uniqueness,
a translation in the opposite direction that refuses to fit easily in this category. Ranking just above this
definition in the Beaux-Arts dictionary was the meaning that we most commonly think of as a copy in the
21* century: either exact replicas or ‘homages’ that freely depart from the source but still preserve
recognizable attributes of the original (usually in form rather than medium), done outside the knowledge

of the author of the original.

The work of the primitives (or “photo-interpreters’) thus eludes both Beaux-Arts definitions, as
there is a significant switch as one medium is substituted for another (and because a “lower” machine
mode is translated to oil, a “higher” status medium). The secondary definition of the copy in the

dictionaire was what we today most commonly refer to as replicas, either made by a studio assistant

58 It might be posited, especially by an Islamicist reader, that there already was a culture of the copy in the Ottoman
Empire as there were workshops of miniature and calligraphy, both of which depended on a master-apprentice
relationship with a training model based on following iconographic conventions or existing models of formal
composition. These practices were emulative and based on archetypes, allowing for the personalization or an update
of these conventions by the artist/craftsman. This traditional form of copying is different from copying in the
modern sense that is the subject of this chapter. For Indian miniature, this difference between the modern copy and
the traditional emulative practices has been clearly made by scholars. See for example N. Desai, Vishakha.
‘Reflections of India’s Past in the Present: Copying Processes in Indian Painting’ in Perceptions of South Asia’s
Visual Past (eds. Catherine B. Asher and Thomas R. Metcalf) Oxford and IBP, New Delhi, 1994: 135-148. My
argument here is that the budding concept of the original that came with the introduction of painting in the Western
modality brought with it the culture of the copy and vice versa, a thoroughly modernist affair. It has been argued that
the word, etymologically based on the Latin word “copia,” meaning “plenty, abundance, a copious quantity” only
took on a negative connotation in the early modern era. Fransen, Sietske, and Katherine M. Reinhart. “The Practice
of Copying in Making Knowledge in Early Modern Europe: An Introduction.” Word & Image 35, no. 3 (July 3,
2019): 211-22.

59 In her study of the various kinds of copies in 19" century France, a time of transition between tradition and
modernity, Patricia Mainardi insists on the difference in mentalité, and uses the Beaux-Arts dictionary entry for
copie to illustrate that the importance given today to uniqueness and chronological priority that valorizes originality
was not there yet. Mainardi, Patricia. “The Ninetenth-Century Art Trade: Copies, Replicas, Variations,” Van Gogh
Museum Journal 2000: 62-73.
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under the supervision of the artist, or as studies of a master’s work by a student. Both kinds of copies
were assumed to be faithful renditions of the image they were made after. However, unlike the signature
style of an established artist that would then be emulated by students, these Ottoman paintings present an
ingrained set of shared characteristics, common to the ‘photo-interpreters’ paintings despite their having
been made by different hands. Multiple hands produced the appearance of a single individual’s hand, but
there was no master artist to speak of. These landscape paintings by Ottoman military painters evade an
exact match with the French definition of copie but nonetheless have something to do with the emerging
French division between copie and original. The Ottoman works were not made by students copying a
master, but they were made as proof of the artistic dexterity of their makers. They were not replicas made
for easier dissemination or for commercial interests, produced with the push of an ambitious gallerist, but
they did translate an image from one medium to another. They did not function as an homage to a master,
but they suggested a faithful adherence to a set of painterly principles. Finally, they certainly do not fall
under the primary definition of the 19 century copie, which meant a variation of an existing work

undertaken by the master artist himself.

The unwieldy nature of these Ottoman paintings that resist the definitions of the copy offered by
the French fine arts dictionary testify to the epistemic difference one has to keep in mind while looking at
this particular history. Today the categorizations of the copy have branched out to include even more
meanings than it did in the late 19" century, and significantly, having internalized the modernist quest for
originality, copy has become a primarily derogatory term, signifying not only the loser in a chronological
race but also a morally corrupt double. As will be shown in this chapter, once we establish the particular
context of late-Ottoman and early Turkish history of painting, the culture of the copy refers not simply to
a manual imitative act, or a secondary production, but to a mode of assimilation that would inform the
syncretic modernism of the painters of the early Turkish Republic. Syncretic modernism, in this account,
accomplishes the local alchemy of converting assimilated modes into original nationalist achievements

for a post-revolutionary Turkish Republic. As much as it resists the modernist scorn for the copy, this
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chapter also invites the reader to re-consider the notion of the original from that established by ideologies

of the avant-garde, suggesting that a copy can also be an original in its new context.

When artist Turan Erol had captured the uncanniness of these first examples of landscape
painting in the Ottoman Empire in a text written before the photographic sources had been identified, he
also testified to their vexing originality:

In these paintings, the sky is always blue, sometimes brightening as it recedes into the

horizon or becoming lit up by thin white clouds, and the waters are mirrors reflecting

this blue. The trees and the streetlamp set up a monotonous rhythm in the same direction;

nothing ever moves, while everything receives its share of light eternally from the same

source and in the same proportion. These paintings are mirrors of a universe where

neither morning nor evening exists, where there are no misty horizons, where the sun

never shines, and the seasons never change. In this world, there is no autumn or winter;
everything seems to be immersed in an eternal sleep under an indirect spring light.*

Setting the stage for understanding the syncretic modernism of Turkish painting, this introduction
treats mimicry as a necessary strategy, reveals ongoing tensions surrounding the quest of Turkish artists
for originality, and rejects stable and potentially moralizing definitions of the copy. It begins in the early
1950s, reconstructing the story of a certain enmity in the Istanbul artworld between figurative painting
and abstraction (itself a European conceit)®! that resulted in a public showdown about artistic originality,
investigates how artists were encouraged to make copies by the Art Academy in mid-century, then
reaches all the way back to the late 19" century to trace the origins of Istanbul’s Painting and Sculpture
Museum in a late-Ottoman collection of copies. The longer trajectory of the culture of the copy that is
intertwined with the history of painting in Turkey culminates in the syncretic modernism of the 20

century.

60 Turan Erol, “Painting in Turkey in Nineteenth and Early Twentieth Century,” A History of Turkish Painting,
(Geneva, Switzerland: Palasar SA, 1988): 41.

6! The production of a “scandale” between figuration and abstraction is treated as a European conceit in Jones,
Caroline A. “Predicated Internationalism: Sadequain and the Global Working of Art’s History,” in Claire Grace and
Joseph Siry, eds., Canons in Visual Art: History, Theory, Criticism (forthcoming, 2021).
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Part 2: The Fabricated Scandal

On July 25", 1951, Cumhuriyet, one of the main daily newspapers of the Turkish Republic,
announced an artistic scandal from its first page. The headline read “Young painters are accusing famous
artists of being copyists.”® - The article reported that a passionate dispute between the old and the
new had flared up (again). A group of young painters, known as “Tavanaras1 Ressamlar1”® [The Attic
Painters] were accusing certain older and well-established modernizing painters with plagiarism. Printed
with the article on the front page was a juxtaposition between French painter Luc-Albert Moreau’s 1914
painting Le Raid Aérien, and Turkish painter Nurullah Berk’s 1933 Aviators. The compositional
similarities were hard to miss; both paintings featured figures studying a map, with a seated figure on the
left of the canvas, and a detail of an airplane wing or propeller in the background, and three additional
figures on the right, the gazes of whom all pointed to the map in the center. While Moreau’s painting only
featured one seated figure, Berk’s had two, with a more prominent airplane wing in the background than
Moreau’s vaguely visible propeller, and the addition of the Turkish flag on the upper right corner. Unlike
Moreau’s figures, Berk had his protagonists in uniform, with a more explicit reference to the Turkish
army, presumably hard at work during the War of Independence that preceded the foundation of the
Turkish Republic. Although the grainy black and white print of the newspaper didn’t allow for granular
comparison or a discernment of color use between the two artists, the pairing was sufficient for any lay
person to delineate the striking degree of similarity between the two paintings, steering the reader to

easily conclude that Berk’s painting had been clearly modeled after Moreau’s composition.

Continuing on the fourth page of the newspaper, the rest of the article included another visual

pairing, this time exposing the compositional similarities between Eugene Delacroix’s renowned

62 The original headline was “Geng ressamlar taninmis ressamlart kopyacilikla itham ediyorlar” Cumhuriyet, July
25, 1951:1.

% The members were Erdogan Behnasavi, Baha Calt, Atifet Hangerlioglu, Seta Hidis, Omer Ulug, Haluk
Muradoglu, Umit Mildon, Vildan Tatligil, Yilmaz Batibeki. The group disbanded after its second exhibition the
following year, with many choosing to pursue other career paths. The most recognizable name today that emerged
from this group is abstract painter Omer Ulug (1931-2010).
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La Liberté guidant le peuple [Liberty leading the people] (1830) and Zeki Faik Izer’s 1933 Inkildp
[Revolution]. - The article explained that this visual exposé of Izer and Berk had been initially
made through a pamphlet titled “Our First Exhibition” that the Attic Painters prepared in response to the

reproach of the older generation against their work.

While the initial target of the Attic Painters was the two towering figures of the art world**—at
the time Izer was the director of the Istanbul Fine Arts Academy and Berk was a professor of painting
there as well as a prominent author of art books and a public figure with widely published articles on art
in magazines and newspapers®>—the pamphlet included a further threat: the younger artists of the Attic
group were hard at work on a whole album of similar juxtapositions. The Attic Painters claimed that in
Turkey, the work of foreign artists had been plagiarized by “those who had no reservations about putting
their own signature under paintings copied from the likes of Raoul Dufy, [Marcel] Gromaire, André Loth

[sic], Georges Renault [sic], [Henri] Matisse as well as Moreau and Delacroix.”®

In fact, the Attic Painters were not retaliating against a direct critique from the Academy
instructors that they targeted in their pamphlet, but to an art critic, Fikret Adil. Adil was known for his
support for the older artists’ Group D, of which Izer and Berk were founding members. Since its first
exhibition in 1933, Group D had claimed a modernist stance, promising to bring the latest developments

in Europe to Turkey without delay, a contradictory statement which claims the vanguard without the

% The two had also worked together as exhibition organizers (commissaire d’exposition) on multiple occasions for
selecting and representing Turkish art abroad since the end of the Second World War, significantly at the 1946
UNESCO exhibition. The importance of the bureaucratic roles these artists embraced will be examined in the
following chapters.

5 By 1951, Berk had published books on topics as varied as Italian Renaissance masters such as Leonardo da Vinci
and Gentile Bellini, as well as a book on modernist art movements in Europe, and overviews of Turkish painting and
sculpture in Turkish, French and English. Modern San’at [Modern Art]. Semih Liitfi Bitik ve Basimevi, 1934; Tiirk
Heykeltraslar: [Turkish Sculptors]. Giizel Sanatlar Akademisi Nesriyatindan, Ahmed Thsan Basimevi Ltd., Istanbul,
1937; Tiirkiye 'de Resim [Painting in Turkey]. Giizel Sanatlar Akademisi Nesriyatindan, Cumhuriyet Matbaas,
Istanbul, 1943; Sanat Konusmalar: [Conversations on Art]. A.B. Nesriyat, Ulkii Basimevi, Istanbul, 1943; La
Peinture Turque. Basin ve Turizm Midiirliigii Yayini, Ankara, 1950; Modern Painting and Sculpture in Turkey.
Basin ve Turizm Miidiirliigi Yayini, Ankara, 1950; Bellini’ler [Bellini’s]. Milli Egitim Basimevi, Istanbul, 1951.

% “Geng ressamlar taninmig ressamlari kopyacilikla itham ediyorlar” Cumhuriyet, July 25, 1951: 3.
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anxiety of originality.®” Fikret Adil, steeped in this paradoxical origin story of Turkish imitative
modernism and its initially figurative thrust, mocked the novice status of the Attic group of students in
his review: “like English in 6 months, painting in 6 months!”® The fact that recent graduates of the
academy had opened their own independent studio where they offered painting instruction, and had
boldly moved to their own exhibition of abstract works, demonstrated how easy it had become for an
artist to make a foray into the artistic sphere through non-figurative painting. Adil’s snide comment
pointed to the threat of non-figurative painting, not only to critics like himself, who perhaps felt
unequipped to offer their opinion on the merits of this newly embraced approach to painting, but also to a
generation of teacher-painters whose authority as artists as well as earnings as instructors depended on a

firm belief that the path to being a painter required years of training (mastery by copying masters).

The Attic Painters were a heterogeneous group that had banded together at the independent atelier
of Nuri fyem (1915-2005). fyem, a Fine Arts Academy-trained painter, had rented an attic together with
his schoolmates Fethi Karakas and Ferruh Basaga in 1950, where he had started giving painting classes a
few days a week, much to the chagrin of the painting teachers at the academy. The Attic Painters were
Iyem’s first group of students from this short-lived independent atelier, who opened their first exhibition
less than a year into their training. Like their teacher Iyem, they were trying their hand at non-figurative
painting that was slowly becoming popular among younger artists but seen with suspicion by critics and
the more established painters. In fact, it was lyem who had brought the images of the copied works to the
atelier to show his students, fueled by the fury of the exhibition review.® Interestingly, iyem had not

made this discovery himself either; this very same disclosure had already been made in a book titled

%7 Similar to this ‘fabricated scandal,’ this is the constructed tension, between modernism and originality that does
not necessarily hold for its peripheral manifestations; perhaps it is also the reason that the album the Attic Painters
threatened with did not get produced. The issue of modernist emulation will be delved into in the second and third
chapters. [ use the word ‘anxiety’ in reference to Harold Bloom’s concept of the “Anxiety of Influence.”

8 Adil, Fikret. “Son Sergiler Dolayistyla Tiirk Resmine Bir Bakis” [A Look at Turkish Painting on the Occasion of
the Latest Exhibitions], Yeni Istanbul, May 21, 1951.

% As recounted by group member Haluk Muradoglu. Muradoglu, Haluk. “Ilk Sergimiz Uzerine,” [On Our First
Exhibition] from his unpublished memoir, 2001.
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Resim ve Cemiyet [Art and Society] published nine years earlier by sociologist and theorist Hilmi Ziya

Ulken.”

In this proto-culturally materialist book, Ulken discusses art as the product of social forces, and
argues that painting is a function of society. The short book is replete with covert Marxist references to
base and superstructure; it characterizes society and therefore art as shaped by religious, political, ethical
and theoretical forces at play, and suggests that artistic exploration is reflective of the dialectical
relationship between old and new societies, that an artist internalizes and illustrates this struggle. Ulken
addresses the momentous question of what makes art national by suggesting that technique and subject
matter are inseparable, and that art that is national in character will soon emerge out of the current artistic
struggles, if artists remain true to themselves and their society, with an open but cautious endorsement of
attempts by the Yeniler [Newcomers] group, of which Iyem, as well as his partners at the attic atelier
Ferruh Basaga and Fethi Karakas were members.”! Not yet fully abstract, these artists who banded
together plumped for socially concerned topics, accusing their “Group D” predecessors of aesthetic
irrelevance. Ulken acknowledges that the history of painting in Turkey is rather short, and that it is going
through a period of transition, but that it will finally find its course, benefitting both from the East and the

West as it embraces its own character.

Izer and Berk’s paintings in question were printed together with their French “originals™ in the

back of Ulken’s 60-page book among other reproductions of Turkish and European paintings. _

70 Ulken, Hilmi Ziya. Resim ve Cemiyet [Art and Society], Istanbul: Universite Kitabevi, 1942.

" The group consisted of Avni Arbas, Agop Arad, Miimtaz Yener, Turgut Atalay, Hasmet Akal, Kemal Sénmezler,
Selim Turan, Fethi Karakas, Ferruh Basaga and Nuri fyem, who had all been students of French painter Léopold
Lévy. Their first exhibition, endorsed as a promising effort in Ulken’s book, was titled "Port City Istanbul." The
group received support from a range of writers and thinkers, especially from theorists Mustafa Sekip Tung and
Hilmi Ziya Ulken. Yeniler exhibited together from 1941 to 1952. The members argued for a more socially concerned
approach to art making, as opposed to art for art’s sake, which they ascribed to be the principle embraced by
members of Group D. (Abidin Dino, who participated in the first exhibitions of both groups, did not stay as a
member with either) Known as left-leaning painters, they took their subject matter from contemporary life, but never
stylistically identified with Soviet Socialist Realism. Their first exhibition was opened by a fisherman who cut a
fishnet—a gesture that was supposed to signify an artistic community more integrated with real life.
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There isn’t any direct reference to these specific paintings within the body of the text other than the
following statement:
Imitating the large compositions of Western painting is a useful tool in apprenticeship.
Composition cannot be reached through still-lifes and landscapes. People learn
swimming by swimming. Every composition is the result of an inner sensation and is the
product of its era. A rough adaptation of it can result in false artworks. Just as it is
inconceivable to write the saga of independence by adapting Jerusalem Liberated, it is

impossible to represent our history or our revolution by adapting Turner or Delacroix.
Every composition will take its soul from the truths and beliefs of its own world."

While the message would have been clear for the initiated, Ulken had not made a blatant accusation, and
this was perhaps why the issue had gone unnoticed by newspapers, and remained as a hushed altercation
within the Istanbul art world until the summer of 1951.7* In the text, Ulken almost offers a brief history of
Turkish painting within the culture of the copy, as a narrative of not yet having found a true national art,
which will coalesce in technique and subject matter once matured. Berk and izer are by no means his sole
target, but only examples in a series of failed attempts of this unfolding (im)maturity.”* By Ulken’s
dialectical narrative, the heavy influence of European painting —whether it is the narrative strength of neo-
classicism, the technical prowess of Cézanne, the solipsistic crisis of Cubism, Dada or Futurism, or the
fantasies of abstract painting—will soon be left aside by Turkish artists, and the truly Turkish painter will
arrive at his own world. This hopeful narrative of progress towards originality is echoed by Turkish writer

Oktay Rifat, who was quoted in the epigraph to this chapter, a decade later.

What this chapter argues also goes against the local interlocutors’ internalizing of a modernist
quest for originality presented as an artistic stage to be achieved eventually by Turkish artists in a

teleological progression of art history. Ulken as well as Rifat’s viewpoints, not directly shunning but

72 Ulken, Hilmi Ziya. Resim ve Cemiyet [Art and Society], Istanbul: Universite Kitabevi, 1942: 41. All translations
from Turkish and French are the author’s unless otherwise stated.

73 In the text he also talks about the impossibility of “Cézannisme” as a valid approach to painting; it is a technical
study phase to be surpassed.

74 He says “Hakiki resim mevzula teknikin inkisafindan doguyor.” True painting is borne out of the unfolding of
subject matter and tecnique.” Ulken, Resim ve Cemiyet: 38.
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tolerating the copy as a necessary step on the way towards originality assume a belated Turkish artist who
is playing a game of catch up; rejecting this standpoint, I suggest a positive thesis of the culture of the
copy, which treats copying as a entrypoint into the world conversation of modernism that Turkey, as a
modern nation state with full support of painting as a significant if not tokenistic cultural output, needed

to engage in.

Back in 1951, izer and Berk hastened to respond to the accusations; their statements on the matter
were on the front page of Cumhuriyet the very next day, reported under the title “The Gossipy Incident
Between Our Painters” [Ressamlarimiz arasindaki dedikodulu hadise].” The inquiry, taking almost half a
page of the merely 8-page newspaper can be read as a simple but telling indicator of the national
significance of the matter. When asked about the charge, Berk simply admitted: “Yes, these are copies.
Artists are always under the influence of each other. I was under the influence of Moreau when I painted
this composition. It is the only copy I’ve made in my life. I was asked to submit a painting to the 1935
state exhibition [he misremembers the date, it was a submission to the first installment of the annual
exhibition, in 1934], so I quickly made this painting.”’® Berk expanded on his thoughts about the copy by
arguing that quotational borrowing among artists of different generations has been a part of art history
since time immemorial:

The art of the copy is born out of mutual influence, of movements and positions that

continue throughout generations. There are great artists, who have been under the

influence of each other to the point where they almost copy each other. For example,

artists such as Manet, Ingres, or even Delacroix, have borrowed themes from Greek and

Renaissance art. Specifically, in the Louvre, there is a painting by Manet titled Déjeuner

sur [’herbe, the composition is in fact taken directly from an Italian etcher, Marc Antoine

[sic. Marcantonio Raimondi]. Similarly, Monet [sic. He must mean Manet] has borrowed

compositional elements from Vélazquez and Goya, including them in his paintings with
transformations. There is an infinite number of examples as such.”’

75 “Ressamlarimiz arasindaki dedikodulu hadise” [The Gossipy Incident Between Our Painters], Cumhuriyet, July
26,1951: 1, 4.

76 Ibid: 4.

7 Ibid.
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The noticeable blurring of lines between inspiration, influence, and imitation seems to be intentional in
Berk’s statement. In his lengthy response, Berk also reveals his anxieties about the direction in which
painting seems to be going. He says that he is following the movements in Europe as well as in Turkey
with great worry. Berk explains that becoming an artist was much harder and required years of effort and
classical study. Today, “snobbism, combined with speculation and market allows for certain people to
pursue the path of quickly becoming famous; exhibiting your work in an exhibition used to only happen
after a worthwhile struggle with the difficulties of art.”’® He is confident of the students at the Academy,
and ensures that soon, whether it is his own generation, or the generations that will follow, the art of
Turkish painting will produce artists of European caliber. With what seems to be a calculated
nonchalance, he adds that he hasn’t had the time to see the exhibition that “these youngsters” have put

together.

Izer’s response, which follows a similar logic about influence and what he calls ‘borrowing
théemes,” that he describes as a practice common to literature and art, is somewhat bolder: “Us Turks will
inevitably fall under certain influences.”” Izer takes a further step by turning the issue of inspiration
around; he says French artists today study “Turkish, Japanese, Spanish, German, black or barbaric arts to
pull out thémes they find appropriate for their own work.” While putting his foot down about mutual
artistic exchange with France, he is adamant about defending his own work, not accepting the label of the
copyist:

... Delacroix’s work demonstrates a street battle during the French revolution. My work is a

symbolic painting of the revolution. The only similarity between the two paintings is that they

both represent the country through a female figure. Also, they both have a triangular composition.

In my work, Atatiirk points towards the path needed to be taken. In the front are the toppled

sultanate and reactionism. With his other hand, Atatiirk holds the youth, represented by a male

and a female university student. The child on top of the small rock is pointing to the tenth year of
the republic with his hand. Together with the youth is the military, the torch represents education,

78 Ibid.
7 Ibid.
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there is a woman who has been freed by discarding her hijab, the mass of the populace, behind

them is the Ankara citadel, and behind that is the rising light. The painting printed in your

newspaper is such a symbolic work of art. If [ were to make the same painting today, while I

would try my best to make an even better painting, I would have made it the same way.

As for Nurullah Berk’s painting: Even though he is not as strong a painter as the artist he
is said to have copied, he has realized a work of art that is more beautiful than the one he is said
to have been inspired by.%

Berk and Izer have slightly differing views on the copy. Berk admits that his work was a copy but
downplays it as having been under the influence of Moreau, presenting it as part of a common practice
with examples replete in art history. izer on the other hand, brazenly ignores the allegorical workings of
Delacroix’s painting in his statement, even though it must have been precisely this connection between
the French Revolution and the War of Independence led by Atatiirk, and the following reforms he
initiated that drew Izer to realize this work. Presenting the contextual adaptations he has made as having
elevated the painting into one that operates on a symbolic register, Izer rejects that his painting is a copy.
His statement about Berk’s work is complimentary but completely evasive; both artists seem to

intentionally muddy the waters between influence, compositional borrowing, artists’ historical dialogue

with precedents, quotation, and imitation.

Copying had been part of the French tradition since the early 17" century, when royal portraits
were commissioned to be copied and distributed to various offices at the orders of Louis XIV. It was of
course, also a pedagogical tool; the entire system of the beaux-arts education being based on having the
student copy, first by making drawings from reliefs and sculpture, followed by life classes, gradually
ascending to copying from paintings. Moreover, since its establishment in 1666, the students at the
Académie de Rome would make and send exact copies back to France; this way not only did they engage
closely with the work of an Italian master, but also helped expand the royal collections. Copying was also
a form of veneration; to copy was to flatter. Established artists such as Jean-Auguste-Dominique Ingres

continued to make copies from masters throughout their lives. As was shown by Patricia Mainardi, both

80 bid.
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academicians such as J.A.D. Ingres and moderns such as Delacroix also ensured their living costs by
répetitions; repeating their own work with slight variations.®' By the 19" century, copying was
institutionalized; the French state commissioned copies for townhalls and churches, and the bourgeois
collector acquired réductions;®* producing a new class of painters: professional copyists. If a copy was
found inefficient, the state inspectors would have it perfected by another artist. These replica copies, made
by professional copyists as well as young students of the arts, were not only commodities made on
demand, but also increased the symbolic value of the artwork. The Louvre was so overrun by copyists
that regulations had to be put in place.®* [l It was only by the mid-19" century that the exact copy
slowly started to lose its primary place, and slight deviations as signs of personal temperament came to be
appreciated. Tellingly, the salon banned exhibiting copies in 1852; the expressive “homage” was another
matter. With the Third Republic, portraiture was no longer in fashion, and with the embrace of
secularism, the state demand for copies of religious paintings came to a halt. By the turn of the century,
copies that showed an understanding of the original, but departed from it with an act of personal
interpretation were on the rise, made by many modernists, including Cézanne, Van Gogh and Matisse.>
Picasso’s ‘paraphrases’ decades later can be seen as a continuation of this type of homage-copy. Calling

these ‘modern copies,’ art historian Roger Benjamin argues that with the modern copy, the replica-

8! Mainardi, Patricia. “The Ninetenth-Century Art Trade: Copies, Replicas, Variations,” Van Gogh Museum Journal
2000: 62-73.

82 Ibid. A copy smaller in size, often but not necessarily by the original artist.

83 “Artists both for and against the academic tradition copied in the Louvre, the one because imitation was a
cornerstone of orthodoxy, and the other for the freedom it gave as a studio without teachers.” Duro, Paul. “Copyists
in the Louvre in the Middle Decades of the Nineteenth Century,” Gazette des Beaux-Arts, vol.111 no:130 (1988):
249-254.

8 There is a wealth of scholarly research and curatorial effort that look at the French copy across centuries. For the
academic copy see Boime, Albert. The academy and French painting in the nineteenth century, London 1971. Paul
Duro has many articles, including Duro, Paul. “Copyists in the Louvre in the Middle Decades of the Nineteenth
Century,” Gazette des Beaux-Arts, vol.111 n0:130 (1988): 249-254 and “The ‘Demoiselles a Copier’ in the Second
Empire.” Woman’s Art Journal 7, no. 1 (1986): 1-7. For the modern copy, Benjamin, Roger. “Recovering Authors:
The Modern Copy, Exhibitions and Matisse.” Art History 12, no. 2 (June 1989): 176-201. For the distinctions
between different 19" century copies, see Mainardi, Patricia. “The Ninetenth-Century Art Trade: Copies, Replicas,
Variations,” Van Gogh Museum Journal 2000: 62-73. Exhibition catalogs include The Repeating Image: Multiples
in French Painting from David to Matisse (ed. Kahng, Eik), Walters Art Museum, Baltimore, MD 2007; Retaining
the Original: Multiples, Originals, Copies and Reproductions, National Gallery of Art, Washington, DC 1989
(Studies in the History of Art 20) and In pursuit of perfection: The Art of J.A.D. Ingres, Louisville KT (J.B. Art
Museum) & Forth Worth TX (Kimbell Art Museum) 1983-84.
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function was replaced by the author-function; faithful emulation was overtaken by the modernist regime

of personality and originality. %

Neither strict copies, nor overtly interpretive, Berk and Izer’s adaptations occupy an awkward
middle ground between a venerational exercise and the modern copy Benjamin describes in the French
artworld. Vaguely personalized, their copies adapted French originals to a strikingly different historical
context. But was that not allowed? Should theirs be considered shameful copies? Or, when did they lose
their acceptability? In the early 1930s, when modernism, to which these two artists were fully committed,

did not yet offer a visual rhetoric, where should they have turned in order to depict Ataturk’s reforms?

The polemic about the European sources of Turkish copies would spill onto the pages of various
other newspapers and magazines in the summer of 1951. Writing in Yeni Sabah, another prominent
newspaper of the 1950s, Izer and Berk’s colleague from the academy, Cemal Tollu expanded on the art
historical examples that his colleagues had offered, but more than anything, his was a symbolic gesture of
support, announcing his side on the debate among his fellow Group D members. He gives examples from
a recent Phaidon publication, in which the similarity between a Donatello sculpture and a later one by
Bellini is discussed; both sculptures are in fact similar to a Greek relief from 470 BC. Moreover, the
female nude pouring water in La Source (1856) by Ingres, is based on a relief by 16" century sculptor
Jean Goujon on a fountain (he must be referring to one of the nymphs from the Fountain des Innocents).%
While it was never addressed at the time, it has been later pointed out that Tollu’s own submission to the
very same state exhibition (more on this shortly) in 1933, Alfabe Okuyan Kéyliler [Villagers Reading the

Alphabet] is rather similar in its composition to Leonardo da Vinci’s The Virgin and the Child with St.

85 Benjamin, Roger. “Recovering Authors: The Modern Copy, Exhibitions and Matisse.” Art History 12, no. 2 (June
1989): 176-201. 1 would call these “20™ century copies” rather than the modern copy, as I find the 19" century
practice of the copy to be already a wholly modern enterprise.

% Tollu, Cemal. “San’at Eserlerinde ‘Tesirler” [Influences in Works of Art], Yeni Sabah, August 2, 1951
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Anne (c. 1510), a painting in the Louvre Museum’s collection that the artist would have been familiar

with from his days in Paris, like Berk and izer.’” [igINga0)

While Ulken’s inclusion of paintings by Berk and izer alongside the “originals” in his book in
1942 could perhaps be seen as a gentle push to move Turkish painting out of this phase of imitation and
influence, the brochure by Iyem and his students can comparatively be characterized as a vicious exposé
that was part of a prolonged artistic battle to make room for more approaches to painting than the one
embraced by the teachers at the Academy in Istanbul at the time. The independent atelier and its students
presented a challenge to the established approach to art; for previous generations becoming an artist
required years of training, both in Istanbul and abroad, only to be crowned by an exhibition much later.
Berk and Izer, as well as other members of Group D, had supplanted their academic training in Istanbul in
independent ateliers in Europe, and had been heavily influenced by the teachings of their atelier teachers.
They had become representatives of the unlikely conjunction of modern academicism: syncretic moderns.
On the other hand, the exposure of Iyem and his generation to European painting had been through
reproductions in books, and the non-academic French painting instructor at the academy at the time,
Léopold Levy.* Iyem had not been to Paris, Berlin or Munich like the previous generation, as his student
years coincided with the Second World War. He had entered the academy the year Group D opened its
first exhibition in 1933. Berk and izer were recent hires at the academy when Iyem returned to the school

as a graduate student.®” Art historians have argued that this was a blessing in disguise;*® Levy, who

87 It should also be mentioned that Tollu and Izer had turned to well-known masterpieces, while Berk chose a
contemporary painter’s work less likely to be known in Turkey. Perhaps, Tollu and Izer had taken the advice of their
teacher André Lhote to go to the Louvre to learn from the masters, while Berk’s was a more covert choice; this will
be discussed in the following chapter.

88 Levy was a self-trained artist with almost no international renown, and a very odd choice for heading the painting
department the Istanbul Art Academy at the time. The concluding chapter delves into his appointment more in
detail.

% According to Nurullah Berk, alongside Bedri Rahmi Eyiiboglu and Cemal Tollu, he was hired at the academy as a
teaching assistant at the request of Léopold Levy when the latter became the head of the painting department in
1937. That year, izer was hired as the photography teacher by the Academy’s director Burhan Toprak. Some artists
have argued that Group D members were not requested by Levy, he had in fact chosen others but their hiring was a
negotiation with the director Burhan Toprak who had an affinity with the group. See Ciida, Mahmud. Kilavuzun
Boéylesi [A Guide Such as This], Istanbul: Yaylacik Matbaas1, 1973: 14-15.

9 Sonmez, Necmi. Paris tecriibeleri. Ecole de Paris - Cagdas Tiirk sanati:1945-1965. Istanbul: YKY, 2019: 21-22.
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himself was not academically trained, did not teach an academic canon, nor did his teaching result in a
stylistic dominance or a heavy-handed academic or theoretical training based on the French tradition; his
students were encouraged to find their own personal styles (itself an ideology of individualism and
originality), and to look at their own traditions rather than to Europe.”! The work of the Yeniler group, as
well as the early non-figurative explorations of their students from the independent atelier they set up, the
Attic Painters, need to be seen in this context. Moreover, Iyem and his peers were too young to have felt
the national pressure to serve the country as artists by participating in the state-organized Exhibitions of
the Revolution, to which the two paintings in question by Berk and Izer were submissions. /nkilap
Sergileri [Exhibitions of the Revolution] were initiated on the occasion of the 10" anniversary of the
Republic and took place annually between 1933 and 1937. The aim of these large exhibitions was to
commemorate the War for Liberation and the revolutions of the republic.? The state’s patronage
(numerous paintings would be acquired by the parliament and the ministries from these exhibitions), as
well as the framework resulted in artists taking up historical genre painting, which was a weighty
challenge for Turkish artists without such an established artistic tradition. While this national pressure

encouraged some to emulate the tropes of Social Realism, even if these were not their preferred modes or

%! While Nuri fyem is most well-known for his unvarying portraits of Anatolian villagers today, during the

decade in question, he experimented with non-figurative painting, before settling on the distinct style he is

now famous for. fyem himself had turned to non-figurative painting simultaneously with his students in

the early 1950s. In his unpublished memoir, Attic Painters member Haluk Muradoglu vividly describes the
moment fyem himself tried his hand at abstraction, therefore influencing his students: “One day, Sadi

Calik came to the studio. He explained the contemporary approach to painting in Paris to Nuri. We just

listened but Nuri was able to understand, or rather interpret what [Calik] was saying. The very next day he

started painting, and for the next ten years, he made non-figurative paintings that were better than [Hans]
Hartung’s or [Jean René] Bazaine’s. Sadi had also brought a booklet with him, Bazaine’s Notes sur la

peinture d'aujourd’hui [1948]. They gave the book to Safa [M. Yurdanur] there and then, and he translated

it immediately. The book was soon published [in Turkish]. We talked about it, but I don’t know if it

influenced others.” Haluk Muradoglu, “Asmalimescit,” from his unpublished memoir, 2001, unpaginated.

92 The first exhibition “Inkilap Resim Sergisi” [Revolution Painting Exhibition] took place in the People’s House in
Ankara, the former Tiirk Ocag1 (Turkish Hearth) building. Some of the larger state-sponsored exhibitions would
later be presented in a dedicated space, architect Sevket Balmumcu’s ocean-liner shaped Ankara Sergievi
[Exhibition House] down the hill. The Exhibitions of the Revolution were cancelled after a few years, but it can be
argued that they only transformed into “State Painting and Sculpture Exhibitions” in 1938. While a jury was
introduced, and the subject-matter limitation was lifted, the mission of representing the revolutions of the new
Turkish republic continued partially as an ethos in the first decade of the annual state exhibitions, often resulting in
artists producing with a different mindset for these exhibitions than their own personal styles and chosen subject
matter. This issue will be treated in more detail in the following chapters.
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styles of artistic practice personally, others, like Izer and Berk, turned to French painters for inspiration,

emulation, or in the words of the Attic Painters, and their teacher lyem, copying.

In fact, the struggle that the artists had during the 1930s with finding an appropriate artistic idiom
to express the Revolutionism of the young republic, whether by illustrating the reforms of the past decade,
or finding the appropriate visual expression to reinforce the cult of Mustafa Kemal as the father of the
nation, can clearly be seen in another painting, Arif Bedii Kaptan’s Gift of the Republic to the Youth
(1934), a submission to the second iteration of the Exhibitions of the Revolution. [igili0] The emulation
of Christian tropes, with Atatiirk shown in the clouds, flanked by figures as Christ would be by angels, is
not a direct compositional borrowing from a specific painting, but an application of a centuries-old artistic
formula to another context. The painting both echoes a Virgin and Child, as well as Christ ascending.”
Perhaps, Kaptan was looking at the painting that was featured in the cover of the art history book that was
taught at the academy, Raphael’s Sistine Madonna (1512). - Kaptan’s allegory is rather similar to
Izer’s in that toppled at the feet of Atatiirk are figures that represent the ancien régime where the putti are
in Raphael’s; he is supported by figures behind him that represent the power of knowledge and military
might, one holding a sword and the other the torch of enlightened thought, while entrusting the nation (the
baby) to the youth, scantily clad but somewhat modestly represented by healthy male and female figures,

wearing the colors of the Turkish flag (red) and Islam (green).’*

When Vatan interviewed the Attic Painters later that summer, their teacher-cum-spokesperson
Iyem tried to sharpen the distinction between copying and influence.” While he tried to further his

argument in the following months in journals, the album that was promised, intended to reveal many

9 Shaw, Wendy M. K. Ottoman Painting: Reflections of Western Art from the Ottoman Empire to the Turkish
Republic. London: 1.B. Tauris, 2011:174-175

% In her reading, Wendy Shaw interprets the figure holding the torch as a reference to the Olympics, in which
Turkey would participate two years later.

% fyem further elaborated that if they wanted to talk about influence, in the case of Nurullah Berk, they would have
brought up André Lhote, and that it is a rather different matter to copy from Moreau. Yalman, Tung. “San’at
Aleminde,” Vatan, May 27, 1951.
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other copies by well-known Turkish painters, never materialized, and the issue died down, with the
academy teachers remaining relatively unscathed.”® This episode would be brought up by savvy reporters
once in a while, and both izer and Berk were asked about it later in life. While Berk didn’t change his
position, Izer softened, admitting the artistic shortcomings of the time. Speaking in 1967, he still refused
the idea of plagiarism, but was humbler and more candid:

They said I stole it, but our situation was clear... Our technical ability was to express a

scene of the revolution. That is, we are both distant and lacking the image power of

Ingres and Delacroix! The real revolution is in the quality of those who participate in the

state exhibition... Art needs the long haul; the strength and luck of generations is
important; essences remain..."’

What makes this scandal a matter of fabrication is precisely the suppression of the instances of
the copy in the writing of a modernist European art history. At the time of the first exhibition of Paintings
of the Revolution in 1933, Izer was 28, Berk 27 years old. They were young artists who had just returned
to their country after studying in Paris. Like fellow artists, they participated in the celebrations of the first
decade of the new republic by submitting paintings to the first state-organized exhibition. How best were
they to express the revolutions of the new nation? Unsurprisingly, they turned to French masters for
direction. But neither Berk nor Izer was artistically mature enough to have developed their own signature
styles to do the proper modernist zomage. Is an artist from the periphery allowed to do an homage even

when they have a fully developed and recognizable signature style?®® It can be inferred from the ruckus

% In fact, Nurullah Berk turned it around, to use the notion of copyism to accuse abstract painters, in articles as far
apart as in 1953 and 1962; see Berk, Nurullah. “Kopyacilik Ustiine” [On Copyism], Varlik no. 512, October 15,
1959:3 and Berk, Nurullah. “1961°de Resim ve Heykel” [Painting and Sculpture in 1961], Varlik Yillig1, Varlik
Yaynlari: istanbul, 1962: 69-80.

97 Quoted in Shaw, Ottoman Painting from Elibal, Giiltekin. Atatiirk ve resim heykel. [Birinci Basilis. Is Bankas1
Kiiltiir Yayinlari, 121. Istanbul: Kiral Matbaasi, 1973: 176. (based on a conversation with Elibal on August 25,
1967)

% In a similar vein, Caroline A. Jones explores the phenomenon of what she calls “predicated modernism,” in which
“The semiotics of predication both communicate and perform the relation of subservience.” Caroline A. Jones,
“Predicated Internationalism: Sadequain and the Global Working of Art’s History,” in Claire Grace and Joseph Siry,
eds., Canons in Visual Art: History, Theory, Criticism (forthcoming, 2022). My thinking on the peripheral artist’s
position aligns with hers, and we both also owe it especially to the Picasso Manqué syndrome theorized by scholar
of Indian modernism Partha Mitter in The Triumph of Modernism: India's Artists and the Avant-garde, 1922-47,
(Reaktion Books, 2007); and taken further in works such as “Decentering Modernism: Art History and Avant-Garde
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that the Attic Painters raised that, by the early 1950s, influence had turned into “an anxiety of influence”
for artists in Turkey.” This uncovering of Berk and izer’s adaptations of Moreau and Delacroix
respectively, had become scandalous material somewhere between 1933 and 1951. Berk and Izer’s refusal
to give up their modernist positions is precisely indicative of the internalization of the scorn for the copy,

an embrace of the artistic hierarchy for unattainable originality.

In her analysis of both Kaptan’s and Izer’s paintings, art historian Wendy Shaw
characterizes these works as nearly parodic, and attributes “an unself-conscious postmodernism”
to these artists for their “recognizable reapplication of well-known paintings.”!? For her, these
paintings testify to how painting in the Turkish Republic was pressed into the needs of the
nation, and the imposition of patriotic expression barred it from speaking, and if it did, it was a
mistranslation. She is particularly unforgiving of Izer and takes his painting to illustrate how this

re-application stripped the painting of Delacroix’s utopian message. %!

Art from the Periphery,” The Art Bulletin Vol. 90, No. 4 (Dec., 2008), 531-548, and as late as 2014 with “Collapsing
Certainties,” in The Cairo Review of Global Affairs (Summer, 2014), online at
https://www.thecairoreview.com/essays/collapsing-certainties/ in addition to a Guyanese case discussed in Simon
Gikandi, “Picasso, Africa, and the Schemata of Difference,” Modernism/modernity, Vol 10 No. 3 (September 2003):
455-480.

9 Bloom, Harold. The Anxiety of Influence; a Theory of Poetry. The Anxiety of Influence; a Theory of Poetry., 1973.
As I will argue in the following chapters, “the anxiety of influence” become an issue to contend with for both
generations who are the subject of this study that came before the Attic Painters, however, for a brief period in the
1930s, when Group d was newly founded, the artists initially cared more about learning a modernist idiom through
emulation before contracting its anxiety for originality.

100 Shaw, Wendy M. K. Ottoman Painting: Reflections of Western Art from the Ottoman Empire to the Turkish
Republic. London: I.B. Tauris, 2011:173.

101 She says: As the painting translates a French allegory of nationhood into a Turkish idiom, the loss of symbolic
representation in each of the figures entirely transforms its message. Within the academic tradition, the key female
figure in the Delacroix is automatically perceived as allegorical. In the appropriated version, who is this woman
holding the flag? Is she a clothed allegorical liberty, as in the statue in New York harbor? Or is she a personification
of ‘the nation” which has played out many of the controversies of modernity through the rights and images of
women? Or is she just a woman commanded to march forward by the patriarchal figure of Mustafa Kemal? As such,
is she a role-model for the young girl? Is she the symbolic liberated women of modern Turkey? Significantly, it is
not she who leads, but who follows. While Delacroix’s Liberty looks back in order to lead her minions forward, this
woman looks to Mustafa Kemal for guidance: no transfer of vision takes place from the great leader to the
personified nation. Indeed, replacing the middle-class revolutionary with the president, Zeki Faik takes power away
from the people and vests it instead in a single figure who must, for all eternity, keep the young teachers of the
nation under his wing. Those he protects are the modern few, not the multiplicity of classes suggested by Delacroix,
and certainly not the predominantly rural populace of the 1930s Turkey. The work depicts dependence not on a
revolutionary ideal, but a paternalistic leadership antithetical to egalitarianism or democracy. The painting attempts
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Could it be that Izer’s awkward transcription is precisely revealing of the different
dynamics in place in the Turkish revolution as opposed to the French? While Shaw believes the
slippage of meaning that allows art to distinguish itself from other “/exie”—that which gives it
autonomy— is lost at the hands of Turkish republican artists, who turn paintings into signs that
fulfill particular patriotic functions, another approach to Izer’s quotational allegory would be to
see it as revealing or even generating the precise Turkish Republic meanings in those deviations
surfacing in the re-application and derangement of “original” motives.'*> Turkey was in fact not
striving for democracy a la France, but would remain under the one-party system until 1946.
The revolution was not a bottom-up insurgence, but a military uprising that resulted in the
founding of a new Republic, with the top-down imposition of a series of reforms that attempted
to transform a dominantly rural, non-cohesive populace into a nation. By 1933, Mustafa Kemal
was indeed a paternalistic, even god-like figure; only a year later, after the surname law he
initiated was passed, he would officially take the surname Ata [Ancestor]-tiirk that was ascribed
to him by a law passed by the Turkish parliament. The reforms gave women equal rights, but the
female figure remained tokenistic, in society as well as in paintings for years to come. If Izer’s
borrowing is to be seen as a document, it is not an unself-conscious (and fully anachronistic)
postmodernism, but a conscious decision to mimic the lingua franca, to learn it; the unself-
conscious can only be attributed to the slippages pointed by Shaw, that are in effect the slippages

of the transposition of the ideals of French Revolution into the formation of the Kemalist regime.

to suggest ‘as in France, so in Turkey,” but the ideals have been lost in translation.” Shaw, Wendy M. K. Otfoman
Painting: Reflections of Western Art from the Ottoman Empire to the Turkish Republic. London: 1.B. Tauris,
2011:176.

102 It should also be considered that izer, Berk, Tollu and Kaptan’s paintings, made in the very same years for non-
state sponsored exhibitions are completely different in style and subject matter. It would be myopic to deliberate on
these artists’ output solely through the lens of what they submitted to the state exhibitions. The following chapters
delve into the other side of their output in detail.
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zer’s On the Road to Revolution is as reflective of the influence of Jacobin ideas on the

republican modernizers, as it is of what got lost in translation in Turkey’s societal reformation.'®

The slippage is in this case rather Freudian, in that it can almost be read as a critique of
Turkey’s modernization. While the paintings by Kaptan and izer look parodic to the
contemporary eye, as documents, they testify to the bold attempts of artists who were searching
for ways of expression in a borrowed language- a language that had to be borrowed if modernism
was the goal. What seems to be a lack of sophistication in these direct transpositions, their
awkwardness today, was far from legible in 1930s Turkey. Their messages, assumed to be
reflective of the simple patriotic intentions of the artists who made them were not as evident to
the Turkish public at the time either, even to the most sophisticated. An anecdote by artist and
museum director Halil Dikmen about Atatiirk’s first visit to the Museum of Sculpture and
Painting in 1937, which opened at his orders, testifies to this. Dikmen says that Atatiirk was most
interested in Izer’s On the Road to Revolution and asked him to explain its subject matter.
Dikmen, like Izer, had to describe to Atatiirk its allegorical workings that are straightforward to

viewers today:

‘On the upper left corner of the painting is a group of people; this group represents the
youth that is progressing in the direction you have pointed; on the right, lower corner, is
a second group; this part shows how the reactionaries were quashed with your
progressive move.”!%

103 This must be precisely why architectural historian Sibel Bozdogan chose Izer’s painting for the cover of her book
Modernism and Nation Building. She says: “The revolutionary self-consciousness of the Kemalist inkilap [reform] is
most evident in the way it represented itself in the image of the French Revolution. The secular and scientific look of
the Enlightenment had been the single most important source of inspiration for the Turkish modernizers in general,
even before the republican reformers appeared on stage.” Bozdogan sees Izer’s painting as a “remarkable artistic
expression of [the inspirational force of the French Revolution].” Bozdogan, Sibel. Modernism and Nation Building:
Turkish Architectural Culture in the Early Republic. Studies in Modernity and National Identity. Seattle, WA:
University of Washington Press, c2001., 2001: 57.

104 Halil Dikmen’s statement in Ozgii, Melahat. Atatiirk’e Sayg:. Tiirk Dil Kurumu Yayinlar1. Ankara: 1972: 148-
149 quoted in Elibal, Giiltekin. Atatiirk ve resim heykel. (Birinci Basim). Is Bankas1 Kiiltiir Yaymnlar1, 121. Istanbul:
Kiral Matbaasi, 1973: 157.
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Atatlirk was very pleased with this explanation, and after standing in front of the
painting for a while, he said: ‘Beautiful.”'®

Part 3: The Certified Copy

That very same scandalous summer of 1951, Zeki Faik izer was also in another skirmish
concerning copies of paintings. Just three days after the newspaper Cumhuriyet made his name front-page
news, he convened a council of teachers at the academy to overturn a decision about acquiring two copies
of paintings made by female artist Maide Arel for the collection of the Museum of Painting and
Sculpture.'® Arel had spent the last two years in Paris on a state fellowship, studying in the independent
atelier of André Lhote, together with her husband, painter Semsi Arel. Maide Arel had spent three
precious months of her time in Paris fulfilling a commission, by copying her teacher André Lhote’s La
Moisson (1935) and Pablo Picasso’s La casserole émaillée (1945) both on view at the time at Musée
d’Art Moderne de la Ville de Paris.'”” According to Arel, the director of the academy, Zeki Faik izer,
“especially requested her to make copies during her stay in Paris and asked her to bring them back.”!%®
_ By making a copy from her own teacher Lhote, as well as another by an internationally
recognized master, Arel was in fact participating in two different lineages of the copy; French and
Ottoman. She was making a copy to understand the work of her teacher, as the students in the studio of
Ingres had. She was analyzing Lhote’s salon Cubism through mimicry, and the influence of her teacher
would be a defining factor of her own personal style. Secondly, she was providing an opportunity for the
art students as well as the public in modern Turkey to see a work by a European master by offering its

hand-made replica; an Ottoman practice that will be delved into further in this chapter. In fact, earlier that

105 Tbid.

106 The Museum of Painting and Sculpture [Resim ve Heykel Miizesi] had opened in 1937 in the Princes’ quarters
[Veliaht Dairesi] of the Dolmabahge Palace, upon Mustafa Kemal Atatiirk’s orders. While its director was painter
Halil Dikmen, the museum was tied to Fine Arts Academy. Hence, the director of the museum and the director of
Academy worked in collaboration. The museum had been closed since 1939, first as a precaution due to the Second
World War, and later, failed to re-open due to a lack of funds until later that year in 1951.

197 Both works are now in the collection of Centre Pompidou. The Picasso still-life was part of the “ten
masterpieces” that the artist donated to the Musée d’art moderne de la ville de Paris in 1947 for its inauguration.
Lhote’s painting was purchased by the state in 1938.

108 1 etter from Maide Arel to the Ministry of Education, undated. IRHM archives, no folder number.
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spring, a committee at the Fine Arts Academy, headed again by Izer, had convened and decided to
purchase the two paintings presented to the committee by Arel, only to inform the artist in June that the
school “currently lacked sufficient funds to purchase the paintings.”'® After izer tried to annul the
agreement to acquire Arel’s copies in July, stating that in fact, they were not “perfect,”!! Arel started a
vehement campaign to have her copies purchased, as per the initial decision of the first committee. She
wrote letters of complaint to the Ministry of Education, asked her fellow artists to testify to the

adequateness of her copies,'!! and requested her teacher Lhote to certify her copy of his work, which he

happily provided, declaring: _

I, undersigned, André Lhote, artist living in Paris, certify having seen Mrs.

Maide Arel copying my painting “Les Meules” exhibited at the Museum of Modern Art

in Paris. [ have seen the care that she took in reproducing this composition and in getting

as close as possible to its pictorial material. I esteem the result and find it very

satisfactory.!'?

Arel also proudly included the two copies she had made alongside sixteen of her own
geometricized landscapes, nudes and still lifes in the exhibition that she opened together with her husband
Semsi Arel at the French consulate in Istanbul (October 27-December 9, 1951) the same year. The small

brochure, which features on its cover one of her late-Cubist still-lifes that evinces her teacher Lhote’s

heavy influence, lists the copies after Arel’s own paintings. The copies also take pride of place in her brief

109 Letter from Maide Arel to the Ministry of Education, dated December 5, 1951. Esin Arel Tunaligil family
archive. It is stated that Halil Dikmen and Zeki Faik Izer had objected to the acquisition in the first round as well,
but the majority opinion was to acquire the paintings.

119 Thid. The term used was that the copies “lack perfection” [kopyalar miikemmeliyetsiz].

' In the Arel family archive, there are two letters addressed to artists Hasan Kavruk and Sevket Sayan, who had
witnessed her working on the copies in Paris. Another letter to the Ministry of Education says three letters from
fellow artists testifying to the adequateness of her copies were attached, but since the attachments did not survive,
the third artist remains unknown.

112 The letter reads: “Je soussigné André Lhote, artiste peintre a Paris, certifie avoir vu Madame Maide

Arel copier ma toile ‘Les Meules,” exposée au musée d'Art Moderne de Paris. J’ai vu le soin qu’elle

prenait a reproduire cette composition et & se rapprocher le plus possible de sa maticre picturale. J'estime le
résultat trés satisfaisant.” Paris, September 10%, 1951. Esin Arel Tunaligil family archive.
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biography as important achievements: “[Maide Arel] copied these paintings by two Western masters with

full success and brought them to the homeland.”""* [iEHNIOl

The artist’s correspondence with the Ministry of Education was initially equally vexing, as Izer’s
non-compliance went as far as misinforming the Ministry. However, with Arel’s persistence, by
December, the Ministry of Education urged the Academy to honor the initial decision and purchase the
two copies from the artist at a fair price. In January 1952, Arel received a letter from Izer, informing her
that (yet another) acquisition committee had examined her copies, and decided to acquire them. In the
letter, he asks Arel to present herself at the school with an invoice for 300 liras; the committee determined
the appropriate price of the Lhote painting to be 250 liras, and the Picasso to be 50.'* _ These
prices were in fact significantly below the standard.''” Izer had acquiesced to the purchase but was still
driving a tough bargain. In Arel’s final letter to the ministry, in which her growing impatience and
distress is evident, she describes the added injury to the insult by listing the prices recently paid by the

school for other copies.!'® She concedes that she can be paid when the funds become available, and that

'3 grel Resim Sergisi, exhibition brochure, French Consulate, istanbul, October 27-December 9, 1951. SALT
Research, Yusuf Taktak Archive, TAKAF227.

114 Letter from Zeki Faik Izer to Maide Arel, January 21, 1952. Mimar Sinan Fine Arts University, istanbul Museum
of Painting and Sculpture archives. No folder number.

115 The committee members were Nurullah Berk, Cemal Tollu, Bedri Rahmi Eyiiboglu, Sabri Berkel, Ali Avni
Celebi, Zeki Kocamemi, Cevad Dereli, Zeki Faik Izer, Sefik Bursali and Halil Dikmen. Minutes of the acquisition
committee meeting January 19, 1952, Mimar Sinan Fine Arts University, Istanbul Museum of Painting and
Sculpture archives. No folder number. The document with the minutes of the acquisition committee’s meeting from
the museum archive states that Arel’s ask price was 600 liras for the Lhote, and 400 for the Picasso copy. It is stated
in the same document that while the teachers on the committee all objected to the pricing of the copies, they were
reminded by the director that they did not have the discretion to deliberate on the price but only to decide on whether
the paintings were to be acquired. So, who determined the price remains unclear, but a safe guess would be Zeki
Faik izer himself. The members of the second committee were only slightly different, the initial committee had
comprised Cemal Tollu, Nurullah Berk, Sefik Bursali, Sabri Berkel, Halil Dikmen and Zeki Faik izer. The three
members added in 1952 had all objected or abstained from the decision, which can be interpreted as izer trying to
meddle with the voting, however, Dikmen and Izer agreed to the purchase of the paintings this time around. While
Ali Avni Celebi “reserved his opinion as to the adequateness of the copy,” Zeki Kocamemi and Cevad Dereli openly
disagreed with the decision to acquire the paintings.

116 Eren Eyiiboglu’s copy of La Blouse Roumaine (1940) by Henri Matisse and Hasmet Akal’s copy of La Grande
Odalisque (1814) by Jean Dominique Ingres both fetched 400, while Feyhaman Duran’s copy of Le Cheval Blanc
(1898) by Paul Gauguin was bought for 750 liras, and finally, Neset Giinal’s copy of Titian’s The Entombment of
Christ (1520) was deemed worth 900 liras.
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she will agree to the sale price determined by the members of the first committee.!'” As both of Arel’s
copies are now part of the collection of the State Museum of Painting and Sculpture today, and the Lhote
can be seen in the inventory in 1952, it can be safely inferred that the artist obligingly agreed to the
suggested price cut for the Lhote, but would only sell the Picasso copy later, for seven-fold the price she

was offered by lzer.

But why were these copies being made by the artists, and acquired by the academy for the
museum in the first place? In the minutes of the very last meeting about the acquisition of Arel’s copies,
only one of the committee members’ reasoning is noted. Cemal Tollu stated that “since color prints of
these masters’ works are hung on the school walls, and these prints are shown to the students despite
being inadequate copies, copies made directly from the originals would be more beneficial from an
educational point of view.”!!® Tollu’s comments make Arel’s certified copies into glorified reproductions
on canvas, “more adequate copies” to be viewed by art students. But was that all they were? Why had the
school invested in acquiring four other copies of European paintings ranging from the 16™ to the 20

century just the year before?

Part 4: A Collection of Copies: The Asar-1 Naksiye Collection

In fact, commissioning and collecting copies of paintings from the European canon was the continuation
of a late-Ottoman project, initiated by Halil Edhem, who had culled “a collection of decorated panels”
[Elvah-1 Naksiye] soon after he became the head of the Imperial Museum (Miize-i Hiimayun) and the

School of Fine Arts (Sandyi-i Nefise Mektebi Alisi''®) in 1910, after the passing of his brother Osman

117 Undated, in response to the ministry’s letter of January 28, 1952. Arel family archive. Unfortunately, the paper
trail ends with a letter dated March 1953, informing Maide Arel that her copy of Picasso’s painting is to be acquired
for 350 liras. This letter is signed by Nijad Sirel, who became director of the Academy when izer was dismissed
from his role. Arel family archive.

'8 Minutes of the acquisition committee meeting January 19, 1952, Mimar Sinan Fine Arts University, Istanbul
Museum of Painting and Sculpture archives. No folder number.

119 In the decree for its opening, the name used for the school is Mekteb-i Sanayi-i Nefise-i Sahane, The Imperial
School of Fine Arts, whereas official documents refer to it as Sandyi-i Nefise Mektebi Alisi: The Supreme School of
the Fine Arts. In 1926, it was united with Inas Sandyi-i Nefise Mektebi, The Fine Arts School for Women, which
was established in 1914, and became co-ed. In 1927, the school’s name was changed to Sanayi-i Nefise Akademisi,
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Hamdi. Starting as a small gallery of copies of Western painting in the Imperial Museum, Halil Edhem’s
Asdr-1 Nakgiye collection, that he later named Elvah— Nakgiye in a booklet he prepared in 1924, would
eventually form the basis of a national museum of Painting and Sculpture. Opened after the dissolution
of the empire and the foundation of the Turkish Republic, it would carry the culture of the copy into the
lives of Turkish artists. Its beginnings as a collection of copies and the debates around its formation
reveals the artistic and intellectual tensions surrounding the original and the copy among Ottoman
painters and illustrates how the approach taken to incorporate European fine art through this collection

into late Ottoman-early Turkish artistic practice informed an episteme of imitative appropriation.'*°

One of Halil Edhem Bey’s first initiatives after becoming the director of the Imperial Museum
and the School of Fine Arts was to secure funding for starting a collection of paintings. Instead of
acquiring works of living artists, European or Ottoman, as per the wishes of artists in Istanbul for an
“Ottoman Luxembourg,” as Adolphe Thalasso characterized it in 1906'?!, or focusing on the work of
Orientalist painters as hinted to by his brother Osman Hamdi in the school’s by-laws, Halil Edhem
prioritized forming a collection of works by old masters, with a small caveat: with budgetary concerns

and scarcity of such works on the market, he suggested that priority should be given to form a collection

with the French transliteration of académie replacing mekteb and its roots in Arabic and soon after became Giizel
Sanatlar Akademisi, the Ottoman for “fine art” completely replaced with its modern Turkish counterpart. After
several more changes due to nation-wide educational reforms, the school received university standing in 1981, and
is now called Mimar Sinan Giizel Sanatlar Universitesi. Throughout the dissertation, it will be referred to as the
School of Fine Arts or the Fine Arts Academy, depending on the era in question.

120 T borrow this phrase from Kader Konuk’s excellent study of Auerbach’s time in Turkey. Konuk, Kader. East-
West Mimesis: Auerbach in Turkey. Stanford, Calif.: Stanford University Press, 2010: 70.

Although this is a study of this particular figure’s years in Istanbul and the pedagogical reform he was part of in the
sphere of literature, there are many points of commonality, as well as intersecting figures. In investigating Turkish
Humanism’s roots, Konuk also arrives at the figure of Ziya Gokalp, who not only is trying to establish a difference
between culture and civilization, but also between imitation and cultural mimesis. It will become evident by the end
of this dissertation that for the figures I study, neither distinction in Gokalp’s project holds.

121 Reporting on the salons of Constantinople 1902-1904, Thalasso says: “Déja les esprits optimistes revaient, prés
du Musée Impérial qui n'admet que les antiques, le création d'un Musée National Ottoman de peinture et de
sculpture, qui n'existe pas encore en Turquie...” [Already optimistic minds are dreaming, near the Imperial Museum
which admits only antiques, the creation of a National Ottoman Museum of painting and sculpture, which does not
yet exist in Turkey...] A.M. Régis Delbeuf (Adolphe Thalasso), “Le premiere salons de Constantinople,” L’Art et
les Artistes, vol.3, April-September, 1906 (172-181):180.
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of copies, for which he asked the Ottoman parliament for an additional budget.'?> In 1911, the
government finally granted him 1000 liras annually to begin forming this collection.'?® During his first
year with the allocated budget, Halil Edhem wrote to museum directors in Berlin, Munich, Vienna, Paris
and Rome, asking to help him purchase copies of works from their collections.'** While the selection
process for which particular paintings to be copied remains unclear, it has been suggested that some

museums offered copies of paintings already at hand.'?® Other times, copies were commissioned from

122 Today, this collection is known as the Elvah-1 Naksiye Koleksiyonu [Collection of Decorated Panels], as this is
the name Halil Edhem used for the title of the collection catalog that he authored in 1924. Elvah-1 Naksiye, while
largely known as the collection of copies in Turkish art history, was in fact an expanded version that also included
eighty-eight paintings by Ottoman and Turkish artists that were not copies (characterized in the catalog as the
“Turkish Painting School”; the catalog lists 87 artists, however, thanks to art historian Gizem Tongo’s research, we
now know that Helene Heliades, listed under the German School, was in fact an Ottoman painter, hence the number
is 88), 46 copies, and six paintings by non-Ottoman artists. Historian Fatma Urekli’s research in the Archeological
Museums’ archives shows that the collection was initially referred to as Asar-1 Naksiye [Decorated Artworks]. I will
be referring to it as Asar-1 Naksiye, as this was the term used at the time of the culling of the initial collection, which
was a collection solely of copies. See Urekli, Fatma. “Sanayi-i Nefise Mektebi’nde Resim Miizesi” [Museum of
Painting at the Academy of Fine Arts] in “Osmanlidan Cumhuriyete” sosyo-kiiltiirel siyasi yansimalar: Prof. Dr. Ali
Ihsan Gencer Anmisina. (ed. Gencer, Ali Thsan, Giilden Sarryildiz, Fatma Urekli, Recep Karacakaya, and Neriman
Ersoy) istanbul: Derin Yayimlari, 2015; Urekli, Fatma. “Emindnii’nde Bir Sanat Kurumu: Asar-1 Naksiye Miizesi”
[An Art Institution in Emindnii: The Asar-1 Naksiye Museum], 2" International Symposium on Eminénii, Eminonii
Belediyesi, Istanbul, 2007: 353-360; Urekli, Fatma. “Takdim” [Introduction], Elvah-1 Naksiye Koleksiyonu, Mimar
Sinan Giizel Sanatlar Universitesi Yaymlar1 788 (ed. Muharrem Kaya), Istanbul, 2014: 10-17.

123 Halil Edhem. Elvahi naksiye koleksiyonu. 1. baski. Sanat kitaplan dizisi 1. Istanbul]: Milliyet Yayinlari, 1970:
40. This budget remained in place until 1913, after which it was significantly reduced to only 170 liras, with the
economic downfall brought on by the Balkan Wars. With the beginning of the First World War, the budget was
reduced further, and in 1916, it was completely withdrawn, with the expenses for the museum folded into the
Imperial Museum’s existing budget. 1000 Ottoman lira equaled 100.000 kurus. According to the French Chamber of
Commerce, until 1914, 100 kurus equaled 110 Francs, hence Edhem Bey’s budget was about 110.000 Francs per
year. I thank Lorans Tanatar Baruh for this information. In 1909, you could purchase an original portrait of the
Duchess of Milan by Hans Holbein for 72,000 pounds. Reitlinger, Gerald. The Economics of Taste: The Rise and
Fall of Picture Prices, 1760-1960, Vol. 2, New York: Hacker Art Books, 1982: 201.

124 The museums were the Alte Pinakothek in Munich, the Kaiser Friedrich Museum in Berlin (now known as the
Bode Museum), the Louvre Museum in Paris, the Prado in Madrid, and the Kunsthistorisches Museum in Vienna.
While historian Fatma Urekli posits that twenty-four copies were ordered in 1911, there are only twenty-two entries
from the 1911 logbook that I located in the archive of the Istanbul Resim ve Heykel Miizesi IRHM). This is
possibly because the paintings from Rome that she mentions were never acquired, due to the Italo-Ottoman War
between Italy and the Ottoman Empire that resulted in Italy’s annexing of Tripoli the same year. It would be safe to
assume that this accounts for the discrepancy in numbers between Urekli’s research into Halil Edhem’s
correspondence with museum directors and the ministry and my count from the inventory logbook in the IRHM
archive. The other possibility would be that she mistakenly counts two paintings that were bought in an auction in
Pera, Istanbul that are not copies, a landscape by British artist Horace Hopper, and an interior by Italian artist Enrico
Lusini as part of the 1911 museum orders.

125 Urekli, Sanayi-i Nefise Mektebi 'nde Resim Miizesi: 95. Urekli also says that the Berlin Potsdam Museum’s
director took a keen interest in Halil Bey’s project, informing him that copies of all oil paintings in the Potsdam
Museum were readily available, and hence can be offered to the Ottoman Empire at a lower cost and with ease.
However, there are no copies from the collection of the Potsdam Museum in the Asar-1 Naksiye. My request to
access this correspondence preserved at the Archeological Museums’ archive was denied.
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well-known copyists determined by the museum directors. The newly commissioned copies made by
these designated painters were to be approved by the respective museum director as a legitimate copy,
and only after such a document was obtained would the copyist be compensated.!?® Starting in late 1911,
Halil Edhem also began to acquire copies made by Ottoman artists; it can be assumed that in these cases,
either the artist chose the painting to be copied or offered a copy that they had already made during their

travels in Europe.

The inventory logbook for the collection, which Halil Edhem must have had specially made, was
kept in French. - With a spread of two pages dedicated to each work, it is a neatly kept document
where one side features a black and white photograph of the copy made (a few entries seem to not have
been photographed, hence this page is sometimes left blank), and the other page has sections for the
inventory number, date of entry and title of the work, the name of the artist, the école (French, Flemish,
Italian, Spanish, Dutch, German, British), the place where the original artwork resides, its medium and
dimensions, and a brief description of the subject matter, carefully handwritten by Halil Edhem. This is
followed below by the name of the copyist, the price paid, the description and price of its frame if there is
one, and finally, a section for observations, which Halil Edhem usually left blank. The entries in the
logbook cover the years 1911-1915, from when the initial relatively generous budget was first allocated,
until it trickled down to one-tenth of where it started and was eventually folded into the museum’s budget,
and orders came to a halt.'”” There are notes added about the whereabouts of the works as late as 1919.
The first entry, dated 1910, is not a copy sent by a museum, made by an approved copyist, but a locally
bought painting made by “an Italian painter of 18™ century, influenced by the school of Van Dyck.” It is a
partial copy of Rubens’s Romulus and Remus (1615-1616), the original of which is in the collection of the
Capitoline Museum in Rome. Acquired from a “Monsieur Wiegand” for 10 Turkish Liras, Halil Edhem is

careful to note the provenance to the best of his abilities; initially bought in an auction at Pera, the

126 Halil Edhem, Elvah-1 Naksiye koleksiyonu (ed. Giiltekin Elibal), Milliyet Yaymlar1 Sanat Kitaplar1 Dizisi 1,
Istanbul, 1970: 40.
127 Ibid.
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European quarters in Istanbul, the painting was framed and restored in Berlin by its former owner.
Perhaps, coming across, or being offered this copy was how Halil Edhem first came to the solution of a
collection of copies, as he acquired this first copy a year before the parliament’s approval and budget

allocation.

A close examination of the logbook that Halil Edhem kept for the collection of copies shows that
he acquired copies of paintings from the 14" to 19" century, casting a wide net to include examples of
European painting ranging from Flemish landscape to French history painting, with what seems to be a
particular focus on the human-figure, especially portraiture, with examples from Diego Velazquez,
Rembrandt van Rijn, Albrecht Diirer, Johannes Vermeer, Jan van Eyck, and Elisabeth Louise Vigée le
Brun.!?® In addition to the oil paintings, there are also thirty-eight entries for “color gravures,” of
European masterpieces, gifted by the director of the Pinakhotek in Munich, Willem Bode. Interestingly,
there is no evidence that these photographic reproductions were ever shown publicly during Edhem’s
tenure. His note that these are kept in the library of the Imperial Museum suggests that he thought of the
photographic copy as inferior to the oil paintings that he was acquiring. In the logbook, there are also a
few other copies outside the approved copies that came from the museums in Europe; there is an entry for
a battle scene, sent from the Ottoman Ministry of War, La Prise de la tour de Malakoff by Adolphe Yvon,
a copy of the original hanging at the Versailles, made by the artist himself. Another copy, gifted by Grand
Vizier Sait Halim Pasha is Charles Joshua Chaplin’s Portrait of a Lady with a Cat (or Girl with a Cat)
(date unknown) copied by Ottoman painter Galib Bey. The last entries in the logbook are of works not
acquired but taken from the Union Frangaise, when its building was vacated by the French at the onset of
the First World War. These works would be returned when Istanbul was occupied by the Allies, and are

crossed over in the logbook, with a note of return from 1919.'%° Part of this lot is an Osman Hamdi

128 1t can be said that as noted in André Malraux’s Museum without Walls, these portraits no longer functioned to
represent their sitter, but signified painting itself. Malraux, André. Museum without Walls. [1st ed. in the U.S.A.].
Malraux, André, 1901-1976. Voices of Silence 1. Y. Garden City, N. Y.: Doubleday, 1967: 14.

129 In addition to eleven paintings, there were also seven sculptures taken from the Union Frangaise, not included in
Halil Edhem’s logbook but listed in the 1915 exhibition brochure. Interestingly, a few of these sculptures were also
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painting, La Liseuse (1895), the single original painting by an Ottoman artist that found its way into the
collection—albeit only temporarily. The only permanent original painting by an Ottoman painter that was
not a copy in the collection was a gift; the portrait of Abdiil Hak Hamid Bey by famous painter and patron
of the arts, and chairman of the Ottoman Painters’ Society, Crown Prince Abdiilmecid II, that he himself
gifted to the collection in 1915. The logbook includes all the paintings listed in the first official brochure
of the Asdr-1 Nakgiye collection titled “Sanayi-i Nefise-i Sahane Mektebinde Mevcud Asar-1 Naksiye ile
Bazi1 Heyakilin Muhtasar Fihristidir” [A Short List of Contents for the Works of Painting and Sculpture in
the School of Fine Arts] that was printed in 1915 when the collection was moved to two rooms in the
school for permanent display. There are also a few paintings that never made it to that exhibition, gifts

that were returned, perhaps found inadequate once the copies from museums started to arrive.

It seems that the unique disposition of the Asar-1 Naksiye collection, as a collection of copies of
paintings by recognized artists from the history of European painting housed in contacted museums—
reflects Halil Edhem’s particular vision more than his brother’s. Perhaps for reasons of legitimacy, in
texts penned by Halil Edhem and his colleague Mehmed Vahid, who introduced the newly forming
collection in the Osmanli Ressamlar Cemiyeti Gazetesi [Ottoman Painter’s Society’s newspaper], the idea
to order copies if originals prove hard to obtain is obliquely ascribed to Osman Hamdi. In his 1912 article
announcing the temporary painting gallery in the Imperial Museum, Vahid explains that Osman Hamdi
Bey believed that it was essential for artists to see paintings and sculptures by old masters. His wish was
to organize a display of such works at the school, but he passed away before realizing this goal. As
original paintings by old masters of this caliber [esatize-i kadimenin mahsul-i yed-i iktidar: olan bu
tablolarin asillari] were not to be found in circulation at this moment in time, and due to the inadequacy

of the allocated budget, it was suggested that copies would be commissioned to those with sufficient

marble renderings or smaller bronze casts of sculptures from museum collections in Europe; in other words, they
were also copies. Among these were a bronze cast copy of the statue of Narcissus, originally from

Pompeii, Museo Archeologico Nazionale, Naples; a bronze cast copy of a Psyche sculpture made by a foundry in
Paris (unknown original), as well as a smaller bronze cast of the Venus de Milo and a marble copy of Etienne-
Maurice Falconet’s Baigneuse, both from the Louvre collection.
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artistic prowess. This idea was supported by parliament member Zehrab Efendi, who appreciated the
educational value of this solution, and supported the allocation of the budget. While Vahid’s use of
passive voice in the article obscures exactly whose idea it was to commission copies, it can be safely
ascribed to Halil Edhem, as he was the director of the museum and the school at this time. Halil Edhem
was not a painter like his brother Osman Hamdi, and as a museum professional with much closer ties to
archeology than to the fine arts, it is possible that he saw little difference between an original and a copy,
much like the way archeological artifacts were treated at the time, where plaster casts were just as
significant to have in a collection, and large sums were being paid by museums with encyclopedic
aspirations around the world for plaster cast copies at this time, even if debates about the superiority of
originals were ongoing.'*° Moreover, reproductions of paintings were shown in museums across Europe,
even to the point of testing the abilities of the audience and daring them to tell the difference, more than a
decade after Halil Edhem began forming his collection.'*! In a sense, Halil Edhem was no different than
certain European curators, who argued for bringing in absentia artworks into the imagination of the
audiences through facsimiles. However, there was a notable difference; while visitors to museums in
Europe could balance the reception of ideas from a copy with the material information from an original
and assemble a wholistic perception of the work of art in their minds, Ottoman audiences lacked the

original to fill in the gaps.

130 For a discussion of the switch from acquiring original antique sculptures rather than plaster casts in American
museums such as the MFA in Boston and the MET in New York, see Wallach, Alan. “The American Cast Museum:
An Episode in the History of the Institutional Definition of Art,” Exhibiting Contradiction: Essays on the Art
Museum in the United States. Amherst, Mass.: University of Massachusetts Press, 1998: 38-56. For example, the
MET abolished its position of the “curator of casts” as late as 1906.

Osman Hamdi seems to have attached importance to obtaining plaster cast copies for his archeological museum as
well. In a 1882 correspondence between Osman Hamdi and the director of the German Museum of Antiquities, the
German director offers a plaster cast of the statue of Apollo from the Bergama excavations in exchange for a stone
inset in a wall from the same site. In response, Osman Hamdi requested copies of all statues from Bergama (as
absurd as this exchange seems today within the context of repatriation, this was a German excavation and the
Ottoman antiquities laws were not being closely enforced at this time). Shaw, Possessors and Possessed: 109.

131 Rebecca Uchill’s study of the debates on German museums’ investing in and displaying facsimile reproductions
in the journal Kreiss from the mid-1920s to the 1930s, before Walter Benjamin’s famous essay on the
reproducibility and the aura of an artwork features recognizable names such as Erwin Panosfky and Alexander
Dorner. Rebecca Uchill. “Original und Reproduktion: Alexander Dorner and the (Re)production of Art Experience,”
Future Anterior, Volume XII, Number 2, Winter 2015: 12-37.
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The by-laws of Sandyi-i Nefise —the first educational institution dedicated to the fine arts in the
Ottoman Empire— suggest that its founding director Osman Hamdi Bey already envisioned the school’s
artistic education to be supported by object-lessons through collections and exhibitions made available
locally: “Progress in the fine arts cannot solely be attained by sending students to Europe for education; it
is necessary to open institutions such as schools and museums, and to organize exhibitions... and only by
way of these institutions and by continuing to undertake artistic activities and by attempting to portray
things specific to the nature and history of the country that a Turkish art can be brought into existence.”!*
Reflecting the modernizing ambitions of the empire, Osman Hamdi wanted to establish more institutions
that would foster the newly embraced Western artistic traditions, firstly for the edification of his students,
and later for the general public. The by-laws he drafted for the school also functioned as his charter for
the future: “in addition to the exhibitions organized by the academy and the archeological museum, a
museum dedicated to painting and sculpture, and a museum for national arts will be established. Since the
collection and organization of paintings and sculptures requires a great amount of time, it will be
sufficient for now to have a painting salon [French is used in the original text] in the school—if not by old
masters- then at least by contemporary artists [donemin sanat erbabi], and especially by those occupied
with Oriental arts [Sark sanatlar1].”'** Founded in 1882 to instruct students in painting, sculpture,

architecture, and engraving, the School of Fine Arts was located right next to the newly forming

archeological collection of the Imperial Museum that had only opened two years earlier.'** The Imperial

132 Quoted in Urekli, Fatma. “Sanayi-i Nefise Mektebi’nde Resim Miizesi” [Museum of Painting at the Academy of
Fine Arts] in “Osmanlidan Cumhuriyete” sosyo-kiiltiirel siyasi yansimalar: Prof. Dr. Ali Ihsan Gencer Anisina. (ed.
Gencer, Ali Thsan, Giilden Sary1ldiz, Fatma Urekli, Recep Karacakaya, and Neriman Ersoy) Istanbul: Derin
Yayinlari, 2015: 92-93

133 Ibid. I think by “Oriental arts” what is meant here by Osman Hamdi Bey is Orientalist painting, not “Arts of the
East.” Considering that he is imagining a gallery of paintings and sculptures for the School of Fine Arts, separate
from a museum of “national arts,” it is unlikely that he envisioned to include works of Islamic art as they are
categorized today. The school only had instruction in oil painting, drawing and sculpture, all Western modalities at
this time. Knowing that he himself is a painter who is instructed and heavily influenced by French Orientalist
painters, I am inclined to infer that Osman Hamdi is aiming to warm his students to painting by presenting what
would be closest to a language that has visual if not epistemological affinities for Ottoman students, that is Euro-
orientalist painting.

134 In her book The Possessors and Possessed, art historian Wendy Shaw argues that as emulations of European
institutions, the museums of the Ottoman Empire performed a cultural camouflage; while the Imperial Museum
mirrored the European practice of collection and display, it justified ownership of the objects presented not through
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Museum was an institution with a twofold function; it offered symbolic spaces that situated the empire as

part of Europe, and also resisted the incursion of Europe into Ottoman territory.'*

The two institutions, the Imperial Museum as well as the School of Fine Arts, both initially
headed by Osman Hamdi, had originated as proto-nationalist Ottoman enterprises that were modeled after
European counterparts. It could be said that the museum and the school were themselves institutional
copies; the archeological museum presented itself like the imperial museums and the school of fine arts
emulated the art schools in Europe, but existing within the Ottoman episteme, these two institutions were
also embodiments of a differential modernity."*® Both institutions reflected the Tanzimat dilemma of
operating between the East and the West, a burden attributed to the figures of Ottoman intelligentsia such

as Osman Hamdi Bey, but was also inscribed structurally to these imitative institutions.'*” The curriculum

the categorization of knowledge and construction of a teleological narrative, but through possession, in other words,
by stressing the empire’s territorial control of the collections’ origins. The Imperial Museum was also a form of
resistance to Europe as it was the vessel with which to stop the move of archeological artifacts from the Ottoman
Empire to European collections. Shaw, Wendy M. K.. Possessors and Possessed: Museums, Archaeology, and the
Visualization of History in the Late Ottoman Empire. 1st ed. Berkerley: University of California Press, 2003.

135 While the collections as well as the number of buildings that housed them expanded rapidly in the late 19-
century and the displays changed multiple times, the museum retained a central display that highlighted the classical
tradition with Greco-Roman artifacts found on Ottoman lands. The Imperial Museum reinforced the idea of a shared
heritage with the West, not through presenting a strict replica of its chronological narrative of civilizational progress,
but primarily by participation in the Western practice of archeology and museology. See Shaw, Possessors and
Possessed, chapter 6.

136 Here 1 employ Althusser’s concept of differential modernity as it was used by Wendy Shaw in Ottoman Painting:
Reflections of Western Art from the Ottoman Empire to the Turkish Republic. London: 1.B. Tauris, 2011: 9. The two
institutions were reflections of the Ottoman Empire’s ambiguous relation to Europe. The empire laid a claim to
being part of the civilizational narrative Europe had built of Western progress; its tools, such as museums and art
academies, could be used in re-organizing the past to adjust the nascent Ottoman historical self-perception. And for
it to be projected into the future, a new mode of artistic production in the Western modality was to be instituted to
prove its civilizational prowess to Europe and to guarantee its progress. A very straightforward but telling example
of how the fine arts education operated differently would be the often repeated story of how Osman Hamdi, upon
discovering that his students had found a woman to model for them in the nude, quickly dismissed the model and
told the students that they would have to wait until they were sent to Europe to draw and paint from a nude model.
The life classes at the Fine Arts Academy featured clothed male models. Another point is that modernizing reforms
were often met with resistance, and sometimes steps were taken back. For example, when there was pressure against
the reforms from conservative Islamists, the plaster casts and marble statues in the Imperial Museum had to be
draped by loincloths. Aksel, Malik. “Ortiilii Heykeller” [Covered Sculptures] in Istanbul 'un Ortas:, T.C. Kiiltiir
Bakanlig1 Yayinlari, Kiiltiir Eserleri Dizisi 259, 2™ ed., 2000: 123-127.

137 Osman Hamdi’s letters to his father when he was an aide to Midhat Pasa in Baghdad bear witness to the dilemma
common to the members of the Ottoman elite; embracing a distinctly and proudly Ottoman oriental Islamic identity
while yearning for the society to be modern, rational and refined. For a brief discussion of one of these letters, see
Eldem, Edhem. “Making Sense of Osman Hamdi Bey and his Paintings.” Mugarnas 29 (2012): 339-83: 353-4. For
the Tanzimat figure argument, see Bozdogan, Sibel. “Art and architecture in Modern Turkey: The Republican
period,” Turkey in the Modern World. Resat Kasaba and Sibel Bozdogan, ed. Cambridge History of Turkey;
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of the School of Fine Arts was modeled after the classic French beaux-arts education, which was
supported by the existence of the Imperial Museum, much like the relationship between the Académie des
Beaux-Arts and the Louvre Museum in Paris. In Istanbul, the students at the school were trained to draw
and sculpt by copying ancient sculptures or architectural features assembled from Ottoman lands. The
Imperial Museum also housed a studio for the production of plaster casts (much like the atelier des
moulages at the Louvre), as well as a photography studio, and a library. While the artistic education was
bolstered by object-lessons from the archeological museum’s collections of antiquity, a sense of cultural
heritage and ownership was also instilled in the future artists of the empire.'*® However, unlike the
Louvre, there was no existing collection of paintings in the Imperial Museum. While Ottoman sultans had
invited European painters to the Ottoman court since Mehmed IV (1642-1693), and a more coherent
collecting practice for oil painting had been pursued under Abdiilaziz (1830-1876) and later under
Abdiilhamid II (1842-1918), these works were neither accessible to the public, nor to the students of fine
arts.'?? For Ottoman students of fine art, the expanse of painting’s European history would only become

available in the flesh to those who were able to go and visit the churches and museums in Europe.

As director of both the museum and the art school, Osman Hamdi was perfectly positioned to
create and mediate the empire’s artistic heritage as well as shape its future. From a family well integrated
into the Ottoman bureaucracy (his father, European-educated ibrahim Edhem Paga had served as an
ambassador, vizier to Abdiilhamid II, minister of foreign affairs as well as minister of interior), Osman
Hamdi himself had been sent to Paris by his father to study law. Choosing to become a painter instead, he

trained under French orientalist Gustave Boulanger and began a life-long friendship with Jean-Léon

Cambridge: University Press, 2008: 422 and Duben, Ipek Aksiigiir. "Osman Hamdi ve Orientalism," [Osman Hamdi
Bey and Orientalism”] Tarih ve Toplum 7,41 (May 1987).

138 The displayed antiquities were signs of administrative wars won against European archeologists; this was a
narrative of protection. Rather than a chronological range, insinuating an idea of progress, the placement of objects
signaled geographical expanse, from Cyprus to Gaza with Assyrian, Egyptian, Kufic, Hittite, as well as Heleno-
Byzantine remains.

139 See Zehra Giiven Oztiirk, Ottoman Imperial Painting Collection Through a Document dating from 1890, M.A.
Thesis, Kog¢ University, 2008
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Gérome.'* When his father served as the general commissioner of the Ottoman Empire’s delegation to
the Vienna Exposition in 1873, Osman Hamdi became involved in representing the Ottoman State
through the organization of objects to construct an Ottoman identity under Sultan Abdiilaziz.'*' After
several bureaucratic posts in Baghdad and Istanbul, he eventually became a museum administrator,
partaking in archeological expeditions as well as the legislation of new laws for the retention of
archeological objects in the empire. Throughout his career as museum director and archeologist, Osman
Hamdi instituted multiple laws in his attempts to stop the loss of archeological artifacts from Ottoman
lands to Europe.'*? As a painter, he participated in international exhibitions in Paris, Vienna, Munich and
London. As the head of the School of Fine Arts, his most significant contribution to fine arts education
has been his emphasis on giving prominence to the human figure in Ottoman painting, which he also
foregrounded in this own artistic practice.'** Osman Hamdi organized annual exhibitions at the school and

believed in the benefit of the proliferation of exhibitions and institutions of display.'* Unfortunately, he

140 Some sources mention that Osman Hamdi attended classes at the Ecole des Beaux-Arts, but this remains
uncertain. Most sources list Gérome as an instructor for Osman Hamdi, however, this has been contested, as Osman
Hamdi’s name is not to be found among Gérome’s students. Kortun, Vasif. “Osman Hamdi Uzerine Yeni Notlar,”
[“New Notes on Osman Hamdi”] Tarih ve Toplum 41 (May 1987): 25-26. However, there is proof of
correspondence between the two men in Osman Hamdi’s letters. For an example, see a quote from his letter to
Osman Hamdi Bey from the author’s personal archive: Eldem, Edhem. “Making Sense of Osman Hamdi Bey and
his Paintings,” Mugarnas 29 (2012): 339-83.

141 For the Ottoman participation in the Vienna exposition, see Ahmet Ersoy’s excellent study. Ersoy, Ahmet.
Architecture and the Late Ottoman Historical Imaginary: Reconfiguring the Architectural Past in a Modernizing
Empire; Farnham Surrey, England; Burlington, VT: Ashgate, 2015.

142 In addition to Wendy Shaw’s Possessors and Possessed, see also Ousterhout, Robert G., Zainab Bahrani, Zeynep
Celik, and Edhem Eldem. Scramble for the Past: A Story of Archaeology in the Ottoman Empire, 1753-1914.
Istanbul: SALT, 2011.

143 Coker argues that Osman Hamdi especially hired non-Muslim instructors for painting and sculpture at the School
of Fine Arts, rather than the Ottoman-Muslim fine arts instructors at the military schools so that the new generation
of artists would not avoid the figure. Coker, Adnan. ed. Osman Hamdi ve Sanayi-i Nefise Mektebi. Mimar Sinan
Universitesi 1983 Yayini, Toplu Sergiler 8. Istanbul: Mimar Sinan Universitesi Basimevi, 1983: 11-16. His
Orientalism has been much discussed and is not of particular relevance here. For varied opinions on his particular
brand of Orientalism, see Zeynep Celik, “Speaking back to the Orientalist Discourse,” in Orientalism’s
Interlocutors: Painting, Architecture, Photography, ed. Jill Beaulieu and Mary Roberts (Durham (USA): Duke
University Press, 2002; Ussama Makdisi, “Ottoman Orientalism,” The American Historical Review, Volume 107,
Issue 3, 1 June 2002: 768—796 and Edhem Eldem, “How Does One Become an Oriental Orientalist? The Life and
Mind of Osman Hamdi Bey, 1842-1910,” in Orientality: Cultural Orientalism and Mentality (Milan: Silvana
Editoriale, 2015), 2015: 33-57.

144 For the most comprehensive biography on Osman Hamdi, see Cezar, Mustafa. Sanatta Bati’ya a¢ilis ve Osman
Hamdi. 2. ed. Erol Kerim Aksoy Kiiltiir, Egitim, Spor ve Saglik Vakfi yayini; no.1. istanbul: Erol Kerim Aksoy
Kiiltiir, Egitim, Spor ve Saglik Vakfi, 1995. For Osman Hamdi and the Academy of Fine Arts, see Coker, Adnan.
ed. Osman Hamdi ve Sanayi-i Nefise Mektebi. Mimar Sinan Universitesi 1983 Yayini, Toplu Sergiler 8. Istanbul:
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wouldn’t live to see the materialization of all of his ambitious goals; while he managed to fund and realize
the expansion of the Imperial Museum twice, the multiple museums he imagined to house highlights of
European as well as Ottoman painting and sculpture would not be achieved in his own life time. The
project to institute a small painting gallery in the school would be taken up by his brother Halil Edhem
after Osman Hamdi Bey passed, and Halil Edhem’s slight deviation from the course set by Osman Hamdi

would pave the way for a mimetic painting practice that would become a tenet of Turkish painting.

As mentioned earlier, Halil Edhem (1861-1938) took over his older brother’s positions, both at
the museum and the school after Osman Hamdi Bey passed away in 1909. Halil Bey was no stranger to
the institutional legacy of Osman Hamdi; in fact, he had played a seminal role in building it. Even though
he was acting as the recently appointed governor to Istanbul at the time of his brother’s passing, Halil Bey
had worked alongside Osman Hamdi at the Imperial Museum for most of his life. He had started as
assistant to the director, his brother, in 1889, and served as deputy director between 1892 and 1909,
participating in the archeological excavations as well as the management and display of the collections.
Unlike his Francophone brother who was trained in the arts, Halil Bey was a man of science, and received
a significant part of his higher education in German-speaking parts of Europe, in Germany, Switzerland,
and Austria, where he studied chemistry, natural sciences, and geology respectively.!*® Like Osman
Hamdi, he held various positions in the Ottoman state upon his return, followed by teaching posts at
various high schools and the only Ottoman institution of higher education, Dariilfiinun, before joining his
brother at the museum. Historically understudied, Halil Bey was as passionate about historical
preservation as his polymath brother; he was interested in Islamo-Turkish heritage, specializing in

Byzantine and Islamic numismatics as well as Turkish and Arabic inscriptions. He wrote urban histories

Mimar Sinan Universitesi Basimevi, 1983. For the most recent study, see Eldem, Edhem. Osman Hamdi Bey
sozliigii. Kiiltiir ve Turizm Bakanlig1 yayinlari. Anma ve armagan kitaplar dizisi 25. Ankara: Kiiltiir ve Turizm
Bakanligi, 2010.

145 Halil Edhem received much of his education in German; the family moved to Berlin when he was in middle
school, as his father was appointed ambassador to the Second Reich. He studied chemistry and geology in Vienna
Polytechnical Institute, and received his doctorate in philosophy from Bern University in 1885.
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of several Ottoman cities and campaigned especially for the preservation of architectural heritage. He was
a staunch supporter of the Young Turk Revolution and the Committee of Union and Progress (CUP),
much like his brother, and was a founding member of the Tdrih-i Osmdni Enciimeni [Ottoman History
Society] that was set up by the CUP government, and temporarily headed its reincarnation Tiirk Tarih
Kurumu [Turkish History Institute] in the Turkish Republic, staying on as an active member until the end
of his life. He “played a significant role in the transition of Ottoman cultural institutions in the Turkish
republic,”'*® overseeing the museumization of the Topkapi Palace and the re-organization of the Yildiz
Palace collections. In 1917, he left his position as head of the School of Fine Arts when it separated from
the Imperial Museum but remained the director of the National Museums (which had merged to include
the Topkap1 Palace and the Islamic Arts Museum alongside the Archeological Museum) until he became

a member of the parliament in 1931, where he served for two terms, until 1935.'4

Halil Edhem’s account of the formation of the Elvah-1 Naksiye collection penned in 1924 brushes
off his very particular approach to collecting copies of European paintings rather than originals as an
evidently necessary decision that was neither unorthodox, nor objectionable. However, when word got
around among Ottoman artists that a collection of copies was being formed by the newly appointed
director, it fueled passionate articles that appeared in the Ottoman Painters’ Society Journal. The articles
reveal the young artists’ ideas about the copy, the original and photographic reproduction, as well as

revealing a sense of their yearning to understand the beginnings of painting in the Ottoman Empire.

Writing from Paris in 1911, Sami [Yetik], a recent graduate of the School of Fine Arts, was very
excited to hear that Halil Edhem Bey had been appointed as the director of the school and the museum. He

informed the reader that he was cautiously happy about the change in leadership and was hopeful about

146 Shaw, Possessors and Possessed: 98.

147 For his biography and various selected texts see: Halil Edhem Hétira Kitabi: In Memoriam Halil Edhem. Vol. no.
I-II. Tiirk Tarih Kurumu Yaymlart. Ankara: Tiirk Tarih Kurumu Basimevi, 1947; Mayer, L. A. “In Memoriam: Halil
Edhem Eldem (1861-1938).” Ars Islamica 6, no. 2 (1939): 198-201 and Artun, Ali (ed.) Miizecilik Yazilari. Tletigim
Yayinlari. Istanbul: 2019.
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the future painting gallery. The young Ottoman painter’s previous articles in the journal had ranged in
tone between complete awe for the European art capital, from its urban planning to the exhibitions at the
Louvre, interspersed with a disgruntled comparison to the state of artistic matters back home, with
vehement criticism of the art education back at his own alma mater, where he had graduated top of his
class. The article is written before the official announcement of the collection of copies, but news of Halil
Edhem’s efforts seems to have reached the young artist in Paris when Halil Edhem visited the city to order
copies of paintings from the Louvre in person. As one of the first actions for the new director, Sami finds
the initiative unfortunate, as he believes that the priority should lie with finding and presenting original

works already in the empire, especially by Ottoman painters. He asks:

Would we be at a loss if, instead of filling this gallery with the copies of old paintings
signed by foreign copyists, the effort was made to acquire original works, even if there
were to be much fewer [paintings]? Yes, if we had a museum of painting with the
artworks of our artists past and present, just as in the rest of the civilized countries, or if
the paintings bought from Europe during the rule of Abdiilaziz, be his place in heaven,
were to be collected in a research institution for those interested, we would support the
initiative of a gallery to house a collection that illustrates the old écoles, and [we would]
ask those in power, and demand for its implementation to the government or the ministry
of education. However, knowing that the valuable paintings of the famed Gérard, Yvon,
Gérome, Adam, Aivazovski, Chlebowski, bought for hundreds of liras are under lock
and key here and there, that not even the smallest of works by the late Ottoman artists
such as Hamdi Bey [Osman Hamdi], Sevket Bey, Tevfik Paga, Hiisnli Yusuf Bey are in
our Museum, when there is uncertainty about owning the uniquely beautiful works of
artists such as Halil Pasa, Riza Bey, Seyyid Bey, or the master of paintings of interiors,
Sevket [Dag], Bey, it is not comprehensible, in our opinion, to suddenly show an
extreme need for copies from the Louvre Museum. [...] What has happened has
happened, commissions were made, and we have wasted a few hundred liras on copies
that will have no color or scent in a few years. If more copies have been ordered, we
should be excused from following through. Firstly, we expect Halil Bey to venerate the
predecessors, so that the successors are encouraged. Secondly, we advise that modern
and original artworks are bought from European exhibitions for the gallery. It is not yet
the time for the Louvre copies, that is an artistic balance to be attained in the future.
Time will resolve that easily.!*

148 Sami [Sami Yetik]. “Sanayi-i Nefise Mektebi I¢in II1,” Osmanl Ressamlar Cemiyeti Gazetesi, February 16,
1911, no:9, Osmanli Ressamlar Cemiyeti Gazetesi 1911-1914, yay. haz. Y. Zihnioglu, Kitap Yaymevi: Istanbul:87-
89: 88.
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In the same article, Sami also complains about Halil Edhem’s decision to look for copyists not among
Ottoman artists and protests his preference for European artists, adding that an official application by
Selim Mesaka, an Ottoman artist living in Paris, had been ignored. In fact, Sami’s complaint of the choice
of foreign copyists over Ottoman artists must have touched Halil Edhem, as later that same year, copies by
Ottoman artists started to enter the collection.'* Writing for the same journal a year later, in the spring of
1912, museum official and the School of Fine Art’s art history instructor Vahid Bey announced that while
plans to construct galleries within the school to house the collection were postponed for the time being,

the first batch of copies could now be seen in one of the rooms of the Imperial Museum.'>® He proudly

14 First was a copy by a female Ottoman painter, Mihri [Miisfik] of Franz Hals’s The Gypsy Girl (1628), followed
by Ali Sami [Boyar]’s copy of Jean-Baptiste Frangois Chardin’s L'enfant au toton (Portrait de Auguste Gabriel
Godefroy) (circa 1736) and Eugenie Derdzakian’s copy of Franz Snyders’s Vorratskammer mit Diener [Pantry with
Servant] (c.1615-20), all acquired in 1911. A copy by Galib Bey of Charles Joshua Chaplin’s Portrait of a Lady with
a Cat (or Girl with a Cat) (date unknown) was gifted by Sait Halim Pasha that same year. The following year, in
1912, another copy made by Eugenie Derdzakian, Jacob Jordaens’s Satyr at the Peasant’s House (c.1620) and Omer
[or Emir?] Avni Bey’s copy of Luca Giordano’s Mars et Venus (this is possibly Mars and Venus in Vulcan's Forge
¢. 1670 from the Louvre Museum Collection, as the entry for this work is neither accompanied by an image in the
inventory logbook, nor is it still in the collection, it cannot be confirmed with certainty). Some 20" century sources
print this artist’s name as Hiiseyin Avni, and therefore assume it is Avni Lifij, but I could not confirm this, as Halil
Edhem’s hand-writing in the inventory logbook and Vahid’s brochure refer to this artist as Omer/Emir Avni (the
uncertainty between Omer/Emir is due to the lack of vowels in Ottoman script). I find it unlikely that this copyist is
Avni Lifij, as he adamantly refused the public display of copies. Eventually, two copies by Selim Mesaka, Jacques-
Louis David’s Portrait de Madame Emilie Seriziat et son Fils (1795) and Claude Gelée [Lorraine]’s Ulysse remet
Chryseéis a son pere (circa 1644) were acquired in 1913. In 1915, Hikmet Efendi’s copy of Portrait of a Man (date
unknown) by Sir Thomas Lawrence (the specific original painting could not be determined, as this is no longer in
the Louvre Collection, from where it is stated to have been copied. The copy is in the IRHM collection today,
however, a reverse image search on the internet did not yield any results either) Last addition was Nazmi Bey’s copy
of Antoine Coypel’s Démocritus (1692). Eventually, there would be eleven copies by nine Ottoman artists in the
collection. For Nazmi Bey’s copy of Coypel’s Démocritus, see Artun, Deniz. “Démocrite: Elvah-1 Naksiye
Koleksiyonu i¢in Louvre’dan Bir Siparis,” [Démocrite: A Commission from the Louvre for the Elvah-1 Nakstye
Collection] e-skop, June 13, 2018. https://www.e-skop.com/skopbulten/turkiye-sanat-tarihi-d%C3%A9mocrite-
elvah-i-naksiye-koleksiyonu-icin-louvredan-bir-siparis/3821. Last accessed: September 2, 2020.

150 Vahid. “Miize-i Hiimayun’da Bir Sube-i Cedide-i Smaat” [A New Art Branch in the Imperial Museum], Osmanii
Ressamlar Cemiyeti Gazetesi, March 25, 1912, no:11, Osmanli Ressamlar Cemiyeti Gazetesi 1911-1914, yay. haz.
Y. Zihnioglu, Kitap Yaymevi: Istanbul:109. Osman Hamdi’s son-in-law, Mehmed Vahid was an art history
instructor both at the School of Fine Arts and the Dariilfiinun (Ottoman University). He not only wrote guides for
the Imperial Museum but was also the author of the first introduction for the collection of copies when it was
exhibited across two rooms at the academy in 1915. Although the brochure does not list him as author, the
introductory text is largely the repetition of his initial article about the collection in the Osmanli Ressamlar Cemiyeti
Gaczetesi. Vahid translated French archeologist Salomon Reinach’s Apollo: histoire générale des art plastiques, an
illustrated art historical survey ranging from the prehistoric times to the 19" century, based on Reinach’s lectures at
Ecole du Louvre. He was a francophile like Osman Hamdi and preferred a more complicated Ottoman art
terminology unlike his contemporaries. For more on Mehmed Vahid, see Naipoglu, Seckin. Sanayi-i Nefise
Mektebi’'nde Sanat Tarihi Yaklasimi ve Vahit Bey [The Approach to Art History at the School of Fine Arts and Vabhit
Bey] (doctoral thesis), Hacettepe University, 2008.
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added that four of the copies were made by Ottoman artists, one of whom was a graduate of the school.
Notably, one of these artists was female painter Mihri Rasim [Miisfik], who would be the first director of
the Women’s Academy of Fine Arts.'>' Eventually, out of the forty-four copies in the Asdr-1 Naksiye

collection, eleven would be made by Ottoman artists. -

Sami’s article was a rather intellectually weak objection to the collecting and commissioning of
copies compared to Hiiseyin Avni’s passionate criticism of forming a collection of copies alongside
Vahid’s announcement of the opening of the temporary gallery of copies. Like Sami, Avni welcomed the
idea of opening a painting exhibition for the artistic edification of the students at the school in principle.
He was a firm believer in the power of seeing paintings in the flesh: “The paintings of the masters are the
books of painters.” However, while he appreciated the initiative, he thought that Halil Bey had chosen a
wrong path:

If a painting museum is to be filled with copies, it is to the detriment of both the public

and the painters. The public, as well as the novice painters, who are already devoid of the

proper idea about what it is to be a painter due to the inexistence of a[n artistic] milieu,

will either get the wrong idea or no idea at all about the fine arts if they are to base their

opinion on these graceless, cold cadavers devoid of spirit. In fact, seeing a dead lion is

not sufficient to understand what kind of animal a lion is. One has to see a live animal;

its commanding pose while it sits, his imposing gaze, his slow and dignified stride as

well as his sudden dart, soft but as fast as a thunderbolt, in short, the full range of
characteristics of this animal to grasp the lionness of the lion.'>

Avni says that he has personally witnessed how a copy is merely the pale ghost of the original, despite the
likeness, at the Louvre. An old painter, in good command of his brush, was copying the Portrait of Marie
de Medici by [Anthony] Van Dyck, located in the Rubens Gallery. He says he would often go to this

room in the museum, and stand next to or behind the painter, curiously awaiting the result. The copy was

151 Dagoglu, Ozlem Giilin. “Mihri Rasim and the Founding of the Women's Fine Arts Academy, inas Sanayi-i

Nefise Mektebi: a Double-edged New Social Reality,” Journal of the Ottoman and Turkish Studies

Association, volume 6 issue 2 (2019): 33-54.

152 H. Avni [Lifij]. “Sanayi-i Nefise Mektebi’nde Kiisadi Musammem Galeri I¢in,” Osmanli Ressamlar Cemiyeti
Gazetesi, April 7, 1912, no:11 republished in Lifij, Avni. Sanat yazilari. Istanbul: Kirmiz1 Kedi Yayinevi, 2019: 71-
8.
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completed in two months. He describes the result by asking the reader to imagine a large mirror placed in
front of the painting; the result was “as similar to the original as a reflection in the mirror would be.”
“However,” Lifij says, “it lacked the thing that is essential in a painting; that thing that gives a painting

the qualifier fine art; its spirit.” Lifij gives another example;

I saw this happen another time with the copy of the Rubens painting Lot’s Escape [He
must be referring to Lot and His Family Leaving Sodom, 1625]. The person who was
copying this painting was so well-known for his knowledge of art that there was always
a group of old, young, male and female painters and amateurs around him, listening to
each of his words. I’m only mentioning these artists’ work in the matter of the copy
anyway, I am disregarding the copies made by atelier students, 15 year-old
mademoiselles, old messieurs and mesdames. In short, this person also made something
no other than the spiritless repetition of an original. The same result was achieved in the
copy of [Jacob] Jordaens’s (1593-1678) painting The King Drinks [1640]. We ask the
honorable founder of the gallery [Halil Edhem Bey], so that he can have a better formed
opinion about the matter, that next time they are in Paris, to first visit room 19 at the
Louvre to see painting number 213, the French école’s famous colorist Delacroix’s
(1798-1863) Entry of the Crusaders in Constantinople [1840], after which, to please
make the effort to go then to the Versailles to examine painting number 1204 in the
Crusaders room. This is a copy of the other. The comparison between these two
paintings will make evident that it is a thousand times better to acquire fewer original
works for a gallery rather than filling it up with many copies, and this comparison will
prove how true our claim is, and excuses the boldness with which we write these lines.'™?

Avni goes on to say that if a copy has any benefit, it is to those who make them, but in this matter of the
gallery, the benefit of the public is in question. He gives the example of the Louvre, where in the case of
missing a significant painting by an artist that is represented in the collection with many other works,
there is either a copy of the artist’s most famous painting, or black and white photographic reproductions.
This is acceptable, as the copy is there only as a supplement to the original works that one can see. The
young artist is especially concerned about the Ottoman public, whom he says are already devoid of
artistic knowledge. He asks, if they were to form their opinions based on these copies, how are they to
love painting? And as for artists, he posits this: “If they are in need of using paintings as a reference point

when they come across an artistic issue in their own work, are they to take advice from the dead?”

153 Tbid.
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Another issue he brings up, is the matter of who makes the copies, but unlike Sami, his concern is about
the artistic virtuosity of the copyist. Avni is worried that the many tricks of master colorists would escape
copyists, no matter how apt they are. He reminds the readers that the basis of the Louvre Museum, King
Frangois’s own collection, was formed by acquiring works from foreign lands, especially Italy, and asks:
“Why can’t we do the same?” Copies might only benefit the professionals as lessons in style, but how are
they to benefit the public? In Paris, copies are only in the galleries of the fine arts academy. One has to
make the public love painting. Once this is the case, and there is a demand for painting, then there can be
such a gallery for the edification of the painters, to learn composition and color from the masters. And
lastly, the artist objects to the selection of works that are copied. He asks: “Why are there Chardins or

1%

Chaplins [in this collection]? These are not masters!” He says that it will be the artists’ responsibility to

warn people against going to “this gallery of the dead.”!>*

With uncanny echoes of Walter Benjamin’s concept of the aura from his essay The Work of Art in
the Age of its Technical Reproducibility, Avni’s text, which preceeds Benjamin’s by 23 years, did not
elicit an immediate written response, neither from Vahid nor from Halil Edhem. Perhaps as a small
consolation to Avni, a copy of a work by master colorist Delacroix or the Impressionists would never
enter the collection. As for his worries about a gallery of ghost paintings giving the art students and the
public the wrong idea about art, one could argue that the Asdr-1 Naksiye would not be on view long

enough to have such a potent effect.'*®

Writing in the catalog he prepared for the collection fourteen years later, in 1926, Halil Edhem
repeated Vahid’s words from 1912 almost exactly, obscuring the person behind the decision for the

commissioning and acquisition of copies. Deducing from his chronology, the purchase of copies was

154 Tbid.

155 The gallery that opened in the school to showcase the collection in 1915 would have to move to another building
together with the school only a year later. When this building was occupied by Allied Forces in 1919, the school
would move again, but the paintings, which had been completely cramped together in a room with plaster casts,
moved back to the Imperial Museum for storage, where the collection would remain until after the end of the
occupation of the city, and the foundation of the Turkish Republic.
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decided after Osman Hamdi’s death. However, a page later, in a grammatically confusing sentence, Halil
Edhem says that establishing a national museum with the work of national artists, and to at least have
copies made of old masters’ works was Osman Hamdi Bey’s ultimate goal, until the day he died.!*® In this
expansive catalog text for the Elvah—1 Naksiye collection, Halil Edhem is especially defensive of his
support for copies; to legitimize this approach, he assures the reader by giving European examples.
Additionally, Halil Edhem stresses the shortcomings of the Ottoman government’s financial means; he
mentions collections formed by Americans for their museums in the same years with a hint of envy, as the
economic strength of the American dollar, as well as the role of private enterprise in the formation of
American museum collections allowed them to snatch many masterpieces from Europe. Halil Edhem
recounts that Edouard Manet’s 1873 painting A Good Glass of Beer that he had seen in the home of a
German collector was later sold to the US by a Parisian dealer, as the Louvre was not able to afford it.!*’
How could the Ottoman Empire form a collection of originals from scratch, if not even the Louvre could
not afford a significant painting by one of their own? Hence, the first Ottoman painting collection would
be less like an Ottoman Luxembourg or a Louvre of the Orient, but perhaps, more similar to Charles le
Blanc’s Musée des Copies, a short-lived project that opened in April 1873 and closed soon after, in

December the same year.!>®

156 “Resim koleksiyonu sorunu iizerine 1910 yili toplant: donemi sirasinda yapilan tesebbiisler Mebuslar Meclisi
tarafindan yerinde goriilerek miize biitcesine yillik 1000 lira ek 6denek verilmesi ve eski iistadlarin eserleri olup
asillar1 ortada bulunmayan ve arasira bulunsa da pek fiatli bulunmasindan satin alinmalarina miize giderleri
yetmeyen en iinlii tablolarin kopyalarinin 1smarlanmasi karar altina alindi.” And “Gtizel sanatlar yonetmeliginin on
dordiincli maddesinde s6zii gegen resim miizesini kurmak ve milli ressamlarin eserleriyle beraber hi¢ olmazsa eski
ustalardan bazilarinin kopyalarini yaptirtmak hususu Hamdi Bey’in 6liimiine kadar stiren 6zlii bir emeliydi.” Halil
Edhem. Elvah-1 Nakgiye koleksiyonu. 1. baski. Sanat kitaplari dizisi 1. Istanbul]: Milliyet Yayinlari, 1970: 39-41.
The name of the collection becomes Elvah—i Naksiye Koleksiyonu [Collection of Decorated panels] with this
catalog, which at this point was not solely comprised of copies, but also included original paintings by Ottoman and
Turkish artists acquired and gifted between 1913-1926.

157 Eldem, Halil Edhem. Elvah-1 naksiye koleksiyonu (1970): 20. He seems to have followed the sale from the
French magazine /’Illustration, and notes that the sale price suggested to the Louvre by a Parisian dealer was
1,800,000 Francs in 1923. (This was more than ten times Halil Edhem’s yearly budget a decade before.) He wonders
which American private collection or museum wall the painting is going to adorn. Today, the painting is in the
collection of the Philadelphia Museum of Art.

158 The Museum of Copies was the project of the director of fine arts for the French government, Charles le Blanc,
and backed by the minister of interior, Adolphe Thiers. Le Blanc commissioned copies—including the entire ceiling
of the Sistine Chapel—from both well-known and lesser-known artists. Among the artists asked was Jean-Dominique
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In 1915, the grand salon of the school and an adjacent room were re-arranged for the display of
the Asdr-1 Nakgiye collection. The small brochure stated all the information available about each work,
including artist, copyist, title of the work (usually a descriptive title rather than the official title of the
work), and the current location of the original. - For the bronze sculptures it even listed the
foundry where the reproductions were cast. With the addition of the artworks “borrowed” from the Union
Frangaise building, the exhibition display included a total of seventy-four artworks; there were six
sculptures, nineteen paintings “by artists of recent times,” in addition to the copies acquired, which now
featured “eight copies by Ottoman painters, five of which were made by graduates of the school, and two,
to be proudly acknowledged, were by female Ottoman artists.”'> [Fig 18] The introductory text, signed
by the “Directorate,” closely follows Vahid’s announcement in the Journal of the Society of Ottoman
Painters from 1912, with some updates on how the collection had grown since then, and perhaps, in
response to the criticisms, includes a paragraph stressing the pedagogical aims of the collection, and bears
the news that the aim is to expand the collection in two directions, with works from both old and new
painters, with copies as well as originals:

It should be known that this exhibition is basically constituted to inform the student of

the arts, the enthusiasts and those with an interest, to introduce to them what kinds of

works the old masters produced, what a Rembrandt, a Watteau, a [da] Vinci is. For this

reason, it is designed based on the idea of pedagogy, it is put together in such a way as

appropriate for educational purposes, it is not a museum of painting. Therefore, it is only
a branch of the School of Fine Arts.!'®

Ingres, who was the head of the Académie de Rome at the time. Ingres is known to have famously replied “...now,
when I make drawings, I sign them Ingres!” The brief life of the museum ended in December of 1873, less than 2
years after it had been conceived, when le Blanc was removed from his post. The copies remain at the Ecole des
Beaux-Arts. Interestingly, according to le Blanc, for the Musée des Copies, each artist “in performing [his] work
faithfully, [put] something of himself into the task of assimilation.” Shiff, Richard. “The Original, the Imitation, the
Copy, and the Spontaneous Classic: Theory and Painting in Nineteenth-Century France.” Yale French Studies, no.
66 (1984): 27-54. https://doi.org/10.2307/2929861 See also Boime, Albert. “Musée des Copies,” Gazette des Beaux-
Arts, October 1964: 237-247.

159 Directorate [Vahid]. “Sanayi-i Nefise-i Sahane Mektebinde Mevcud Asar-1 Naksiye ile Bazi Heyakilin Muhtasar
Fihristidir,” [A Short List of Contents for the Works of Painting and Sculpture in the School of Fine Arts] Matbaa-i
Amire, Istanbul, 1334 [1915].

160 Tbid. “Suras1 malum olmalidir ki bu meshur esasan talebeye ve heveskaran ile miintesibin sanaatta azam-1 {istadin
ne gibi eserler viicuda getirmis olduklarini bildirmek, bir rembrant, bir vato, bir venci’nin nasil oldugunu tanitmak
icin teskil olunmus bu cihetle sirf pedagoji yani terbiye ve tehzib-i sayan fikrine istinaden tertib edilmisdir, yoksa bir
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When the collection of copies was first presented at the school, with the addition of the bronze
and marble sculptures from the Union Frangaise, the two rooms must have looked like the salons from
any museum in Europe from a distance, except for the extremely condensed chronological and
geographical presentation of a European history of art, and that most of the artworks were in fact copies.
One point of confusion that can be felt in the writings of the young Ottoman painters, as well as in the
efforts of Halil Edhem, and the text in the brochure, seems to be the two separate missions ascribed to this
collection. Was the Asar-1 Naksiye a strictly pedagogical endeavor for the edification of the fine arts
students, or was it to fulfill the lack of a public display of fine arts in the Western modality in the
Ottoman Empire? With these two slightly diverging functions ingrained into its formation from the
beginning, the Asar-1 Naksiye collection would indeed become the nucleus of the national collection of

painting and sculpture.

Epistemologically, this is in fact rather fitting. The adoption of this art form, the translation of the
three-dimensional world onto the canvas, was itself a mimetic act for the Ottoman Empire, one part of a
larger effort to modernize by imitating. The beginnings of painting that put the copy at the center of
artistic practice informed a legacy of mimetic appropriation that continued on into the early Turkish
Republic. Halil Edhem’s correspondence with the Ministry of Education in the month of October of 1916
shows his intent to continue collecting in the same manner; commissioning copies from European
museums, accepting donations of original artworks bought by the ministry or the Istanbul municipality,
and combing through works in various state offices for paintings so that works by Ottoman artists past
and present become a prominent feature of the collection. However, with the onset of the war, the CUP
government would first reduce the budget, and by 1916, cut it completely. While the commissioning of

copies from European museums came to a complete halt at this time, the collection continued to grow

nakis miizesi degildir.” The document was transcribed into the Latin alphabet by Tuba Silahtar at my request.
Translation from Ottoman Turkish to English is mine.
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with works by Ottoman painters through gifts, donations as well as appropriations from imperial

161 A year after the Asar-1 Naksiye collection was put on display, the school moved to a smaller

buildings.
building, the Cagaloglu Lisan Mektebi [Cagaloglu Language School], and the painting and sculpture
gallery went with it. During this time, Halil Edhem prepared the by-laws for a museum that would house
this collection. The legislation that passed through the parliament in 1917 reflected his expanded view for
the museum and the collection; the museum would have four sections of painting: first, works by
contemporary Ottoman painters, second, works by contemporary “foreign” artists, third, authentic works
by old masters, and lastly copies of old master paintings.!®> When the building in Cagaloglu was occupied
by Allied Forces in 1919, the school had to relocate again, this time to an even smaller space with only six
rooms, so the Asar-1 Naksiye collection, which had been completely cramped together with plaster casts,
moved back to the Imperial Museum for storage, where it would remain from the occupation of the city
until the foundation of the Turkish Republic. Halil Edhem must have written and printed the guidebook
Elvah-1 Naksiye in 1924 with the hopes of once again being able to show the collection, this time under
the heading of a national museum, as his appeals to the new Turkish parliament to find a building for the

museum was answered the same year.!%3 After the tortuous back and forth about determining the best

location for the museum, and numerous setbacks, both the collection and the school left the historical

161 Halil Edhem was instrumental in the return of paintings from the Exhibition of War Paintings that was shown

first in Istanbul, then in Berlin and Vienna. Fifty-six works from this exhibition, as they commissioned by the state,
were given to the collection by the ministry of education. For more about the exhibition, see Gizem Tongo.
“Ottoman Painting and Painters during the First World War.” PhD thesis, University of Oxford, 2017: Chapter V.
Another addition to the collection came in the form of paintings that were given to the care of the museum when an
imperial building designated as the residence of the Ottoman princes was vacated in 1921 before the Allies occupied
it. Finally, paintings were acquired from the 4% Galatasaraylilar Yurdu exhibition in 1922. Halil Edhem, Elvah-1
Naksiye (1970): 45-46.

162 Halil Edhem, Elvah-1 Naksiye (1970): 50-53. The Sinaat-1 Nefise Sergisi law that was drafted by Halil Edhem
during the CUP government in 1917 was promulgated once again by the Turkish parliament in 1926.

163 At the time the catalog was printed the Elvah-1 Naksiye collection featured 141 paintings in total, 87 paintings by
“national artists”, 10 paintings by Western artists, and 44 copies. Halil Edhem announced in the catalog that the
collection would be housed in the Alay Koskii, an early 19™ century kiosk built during the rule of Mahmud I, on a
prominent corner of the Byzantine walls of Istanbul on the historical peninsula. Unfortunately, this plan would be
aborted, and after many more failed attempts, the Princes’ Quarters of the Dolmabahge Palace were granted to what
would then be called the Resim ve Inkilap Miizesi [Museum of Painting and Revolution]. According to Remzi Arik
the collection was exhibited in the Dolmabahge Palace between the years 1918-1920 but this information remains
unconfirmed and the dates do not comply with other accounts. Arik, Remzi Oguz. Tiirk Miizeciligine Bir Bakis [A
Look at Turkish Museology], Milli Egitim Bakanli§1, Ankara, 1953.
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peninsula and moved to the shore of the Bosphorus, respectively to the Ayan Dairesi and its neighbor, the
Cemile Sultan Palace, two buildings that house the school to this day.'** Poignantly, like his brother
Osman Hamdi, Halil Edhem’s plans to show this growing collection within the setting of a national

museum unfortunately did not actualize during his tenure at the Istanbul Museums.

Nonetheless, the Museum of Painting and Sculpture would eventually open in 1937, just a little
further along the shore of the Bosphorus, at the Princes’ Quarters of the Dolmabahge Palace under the
directorship of painter Halil Dikmen and the strong initiative of the Fine Arts Academy’s young director
Burhan Toprak, with Halil Edhem’s Asar-1 Naksiye collection at its core.'> Whether Halil Edhem had the
chance to visit the museum to see the traces of his nucleus collection in the Painting and Sculpture
Museum for the new nation is unknown, but unlikely.!*® While the Museum of Painting and Sculpture
was a thoroughly nationalist institution of a republic that was now 15 years into its existence,
significantly, one of its rooms was dedicated to copies, and out of the fourteen copies on display, twelve
were from the Asar-1 Naksiye collection. In a public statement, the young director of the Fine Arts
Academy Burhan Toprak, who had spearheaded the efforts to open the museum said that in organizing
the museum collection, the four categories defined in a previously drafted museum law were followed,

but he made no mention of Halil Edhem’s name.'®’

164 Halil Edhem had insisted to have the collection follow the fine arts students. For now, it is uncertain whether the
collection was only stored or was accessible to students during this time, as the school’s institutional archives are not
open to researchers.

165 Turkish art historians mistakenly attribute the museum collection and the granting of the Dolmabahge location to
the efforts of the director of the Fine Arts Academy at the time, Burhan Toprak. Toprak had organized an exhibition
titled “50 Years of Turkish Painting” at the Academy in 1936. Turkish art historians posit that it was seeing this
exhibition that convinced Mustafa Kemal Atatiirk to give the orders for the opening of the Painting and Sculpture
Museum. See Istanbul Resim ve Heykel Miizesi, 1937 A¢ilis Koleksiyonu: Serginin Sergisi = Exhibition’s
Exhibition: Istanbul Painting and Sculpture Museum, 1937 Opening Collection. Mimar Sinan Giizel Sanatlar
Universitesi, 2009. This is a partial history with significant gaps in its narrative, mirroring other historical efforts
that obscure the Ottoman beginnings of Republican institutions. Like Halil Edhem, Burhan Toprak had canvassed
schools and state offices around the country to unearth paintings for this exhibition, however, most of the paintings
shown in this exhibition were already in the school, as part of the Elvah-1 Naksiye collection.

166 In 1937, Halil Edhem was living in Ankara and his health had deteriorated; he passed away in early 1938. Aziz
Ogan. “Halil Edhem” in Miizecilik Yazilar: (ed. Ali Artun) Iletisim Yayinlari, Istanbul, 2019: 96.

167 «Resim Miizemiz,” [Our Painting Museum)], Interview with Burhan Toprak, Tan Gazetesi, October 14 1936: 7.
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Yet, Toprak followed in the footsteps of Halil Edhem in another very crucial way; in the same
interview, he underlines his intent to expand the collection of copies. Toprak’s plan was to do so quite
economically; by asking each student who was sent to Europe to bring back a copy they have made to the
museum upon their return.!®® In another 19" century French parallelism (like the one between the Musée
des Copies and the Asar-1 Naksiye collection, Toprak’s plan to have the students make copies as part of
their studies abroad is much like the French Prix de Rome model.'®® The current inventory of the
museum, today called Istanbul Resim ve Heykel Miizesi (IRHM) shows that acquiring copies of
European paintings was revived as promised by Toprak in the newspaper interview in 1937. With this
idea, Toprak had institutionalized the episteme of copying, essentially making it state ordained. With his
initiative, he had created a lasting practice among Turkish students of the arts, who would take on the
project of copying a painting during their time abroad. Whether it was acquired by the museum or not,
Turkish artists would proudly list the copy they made in their curriculum vitae, well into the 1950s.'° It is
difficult to determine exactly how many copies Burhan Toprak received from students to add to the
museum collection during his tenure at the school, however, gleaning from the current museum inventory,
it can be safely assumed that at least six copies made by students of the Academy were acquired for the
collection during his tenure. Cevat Dereli’s copy of Honoré de Daumier’s Crispin et Scapin (c. 1860) and
Halil Dikmen’s copy of Edouard Manet’s Olympia (1863) were already displayed alongside copies
commissioned by Halil Edhem when the museum first opened. Over the next few years, Hamit Gorele’s
partial copy of Paolo Veronese’s Crucifixion (c.1582), Hale Asaf’s copy of Paul Gauguin’s Tahitian

Women on the Beach (1891), and three copies by none other than Zeki Faik izer —the successive director

168 This continued an Ottoman practice as we have seen. Successful students from the School of Fine Arts were sent
abroad to further their artistic education, starting in 1889. After 1908 and the Mesrutiyet, more graduates were sent
abroad each year. The last Ottoman students returned from Paris with the onset of WWI in 1914. This tradition was
revived after the foundation of the New Republic, in 1924.

169 The fourth year of Prix de Rome was explicitly dedicated to producing a copy of a masterwork suitable to be sent
back to France to decorate Versailles or hang in the Ecole des Beaux-Arts, where a study collection for students who
could not go to Italy was formed.

170 For example Adnan Coker (1927-) to this day lists having copied Pieter Bruegel the Elder’s painting The Beggars
(1568) from the Louvre Museum in 1959 in his CV.
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of the Academy after Toprak.'”! In another newspaper interview, Toprak spoke of his plans to institute a
strictly pedagogical room in the museum, dedicated to color reproductions. There, he also mentioned that
while this would prove more difficult, his intent is to follow in the footsteps of Russian and American
museums to acquire original works by contemporary foreign artists, as well as investing in original
examples of classical paintings by international masters.!”” This would have been much more possible
during this time than when Halil Edhem had started his collection, as with the economic depression in
Europe, the prices of both masterpieces and modern paintings had become attainable, as Toprak himself
points out in the interview. However, for reasons yet to be uncovered, Toprak’s ambitious plans to expand

the collection with European originals did not actualize either.

When the Museum of Painting and Sculpture opened in 1937, one of its central rooms was
dedicated to “Paintings of the Revolution.” This is where the paintings of izer, Berk and Kaptan discussed
earlier were displayed, and where Atatiirk stood to listen to the museum director Halil Dikmen. -
The Painting and Sculpture Museum would unfortunately close only a year after its opening, due to
security measures taken with the onset of the Second World War; it remained so until 1951. While the
additional rooms Toprak planned to open did not eventualize, he did manage to show the collection of
copies and reproductions that he had helped expand during the museum’s hiatus. In early 1945, Toprak
organized an exhibition at the Fine Arts Academy titled “Classical European Painting Through the Ages.”
In a short text that reported the opening of the exhibition in the Cumhuriyet newspaper, Toprak said that
they prepared this exhibition “...above all, to continue our students' interest in the masterpieces of plastic
arts when it is not possible to engage with them directly, and to [have them] understand that beyond the
limits of time, even though it changes shape and form, art obeys the same [rules of] beauty and harmony,

and finally, to show that our curriculum is in complete alignment with art that is genuine, from Giotto to

17! The copies made by Izer that found their way into the museum collection are a copy of Nicolas Poussin’s The
Finding of Moses (1651), Titian’s The Entombment of Christ (1526) and a partial copy of Vélazquez’s Portrait of
the Infanta Maria Teresa (1653).

172 Kandemir, “Tiirk resim ve heykel miizesi”, Cumhuriyet, October 1, 1937:7.
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this day.”'”® Underlying Toprak’s statement was a defense of modernism as a continuation of European
classicism. As the director who had instilled educational reforms at the Academy by a complete overhaul
of its teachers and positioned himself with the younger generation of painters whose modern works had
not been received well by the general public, Toprak’s mounting of this exhibition can be seen as a
strategy.!” Additionally, this was another moment that the art students were cut off from the tradition of

painting, as the war prevented them from furthering their studies in Europe.

The re-opening of the museum must have been on Zeki Faik izer’s mind, when, as the new
Director of the Academy after Toprak, he had encouraged Maide Arel to make copies while she was in
Paris in 1950.'7 The inventory of the collection shows that under Izer’s direction, a new wave of
acquisitions was made, including Eren Eyiiboglu’s copy of La Blouse Roumaine (1940) by Henri Matisse,
Feyhaman Duran’s copy of Le Cheval Blanc (1898) by Paul Gauguin, Neset Giinal’s copy of Titian’s The
Entombment of Christ (1520) and Hasmet Akal’s copy of Jean-Dominique Ingres’s La Grande Odalisque
(1814), and of course, those by Maide Arel that were discussed earlier in the chapter.!”® Was it pre-
determined, that after the fabricated scandal in the pages of the newspaper, she would have trouble selling
her copies? Were her copies, which she fought very hard to place into the museum’s collection, ever
exhibited there? Although it is not certain which copies were on view, when the museum re-opened in

1951, there still was a room for the copies. This room would disappear in the late 1960s, with the re-hang

173 Toprak, Burhan. “Giizel Sanatlar Akademisinde Diin Giizel bir Sergi A¢ild1,” Cumhuriyet, February 18, 1945: 2.
“Bu sergiyi, herseyden 6nce talebemizin plastik saheserlerle dogrudan dogruya miimkiin olmazsa bilvasita
alakalarini devam ettirmek ve onlara hududsuz zaman iginde san’atin biteviye sekil ve ¢ehre degistirmesine ragmen,
daima aym giizellik ve ahenk hududlarina itaat ettigini anlamak ve nihayet tedrisatimizla Giotto'dan bugiine kadar
gelen hilesiz san’at arasinda tam bir uygunluk oldugunu gostermek gayeleriyle hazirladik.”

174 Defending the deformations of modern painting as a continuation of tradition was also a similar position
theorized and argued by André Lhote, the French salon Cubist, teacher and writer, whose influence on the painters
in question will be delved into in the next chapter.

175 It is interesting that it is Maide, and not Semsi Arel who gets asked to make copies while in Paris. Was there
gender prejudice in izer’s asking the female painter to make copies? For the French inclination to ascribe the role of
copyist to women painters as a lesser activity, see Duro, Paul. “The ‘Demoiselles a Copier’ in the Second Empire.”
Woman’s Art Journal 7, no. 1 (1986): 1-7. https://doi.org/10.2307/1358229.

176 For a study of Hagmet Akal’s copy, see Artun, Deniz. “Am I Obliged to Imitate You? On Copying the Grande
Odalisque for the Ottoman Collection of Paintings Elvah-1 Naksiye.” Asiatische Studien - Etudes Asiatiques 70, no.
4 (2017): 1141-1158: 1155. https://doi.org/10.1515/asia-2016-0039.
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of the museum collection under the directorship of Nurullah Berk.'”” Interestingly, throughout these
years, the story of Halil Edhem’s collection of copies was probably unknown to the visitors of the
museum, if not also to some of the younger artists who made the copies, like Maide Arel. [iEHN2A20]
Halil Edhem’s 1924 booklet had been in Ottoman script, and very few copies had been printed. This
crucial guide, which not only catalogued the Elvah—1 Naksiye collection, but also had a significant section
that historicized the beginnings of painting in the Ottoman Empire, and offered a chronology of its first
exhibitions would be transcribed in the Latin alphabet and translated into modern Turkish by art critic and
author Giiltekin Elibal in 1970. This late re-print also is the only record of an “Exhibition of Copies” that
was organized at the Academy in 1965. Editor of the reprint Elibal lists all the copied paintings included
in this exhibition. It can be inferred from this list that copies from Halil Edhem’s Asar-1 Naksiye, those
copies added to the museum collection during Toprak and izer’s tenures, as well as a few later additions
were shown together, and shown one last time. This would also be the one and only instance when Maide

Arel’s contested Lhote and Picasso copies were certainly exhibited.!”®

Is imitating creating, or is it mere copying? Richard Shiff argues that it is in the 19 century
French discourse that imitation switched from a synonymity with invention to a synonymity with
copying. Imitating nature while following certain conventions was the formula of classicism; the artist’s
idealization of nature was the idiosyncratic element. Artistic invention became opposed to imitation
through the theories of the Romantics against the Neoclassicists. Shiff argues that seemingly oppositional
ideas are in fact closer to each other than they seem; as something completely original would also be

unintelligible, innovation had to function within the interstices of the known and the unknown; hence

177 Berk, Nurullah and Devrim Erbil. Resim ve Heykel Miizesi, Turing ve Otomobil Kuliibii; Istanbul (exh. cat.). The
undated museum guide he co-authored with Devrim Erbil describes each room of the museum, but this time, there is
no mention of the copies. It is estimated from the writings of Devrim Erbil for other publications that the print date
for this catalog should be circa 1967. Koksal, Ayse. “Sanatin Kurumsallasma Siirecinde Istanbul Resim ve Heykel
Miizesi” [The Istanbul Painting and Sculpture Museum through the Process of Art’s Institutionalization], istanbul
Technical University, Ph. D. Dissertation, 2011: 150.

178 Even though the museum inventory shows that a few more copies were added the collection after this date, they
were never exhibited, and the last copy was acquired in 1977.
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modernism is dependent on a notion of invention but as a composite of the old and the new, neither a
perfect copy, nor completely original.!” Within the context of the late-Ottoman and early Turkish
painting, the degree of separation between the aping copy, direct quotation, imitative pastiche,
compositional borrowing, inadequate reproduction or postmodern appropriation becomes harder to
determine when the modernist concern for avant-garde originality in Western painting is put aside. Does
the act of imitation always result in a copy? When is the original not copied but used as a source-image?
Can the culture of the copy result in originality? Where is the line between conscious appropriation and
indiscriminate imitation? Some scholars have likened the self-imposed appropriation of European culture
by late Ottoman and early republican intelligentsia to Homi Bhabha’s concept of colonial mimicry, but in
this context, mimicry is not an anti-colonial tactic of infiltrating by maintaining a certain degree of
difference, but a paradoxical self-imposed act, not always completely conscious. While artists in question
might seem only capable of a belated aping of the foreign, it can be argued that their paintings are in fact
original in their syncretism precisely because of the slippages allowed by the medium of painting,
whether intentional or not. It is not repetition, as in Bhabha’s mimicry, but the nature of representation
which allows for this slippage. The ambiguous and changing attitudes of Berk and the others towards the
copy are part of this process of mimicry; the assimilation of traditional French beaux-art education which
saw the copy as an inimitable part of painting, as well as the switch over the years towards an internalized
scorn for the copy (as well as the ‘anxiety of influence’ that will be delved into in the following chapters)
are evidence of their syncretic modernism. Copying as part of the normativity of the European academic
model was what the Ottomans set out to follow. In the European context, modernism’s attack on
academicism made the copy something to circumvent and embraced newly manufactured values of

originality. This particular account of the culture of the copy puts to test the claim of Western

179 See Shiff, Richard. “The Original, the Imitation, the Copy, and the Spontaneous Classic: Theory and Painting in
Nineteenth-Century France.” Yale French Studies, no. 66 (1984): 27-54. https://doi.org/10.2307/2929861 and Shiff,
Richard. “Representation, Copying and the Technique of Originality.” New Literary History, vol. 15, no. 2, (Winter,
1984): 333-363.
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civilization’s universality, including modernism’s impossible expectation of originality without
precedent. In the act of the copy, the promise of both sides is doubly subverted; neither the project of self-
imposed assimilation, nor the universal application of European culture and civilization is possible
completely; however, for the artists that are the subject of this study, it resulted in syncretic originals as

the following chapters will reveal.
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Chapter 2: From Techne to Turkification (or the Other Way Around)

While civilization is international, culture is
national.'8?

Ziya Gokalp, 1918

“It is when we extract the art
from our own soil, our monuments, our
life, our pain, it is only then that we will

have made art, this is what Turkish art
to 20181
is.

Avni Lifij, 1922

“I’ve said, I still say, and I will continue
to say: We can obtain anything from the
country where it made its latest
evolution. Cannons, rifles, cars, trucks,
even clothes and food if you will. But
not art.”'8?

Nazmi Ziya, 1937

“Weaker talents idealize; figures of
capable imagination appropriate for
themselves. But nothing is got for
nothing, and self-appropriation involves
the immense anxieties of indebtedness,
for what strong maker desires the
realization that he failed to create
himself?”!83

Harold Bloom, 1973

180 «\Medeniyet beynelmilel oldugu halde, hars millidir.” Gokalp, Ziya. Tiirklesmek, Islamlasmak, Muasirlasmak
(1918), quoted in Berkes, Niyazi, ed., Turkish Nationalism and Western Civilization: Selected Essays of Ziya
Gékalp, New York: Columbia University Press, 1959: 97.

181 “Ne vakit sanati kendi topragimizdan, abidelerimizden, hayatimizdan, acilarrmizdan alirsak, o vakit sanat yapmis
oluruz, Tiirk sanat1 budur.” Hiiseyin Avni. “Ressamlar Diyorlar ki,” Dergdh no:33 (August 20, 1922) quoted in
Serifoglu, Omer Faruk. “Avni Lifij’i Yeniden Kesfetmek,” Avni Lifij: Caginin Yenisi, Istanbul: Sakip Sabanci
Museum, 2019: 42.

182 “Ben dedim, diyorum ve ve [sic] diyecegim ki: Biz her seyi son tekamiiliinii yapmis oldugu memleketlerden
alabiliriz. Yalniz san'at1 degil: toplari, tiifekleri, otomobilleri, kamyonlar1 hatta isterseniz elbiseleri ve yiyecekleri
bile.” Nazmi Ziya. “Resim Sergisi Hakkinda,” Cumhuriyet, September 12, 1937: 5.

183 Bloom, Harold. The Anxiety of Influence; a Theory of Poetry, Oxford: Oxford University Press Inc, 1973: 5.

94



“Styling themselves the victims
of influence —as if it were what its
etymology suggests, an unstoppable
astral inflow or influenza— they reveal
much about the art that they subvert.”'®*
Joseph Koerner, 2002
If the culture of the copy is the origin story of Ottoman easel painting and haunts the unfolding of
its syncretic modernism—from its inception with the Photo-interpreter soldier-painters in the early 19™
century through to the fabricated mid-20" century scandal on copying covered in the previous chapter— its
course during the transition from empire to republic was marked by a growing anxiety of influence.'®
This uneasiness ran in parallel with the switch from an ambiguously Ottoman to a decidedly Turkish
nationalism, which also found its reflection in the make-up of the artistic sphere.'®¢ As artists and art
audiences began seeking traces of a Turkish character in painting, what was seen to be the natural —or
even sought after— mark of Europe (which the art of painting itself was initially tasked to signal) came to
be seen as training wheels that needed to be taken off. This chapter looks at how a group of Muslim-

Turkish painters, often referred to as the “1914 generation” in local histories (as their return to the

homeland from Paris was caused by the onset of the First World War), attempted to perform the local

184 «“A Sixteenth Century Influenza,” Albrecht Diirer and his Legacy: The Graphic Work of a Renaissance Artist (ed.
Bartrum, Giulia), Princeton University Press, Princeton; British Museum Press, London, 2003 (18-37): 33. In this
article Koerner is referring to the “Diirer effect” propped by his inimitable style as well as his insistence on the
trademark and the brand that his self-portraits enforced. The “Diirer effect” held sway among artists in the 16™
century, ranging from the work of masterful artists who turned the Diirer influenza into a productive leash as well as
those that followed the counterfeit model. Koerner also says in the beginning of his text: “Great art exists in a place
between slavish copying, which anyway is doomed to fail, and excessive difference, which contradicts nature.”

185 T borrow this term from Harold Bloom’s 1973 work about the matter of artistic influence as it pertains to poetry,
also quoted in the epigraph. Bloom, Harold. The Anxiety of Influence; a Theory of Poetry, Oxford: Oxford
University Press Inc, 1973.

186 For the switch from Ottoman to Turkish nationalism by the Commitee of Union and Progress prior to and during
WWI, see Ziircher, Erik Jan. Turkey: A Modern History. 3rd ed., new Ed. London; New York: IB Tauris, 2004: 127-
132. On the other hand, there is the argument that behind the veil of Ottoman nationalism was a Turkish nationalism
already in place since the 19" century. Selim Deringil says: “In the era of the Tanzimat and in the subsequent
Hamidian period, leading statesmen had begun to think in terms of Turkism even if they couched their discourse in
Ottomanist language.” See page 167 in Deringil, Selim. “The Ottoman Origins of Kemalist Nationalism: From
Namik Kemal to Mustafa Kemal,” European History Quarterly vol:123 (1993): 165-191. However, in a very recent
book, Christine M. Philliou argues that the notion of muhalefet in 20" century Turkish politics, which can mean both
opposition and dissent, goes back to a rift between the Young Ottomans and Young Turks, hence resisting scholars’
assumptions that both groups’ desires for constitutionalism meant a complete alignment. See the introduction in
Philliou, Christine M. Turkey: A Past Against History. Berkeley: University of California Press, 2021: 1-19.
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alchemy of converting received practices of representation into national achievements, metabolizing the
lingua franca of easel painting into their own visual idioms, producing a syncretic modernism. Staying
within the larger episteme of imitative appropriation, this chapter traces the work of these painters
through the lens of influence, as it went from being perceived as a requisite measure to a necessary evil on
the path to originality —a fully internalized outlook for the modern artist expected to perform the author
function. The chapter traces various modes of assimilation that the artists employed, which ran in parallel
with the gradual preeminence of a Muslim-Turkish artistic identity. As a new national consciousness
came to the fore, so did the need for the civilizational marker of painting to become a cultural one. Ziya
Gokalp’s binary distinctions were difficult for artists to adapt to painting; how were they to discern
international civilization from national culture on the easel? Could aspects of painting be separated into
that which is universal, and set apart from the particular? Or, could they be synthesized into an aesthetic
whole? How were the aesthetic methods of the West to be integrated into the local? Anxious were the
artists who both acknowledged their indebtedness to a thoroughly European training and sought to
overcome its influence to create paintings that were Turkish. Problems of synthesis —formal, theoretical,
as well as thematic— were to occupy the minds of painters that came of age during the end of empire and

the rise of the nation state.

The artists that are today referred to as the “1914 generation,” or sometimes as the “Call1
generation” in reference to their best-known member Ibrahim [Call1] (1882-1960), included Mehmed
Sami [Yetik] (1878-1945), Mehmed Ruhi [Arel] (1880-1931), Ali Sami [Boyar] (1880-1967), Feyhaman
[Duran] (1886-1970), Hiiseyin Avni [Lifij] (1889-1927), Nazmi Ziya [Duran] (1881-1937), Hikmet
[Onat] (1882-1977) and Namik Ismail [Yegenoglu] (1890-1935). They are referred to as such not due to a
unifying stylistic alliance or because they were a self-proclaimed artistic group, but because they had all
gone from Istanbul to Paris to further their artistic studies in the 1910s (save for Hiiseyin Avni, who went
a little earlier than the others, in 1909) and returned to the empire before the onset of the First World War

in 1914. In fact, not everybody in this grouping got along, there were artistic differences as well as
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bureaucratic rifts, as the chapter will reveal. On the other hand, it is rather apt that the group’s name refers
to a moment in time; a significant historical marker recognizable across the East/West or center/periphery
divide that continues to split the discipline of art history. The date stamp not only refers to a point in a
personal timeline for these painters’ sojourns abroad but also marks the beginning of the event that
decisively ended empires and confirmed the unfolding eminence of nation-states. The painters in question
were shaped as much by their common artistic education as they were by the historical events that
determined the course of their lives and the political developments that in turn dictated the shape of their
careers, creating opportunities as well as complicated positionalities. The later labeling of the 1914
generation as “Impressionists” and their ensuing reputation for “belatedness” is also addressed in this
chapter. However, instead of the formalist “Impressionist” misnomer which reduces painting to a matter
of technique, another term, the juste-milieu is suggested, still recognizably under French influence, but a
descriptor of a middle-of-the-ground attitude that would come to characterize Turkish painters, and of

course, act as evidence of their syncretic modernism.

Recently, some attention has been given to the artistic predicament of the 1914 generation artists
as transitional figures between the end of an empire and the emergence of the nation-state in retrospective
solo shows or thematic exhibitions in Istanbul.'®” However, a critical analysis of their historical position
and deliberation on the formal characteristics of their collective output is scarce, if any. As Muslim Turk

male artists, they enjoyed various powerful positions upon their return to the empire, precisely because

187 The Sakip Sabanct Museum has organized thoroughly researched monographic loan exhibitions in recent years
for Avni Lifij and Feyhaman Duran, with richly illustrated catalogs, namely, Avni Lifij: The Modern of His Time
(October 14, 2019-January 12, 2020) and Feyhaman Duran-Between Two Worlds (January 11-August 13, 2017).
However, monographic studies and exhibitions do not acknowledge the hegemonic power of these artists as a group
of bureaucrats, and their influence in the way art and its institutions were shaped during the first decades of the
Republic. Most recently, the Sabanci collection, rich in paintings by the 1914 generation, was shown in a temporary
exhibition titled “From the Reformation to the Republic: Master Artists, Artist Students” (2021). The exhibition
Uryan, Ciplak, Nii: Tiirk Resminde Bir Modernlesme Oykiisii (Bare, Naked, Nude: A Story of Modernization in
Turkish Painting) (November 25, 2015-February 7, 2016) at Pera Museum, curated by art historian Ahu Antmen
was revealing in its scrutiny of the notion of the nude in late-Ottoman and early Republican painting, and its stress
on the ontological difference of the nude within this context was significant. However, with the extensive time span
it handled, it cast too large a net for a close deliberation on the work of the 1914 generation. (It should also be noted
that it failed to acknowledge a precursor exhibition organized by gallerist Yahsi Baraz in 1981, titled T7irk Resminde
Ciplak [The Nude in Turkish Painting].)

97



this coincided with the onset of the Great War. Their artistic growth also overlapped with the ongoing
expansion of the Muslim bourgeoisie. Both were buoyed by the rise in nationalist sentiment that guided
the second constitutional era of the Ottoman Empire (1908-1919), which was ushered by the Committee
of Union and Progress (CUP). The CUP, also often referred to in short as “the Unionists” by historians,
was a secret-society of young military officers from the Ottoman Balkans that turned into the political
vessel of the Young Turk Revolution, which had re-instated constitutional rule in Ottoman governance in
1908 (the first constitutional period had been short lived, between 1876 and 1878). However, the
environment of hope and liberation that ensued after the CUP put an end to the oppressive Hamidian
years quickly turned tumultuous with power clashes, and the introduction of martial law after a counter-
revolutionary coup attempt in 1909 re-introduced a restrictive rule. As a result, Abdiilhamid II was
deposed, and his brother, Mehmed V was made sultan by the national assembly. The city that the 1914
generation returned to with the onset of the war was marked by the transformation of inter-confessional
relations for the worse and continuing shifts in the makeup of the city’s population. But Istanbul’s cultural
life remained active despite the Italo-Ottoman War in 1911, followed by the Balkan Wars of 1912-13, and
even the Great War that ensued. The city’s occupation by British, French and troops representing the
Allies after WWI'® created a politically tumultuous and economically dire situation; however, it
instigated a demographically diverse, socially boisterous and hence artistically stimulating environment

for these young artists to make and exhibit their work.'®” This uncertain period, known as the Miitareke

138 The Ottoman participation in WW 1 ended with the signing of the Armstice of Moudros between the Ottoman

Empire and the Allies of WW 1, namely, Britain, France, Russia, Italy, Japan and the US. British, French and Italian
troops controled different zones of the city in the name of the Allied administration that was set up. Istanbul
remained under occupation until the signing of the peace Treaty of Lausanne in 1923, which ended the conflict with
the Allies following the Turkish War of Independence (1919-1923).

189 The cosmopolitanism of post-armistice Istanbul is vividly described in King, Charles. Midnight at the Pera
Palace: The Birth of Modern Istanbul. First edition. New York: WWNorton and Company, 2014. For a description
of this period as a roaring time and its continuation into the republican years in Istanbul, see Woodall, Carole.
“Decadent Nights: A Cocaine-Filled Reading of 1920s Post-Ottoman Istanbul,” Mediterranean Encounters in the
City: Frameworks of Mediation between East and West, North and South (eds. Michela Ardizzoni and Valerio
Ferme); Lexington Press, 2015: 17-36. For nightlife and its visual regimes in the late Ottoman Empire, especially in
its European quarter of Beyoglu, where the 1914 artists also exhibited and socialized, see: Wishnitzer, Avner. “Eyes
in the Dark: Nightlife and Visual Regimes in Late Ottoman Istanbul.” Comparative Studies of South Asia, Africa
and the Middle East 37, no. 2 (2017): 245-61.
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years (the Armistice period of 1918-23) had resulted in an unexpected, culturally cosmopolitan
environment; the onslaught of refugees from the aforementioned wars, the Bolshevik Revolution, and the
influx of personnel from Entente countries as well as international aid organizations all rubbed shoulders
in the city. Despite the devastations of consecutive wars, a crumbling empire with uncertain prospects,
and dramatic demographic changes, the 1914 generation artists found financial support, opportunities for
showing their work, and professional stability through teaching or administrative positions granted to
them during years of unprecedented political ambiguity, all the while receiving the full attention of the
remaining members of Istanbul’s increasingly nationalistically inclined, often Western-educated Turkish-

Muslim intelligentsia.

Some of the artists of the 1914 generation had first come together when they were still students at
the School of Fine Arts in Istanbul, but where they all found each other was in fact the painting ateliers in
Paris. - Other alliances were formed or strengthened under the Journal of the Ottoman Society of
Painters, in which issues relating to painters and painting, its exhibition, evaluation and direction had
been taken up. This is where the fervent arguments made by Hiiseyin Avni and Mehmed Sami on Halil
Edhem’s collection of copies discussed in the previous chapter took place.!”® This journal was also where
the identity of the Muslim Ottoman artist (fusing millet and iimmet, amidst the blurry waters of pre-
republic nationalism'*!") was first discussed and distinguished, and matters of artistic responsibility in

reflecting a national consciousness had first come to the fore.!”> While the journal ceased its activities in

190 While the foundational document of the Society of Ottoman Painters is not extant today, it is known that at its
inception, the members included Mehmed Ruhi Arel, Mehmed Sami Yetik, Sevket Dag, Hikmet Onat and Ibrahim
Calli. Feyhaman Duran, Hiiseyin Avni Lifij and Miifide Kadri joined soon after.

191 This is an interesting point that needs to be analyzed further. Ziya Gokalp uses the term iimmet (religious
community) in many of his writings. There are traces of this fluidity in the articles in the Ottoman Painter’s journal.
Selim Deringil points out that for the earlier figure of Namik Kemal, the two words were interchangeable. Deringil,
Selim. “The Ottoman Origins of Kemalist Nationalism: From Namik Kemal to Mustafa Kemal,” European History
Quarterly vol:123 (1993): 165-191.

192 From the initial statement of purpose in the first issue the journal signals that it is a professional publication
geared towards the Ottoman painter. See “Maksadimiz,” Osmanli Ressamlar Cemiyeti Gazetesi, January 7, 1911,
no:1, Osmanli Ressamlar Cemiyeti Gazetesi 1911-1914, ed. Y. Zihnioglu, Kitap Yaymevi: Istanbul: 2. By 1914, the
last year of its publication, there is a noticeable increase in articles referring to a need of fine arts to reflect a national
consciousness, more clearly formulated as a Muslim-Turkish identity, especially penned by Muallim (teacher) Vahyi
(Olmez) (1878-1957) and Galib Bahtiyar (Géker). See: Muallim Vahyi. “Sanatkarlarimizin Yapacaklar” [What Our
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1914, the Society of Ottoman Painters continued to act as an umbrella for artists from various generations,
with an increase in active members when the painters sent to Paris as students returned home with the
onset of the war. Meanwhile, Halil Edhem, who had taken over his brother Osman Hamdi’s duties,
heading both the Imperial Museum and the School of Fine Arts in Istanbul, had laid the groundwork for
these artists —those whom his brother had worked hard to send abroad before his passing— to exhibit their

work publicly upon their return, preparing a law for exhibitions, which was promulgated in 1916.'%

This resulted in the organization of the Galatasaraylilar Yurdu Resim Sergisi [Galatasaray
Alumni Club Painting Exhibition] the same year, initiating what would become the annual Istanbul salon,
which had its unlikely beginning during the middle of the war. As European-educated Muslim-Turkish
artists, the 1914 generation, who had matured during the artistically opportune but politically chaotic last
years of the Second Constitutional era of the Ottoman Empire, came to be directly associated with the
Galatasaray exhibitions. These exhibitions and the 1914 painters mutually defined each other: it is the
attention paid to the Galatasaray exhibitions and the discussions that were generated through them that
allowed the 1914 generation artists to test their ideas, to find their individual voices as well as recognize
collective interests, and establish their artistic personas. In turn, it was primarily through the work of the
1914 generation that the exhibitions became popular, first among the intelligentsia, and later embraced by
the growing Muslim population of Istanbul at-large, after some initial reluctance. Two salons were
organized in 1916 and 1917, with more than a hundred paintings submitted each year by civilian as well
as soldier-painters, featuring both male and female artists, of Muslim as well as non-Muslim

denominations. These war-time exhibitions paved the way for the Tiirk Ressamlar: Sergisi / Exposition

Artists Will Achieve], April 1, 1914 no:15 in Osmanli Ressamlar Cemiyeti Gazetesi 1911-1914, yay. haz. Y.
Zihnioglu, Kitap Yayinevi: Istanbul: 200-203 and Galib Bahriyar, “Sanayi-i Nefise’nin Milliyet Nokta-i Nazarindan
Tetkiki” [An Analysis of the Fine Arts through the Aspect of Nationality] and Muallim Vahyi, “Milliyete Dogru”
[Towards Nationality] both in issue no:18 July 1, 1914 in Osmanli Ressamlar Cemiyeti Gazetesi 1911-1914,ed. Y.
Zihnioglu, Kitap Yayinevi: Istanbul: 297-298 and 308-313.

193 An exhibition law drafted by Halil Edhem and Vahid was proposed in 1916 and passed by minister Siikrii Bey in
1917. It was published in the official newspaper as “Guidelines for the Fine Arts Exhibition” in the official
newspaper on April 28, 1917. Gizem Tongo. “Ottoman Painting and Painters during the First World War.” PhD
thesis, University of Oxford, 2017: 167-170.
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des Artistes Turcs [Exhibition of Turkish Artists]-summer exhibitions that served as the official salon
beginning in 1919, organized by the Society of Ottoman Painters, which itself would be re-named as the
Society of Turkish Painters in 1921. The location of this summer salon was the painting ateliers of the
Galatasaray Mekteb-i Sultanisi, the Francophone imperial high school in the Europeanized Pera district in
Istanbul.!** As they initially took place in the temporary alumni club and later in the school building of
the Galatasaray lycée —a symbolic space that had embodied the Ottoman efforts of modernization through
Westernization since the middle of the 19" century— these exhibitions are today referred to as the

Galatasaray Sergileri [Galatasaray Exhibitions] in toto.'”

The cartoons published in the twice-weekly satirical magazine Akbaba capture the uneasy but
curious, and often humorous nature of the general public’s encounters with painting at the Galatasaray
salons, with the addition of what one can only assume is a degree of exaggeration for comic effect. They
simultaneously register the anxieties and shortcomings of a public unfamiliar with this artistic medium.
_ Superstitious concerns of representation in a dominantly Muslim population are captured in an
old man’s words who says: “and they used to say where there are pictures, there cannot be any angels,”

complimenting two young ladies at the exhibition who are attentively examining a full-length portrait.

194 Also known as the Galatasaray Lycée, the high school was a product of the Westernizing educational reforms
undertaken during the Tanzimat era (1839-1876). It was initially established to educate future high-ranking Ottoman
statesmen from all millets —an unprecedented approach— as an Ottoman-French collaboration. In accordance with the
Reform Edict published on February 28, 1856, the Empire had begun to send students to Europe and Mekteb-i
Osmdni [Ottoman School] opened in Paris in 1857 that taught foreign languages to Ottoman students abroad and
offered military officers and future diplomats an education based on the French system. However, this school was
closed in 1864. Instead, the idea of opening a new Western-style school in Istanbul to educate more students at less
cost came to the fore, and the Galatarasaray Mekteb-i Sultdnisi, which taught students in both Turkish and French,
was established. Located in the Beyoglu district, the school molded its students into pro-Western, progressive, and
Francophile elites, who dominantly took up high-ranking positions in state offices. As it offered painting and
drawing classes, it also played a role in encouraging many Ottomans, and later Turkish students in becoming
painters.

195 The first two exhibitions in 1916 and 1917 were somewhat less official (even though there were awards given by
the Ministry of Education, which acquired the awarded paintings and donated them to Halil Edhem’s growing
Elvah-1 Naksiye Collection) and were called “Galatasaraylilar Yurdu Resim Sergisi” [Galatasaray Alumni Club
Painting Exhibition] as the building where the exhibitions took place, Societa Operaia was used as the social club for
the school’s alumni. (The building originally belonged to the Italian Workers’ Association. It was taken over when
nationals of Entente Powers left the empire with the onset of the war and used as the Galatasaray Alumni Club
during WWIL.) From 1919 onwards, these summer exhibitions took on the title Exposition de peintures de la Sociéte
des Artistes Turcs and were moved to the high school building itself, just further up the main thoroughfare Rue de
Pera.
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- In another cartoon, a similar superstition is strategically employed by a mother in her misguided
attempt to discipline her child; when the toddler misinterprets the bust she is looking at as a person that
turned into stone, the mother takes advantage of the child’s first encounter with figurative sculpture. She
scares the toddler into obedience by suggesting that unless she wants to share the fate of the sculpture and
turn into stone herself, she should listen to her elders. - Other instances mock the public’s limited
knowledge about art and lack of familiarity with exhibitions; finding themselves in front of
representations of fruit rather than real fruit, two men express their disappointment. In those days, unlike
today, the word “sergi”!*® [exhibition] in common parlance was used to refer to fruit displays in markets,
not to displays of paintings. [igHea@] The word becomes a double entendre when one considers that these
exhibitions heavily featured still-lifes of fruit, a genre that certain visitors seemed to find “rather dull”
compared to a sergi of the edible kind. The humor magazine also not so gently highlights the
unfamiliarity of the visitors with other genres of painting, as well as their lack of art historical knowledge.
In one instance of unfortunate namedropping, a young woman confidently attributes a portrait to
Rembrandt, but when asked how she came to such a conclusion, her answer is that the clothes worn by
the sitter are so out of fashion that it must be so. The encounter with the nude was of course not to be
missed by the humor magazine: Akbaba depicts two men in front of a female nude, who treat the painting
almost as an ad for a call girl; it is intentionally uncertain if the lack of her telephone number is cause for
disappointment for the two men, or whether they are pointing this out as a matter of castigating the artist.
- These exhibitions —despite the cultural gap between the intelligentsia and the general public that
became blatantly evident through them, providing Akbaba and similar humor magazines with ample
material— played a significant role in gradually easing the public into painting, and introducing the habit

of exhibition-going within the Muslim Turkish community. The Galatasaray salons also established the

196 «“Sergi” comes from the Turkish root of seri or serim, which refers to the piece of silk on which grapes are spread
for filtering in the making of wine, or serii, which refers to the piece of wood on which objects are put/displayed in
nomad tents. Nisanyan, Sevan. Nisanyan Sozliik: Cagdas Tiirk¢enin Etimolojisi, Liber Plus Yaymlari: Istanbul,
2018.
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1914 generation as the central actors who, in turn, fine-tuned their preferred subject matter and found
their recognizable styles through these exhibitions. Beginning with the first iteration of the salon, traces of
each artist’s specific stylistic approach and thematic interests could be gleaned. - Visitors quickly
came to expect seeing portraits by Feyhaman, mosque interiors by Sevket -, female figures (and
later nudes) by Ibrahim and Namik ismail _, light-infused local landscapes by Nazmi Ziya,
soldiers or villagers by Mehmed Sami, domestic scenes by Mehmed Ruhi, the Bosphorus with its boats
and barges by Hikmet -, and a palette of purples and oranges in Hiiseyin Avni’s symbolist

landscapes and large-scale history paintings at these exhibitions.

This chapter casts a glance at the formative years of the 1914 generation in Istanbul and Paris,
takes a close look at their artistic output during the first decade of the Galatasaray exhibitions, and
deliberates on select reactions to their output and the debates they engendered among artists on influence
and identity. It attempts to discern the artistic challenges of the 1914 generation as well as deliberating on
their position within the larger framework of political and societal shifts during this period, with the aim
of resisting the commonly accepted characterizations of this generation as friendly naturalists/belated
impressionists/romantic symbolists. On one side, their trajectories test the universalism of the French
artistic traditions they adopted and adapted, complicating art historical notions of influence and
originality. On the other hand, their predicament introduces the locally inflected challenge of how theories
of national identity were to materialize into forms on canvas without denying the artists’ formative years
“under foreign influence’ or forsaking their artistic individuality —a profound ambivalence that would

continue to haunt generations of Turkish artists to come.
Part 1: From Istanbul to Paris

Both artistically and socially, the 1914 generation was a mixed group of artists who were brought
together by circumstance. With the exception of Feyhaman and Hiiseyin Avni, who were not formally

trained, and Namik Ismail, whose artistic training was limited to the classes he took from the art teachers

103



at the Imperial lycée, Galatasaray,'®’ the 1914 generation artists had graduated from the School of Fine
Arts in Istanbul during the tenure of Osman Hamdi Bey. Later, they all went to Paris with the aim of
taking classes at what they saw as the Ottoman art school’s much older and more famous French
counterpart, the Ecole des Beaux-Arts. Ali Sami, Hikmet, Mehmed Sami and Mehmed Ruhi were career
soldiers who had encountered easel painting during their military training,'”® while the rest of the 1914
generation comprised civilians. Namik Ismail, Hiiseyin Avni and Feyhaman had attended schools in the
capital of the empire that taught in French, and their fluency in the language presumably made their
adaptation to Paris much easier, unlike the culture-shock of someone like ibrahim. From the small town
of Cal in Anatolia and having rather haphazardly found his way to the art school in Istanbul in the first

place, Ibrahim is said to have never learned French despite spending three years there.'*

[brahim, Mehmed Ruhi and Ali Sami were the first winners of the concours established by
Osman Hamdi and funded by the CUP, the Unionists who had now formed a government, and they

arrived in Paris in 1910; Hikmet followed in their footsteps a year later, as the winner of the second

200

concours. They were on the dime of the Ottoman state,””” whereas Feyhaman, Mehmed Sami and Hiiseyin

197 These were Vigen [Arslanyan] and Sevket Bey at the high school, with additional private lessons from a French

painter he names as Andres. Namik Ismail. “Sanayi-i Nefise Akademisi Miidiir Namik Ismail Bey’le Miilakat” [An
Interview with the Director of the School of Fine Arts], Mesale no:1, July 1, 1928: 8-9.

198 Mehmed Ruhi and Ali Sami both graduated from the Naval Academy and subsequently entered the School of
Fine Arts in 1900 and 1902 respectively. Hikmet had graduated from the Heybeliada Naval War Academy in 1903,
entering the Fine Arts Academy in 1905. Mehmed Ruhi and Hikmet had been among the founding members of the
Ottoman Society of Painters in 1908. Mehmed Sami was a graduate of the War Academy (1898) and entered the
Academy of Fine Arts in 1900. He fought in the Balkan War, and fell captive in Bulgaria, spending his time there
with Bulgarian painters. He remained a soldier throughout his career and taught painting at various military schools.
199 1n later years, Ibrahim would become the most famous and popular painter of this generation, and after he took
on the last name Calli (meaning “from Cal”), his last name was often used to refer to the whole 1914 generation as
the “Calli generation.” The speculation about his linguistic abilities is not true (his friendship with artists such as
Alexis Gritchenko were carried out in French, as the chapter will later reveal) but attest to the strength of the myth
around the artist for being “a child of Anatolia.”

200 The first concours was established right after the transition to the Second Constitutional Monarchy (1908).
[brahim was the winner in 1909, Hikmet in 1910. As they were sent by the Ministry of Education, they were
expected to teach art upon their return. Both Ibrahim and Hikmet were assigned to the School of Fine Arts. This
model would later be embraced by the republic and its scope would widen, as the numbers of schools, hence the
need for teachers, dramatically increased. For later students, the positions were not as high-ranking as Ibrahim and
Hikmet’s, they were either hired as assistants at the School of Fine Arts or deployed in high schools or middle
schools. The state study-abroad bursary model for art teachers continued well into the 1960s.
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Avni were supported privately by patrons.””’ Nazmi Ziya, later known as “the painter of light,””"> would
have never been the recipient of the concours prize to study abroad; he had hardly graduated from the art
school in Istanbul. His love for plein-air painting, combined with his interest in impressionistic mark-
making that he had discovered in European publications, using color rather than line to delineate objects,
figures, and views, infuriated his strictly academic teachers, Osman Hamdi, the French-born Polish
painter Joseph Warnia-Zarzecki (1850-?) and Italian Salvatore Valeri (1856-1946), who went as far as
failing him for a year to show their discontent. Nazmi Ziya’s real teacher had been the plein-airist [Hoca]
Ali Riza Bey, who tutored him privately.?”> Namik Ismail and Nazmi Ziya came from well-to-do families,
who funded their sons’ time in Paris (though in the case of Namik Ismail, he had initially been sent to

France to study agriculture, plans he quickly deserted once he got there, much like Osman Hamdi, who

had been sent there some fifty years before Namik Ismail to study law).

The 1914 artists did not remember their time at the School of Fine Arts in Istanbul fondly,
especially from the comparative viewpoint allowed by their time at the Ecole des Beaux Arts in Paris that
followed immediately after.?* Their descriptions paint the picture of a strict and rather stale program in
Istanbul that they were glad to leave behind. Unlike the French school, where in addition to the
mandatory classes that eager art students crowded into, there were ateliers for independent work from a

live model as well as yearly competitions and prizes to encourage the students, the Sanayi-i Nefise

20! Feyhaman was supported by Abbas Halim Pasa (brother of Sait Halim, who had donated one of his copies to the
Asar-1 Naksiye collection), Sami was supported by Mahmud Sevket Paga. The patron of Hiiseyin Avni was Crown
Prince Abdiilmecid Efendi (upon the request and introduction of Osman Hamdi Bey), who would later also become
his friend.

202 This is how a retrospective exhibition of Nazmi Ziya referred to the artist in its title. Isigin Ressami: Nazmi Ziya
Giiran [The painter of light: Nazmi Ziya Giiran,” Rezan Has Museum, Istanbul, February 18, 2012-April 17, 2012,
Istanbul. For a discussion of “light” as it relates to Nazmi Ziya and the Turkish landscape tradition, see: Antmen,
Ahu. "Nazmi Ziya Giiran and Turkish Impressionism", Globalizing Impressionism: Reception, Translation, and
Transnationalism, ed. Alexis Clark, Frances Fowle (New Haven: Yale University Press, 2020) (unpaginated).

203 Bedri Rahmi. Nazmi Ziya, Giizel Sanatlar Akademisi Nesriyati; Istanbul, 1937: 7-10.

204 In a series of letters sent to the Journal of the Ottoman Painters’ Society, M. Sami pointed to the shortcomings of
the art school in Istanbul, often in comparison to what he saw as ample encouragement and financial support present
for art students at the school in Paris. See: “Esquisse ve Ehemmiyeti — Miisabakalar1” [The Sketch and its
Significance- Competitions]; no:6, 55-57; “Sanayi-i Nefise Mektebi i¢in I-II-IITI-IV-V [For the School of Fine Arts];
n0:8,69-70; no:9, 77-78; no:10, 87-88; no:14,193-195; no:15, 228-229 all in Osmanlt Ressamlar Cemiyeti Gazetesi
1911-1914, ed. Y. Zihnioglu, Kitap Yaymevi: istanbul.
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Mektebi had a strict 6-year system, with an exam after the end of each year to pass to the following grade,
and only a handful of students. The schedule was as follows: for the first two years, the aspiring artists
would learn to draw with decorative objects as their models. Third and fourth years were dedicated to
academic studies from statues and busts —plaster casts or ancient sculpture from the collections of the
archaeological museum— by charcoal or similar materials. The last two years were when color was finally
introduced to the students, and oil painting was taught. But even oil paintings were largely done by

observing plaster casts and statues, there were no regular life classes on offer. 2%°

Hikmet’s account touches on the somewhat daring nature of being an art student at the time in

Istanbul, and allows for a few more details to emerge:

Our teachers were Salvatore Valeri and Warnia Zarzecki. Not Warnia, but Valeri was
a good teacher, we greatly benefited from him. Regarding the status of the School of
Fine Arts during the years we were studying there, I have to say that painting in that
period was a very difficult undertaking. There were no male or female nude models;
even the ugliest male models would not want to undress. People accused our school
of immorality and irreligion because it taught painting and sculpture. We were told
that some time before we signed up at the school, a few bigots had raided it. They
tied loincloths to the waists of casts of ancient statues and broke some others. You
will understand the difficulty of wanting to paint and sculpt in such an environment.
Our models were a bunch of bearded or mustachioed porters who wore turbans. We
could only do portraits and busts.??

As implied by Hikmet’s account, the very first life-classes were held at the school during this
generation’s time there, upon their insistence. In 1906, a year after Hikmet had signed up at the school, a
group of students (Ali Sami, Mehmed Ruhi and Nazmi Ziya) protested the lack of this essential element
of art education and demanded that Osman Hamdi let them have life classes. They managed to convince
him to have a male model brought to the school but finding someone to pose was another matter unto
itself. Nazmi Ziya, who also dabbled in the traditional Turkish sport of oil-wrestling, arranged for a

fellow wrestler to pose for them.?’” A photograph of student Ali Cemal [Ben’li], a contemporary of the

205 Boyar, Ali Sami. “Bizde Resim” in Ressam Ali Sami Boyar (ed. Bedi N. Sehsuvaroglu), Ismail Akgiin Matbaasi;
Istanbul (1959): 72.

206 Berk, Nurullah, Hiiseyin Gezer. 50 Yilin Tiirk Resim ve Heykeli (Is Bankas1 Yayinlari, 1973): 18.

207 According to Ali Sami, until 1906, students only drew and painted figures from ancient statues. Boyar, Ali Sami.
“Bizde Resim” in Ressam Ali Sami Boyar (ed. Bedi N. Sehsuvaroglu), Ismail Akgiin Matbaasi; Istanbul (1959): 72.
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1914 artists, in the school’s painting studio next to a male model documents one of these moments. -
- Two works from the collection of the State Museum of Painting and Sculpture in Istanbul further
confirm this rare instance of a life class captured in the photograph. [iGHEMIEEIg] These are two
academies —the name of the study from the model that fed into the later term with the pejorative
connotation, academic— an undated male nude and another partial nude with loincloth dated to 1910, both
oil on canvas by Hikmet. The model posing in the photograph seems to be the same model depicted in
one of Hikmet’s studies -; it also seems that this study by Hikmet is the same painting that hangs
behind Ali Cemal in the photograph. - The polished finish in these oil sketches testifies to the
dogmatically classical bent in Valeri’s instruction and allows us to trace how this initial rigid training that
the 1914 generation retroactively call the “Italian school” or the “Valeri method” transformed after the
time the 1914 artists spent in Paris. Painting from a nude model rather than a three-dimensional object
must be what Ali Sami referred to as “their own methods” when he said: “As our teacher Valeri knew
well, the system of the Italian school was completely outmoded in Europe. If we weren’t treated as
complete novices in Paris, this was due to the work method that we adopted ourselves at the School of
Fine Arts in Istanbul; it was not easy to leave the Valeri method behind and adopt the French
technique.”2% This rare occasion of the life-class and the insistence of the students to paint from the
model is proudly told and retold by members of the 1914 generation. In another account the “Valeri
method” or “Italian school” that Ali Sami mentions was further clarified by Hikmet, as recounted to his

student Cemal Tollu years later:

... Our teacher Valeri was someone who over-valued detail. He did not care much
about color harmony or about the painting as a whole. Of course, at the time, we
admired him very much, all the students were enamored by his way of working, and
we would wait for him to touch our paintings with his brush. When we went to Paris,
and came across great paintings, old and new, in museums and exhibitions, we were
very surprised. Some of them were in line with the opinions we had developed until
then, but some of them seemed totally contrary to it... On the other hand, when

208 “Hocamuz Valeri'nin bildigi gibi italya ekolii sistemi, Avrupa’da tamamen modas1 gegmis bir sistem idi. Istanbul
Sanayi-i Nefise Mektebi’nde, kendi kurdugumuz ¢aligma tarzi ile vakia, Paris’de tamamen kor acemi kalmadiksa da,
ilk 6grendigimiz Valeri metodunu birakip da Fransiz teknigini adapte etmemiz pek kolay olmadi.” Boyar, Ali Sami.
“Bizde Resim” (based on a speech given in 1945 at the Sisli People’s House), Ali Sami Boyar (ed. Sehsuvaroglu,
Bedi N.) Ismail Akgiin Matbaast, Istanbul, 1959: 73.
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[Fernand] Cormon saw our work in the studio, he advised us to leave behind the way

we worked in Istanbul and to pay attention to the whole model, to composition, to the

movement and harmony of color. Even though Cormon was a moderate painter

himself, he was a very good teacher. Every time he came to the atelier, he would also

look at the paintings we had made outdoors and give us good feedback.?”

Once in Paris, the young Ottoman artists were finally able to do what they desired the most:
attend life classes with models fully in the nude, drawing and painting them as they pleased. _
This was also the first time they were able to draw and paint female nudes. In Istanbul, Osman Hamdi had
found this too risqué; he had unconvincingly asked his eager students to patiently wait for their travel
abroad and to make do with the statues from the collections of the Imperial Museum or the occasional
male model for the time being. (Their secret attempts at having a female model pose for them at the
school, even though she was fully clothed, had been quickly rebuffed by Osman Hamdi.)?'° The recent
graduates of the art school in Istanbul who had won the concours and carried with them an official letter
from the Ottoman Ministry of Education could immediately start observing classes at the Ecole des

Beaux-Arts as “éléves aspirants;” their specific destination there was Fernand Cormon’s (1845-1924)

atelier.”!!

209« Hocamiz Valeri ¢ok fazla teferriiata dnem veren, renk ahengine ve resmin biitiiniine pek aldirig etmeyen bir

zatt1. Tabii o zaman kendisini pek begenir, ¢alisma tarzina biitiin 6grenciler hayran olur, resmimize bir iki firca
vursun diye bekler dururduk. Paris’e gidip de miizelerde, sergilerde, eski ve yeni biiyiik sanat eserleriyle karsilasinca
pek sasaladik. Bunlardan bazilari, simdiye kadar edindigimiz kanaatlere uyuyordu ama, bazilar1 da biisbiitiin aykir
geliyordu [...] Ote yandan Cormon atelyede calismalarimizi gordiigii zaman, istanbul’da iken calistigimiz yolu
birakarak daha fazla modelin biitiiniine, kompozisyona, renginin ahengine ve hareketine dikkat etmemizi soylerdi.
Cormon orta derecede bir ressam olmasina ragmen ¢ok iyi bir hoca idi. Atelyeye her gelisinde, disarida yapilan
resimlerimizi de goriir giizel elestiriler yapardi.” Cezar, Mustafa. Giizel Sanatlar Egitiminde 100 Yil, Mimar Sinan
Universitesi Yayinlari: Istanbul (1983): 19-20.

210 Hikmet continues to relay their attempt at painting from a female model: “One day, we were tired of painting
porters, and we decided to find a female model, albeit dressed. We found a gypsy girl from the neighborhood,
arranged her in a dance pose and had just begun to paint when director Osman Hamdi Bey summoned us and
shouted: ‘Boys, are you crazy? Where do you think you are? This is Turkey, such things are not tolerated.
Immediately have that gypsy leave. I hope you will soon go to Europe, you will paint plenty of women and female
nudes there!” And indeed, soon after we were able to go to Europe.” Berk, Nurullah, Hiiseyin Gezer. 50 Yilin Tiirk
Resim ve Heykeli (Is Bankas1 Yayinlari, 1973): 18. “Bir giin geldi ki hamal resmi yapmaktan biktik, giyimli de olsa
bir kadin model bulmaya karar verdik. Cingene mahallesinden getirttigimiz bir kiza oyun oynar pozu verdikten
sonra heniiz ¢aligmaya baglamistik ki miidiir Osman Hamdi Bey bizi ¢agirtti: ‘Siz deli misiniz ¢ocuklar, nerede
santyorsunuz kendinizi?’ diye bagirdi. ‘Burasi Tiirkiye bdyle seyleri kaldirmaz. Hemen kovunuz o ¢ingeneyi.
Yakinda ingallah Avrupa’ya gideceksiniz, orada bol bol kadin, ¢iplak kadin resmi yaparsiniz!” Ger¢ekten de az sonra
Avrupa yolu bize ag¢ildi.”

211 The first one to go was Hiiseyin Avni. It is unclear who directed him to Cormon’s atelier specifically. Osman
Hamdi had earlier made Cormon’s acquaintance in Istanbul, it is likely that this is how Cormon’s atelier became the
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While virtually an unknown name today, at the time Fernand Cormon (1845-1924) was an
established artist, a well-regarded teacher, and an insider in the French Academy. The winner of the
second ever Prix du Salon in 1875 and member of the Institute of Beaux-Arts as well as the Légion
d’Honneur since 1880, Cormon had also successfully established his own school, Atelier Cormon, before
he was given an atelier to his name at the Ecole. His large-scale painting Cain flying before Jehovah's
Curse (1880) —a grand history painting washed in the coarse light of the desert sun, depicting a rather
gory biblical scene in imagined anthropological detail— hung at the pride of place in the Salle no:1 of the
Musée Luxembourg. _ Cormon in the 1910s was as prestigious a teacher as one could
imagine for the Ottoman student of the arts.?'> While Hiiseyin Avni, Ibrahim, Ruhi, Hikmet and Ali Sami
started observing Cormon’s classes immediately upon their arrival in Paris, other Ottoman students, who
were neither recipients of a prize nor had special reference letters, needed a local letter of reference before
they could even observe the classes at Cormon’s atelier.?!* Additionally, both the scholarship students and

those with private patrons had to take the Ecole’s exam if they wanted to become official students, which

destination for the Ottoman painters. Aysenur Giiler recounts that for Ibrahim, who went a year later in 1910, it was
the director of the Ecole, Léon Bonnat, who put him in Cormon’s atelier. [Toker, Metin. “Emekliye Ayrilan Callimn
Hayat1,” Cumhuriyet, July 13, 1947: 2.] Whether they were official students or remained observers, all the 1914
artists except for Mehmed Sami (who never attended the Ecole) cite Fernand Cormon as their teacher.

212 Cormon had initially set up his own atelier libre, which was also popular and sough-after by French artists. Even
though the goal of the atelier was to have students exhibit at the official salon, he also had students such as Vincent
Van Gogh and Henri de Toulouse-Lautrec. Boime, Albert. “We Don’t Want to Set the World on Fire, We Just Want
to Start a Flame in Your Heart,” Art Pompier: Anti-Impressionism:19th Century French Salon Painting. (eds. Pivar,
Stuart and Albert Boime) Hempstead, Long Island, NY: Hofstra University, 1974. (unpaginated)

213 As the first one to go to Paris, Hiiseyin Avni, who was supported by the Crown Prince, had directly made it to
Cormon’s atelier. It is highly likely that he carried a reference letter from Osman Hamdi. Hiiseyin Avni had been
introduced to Osman Hamdi by French architect Henri Prost (who, decades later, would devise a new city-plan for
Istanbul). After seeing Hiiseyin Avni’s work, Osman Hamdi had advised him to directly go to Paris and personally
helped make it happen by arranging the Crown Prince Abdiilmecit to support him. Albeit the potential for
exaggeration, in Hiiseyin Avni’s account, Osman Hamdi admitted not having achieved his goal with the art school
under the Hamidian regime and advised him to skip it completely. He found Hiiseyin Avni’s work developed
enough to directly go to the Ecole. Lifij, Avni. “Sanayi-i Nefise Mektebinde Noksanlar,” Tanin, March 7, 1925 re-
printed in Avni Lifij-Yazilar: 178-184. In addition to Cormon, Lifij was also the student of Octave Denis Victor
Guillonnet (a student of Cormon, who possibly stood in for his teacher for some of his classes), whose color-palette
guided that of Hiiseyin Avni in later years. See letter from Guillonet to Hiiseyin Avni, describing his color mixes in
detail reproduced in the same book: 24-25. The bulk of the artist’s archive, including this letter, remains with his
family members, Ayten-Sazi Sirel. Some of his correspondence can also be found in the Merey collection, Ahmet
Merey archive.
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they needed to prepare for, so all Ottoman art students —like most other foreign aspiring artists in Paris in

the aughts— found themselves at the same destination, Académie Julian.*'*

Initially set up to train students to enter the Ecole, Académie Julian had quickly become an
establishment in its own right, and even a rival to the official school. It had branches across Paris,
teaching drawing, painting and sculpture to men and women alike, in the 5, 6" and 8" arrondissements
in addition to its original location at the Passages des Panoramas. It was the place that could provide the
letter required for observing classes at the Ecole, and also ensure that the Ottoman students of painting
received the training necessary to pass its entry exam. Historian of French art pedagogy Albert Boime
curtly describes Académie Julian as “a private enterprise founded in 1868 to exploit for personal profit the
climate of art reform.”?!* Since its inception by Rodolphe Julian, the Julian ateliers had been a successful
financial enterprise as well as an almost guaranteed gateway to the Ecole des Beaux-Arts, not only for
foreign students, but also for the French.?!® Though Rodolphe Julian had passed away shortly before the
arrival of the 1914 generation in Paris, Académie Julian was still going strong, with a roster of teachers

that also taught at the Ecole and were well-integrated into the Institute system. The 1914 generation

214 Feyhaman and Nazmi failed these exams on the first try and had to take them again later. Even Ibrahim, who was
one of the winners of the concours back home, did not trust his drawing skills and cheated to pass the entrance exam
by submitting a drawing Hiiseyin Avni made for him. This was discovered by scholar Aysenur Giiler, during her
research for the monographic dissertation she wrote on Calli. See Giiler, Aysenur. “Ibrahim Call” Mimar Sinan
University, Institute of Social Sciences, Department of Art History, PhD dissertation, 2014: 22-23.

215 Boime, Albert. “The Teaching of Fine Arts and the Avant-Garde in France during the Second Half of the
Nineteenth-Century,” Arts magazine vol.60 no:4, 1985 (46-57): 54.

216 Catherine Ferrer has published extensively on the Académie Julian and its founder Rodolphe Julian, starting with
"New Light on the Académie Julian and its Founder, Rodolphe Julian," Gazette des Beaux-Arts 126 (1984), 212. See
also: Fehrer, Catherine. The Julian Academy, Paris, 1868-1939: Spring Exhibition, 1989. New York, N.Y. (21 E.
84th St., New York): Shepherd Gallery, 1989. There are more recent studies on female students and students from
other countries at the Académie Julian, including Poland, Brazil, in addition to the United Kingdom and the US.
See: Weisberg, Gabriel P., Jane R. Becker, “Overcoming All Obstacles: The Women of the Académie Julian.”
(Sterling and Francine Clark Art Institute, Dahesh Museum, and Dixon Gallery and Gardens; 1999) EBook; Corinth,
Lovis (translated by Beatrice Pages). “Un étudiant allemand a Paris a 1'Académie Julian (1884-1887),” Gazette des
Beaux-Arts 97 (1981): 223-224; Zgodrniak, Marek. “Polish students at the Académie Julian until 1919,” RIHA
Journal no:50, August 2012; Simioni, Ana Paula Cavalcanti. “Le voyage a Paris: L'Académie Julian et la formation
des artistes peintres brésiliennes vers 1900,” Cahiers du Brésil Contemporain 57/58-59/60 (2004-2005): 261-281.
The most comprehensive work on foreign students at the Académie Julian to my knowledge is the book-length study
on late Ottoman and Turkish Muslim students there: Artun, Deniz. Paris ten modernlik terciimeleri: Academie
Julian’da imparatorluk ve cumhuriyet 6grencileri. [ Translations of Modernity from Paris: The students of the
Empire and the Republic at Académie Julian] Sanathayat dizisi; 11. Istanbul: letisim Yayinlar1, 2007.
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followed in the footsteps of earlier graduates of the Ottoman School of Fine Arts before them, and signed
up for classes at Academie Julian, which had various ateliers run by well-known painters.?!” During the
years that they were in Paris (1909-14), the most popular one was the joint-atelier run by Jean-Paul
Laurens, described as “the last great history painter,” (who had also taught at the Ecole, and whose
painting also hung in the first room of the Musée Luxembourg at this time, along with Cormon’s) and the
Orientalist painter Benjamin Constant.?'® If successful at the entrance exam after attending Académie
Julian, they would all officially sign up for Fernand Cormon’s atelier at the Beaux-Arts afterwards. The
choice of these particular teachers at the atelier libre as well as at the Ecole must have been not
necessarily due to their fame as artists but as established figures within the official world of French art as
well as for their reputations as well-connected teachers (or perhaps, they were known as the teachers who
were friendly towards foreign students). Jean-Paul Laurens at the Académie Julian and Fernand Cormon
at the Ecole were competitive proponents of academic painting known for successfully preparing their
students for the Prix de Rome and helping exhibit their work in the official French salon. (The Ottoman
students must have been even more assured that they were in the right place when their beloved teacher

Cormon was decorated as the Commander of the Légion of Honor in 1913.) Unlike the other independent

217 Deniz Artun’s study evinces the change in the study-abroad model in the Ottoman Empire, gradually shifting
from students following classes at the official French academy to a much looser attendance at artists’ private studios.
Artun draws a parallel between the first diplomatic envoys sent to Paris in the post-Tanzimat era and these students
of the arts that all had the mission of translating the Occident to the Orient. Based on the registration notebooks at
Académie Julian, Artun identified that the first Muslim-Turkish students to go there were Galib and Vedad,
graduates of the School of Fine Arts in Istanbul, who went in 1892 and 1893 respectively. (Galib remained in Paris
but sent work to the Galatasaray exhibitions and hosted the Turkish students in Paris while Vedad returned to the
empire and became a renowned architect, one of the leading figures of the First Turkish National Architectural
Movement; he is known today as Vedat Tek.) As they were sent during the authoritarian reign of Abdiilhamid II, a
time known mostly when exchanges with Europe halted—or due to Abdiilhamid’s close relation with the Kaiser,
shifting to Germany rather than France—Artun argues that this might signal a professionalization of the arts field as
where the students were sent was decided by the School of Fine Arts and not the palace. Unfortunately, Artun’s
study does not include Armenian Ottoman artists who also attended Académie Julian in the same period. Ali Sami
only attended Académie Julian, Artun posits that this is possibly due to his age. As he was older than 30, he wasn’t
allowed to officially become a student at the Ecole des Beaux-Arts. (At times, the Ecole also stopped admitting
foreign students.) At Julian, Artun traced the names of these artists also taking classes from other instructors; Namik
and Feyhaman attended the ateliers of Frangois Schlommer and Jean Paul Gervais, whereas Nazmi took classes from
Marcel André Baschet and Henri Royer.

213 It seems that Benjamin Constant was not a favorite. Sami calls him a “Chaplin copyist huckster,” in what can
only be a response to Halil Edhem’s contact with Constant in Paris. Sami, “Sanayi-i Nefise Mektebi i¢in III [For the
School of Fine Arts], Osmanli Ressamlar Cemiyeti Gazetesi n0:10 Osmanli Ressamlar Cemiyeti Gazetesi 1911-
1914, ed. Y. Zihnioglu, Kitap Yayinevi: Istanbul: 88.
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ateliers that operated in Paris at the time, such as Académie de la Grande Chaumicgre (est. 1904-),
Académie Colarossi (1870-1930), or the short-lived Académie Matisse (1907-1911), all of which are cast
as having provided an alternative to the Ecole des Beaux-Arts’s strict and conservative training,
Académie Julian was completely aligned with the Ecole at this time.?'* Moreover, Julian’s atelier libre
teacher Laurens was an even stricter advocate of the classical fini than the Ecole’s Cormon, who was
more tolerant of loose brushwork.??° This is not as surprising as it seems. As Albert Boime has illustrated,
in contrast to conventional histories that pit the avant-garde artists against a stultifying French academy, it
was the Ecole that had first employed the concept of the “effet” —that summary attitude to representation,
which resulted in the fashionable aesthetics of the sketch popularized by the Romantics that would be
taken further by the Impressionists. Boime concludes that such Ecole des Beaux Arts teachings as the
effet only later “became a catchword for avant-garde thinkers through the rest of the century who
identified it with subjective responses to fugitive phenomena.”??! While the education at the Ecole des
Beaux Arts gradually became more liberal, in her study of Ottoman and Turkish students at the Académie
Julian Deniz Artun argues that the unchanged, stable education may have been a preference rather than a
deterrent for many foreign students who found themselves in Paris at the beginning of the 20" century.

This was certainly the case for the 1914 generation. (Most of the first wave of students sent by the

219 Still, they all offered life classes, and we know from notes on drawings by Mehmed Sami that he also attended
classes at the Grand Chaumiére, specifically the night classes, as the drawing contains the note “Paris Grand
Chaumiére cours de soir.” See the drawing by Sami dated 1911 in Sami Yetik — Tiirk Ressamlar: Dizisi 6 (ed. Kaya
Ozsezgin), Yap1 Kredi Yayinlari; istanbul, 1997: 64.

220 According to Artun, there was a sense of Impressionism in Cormon’s atelier. Artun, Deniz. Paris ten modernlik
terctimeleri (2007): 171. Albert Boime also testifies to Cormon’s approval of the en-plein-air working method.
Toulouse-Lautrec’s account that “his teacher Cormon took his pupils out on sketching trips and encouraged
landscape painting.” supports this claim. See Unpublished correspondence of Henri de Toulouse-Lautrec, ed. Lucien
Goldschmidt and Herbert Schimmel with intro, and notes by Jean Adhémar and Theodore Reff (London, 1969): 73
referenced in Boime, Albert. “II. The Curriculum of the Private Ateliers: Practice.” in The Academy and French
Painting in the Nineteenth Century. Yale University Press, 2018: 84—85.

221 To compete with the industrial threat of rival England instigated by the world fairs, reforms were introduced in
France during the Second Empire and continued in the Third Republic to educate and employ more artisans quickly,
democratizing art education. “L’effet” emerged out of trading exact copying for a summary sketch, which captured
the main idea but did not scrutinize details. Boime illustrates the links between art and industry, and highlights
overlaps between artistic education and its effect on the avant-garde’s embrace of simplification and abbreviation.
Boime, Albert. “The Teaching of Fine Arts and the Avant-Garde in France during the Second Half of the
Nineteenth-Century,” Arts Magazine vol.60 no:4 (1985): 46-57.
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Turkish Republic a decade later would also initially knock on the door of Académie Julian, but as it will
be demonstrated in the following chapter, they quickly lost interest in its teaching style, and looked for
other venues.) Between the life-classes at the Académie Julian and Cormon’s atelier at the Ecole, the
1914 generation experienced a training that heavily relied on life-drawing, both as an intellectual
endeavor and as a way of perceiving the world. The exercise of the sketch was still a significant stage of
academic procedure and professional discipline. But this system now allowed a more dynamic approach,

embracing the more summary mark-making of effet without sacrificing rigor.

Hikmet’s drawings of classical statues from Cormon’s atelier (sold recently in auction in 2020
and 2021)**? show that this Beaux-Arts professor’s instruction was not necessarily less rigid than the
classes in Istanbul or at the Académie Julian —at least anatomically. The presence of plaster casts in the
atelier evinced by Hikmet’s drawings indicate that the Beaux-Arts training at this point in time was
nothing short of classical. _ But in addition to drawing from plaster casts, Cormon’s atelier
offered the life-classes that were sought by the Ottoman painters. The notes that Hiiseyin Avni took of his
first day in Cormon’s atelier on the sketch he made that day describe the friendly but hierarchical
atmosphere in the atelier and evince how important the master’s comments and corrections were to his
students. [FHGHEIR0) The anccdote dates the drawing to 1909, when Hiiseyin Avni was the only Ottoman
student in Cormon’s atelier. More experienced students in the class sent the newcomer Hiiseyin Avni to
run an errand for them, an instance of gentle turn-of-the-century hazing. When he got back, Cormon was
there, and Hiiseyin Avni was introduced to him. He described how he received his first correction from
the master as follows:

There was no more whistling or singing. When he approached me, he asked
my name, to which I responded.

- You are Turkish, aren’t you?

- Yes monsieur.

- Sent by Hamdi Bey?
- Yes monsieur.

222 “Degerli Tablolar, Antikalar, Sanatsal ve Dekoratif Eserler” Artam Antik A.S. Auction no: 362, lots 46 and 48,
(2021) and “Cagdas ve Klasik Tablolar” Artam Antik A.S. Auction no:352, lots 94, 95 (2020).
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- I know Hamdi Bey well, I made his acquaintance in Istanbul. He is a very
polite individual, isn’t he?
-Yes monsieur, he is very kind.

Then, Cormon corrected this drawing. He drew line C to show that the right
arm should be away from the body. But when I was drawing, the model had his arm
next to his body. Then he drew line E. Then line B, and he drew two lines down the
straight leg. He advised me to pay a little more attention, and then turned over to the
other students. They gave my chair to him. He sat down and looked at the pictures
they had made outdoors. He critiqued them, and then talked about this and that for
about 15-20 minutes. He told us a short, very short story. And finally, he left.??

Hiiseyin Avni’s slight protest of his teacher’s corrections are noteworthy. Rather than illustrating
how the arm or the leg actually looked from the angle at which Hiiseyin Avni had placed his easel, the
lines Cormon had drawn show how the outer lines that delineate the figure ought to be organized in the
space of the drawing. It could be inferred from this anecdote that a degree of classical idealism still
informed Cormon’s teaching. However, as Hikmet’s account cited earlier confirms, Cormon traded the
Turkish students’ strict practice of copying what they saw down to its most minute detail for the bigger
artistic concerns of overall effect, such as composition, color and surface, encouraging them to also paint
outdoors. Drawing as a way of perceiving the world had expanded beyond objects in the atelier, and the
plein-air method, introduced by the Impressionists, was now encouraged by the professors at the Ecole.
Even if unconventionality or personal idiosyncrasy might not have been the central aim at this time, it was
at least tolerated. Both Hiiseyin Avni and Hikmet’s accounts indicate that Cormon valued the students’
work made outside the atelier. While observation from life was still negated by a degree of classical
idealism as his corrections to Hiiseyin Avni’s drawing suggest, the careful finish was no longer seen as a
requisite, perhaps even discouraged as an impediment to spontaneity. Being able to find the guiding lines

and colors in the outside world had become part of an academic student’s toolkit in the 1910s.

Hiiseyin Avni was soon after joined by other 1914ers at Cormon’s atelier. While a certain sense

of pride is detectable in Ali Sami’s description of their first days there, the overarching sentiment is the

223 Note on drawing by Hiiseyin Avni Lifij. Collection of the Mimar Sinan Fine Arts University Museum of Painting
and Sculpture. Inventory no: 2103/8405. Transliterated into Turkish from Ottoman in the catalog Avni Lifij: Caginin
Yenisi (Sakip Sabanc1 Museum; Istanbul), 2019: 110.
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Ottoman painter’s sense of humility in the face of French tradition, and the desire to receive a mark of

approval from its authority:

We were six Turkish students at the atelier of Professor Cormon. Since five of us did not
speak any French, we did not understand what he said to us when we were introduced to
him. Avni later told us that he had said: ‘We made men out of the Japanese, let’s do the
same with the Turks too.” In Europe, if a foreigner does not speak the language of the
country, the public considers him ignorant in every field. Initially, our lack of language
skills had the same effect on the teacher. But once we sat by our easels, the treatment
quickly changed. Even though the 150 students in the atelier had come from all sides of
France, with awards and fellowships, we had proved ourselves in the end of the year
exhibition. Not much later than that, we also got a grasp on French. Both the students and
the teacher interpreted the success we had as a national skill.??*

The Ottoman art students in Paris had been drawn to the city because they were admirers of
French academic painting. This is what they had traveled there to master; for them, as Ali Sami’s proud
statement about their performance in the year-end exhibition confirms, the greatest honor was to have a
painting accepted to the official salon, not the Salon des Indépendents.**> At this time, as much as it is
described as the center of avant-garde modernism in modernist art histories, Paris was also the central hub
for the diffusion of official French art. What the Ottoman students sought in Paris was not the avant-garde
modernism of Picasso, Matisse and Braque in Montmartre or the work of the émigré artists in
Montparnasse such as Modigliani, Foujita or Chagall that came to be known as the Ecole de Paris. The
1914 generation artists were all there to master French painting as it was taught at the Ecole, exhibited at
the Salon Carré at the Louvre, and in the galleries in central Saint-Germain des Prés. For most students
coming from the peripheries, especially the dedicated Ottoman Muslim painters, the reason of their
sojourn in Paris was not avant-gardist artistic liberation, but a complete submergence in European
tradition. They did not hold bourgeois culture in contempt like their contemporaries in the avant-garde,
neither did they suffer from the ills of modern life yet. In contrast, they were experiencing it fully and

freely for the first time and enjoying it; their first reaction was one of appreciation for what the city and its

224 Boyar, Ali Sami. “Bizde Resim” (based on speech given in 1945 at the Sisli People’s House), Ali Sami Boyar (ed.
Sehsuvaroglu, Bedi N.) ismail Akgiin Matbaasi, Istanbul, 1959: 72-73.
225 Artun, Paris 'ten modernlik terciimeleri (2007): 113-114.
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museums had to offer. Paris was a European capital with features that they wished for Istanbul, such as
parks, grand boulevards, an underground system, bars and cafés, and most significantly, museums and
galleries. (For Namik Ismail, even the time spent in the atelier was a waste, he preferred roaming around
the city to painting.) In a letter sent to the Ottoman Painters Society’s Journal, Mehmed Sami described
his awe for the organization of the city. In another, he admiringly talked about artistic patronage through
the example of the donation of the private Chauchard collection to the Louvre, and Istanbul’s desperate
need for a similar museum.??® The 1914 generation artists were there to learn first-hand from the masters
of (an albeit changing) academic tradition that up until then they had admired from a distance. For them,
the relevant contemporary art was French salon painting, confirmed by what they saw in museums and
select galleries. The disregard of these art students for what is art historically considered more avant-
garde practices today was not an indication that they were suffering from a time-lag, or that their leanings
were formally conservative. The Ottoman art students were already experiencing a freer approach to life
as well as to painting. Unlike what has been suggested by Turkish art historians for decades, the 1914
generation’s choice to attend Cormon’s classes and the subsequent stylistic choices they made back in
Istanbul was not due to a lack of awareness of alternative approaches to art, but a lack of interest in
“unserious business.”??” Even Nazmi Ziya, who was an impressionist at heart since his student years, and
had already challenged his teachers’ training in Istanbul, wanted to see how academic painting was taught

in Paris. >

226 Sami, “Louvre’da Chauchard Koleksiyonu-Bizim Miizeye Ihtiyacimiz” [The Chauchard Collection at the Louvre
- Our Need for a Museum], Osmanli Ressamlar Cemiyeti Gazetesi no:4; Mektup - Meissonier ve Louvre’daki Asari
[Meissonier and his Work of Art at the Louvre] Osmanli Ressamlar Cemiyeti Gazetesi n0:5 both in Osmanli
Ressamlar Cemiyeti Gazetesi 1911-1914, ed. Y. Zihnioglu, Kitap Yaymevi: Istanbul: 37-38 and 44-45.

227 Boyar, Ali Sami. “Yeni Resmin I¢ Yiizii” [The True Face of New Painting], Cumhuriyet, December 24, 1931: 4.
228 “Onda ag¢1k havaya, agaclara, bulutlara kars: biiyiik bir sevgi sezen Cormonn [sic] ilk zamanlarda kendisine en
biiyilik hocanin tabiat oldugunu, korkusuzda tabiate donmesini ve agik havada ¢aligmasini tavsiye etmisti. Fakat o
zaman Paris’in en gézde bir hocasi olan Cormonn’un atdlyesinde olup bitenleri 6grenmeye azmetmis olan Nazmi
Ziya Cormonn’a devamda israr etmisti.” [In the beginning, sensing in him a great love for the open air, trees, and
clouds, Cormonn [sic] told him that nature was the greatest teacher, advised him to return to nature and work en-
plein-air without any reservations. However, Nazmi Ziya, who was determined to learn what was going on in the
atelier of Cormonn, who was the most favorite teacher in Paris at that time, insisted on continuing with him.] Bedri
Rahmi, Nazmi Ziya, Giizel Sanatlar Akademisi Nesriyati; Istanbul, 1937: 9.
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Ali Sami, perhaps the most conservative among them, describes how he perceived the Salon des
Indépendents during his years there. While his opinions might not wholly reflect the views of his fellow
1914 artists, it sheds light on how a typical Ottoman art student viewed alternative approaches to painting

at this time:

In 1910, when we entered the Paris Ecole des Beaux Arts to study painting, a new [kind
of] painting that they called ‘modern’ had only been invented two or three years prior. At
that time, as it is now, for those serious types who do not immediately get caught up in
everything they hear of just because it is a novelty, this movement was a subject of
entertainment. These [people] had formed a society under the name ‘Independents’ and
were organizing exhibitions in canvas tents they built on the Champs-Elysée. They
signed up everyone that happened to pass by as a member to this society, and
immediately accepted everything brought to them in the name of painting and exhibited
it. Doormen, coachmen, workers, servants, cooks, they had all become painters.?*

Ali Sami found modernist enterprises undisciplined and thought these experiments to be a type of
charlatanism, words that he would repeat in newspapers when a decade later, he was scandalized to see
that the next generation of Turkish students were experimenting with modernist deformation. Texts by
Namik Ismail and Hiiseyin Avni penned in the 1920s also testify to their awareness of non-academic
approaches to painting (and for Namik Ismail, the experience was not limited to Paris but also expanded
to Munich, where he was stuck for a year in 1918 due to road closures caused by WW1I).%** While they

demonstrate a better grasp of modernist enterprises than Ali Sami’s strict refusal of anything modern, and

229 Ali Sami, “Resim, Ressamlik ve Akademi Miinakasasi: Ali Sami Beyin Cevabi,” Cumhuriyet, December 24,
1931: 4. ““1910 senesinde resim tahsil etmek iizere Paris Giizel San’atlar mektebine girdigimiz zaman ‘art modern’
dedikleri yeni resim icat edileli heniiz iki li¢ sene olmustu. Simdi oldugu gibi 0 zaman da ciddi diigsiinen ve her
isittigi seye yenilik diye derhal kapilmayan kimselere bu cereyan bir nevi eglence mevzuu olmustu. Bunlar ‘Les
Independents’ miistakiller nami altinda bir cemiyet yaparak Sanzalize tizerinde kurduklari bezden barakalar i¢inde
sergilerini yapiyorlar, rasgeleni cemiyete aza kaydediyorlar, resim namina her kim ne gétiirse derhal kabul ederek
teshir ediyorlardi. Kapicilar, arabacilar, ameleler, usaklar, ascilar, hepsi ressam olmustu.”

230 Ali Sami’s contemporaries showed a more open mind towards new approaches to painting in later years, at least
in theory if not in their own practice. Namik Ismail wrote about the Futurists in 1921. Nanik Ismail, “Sanat
Musahabesi: Klasik, Fiitiirist ve Primitif Ressamlar Hakkinda Bazi Fikirler,” Yarin no:1, October 13, 1921: 3-5. In
his texts Hiiseyin Avni accurately described Cubism, citing Cézanne, Seurat, Picasso, and Matisse among masters.
He made a call for appreciating contemporary painting that reflects the needs of contemporary life, in a series of
three articles titled “Muasir Ressamlik ve Nazariyeleri” [Contemporary Painting and its Characteristics] and
published in Tiirk Yurdu magazine in the February, March and May issues of 1927, possibly motivated by his visit
to Paris to see the Exposition internationale des Arts décoratifs et industriels modernes in 1925. See Lifij, Avni.
Sanat yazilari. Istanbul: Kirmizi Kedi Yaymevi, 2019: 303-330.
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signal a much less dismissive attitude, even appreciation towards non-academic painting, they
deliberately did not choose this path for themselves. Their personal interest during this first time abroad
was in nothing other than learning the “classical” French way.?! Later, when they became instructors and
art administrators, they continued to teach and advocate for this particular understanding of classical
training as the solid ground necessary from which artists could launch. In an interview years later when

he was the director of the School of Fine Arts in Istanbul, Namik Ismail clarified his view on the matter:

[ am of the opinion that art is alive, much like a living thing. And like every living
thing, it is constantly changing and developing. In theory, I am friendly towards new
art, but unfortunately, my own means of expression, my artistic education is old;
hence I myself am in the opposite camp. On the other hand, I do not believe that new
art can be made here, not until we are able to establish a classical art.>*

This does not mean that the 1914 generation resisted new ideas, or adamantly refused change. In
fact, what they encountered in the ateliers they attended in Paris was already very different than what they
had learned back home. Unlike an eternal truth that the 1914 artists assumed it to be, what they learned at
school and saw across Paris, and interpreted as “classical” was governed by the specificities of their time
and place: Namik Ismail’s “classical art” was a combination of what was taught at the Ecole in the mid-
1910s in France under the aegis of “academic painting,” in addition to a selective narrative of the tradition
of Western painting, as evinced by what hung on the walls of museums of Paris, which, not surprisingly,
prioritized the French canon. Academic painting at this time in Paris had been inflected by the Romantics,
loosened further by democratizing educational reforms that prioritized the esquisse, and marked by the
impasto of the Impressionists. What Boime calls “the aesthetics of the sketch” had entered the visual

vocabulary of the French academy since the Romantics began experimenting with different effects

21 Among them, only Ibrahim experimented with a more modernist approach to painting; but this would happen a
few years after his return to Istanbul, upon meeting Ukranian Alexis Gritchenko (more on this later).

22 Namik Ismail. “Sanayi-i Nefise Akademisi Miidiir Namik ismail Bey’le Miilakat” [An Interview with the
Director of the School of Fine Arts], Mesale no:2, July 15, 1928: 9. “Sanatin bir zi-hayat gibi yasadigini ve her
yasayan gibi daima tebdil ve inkisaf ettigini kabul ettigim i¢in kendi hesabima fikren tamamiyla yeni yeni sanata
dost olmakla beraber maalesef ifade vasitam, sanat terbiyem eski oldugu i¢in mukabil karargahta bulunmaktayim.
Mamafih bizde klasik sanat viicut bulmadikca yeni sanatin tesis edebilecegine kani degilim.” This interview was
transcribed from Ottoman to Turkish by Halime Zorlu upon my request.
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afforded by paint in the early 19" century.?** This painterly attitude purported by the Romantics had
become part of academic training in the second half of the 19" century after a series of reforms, and freer
styles were further enforced and popularized after the institutional acceptance of the Impressionists before
the turn of the century. The French Academy, as well as the Musée Luxembourg had left behind the
dogmatic singularity of Classicism (as in 17%-18™ century French Neo-Classicism), and reflected a range
of approaches to painting, both independent and academic. The difference between the avant-gardists and
the academics had never been an insurmountable gap. Since the July Monarchy, there were artists who
aimed for a middle ground between technical freedom and tradition, between Romanticism and Neo-
Classicism, who were dubbed the “juste milieu.” Even though he is not so labeled, Cormon’s work and
teaching fits into Boime’s definition of the “Third Republic juste milieu” artists of the 1880s, who, like
their predecessors, were not vanguardists in any sense, but professional insiders who sought to forge a
stylistic reconciliation between the Impressionists and the “pompiers.” These artists sought a middle
ground between painterly freedom and academic principles of neo-classical construction and composition.
Neither sacrificing their place in the academy, nor striving for path-breaking radicalism, neither
completely giving up technical draughtsmanship, nor completely subscribing to a dogmatic rigidity, the
Jjuste milieu artists were still somewhat modern, and enjoyed commercial success. In this sense, Cormon
was a typical fin-de-siecle juste-milieu artist, and seen in this light, his advice to Hikmet about overall
effect and composition becomes clear. (This vein of following a middle-of-the-road teacher who
embraced a “tamed” modern style would be echoed in the next generation’s embrace of André Lhote). By
this moment, the visual characteristics of plein-air painting practices ushered in by the Impressionists,

loose rendering technique, optical attention to changes in light, atmospheric effects and paint application

233 Albert Boime says that “Disappearance of the fini continued deep into the century [19"], it was undermined by
innovators who avoided excessive smoothness and detail out of preference for the unity of pictorial effect.” He
pinpoints that this went hand in hand with changing notions of originality with the influence of the Romantic facture
visible since the 1820s. Boime, Albert. The Academy and French Painting in the Nineteenth Century. New Haven:
Yale University Press, 1986: Chapter 1: The Crystallization of French Official Art (unpaginated online access) See
also by Boime, “The Teaching Reforms of 1863 and the Origins of Modernism in France,” Art Quarterly, Autamn
1977: 1-39 and “The Teaching of the Fine Arts and the Avant-Garde in France in the Second Half of the Nineteenth
Century,” Arts magazine, 1985 vol.60 no:4: 46-57.
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that created tactile surfaces (if not its sun-drenched color palette) had seeped into the Ecole’s ateliers and
become part of academic training and the French canon through figures such as Cormon, to whom the
artists of the 1914 generation looked up. The techniques that they learned in Cormon’s atelier (later
referred to by some as a belated Impressionism) were completely new to them. If they had any doubts,
Cormon’s encouragement of looser techniques and attention to effer must have been confirmed in what
they saw in the museums of Paris: by the 1910s, the Impressionists had become paragons alongside other
masters. With Gustave Caillebotte’s bequest, work by Impressionist masters had entered the Musée de
Luxembourg in 1897. Four of Claude Monet’s Cathedrals (1892-94) could be admired on the museum’s

walls after 1911, which the young Ottoman painters surely visited.?**

A close examination of the 1914 artists’ work before going to Paris, and what came immediately
after, shows a significant disappearance of the classical fini, that hyper smoothness and excessive
attention to detail a la Ingres that had been promoted by Valeri and Warnia-Zarzecki, and evinced by
Osman Hamdi’s own artistic work. While this was what the Ottoman artists had learned as the “academic
style” at the School of Fine Arts in Istanbul at the turn of the century, the dogmatic practice of the fini had
long been relaxed in Paris. The shift from Valeri’s fini to Cormon’s encouragement of controlled daubs
can be seen in a comparison of Mehmed Ruhi’s work for the graduation exam that won him the concours
in Istanbul, as contrasted to a painting of his son he made in the hotel room where he resided with his
family during their time in Paris. _ With its careful treatment of observed detail, Mehmed
Ruhi uses paint as an illusory device for accurate three- dimensional representation in his concours work.
_ The 1909 painting is a testament to the eager art student’s mastery of pictorial verisimilitude.
The precision in the representation is not only visible in the anatomy of the figure standing in the classical
contrapposto position but also for other objects in the composition. The patterns of the carpet on the

platform the model is standing on, or the drapery of the fabric on the half column are not only references

234 Clark, Alexis. “Making an Art-Historical Empire: French Histories of Impressionism in Translation,” Globalizing
Impressionism: Reception, Translation, and Transnationalism (eds. Clark, Alexis, Frances Fowle), New Haven:
Yale University Press, 2020. Unpaginated (ebook).
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to tropes in classical painting but are testaments to the art student’s technical prowess. The accurate
depiction of the details is just as important as the anatomy of the model. But the rest of the painting is
simply left blank; there is no concern for overall composition, narrative ability or invention in the
concours work. The painting of the reclining young boy Mehmed Ruhi made during his Paris years (c.
1910-14) _, on the other hand, though executed indoors, is atmospheric. It does not hide that the
image is made up of paint on canvas. Using light as an expressive device rather than a tool for illusory
objectivity, the artist makes the details subordinate to a general treatment, as in the memory of a cursory
glance. It shows the artist’s son as Mehmed Ruhi chose to capture this particular likeness of him at that
moment in time, while also communicating a certain casual mood. Both the figure and the details of the
objects around him are treated equally. The light and atmosphere are rendered in tonal values. The rich

impasto of paint creates not only a visual but also a tactile experience.

Another figural study from a 1913 life class in Paris _ confirms this new approach to the
model. The stylistic changes are stark: Mehmed Ruhi has left behind the controlled neo-classicism and its
pictorial verisimilitude learned in Istanbul for a loosely rendered overall effect and complementary color
in Paris, without sacrificing his academic rigor. Three more nude studies in oil from this early period in
the 1914 generation’s years abroad, by Feyhaman, Namik Ismail, and Hikmet show a similar palette of
colors, an interest in Romantic facture, and larger atmospheric effects. _ While these studies
show that the artists are not sacrificing correspondence between the image and the observed subject
completely, still registering the proper anatomy of the sitters, a keener interest in the abbreviated effet has
transformed their approach to painting. The hyper-focus on details and the diffuse light characteristic of
classical training in the concours painting by Mehmed Ruhi or the precision in Hikmet’s partial nudes
from Istanbul are replaced by fuzzy contours, dramatic shadows, and a general painterly approach. What
the Ottoman painters learned and embraced in Paris was an academic approach to painting that had
softened into Cormon’s juste-milieu compromise. A loosening of the brushstroke, a willingness to let the

texture of paint take precedence, an embrace of lighter colors and reduced detail in the depiction of

121



objects and figures, and a general disappearance of contours could all be seen in the 1914 generation
artists” work. They enjoyed this new freedom, but never completely gave up on the technical
draughtsmanship they had internalized; this would remain as their anchor to what they deemed the
classical. Theirs was neither an affiliation with a particular school, nor a subscription to an art movement
and its ideology, nor a strict adoption of a style, but rather, an expansion of artistic vocabulary to embrace

a particular early-twentieth century middle-of-the-road Parisian painterly attitude.

This loosening of the brushstroke seen in all 1914 generation artists’ work is interpreted as
evidence of a belated Impressionism. By looking at Nazmi Ziya’s many landscapes, or Hiiseyin Avni’s
ebauches, Feyhaman’s portraits, or Hikmet’s piers and boats, one can be easily convinced that the 1914
generation painters were indeed simply Turkish Impressionists. However, as this chapter intends to
illustrate, “Impressionism” is not a sufficient signifier to describe the predicament or the output of these
artists on its own. Some of the painters among the 1914 generation themselves adamantly resisted the
label during their lifetimes. Ali Sami’s comments on the matter reveal that traces of Impressionism in the
technical application of paint was in fact credited to the French academic arts education, a testament to
the elusiveness of formalism: “...it was suggested that our generation brought from Paris Impressionism,
whereas the generation that came after (1928) brought modern art. This view is false. We did not bring
from Paris an art called Impressionism. Our generation did, or indeed tried to, bring classical and
academic art to the homeland.” > The framework of belatedness of the non-Western artist and the
various expiatory qualifiers for their emulations that followed certainly make “Turkish Impressionism” a
shorthand that can be visually confirmed for the 1914 generation, which, as will be illustrated later in the
chapter, did indeed stick. However, recognizing the formal similarities and characterizing the work of

these artists as “impressionist” would be taking Gokalp’s binary model of culture versus civilization at

235« . bizim neslin memlekete Empresyonadi getirdigi, bizden sonraki neslin de (1928) Paris’ten modern san’at1

getirdigi yazilmigti. Bu bir yanlis goriistiir. Biz Paris’ten Empresyonism diye bir san’at1 getirmedik. Bizim nesil
vatana, klasik ve Akademik resim san’atini getirdi veya getirmeye ¢ahsti. Ali Sami Boyar, “Bizde Resim” quoted in
Sehsuvaroglu, Bedii N. Ressam Ali Sami Boyar (Ismail Akgiin Matbaasi, Istanbul, 1959): 73.
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face-value and accepting that learning and adopting a technique would be sufficient, as long as this
international language was combined with national culture, making it a happy synthesis. This dissertation
intends to illustrate that the modernism that came to define the work of these artists refused such easy
translocation, hence its argument for syncretism. Just as an artistic movement could not be applied
elsewhere in toto without its discursive support structure and contextual underpinnings, nor could its
emulators fully remove themselves from the process. Such simplistic labeling would also require one to
ignore the many other facets of the practice of these individual artists, who, moving in and out of artistic
spheres of influence, not only experimented with different styles throughout their careers while
negotiating their own individual artistic trajectories, but also attempted to chart an artistic way forward for

a new nation.

Part 2: From Paris to Istanbul

When the 1914 generation painters returned from Paris, they brought their energy and freshly
loosened painterly attitude with them to Istanbul, and soon after, they took center-stage in organizing the
Galatasaray salons and exhibiting their work. They would also all eventually get placed in government
posts in cultural administration or begin teaching painting or drawing in schools across Istanbul. But the
city to which they returned was not the same place they had left. The Young Turk Revolution, which had
forced Abdiilhamid II to restore the 1876 constitution and a multi-party parliament, resulted in a
politically tumultuous period. By 1914, the promises of the revolution had turned into disappointments.
After the re-institution of the constitutional government in 1908, the Unionists, a faction of the Young
Turk movement made up of young and educated military officers mostly based in Rumelia, had initially
chosen to keep operating as a secret society. The Young Turk revolution left the existing cabinet and
grand vizier in place. Even though they established a political party that operated in parallel to the
committee, called the Union and Progress Party in 1909, the CUP did not fully enter politics, continuing
its clandestine work through the committee, exerting significant political power and deepening its aim of

somehow preserving the Ottoman Empire while radically transforming its establishment from within (the
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two, the committee and the official party would merge in 1913). The Unionists established CUP branches
across the provinces of the empire, where they enlisted dominantly Muslim and Turkish professionals.
Soon after the introduction of the constitution came the insurrection of 1909 —supported by both liberal
and Islamic factions, it called for the re-institution of Sharia law and monarchic rule. This insurrection, or
counter-coup, was violently suppressed by the Ottoman military, with the help of Committee of Union
and Progress (CUP). While constitutional monarchy was maintained after the failed 1909 counter coup,
the parliament was not politically stable for long; power struggles continued between liberals, figures
from the former regime, the CUP and its offshoots. Governments were elected and just as quickly
dissolved, as demands for radical intervention increased with the empire’s loss of territory. The empire
shrank: first in the Italo-Ottoman War (1911-12, through which they lost Tripoli), followed by significant
losses in Rumelia, the lands under Ottoman control in the Balkans. The defeat in Tripoli had in turn
fueled the regional nationalisms that resulted in the Balkan Wars (1912-13), causing waves of Balkan
Muslim Turks to leave their homes and emigrate into the shrinking enclave of the empire. The
preeminence of ethno-confessional identities in these struggles for independence (especially between
Christians and Muslims) and the European colonial expansion projects that were pressing on the
territories of the weakened Ottoman Empire had made the universalism of Ottomanism non-viable. The
cultural elite threw its support towards the veneration of Muslim Turks, the civilian victims of these wars
who were forced to move out of their homes in Thrace, emigrating to Istanbul and its environs, as well as
to Anatolia.?* The CUP’s military background and connection to the Balkans (the Young Turk movement
had started in Salonica, supported by CUP’s young military officers from the Balkan provinces), its stress
on inventing a new Turkish nationalism, and its aims to preserve territorial integrity through centralized
control, allowed them to consolidate their power. The Unionists turned dictatorial, quashing all

opposition. The Unionist triumvirate of Enver, Talat and Cemal Pashas introduced a one-party state in

236 Philliou, Christine M. Turkey (2021): 65. Also see Ginio, Eyal. “Mobilizing the Ottoman Nation during the
Balkan Wars (1912—-1913): Awakening from the Ottoman Dream.” War in History 12, no. 2 (2005): 156-77.
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1913. They imposed martial law in 1913, which would continue to be in place until the end of WWI.2*’
Turkish nationalism was adopted as an official ideology the same year, and the economic program that
followed in 1914 pushed many non-Muslim businessmen out of the empire.”*® Those who did not leave
were either forced to leave or were subjected to direct violence, resulting in pogroms across Anatolia

against various Christian communities, and eventually, the Armenian genocide in 1915.%%°

The return of the 1914 generation hence overlapped with the gradual departure of many of the
non-Muslim artists and art enthusiasts who had supported the city’s artistic life until then. A comparison
between the rosters of the second Pera salon in 1903 and the second Galatasaray exhibition in 1917 shows
the stark transformation of the artistic population participating in these important art exhibitions. -
BB At the beginning of this this fourteen-year window,2*’ the architecture instructor of the School of
Fine Arts, Alexandre Vallaury, together with editor of the local French-language Stamboul newspaper,
Régis Delbeuf, had organized the Pera salons for a few consecutive years at the turn of the century
(Exposition des Artistes de Constantinople in 1902, 1903 and 1905).%*! Muslim-Turkish painters showing
their work at the Pera salons such as Ahmed Ali, Halil Pasa, Sevket Bey and Osman Hamdi had always

been in the minority; at most, they comprised about one third of the artists showing paintings, sculptures,

237 | base my account of the period between 1908-1918 largely on Erik J. Ziircher’s Turkey: A Modern History

(2009): chapter 8, and Christine M. Philliou, who narrates this time through the eyes of an opposition figure, the
writer Refik Halid [Karay] (1888-1965). Philliou, Christine M. Turkey (2021): chapters 2 and 3.

238 Toprak, Zafer. Tiirkiye 'de ‘Milli Iktisat’, 1908-1918, Ankara: Yurt Yayinlar1 (1982).

239 See for example: Suny, Ronald Grigor, Fatma Miige Gog¢ek, and Norman M. Naimark (eds.). 4 Question of
Genocide: Armenians and Turks at the End of the Ottoman Empire. New Y ork; Oxford: Oxford University Press,
2011.

240 For the former unjuried Pera exhibitions, often referred to as the “Pera Salons” and organized between the years
1901-1903, which could be seen as the precursor to the GS exhibitions, see Sinanlar Uslu, Seza. “Pera’da Resim
Uretim Ortam1 1844-1916,” Ph.D. dissertation, Istanbul Technical University, 2008 and Sinanlar Uslu, Seza. Pera
Ressamlari-Pera Sergileri: 1845-1916, (exh. cat.), Istanbul: Norgunk, 2010. For even earlier Istanbul exhibitions,
which took place in the 1880s, see Mary Roberts, Istanbul Exchanges: Ottomans, Orientalists, and Nineteenth-
Century Visual Culture, University of California Press; Oakland (2015): chapter 4: “Istanbul’s Art Exhibitions.”
Roberts also discusses how these exhibitions were perceived differently, either as Ottoman events or European
ventures, depending on the affiliation of the art critic writing about them.

241 See chapter 4 “Naissance d’une critique d’art francaise en Turquie” in Du Crest, Xavier. De Paris a Istanbul,
1851-1949: un siecle de relations artistiques entre la France et la Turquie. Sciences de I’histoire. Strasbourg:
Presses universitaires de Strasbourg, 2009 and Sinanlar Uslu, Seza. Pera Ressamlari-Pera Sergileri: 1845-1916
(exh. cat.), Istanbul: Norgunk, 2010.
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and engravings at these events. >*? Only a decade and a half later, Muslim Turks were to be in the
overwhelming majority at the Galatasaray salons. This complete reversal prevailed in ensuing Galatasaray
salons in Istanbul. After the foundation of the republic, and the development of Ankara as capital, Muslim
Turks also dominated the salons organized in Ankara. Out of the thirty-seven artists exhibiting at the
Galatasaray salon in 1917, only fifteen were non-Muslim. This significant demographic shift both
testified to the expanding popularity of painting within the Muslim-Turkish community and to the

decreasing presence of the non-Muslim artist in the Turkish art scene.

In fact, the make-up of Istanbul’s cultural sphere had begun to change significantly even earlier.
Space and opportunity had already decreased for Ottoman-Armenians even before the onset of WWI,
which led to numerous Armenian artists not returning from their studies abroad and deciding to emigrate
from the late 19" century onwards.?** By 1915, concern had transformed into outright fear; deportations

and killings across Anatolia today known as the Armenian Genocide led Armenian artists to flee

2% For example, at the second Pera salon in 1902, eleven out of the thirty-three exhibiting artists were Muslim

Turks. Deuxieme Exposition des artistes de Constantinople. Salon 1902. Catalogue. (Exhibition brochure), 1902,
IBB Atatiirk Library, Digital Collections.

243 The “Armenian Question” dates to the mid-19" century and had already resulted in mass violence with the
Hamidian massacres (1894-96), with hundreds of thousands of civilian casualties in Istanbul and Anatolia. Hence,
the artistic brain-drain had already started before the 1915 Armenian genocide. A close look at the individual entries
in Garo Kiirkman’s two-volume compendium of Ottoman-Armenian painters shows that numerous artists who were
trained as painters in Istanbul and Paris in the late 19™ and early 20" century later emigrated to France or moved
onto the US. A few stayed in or returned to the Middle East but avoided war time and post-armistice Ottoman
Empire and later Turkey, settling in countries under European mandate at the time, such as Egypt, Lebanon or Syria.
Kiirkman, Garo. Armenian painters in the Ottoman Empire, 1600-1923. Tesvikiye, Istanbul: Matiisalem Uzmanlk
ve Yayincilik, 2004.

I find it important to list the names here gleaned from Kiirkman, even though their artistic practice deserves much
closer attention: Hrant Kazandjian, Levon Serope Kurkdjian, Wartan Mahokian, Hrand and Vahram Manavian,
Hovsep Ohannes Pouchman (Pusmanyan), Rafacl Mardiros Sigsmanyan (Chichmanian), Zakaria Zakaryan, Araene
Chabanian, Yervant Demirdijian, Sarkis Diranian, Harutrun Harri Dirit, Sarkis Erganian, Harutyun Galentz, Sarkis
Hagaduryan (Katchadourian), Vahan Hovivian. (Of course, there is also Arshile Gorky (born Vostanik Manoug
Adoian), who was orphaned on Ottoman lands when he was very young, and became an artist later, when he was
living in the US.) Scholar Vazken Khatchig Davidian has published extensively on Ottoman Armenian painters
overlooked in Ottoman art history. See for example Davidian, Vazken Khatchig. “Portrait of an Ottoman Armenian
Artist of Constantinople. Rereading Teotig’s Biography of Simon Hagopian.” Etudes Arméniennes Contemporaines,
no. 4 (December 15, 2014): 11-54; “Reframing Ottoman Art Histories: Bringing Silenced Voices Back into the
Picture,” Etudes Arméniennes Contemporaines (2015): 7-17; “Image of an Atrocity: Ivan (Hovhannes)
Aivazovsky’s Massacre of the Armenians in Trebizond 1895,” Etudes Arméniennes Contemporaines, no. 11
(October 15, 2018): 40—73 and “Imagining Ottoman Armenia: Realism and Allegory in Garabed Nichanian’s
Provincial Wedding in Moush and Late Ottoman Art Criticism,” Etudes Arméniennes Contemporaines (2015): 155-
225.
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execution or forced migration. Among them was painter Panos Terlemezian, who left Istanbul for Eastern
Anatolia to take on an active role in the Armenian resistance movement.** Many other non-Muslim
Ottoman painters had left the city and the empire when the conscription laws changed such that the
Ottoman military could conscript residents of Istanbul, including non-Muslims.?*> Another significant
factor in depleting the Istanbul art world in the late 19™ and early 20™ century was the departure of the
members of the diplomatic corps of the Allied Countries and their families, who had dabbled in and

supported easel painting in the empire.2*

The Great War also affected artistic education. The Istanbul School of Fine Arts suffered
significantly; it had to change locations multiple times, as the temporary buildings it settled in throughout
the war were taken over by Allied Forces during the city’s occupation after the armistice. Even more
significantly, the school’s two main instructors for drawing and painting respectively, the French-born
Pole Warnia-Zarzecki, and the Italian Valeri, having been at the School of Fine Arts since its inception in

1883, both left the empire in the initial years of WWI1.2*” The Levantine architect Alexandre Vallaury, the

244 Panos Terlemezian left the empire and joined the Armenian independence movement. He had initially been
exiled during the reign of Abdiilhamid II but had returned to Istanbul during the constitutional era, before the CUP
government officially adopted Turkish nationalism. He briefly came back again after the armistice in the early 1920s
and showed his work but left again before the proclamation of the Republic. For Terlemezian see: Tongo, Gizem.
“Artist and Revolutionary: Panos Terlemezian as an Ottoman Armenian Painter.” Etudes Arméniennes
Contemporaines 6,2015: 111-153.

245 For World War 1, conscription for the Ottoman armies expanded to all eligible men between the ages of 20 and
45. In her dissertation, Seza Sinanlar Uslu argues that this change in conscription law was the reason for many artists
to leave the empire right before and during the war. (There was one channel through which the movement was in the
opposite direction; numerous Russian artists fleeing the Bolshevik Revolution [1917-1923] temporarily or
permanently made Istanbul their home in the 1920s, such as the aforementioned Ukranian painter Alexis
Gritchenko.)

246 Mary Roberts establishes that some members of the diplomatic corps played a key role in earlier Istanbul
exhibitions: Istanbul Exchanges: Ottomans, Orientalists, and Nineteenth-Century Visual Culture, University of
California Press; Oakland (2015): chapter 4: “Istanbul’s Art Exhibitions.”

247 Turkish art historians Zeynep Inankur and Semra Germaner mention that Valeri “left his position” in 1913 and
returned to Italy “during WWIL.” Germaner, Semra and Zeynep Inankur. Orientalism and Turkey, istanbul: The
Turkish Cultural Services Foundation (1989): 153. It could be the case that Zarzecki was forced to leave the empire
due to the war as a French national, or perhaps, he was forced to retire to make his teaching position available for
Turkish students who had returned from Paris. (Earlier, Valeri had been dismissed from the school after the Tripoli
War for being Italian, then an official enemy, but later he had been allowed to return to his position. Italians working
for the empire, as nationals of the Entente Powers were again forced to retire during WWI.) While the reasons for
Zarzecki’s retirement or his whereabouts afterwards remain unclear, more recent scholarship than inankur and
Germaner’s makes Valeri’s departure clearer. Valeri’s wife was an Armenian named Maria Lekeciyan, which
potentially points to the Armenian genocide in 1915 as Valeri’s reason for leaving the empire for Italy the same
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instructor for architecture and co-organizer of the Pera Salons, had retired in 1908. The sculpture
instructor, Ottoman-Armenian sculptor Yervant Osgan Efendi (b.1855) passed away in 1914, all of which
left the school without any seasoned instructors during the war years. The gaps, however, meant that there
were many positions that became available to the 1914 generation upon their return to the empire. Most
significantly, the main roles for instructing painting and drawing were assigned to two 1914-generation
artists shortly after their return to Istanbul; Ibrahim took Valeri’s position in 1914, and Hikmet filled
Zarzecki’s in 1915. They were each still in their early-30s. Ali Sami, who quit the military in 1914, was
first appointed to be the director of the newly opened School of Fine Arts for Women. After leaving this
position to the co-founder Mihri [Miisfik], he became the director of the Naval Museum that same year.
Hiiseyin Avni and Mehmed Ruhi had begun teaching art at high school level upon their return; Hiiseyin
Avni was first at the Istanbul Sultanisi [Istanbul High School], and later at the Kandilli High School for
Girls, whereas Mehmed Ruhi taught perspective at the Naval War Academy, the Kabatag High School

and later, the Capa Teachers’ School for Women.

As state employees, Ibrahim, Hikmet, Ali Sami, Mehmed Ruhi and Hiiseyin Avni were exempt
from conscription and so they did not directly join the war effort. Other 1914 artists, such as Mehmed
Sami, who was originally trained as a soldier, were conscripted, and had direct war experience. Mehmed
Sami, who had returned from Paris a bit earlier than others, had become a prisoner of war during the
Balkan Wars when the city where he was stationed, Edirne, was captured by Bulgarians in 1913. He was
deployed again during WWI and would later admit that these war experiences informed most of his later
paintings.?*® Namik Ismail spent two years on the Caucasian front (1914-1916), witnessing and suffering
through tough conditions during battle. He lost a close friend and was discharged from the army after

catching typhus; seeing the poorly managed war effort would turn him into “an ambivalent patriot,”

year. Kahraman, Alev. "Ressam Salvatore Valeri ve sanat1" [Painter Salvatore Valeri and his Art], Haccettepe
Universitesi Sosyal Bilimler Enstitiisii M.A. Thesis (2005): 40.

248 Captured together with Sami was his friend and fellow soldier-painter Mehmet Ali (Laga) (1878- 1947). Taken as
prisoners to Bulgaria for a year, the artists met Anton Mitov, the painter and director of Academy of Fine Arts of
Bulgaria at that time.
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which would be reflected in his paintings.?*’ Feyhaman, deployed at the Sargihane in Istanbul, an
infirmary unit for bandaging, depicted those injured in the war for the Harb Mecmuas: [War Magazine].
Mehmed Ruhi made drawings for postcards that venerated the Turkish soldier, in addition to the large-
scale paintings referring to the war that he would make in later years. Even though Ibrahim did not serve
in the war as a soldier as he was the only painting instructor at the School of Fine Arts, he joined an early
CUP propaganda effort and visited the Gallipoli front in 1915.%° The sketches he made there would
become the basis of the war-themed paintings he showed in the first two iterations of the Galatasaray

salons.

There was one other significant way in which the war played a role in shaping the 1914 artists’
work while also further altering the dynamics of the art scene in Istanbul at-large. Celal Esad [Arseven],
an artist and bureaucrat (as well as eventual author of the first comprehensive volume on Turkish art) was
the mayor of Istanbul’s Kadikdy district at the time, and suggested organizing a traveling painting
exhibition for the CUP government to support. The aim was to represent the empire not only as a military
power but also to show to the Central Powers that the Ottoman Empire was a civilized equal to its
European allies. Celal Esad’s suggestion was taken up by the Ministry of War. As expected, the
ministry’s involvement meant the inclusion, or even, encouragement of military subject matter, which
quickly transformed Celal Esad’s exhibition project into a war propaganda effort despite the fact that the

target audience was more external than internal. Though there were multiple generations of still active

249 This is how Gizem Tongo characterizes Namik Ismail, in her detailed study of his war-time experiences and
ensuing artistic output as well as its changing reception in “An Ambivalent Patriot: Namik Ismail, The first World
War and the Politics of Remembrance in Turkey,” Painting, Memory, and the First World War (eds. Margaret
Hutchinson and Steven Trout), Alabama: The University of Alabama Press (2020): 85-102.

250 The Gallipoli trip was an internal affair, a group of about 30 intellectuals —writers, musicians and painters— were
asked to visit the Gallipoli Front in order to capture and pass on their own emotions to the public. This was the only
Ottoman military victory during WWI, which significantly stopped French and British troops from entering the
straits to take over Istanbul. Rather than venerating people of rank, the intelligentsia on the trip were briefed to
communicate to the public the effort of the Turkish soldiers and the talent of the nation. In fact, two painters had
been part of this trip, [brahim and Nazmi Ziya. Gizem Tongo. “Ottoman Painting and Painters during the First
World War.” PhD thesis, University of Oxford, 2017: 146-150. While there are known oil sketches by Ibrahim that
led to large-scale paintings, Nazmi Ziya seems not to have made use of this trip for his later work, he was also the
only 1914er who did not participate in the Exhibition of War Paintings in 1918.
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Ottoman soldier-painters, and some of the 1914 painters came from military backgrounds themselves,
there weren’t many existing paintings that took on the the current war as subject matter. In 1917, an
atelier was set up in the central district of Sisli in Istanbul, paid for by the Ministry of War, complete with
trenches, military props such as a cannon as well as soldiers made available to pose as models. Paints and
canvases, which were difficult to afford and obtain during the war years, were also provided. The artists
invited to work in this atelier on new commissions were [brahim, Namik Ismail, Hikmet, Mehmed Sami,
Ali Sami, Mehmed Ruhi, all from the 1914 generation, with the addition of Ali Cemal [Ben’im]. The
works made in the Sisli studio focused on the ‘Mehmetgik,” the Turkish foot soldier, whose range of
experiences from charging ahead on the battlefront, to daily life in the trenches, to the terrors of war such
as night attacks, were depicted in surprising frankness. These were large-scale paintings in earthy colors;
the works were naturalistic and painterly, neither carrying the precision of neo-classical history paintings,
nor the staged quality of Soviet Realism that would come to characterize the formal language of
propaganda. _ The exhibition was first shown Istanbul in early 1918 and later shipped to
Vienna, where it was shown under the title “Austellung von Bildern Tiirkischer Maler” [Exhibition of
Pictures by Turkish Painters] in the Banqueting Hall of the Royal Imperial University the same year.**!
_ All of the 1914 painters except for Nazmi Ziya took part in this significant propaganda effort in
one way or another. Feyhaman and Hiiseyin Avni, though not invited to the Sisli atelier, voluntarily

contributed to the exhibition with newly made war-related paintings.

Even if the cultural sphere of Istanbul had managed to remain relatively ideologically insulated

until then, this exhibition, envisioned by Celal and underwritten by the CUP stimulated even the civilian

231 While the exhibition was planned to tour to other main cities of the Central Powers, the war took a turn for the
worse with the Allied Powers’ Hundred Days Offensive in the summer of 1918. The Berlin leg and subsequent cities
on the agenda were cancelled. When the Bulgarian front collapsed and an armistice was quickly signed between
Bulgaria and the Allied Powers in September 1918, the passageways closed for the return of the paintings to the
empire. Celal Esad and Namik Ismail got stuck in Vienna together with the paintings. It would take more than a year
for them to return to Istanbul. Namik Ismail used this time to go to Berlin and take painting classes. For a social
recounting of this time, see Arseven’s memoir: Arseven, Celal Esad. Sanat ve siyaset hatiralarim. 1** ed. Ani dizisi
(istanbul: Tletisim), 1993: 126-135.
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artists in the group to create works with war-themes. Eventually, non-war related works were also
included in the selection for the exhibition; and hence, two women artists, Harika [Sirel, later Lifij] and a
Rusen Zamir Hanim were also able to participate in the exhibition.?*? This exhibition was a notable
instance of painting’s direct instrumentalization by the CUP government for propaganda reasons, but
perhaps more significantly, it was the first time non-Muslim artists or contributors had been excluded
from an exhibition that was organized by the empire. Non-Muslim artists, especially painters, had long
represented the empire abroad in international exhibitions, beginning with the 1867 Exposition
Universelle in Paris. This had continued until as recently as 1913, when Panos Terlemezian was honored
with medals at the XI. International Art Exhibition in Munich. The omission of non-Muslim Ottoman
artists from this government-backed atelier in Sisli and the ensuing exhibitions confirmed what had

already been clear to the non-Muslim artists: they were no longer favored to represent the empire.

Just a year later, when the third Galatasaray salon was organized in the summer of 1919, it was no
longer called the subtly inclusive Galatasaraylilar Yurdu Resim Sergisi [Galatasaray Alumni Club
Painting Exhibition], but the blatantly ethno-national Tiirk Ressamlari Sergisi [The Exhibition of Turkish
Artists]. The change was not only in title; in fact, many of the Armenian, Rum and Levantine names that
were on the roster of the first two exhibitions completely disappeared from the list of exhibitors in
1919.% The first two war-time salons organized by the Ottoman Painters Society in the alumni club had
been more civically oriented, and both Muslim and non-Muslim artists were still showing their work
together. These initial exhibitions had showcased work by a select group of painters who could remain in
Istanbul during the war. The official salons organized after 1919, however, bear the mark of nationalist

ideology entering this annual event, and even though the diversity of the participants slightly picked up in

252 In addition, there were works by other soldier painters, Cevat Bey, ismail Hakki Bey, Mehmed Ali Laga, and

Tahsin Bey. Also included under “the others” category were paintings by well-known civilian artists from older
generations, such as Prince Abdiilmecid Efendi, Omer Adil Bey, Sevket Bey, Siileyman Seyyid Bey. For more on
this exhibition as well as some reviews from the Austrian press see Goren, Ahmet Kamil. Tiirk resim sanatinda Sisli
Atdlyesi ve Viyana sergisi. (exh. cat.) Resim ve Heykel Miizeleri Dernegi, Sisli Belediyesi; Beyoglu, Istanbul, 1997.
233 For these demographic analyses I use the exhibition catalog Resim Tarihimizden: Galatasaray Sergileri (2003),
which lists all the participants in these salons from 1916 to 1951, based on the exhibition brochures.
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later years, they would never be the same. While some names like that of the painting instructor at the
Galatasaray lycée, Armenian-Ottoman Vigen Arslanyan, would return to the roster in later years, many
others would not. ** In addition to the fraught ethno-confessional politics of the CUP already leading to
the war, the Exhibition of War Paintings had established a divide between Muslim-Turk painters who
were seen fit to represent the empire as it currently stood, and those non-Muslim Ottomans who weren’t.
Soon after, the name of the Ottoman Painters Society would also undergo a similar change; it was
reformulated as the Society of Turkish Painters in 1921. The founding members of this new iteration of
the society comprised recognizable names: ibrahim, Hikmet, Feyhaman, Mehmed Sami and their elder

Sevket, from the Galatasaray lycée.

Feyhaman’s group portrait - featuring the five painters mentioned above, painted in
1921 and exhibited at the Galatasaray salon that summer, memorializes the newly Turkish (and Muslim)
society, yet they might have yearned to evoke a simpler community —the same year, the same group had
also banded together to replicate in Istanbul the “académie libre” model they had experienced first-hand

during their years in Paris at Académie Julian. They called it “Resim Okulu” [Painting School], and it

234 Admittedly, the Galatasaray salons were not the cosmopolitan events the Pera salons organized at the turn of the
century or earlier exhibitions of painting in Istanbul used to be, and as shown above, this demographic shift was a
reflection of events larger than the art world. While these salons were not the singular art event of the year as artists
like Terlemezian also presented their work in self-organized small scale solo shows, especially in the years of
occupation after the armistice, the Galatasaray exhibitions were significant undertakings. Non-Muslim names began
to re-appear on the list of participants as early as 1920, but as to be expected, in much smaller numbers. Here is a list
of non-Muslim artists who participated in the Galatasaray exhibitions until 1951, gleaned from the exhibitor lists:
[Vigen] Arslanyan Efendi (1920-2, 1928-31), Harilaous Ksantopulos [or sometimes spelled as Xsantopulos] Efendi
(1921-22, 1926, 1931-33, 1935-39, 1938, 1946, 1949, 1951), Madam Mari (sculpture, 1927-8), Roza Hanim
(sculpture, 1927), Rita Azaryan Hanim (1928), Yorkiyef Efendi (1928), Makurin Efendi (1929), Bosnakyan Hanim
(1929), N. Kalmikof Efendi (1930, 1934-1938), [Nikolai] Perof Efendi (1931, 1933-decoration, 1935, 1937, 1939-
41, 1943-46 painting), Mayda Hanim (1930-31), Safief Efendi (1931), Madam Barry (1932, sculpture),
Mademoiselle Denardu (1934), Faris Ferid (1934-5), Sefcroft Efendi (1934), Blinkski Efendi (1934, sculpture),
Monik Gondrof (1935), Seferov (1935), Edda Sperco (1937-38), Gretta Sperco (1937-39), isga (1937), Anahit
Apgaryan (1938), Edith Antscher (1938, 1940) Viktorya Siryan (1938-39), O. Bark (1939), K. Sim (1939, 1941),
Bayan Silki (1939), A. Perova (1939-41, 1946-47), B. Burla (1940), Sami Lim (1943, 1945), Binenbaum Lazar
(1945), Jozef Iskender (1945, 1947), Jenya Fendrikoff (1946), Lidya Margik (1946). This list is revealing in that
another decrease in non-Muslim names coincides with the propagation of “Varlik Vergisi,” the discriminatory tax
law on wealth passed in 1942, which targeted the non-Muslim bourgeoisie, resulting in many small businesses
changing hands from non-Muslims to Muslims. Kiris¢i, Kemal. “Migration and Turkey,” The Cambridge History of
Turkey, vol. 4 (ed. Kasaba, Resat) Cambridge University Press, Cambridge, 2008: 182-183.
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lasted only a year.”> Today Feyhaman’s painting of the new society members, known as Ressamlar
Grubu [Group of Painters]**¢ serves to canonize the now empowered 1914 generation. The painting’s
naturalism combined with its moderately loose or “painterly” brushwork that nonetheless retains a

commitment to verisimilitude comes closest to illustrating the stylistic common denominator for the

group.

In her reading of this painting, Shaw interprets it as an unsophisticated illustration with a direct
correspondence between image and meaning, a portrait that does not do more than subtly hinting at the
individual characters of its sitters: “the thoughtful calm of Mehmed Sami; the dynamism of Ibrahim;
Feyhaman’s own shyness as he peeks out from behind the satisfied, bourgeois Sevket; and the
bewilderment of Hikmet.”?*” While a faithful depiction of the individuals is definitely at the forefront of
the group portrait, and as such it lacks the allegorical heft of an artistic self-portrait such as Courbet’s The
Artist's Studio, a real allegory summing up seven years of my artistic and moral life (1854-55), which
reveals the artist’s influences and tendencies as well as key figures in the mid-19" century French artistic
sphere, there is still more that can be gleaned from what is in this seemingly simple work. Feyhaman’s
group portrait is perhaps more comparable to Henri Fantin-Latour’s A Studio at Les Batignolles (1870)

which depicts the unofficial “école de Manet,” the artist surrounded by his followers.

When read as a foreshadowing of the dynamics of the Turkish art world, the implications of what

is depicted in Group of Painters takes on significance as much for what is absent from the painting as

255 This school was very short-lived. After its closure, another school opened in the same building, the Osmanbey
Printing House in Cemberlitas, this time called “Serbest Resim Atdlyesi” [The Free Painting Atelier], set up by
Mehmed Ruhi. Halil Edhem, Elvah-i1 Naksiye koleksiyonu (ed. Giiltekin Elibal), Milliyet Yaynlari Sanat Kitaplar
Dizisi 1, Istanbul, 1970: 49. The “serbest” in the title is most likely derived from the French “libre” as it was used to
describe the académie libre model, which included the likes of Académie Julian. In later years (after 1924),
Mehmed Rubhi also sporadically taught perspective at the School of Fine Arts, but due to differences of opinion
about art education, he returned to teaching aspiring soldier-painters at various military high schools.

2% It is very likely that this painting is the one titled “Sanatkar Dostlar” [Artist Friends] in the brochure of the 1921
Galatasaray exhibition. Even though it has generally been referred to as Ressamlar Grubu in the literature, and
logged as such in the inventory of the MSGSU Istanbul Painting and Sculpture Museum, the original title of the
work is Artist Friends. 1 use Group of Painters to avoid confusion.

257 Shaw, Ottoman Painting (2011): 132.
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what is in it. Although it is uncertain whether the group portrait marks the establishment of the Turkish
Society of Painters or the Painting School, as a large painting with multiple figures, it is notable firstly for
venerating a cultural alliance of male-only figures. Group of Painters or Artist Friends features a
fraternity of artists. These are actors who will not only come to dominate the artistic milieu but also shape
art pedagogy and influence fine arts policy especially after the founding of the republic, only two years
after this group portrait was painted. Only a decade before, one of the founding members of the Ottoman
Society of Painters had been a woman artist, Miifide Kadri (whose career was cut short by her untimely
death from tuberculosis in 1912). At the time of this painting, another woman artist, Miifide Kadri’s
contemporary, Mihri Rasim was the head teacher at the Inas Sanayi-i Nefise Mektebi [Women’s School
of Fine Arts] which had opened in 1914. Upon Mihri’s recommendation, this is where Feyhaman had also
started teaching recently. Strangely, Feyhaman seems not to have returned the favor; Mihri was neither
part of the newly founded Society of Turkish Painters, nor invited to teach at the Free Painting Atelier.*
The painting reflects the boys-club nature of the emerging 1914 generation at large, signaling the future
all-male artworld. When the two art schools merged in 1927, Mihri, who had been effectively running the
Women’s School, was not even offered a teaching position. In fact, no women artist would come to have
a permanent atelier in the co-ed school until the 1970s.%° Even though the Galatasaray exhibitions
featured work by women, the female artists always remained contributors, never part of the organizers or
the jury. Two artists from the 1914 group, Feyhaman and Hiiseyin Avni, later married two of these
women artists, Glizin [Duran] and Harika [Sirel/Lifij]. However, like Mihri, neither Giizin nor Harika

would ever be part of these organizational bodies, nor would they get to attain the same income or the

258 After taking on her role at the Inas Sanayi-i Nefise Mektebi, Mihri Rasim had brief episodes of living in Italy in
1919 and again in 1923, but a close look at her biography suggests that she was in Istanbul in 1921, when the group
portrait in question was painted. She returned to Turkey soon after the foundation of the republic. When the two
schools became co-ed in 1927, she was in Istanbul. She left again in 1938 and emigrated to the US. See Dagoglu,
Ozlem Giilin. “Mihri Rasim and the Founding of the Women’s Fine Arts Academy, Inas Sanayi-i Nefise Mektebi: a
Double-edged New Social Reality,” Journal of the Ottoman and Turkish Studies Association, Volume 6, Number 2,
Fall 2019: 33-54 and Kd&ksal, Duygu, and Anastasia Falierou. 4 Social History of Late Ottoman Women: New
Perspectives. A Social History of Late Ottoman Women: New Perspectives, (Brill, Leiden/Boston), 2013: 157-167.
2% This would be painter Nes’e Erdok (1940-) in 1972. Dagoglu, Ozlem Giilin. “Mihri Rasim and the Founding of
the Women’s Fine Arts Academy” (2019): 53.
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prestige of the teaching positions their husbands enjoyed.?® The group portrait also designates a group
within a group, in that it also marks artistic and bureaucratic differences among the 1914 generation
artists. In 1921, Hiiseyin Avni, who always stood at arm’s length from the other 1914 artists, had already
stopped showing at the Galatasaray salons. At the time he was working on a fresco commission in the
Baglarbasi chalet of his friend and patron Crown Prince Abdiilmecit. He had emerged as an avid art writer
penning both instructive articles and exhibition reviews in mainstream publications.?®! Ali Sami on the
other hand, after brief stints as director at the Women’s (1914) and later men’s School of Fine Art (1921)
had settled as a museum professional.?®? In later years Ali Sami’s articles made newspaper headlines with
his attacks against the professional failings of the painters in this smaller group. In later decades, he
would criticize how the school was run by these artists. Hiiseyin Avni and Ali Sami, who shared more
conservative artistic leanings, would come together as a ‘rival’ society in 1923, though this would also be
short-lived.?®* On the other hand, Nazmi Ziya and Namik Ismail, though not pictured in the portrait, were
close to painters in Feyhaman’s group portrait. Even though they would remain active as painters, these
two had chosen more administrative careers. By 1921, Namik Ismail was the associate director of the

School of Fine Arts, whereas Nazmi Ziya was its director (1918-1921 and again in 1925-27).2%

260 As mentioned before, Ibrahim and Hikmet had been given the two major teaching positions at the School of Fine
arts. Feyhaman began teaching painting at the Women’s School of Fine Arts in 1919, and when the schools were
joined, he was appointed as the drawing instructor. In 1933, Feyhaman was given his own atelier, where he taught
until his retirement in 1951. At this point, Sevket Bey (who had also been one of the founders of the Ottoman
Painter’s Society) was teaching at the Dar-iil Muallimin [Teachers’ College], and Mehmed Sami was the art teacher
at the prestigious Kuleli Military Academy.

261 Hiiseyin Avni’s writing would continue into the early republic, with fearless critical op-eds on commissions of
public monuments. Hiiseyin Avni would begin to teach at the School of Fine Arts in 1923 and would soon after
become the head of the Decorative Arts department. He was also an artistic confidante to Mustafa Kemal, writing
him private reports on the Galatasaray salons. Letter from Avni Lifij to Mustafa Kemal in Avni Lifij-Yazilar (2019):
51-53.

262 After serving as the director of the Naval Museum, he would become the director of the Hagia Sophia after its
designation as a museum.

263 This ‘rival’ society was formed by [Hoca] Ali Riza, [Bahriyeli] Ismail Hakk1 Bey, Hiiseyin Avni [Lifij], Ali Sami
[Boyar] and ihsan Ahmed Bey, it closed after organizing only one exhibition in collaboration with Mehmed Ruhi’s
Serbest Resim Atolyesi in Ankara in 1924. For its by-laws, see: Avni Lifij- Sanat Yazilari (2019): 345-350.

264 He had also previously served as the head of the Fine Arts Committee for the Ministry of Education. After a
hiatus of more government-funded European travel, Namik Ismail would become the director of the school in 1927.
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The modern but somewhat restrained sartorial choices of the figures in the group portrait reveal
these painters as men of letters more than as artists; other than Mehmed Sami’s signature style foulard-
scarf necktie, there are no strong signs of bohemianism; the five mustachioed men could be representation
of any bourgeois profession. There is nothing in this painting, other than its title, that suggests that these
figures are artists; none of them are wearing aprons that were the typical attire for painters at the time, nor
are there any traces of paint on their hands. This absence perhaps also confirms their primary self-
identification as civil servants, rather than as artists. Furthermore, the plain background of the portrait is
strikingly non-referential for a group of painters; the figures are gathered in a non-defined space rather
than being grounded in an atelier, surrounded by easels and drawings, or even, in the presence of a model,

nor are they located in an office or study with books, props or catalogs.

One cannot help but notice the peculiarity of an empty wall in a group portrait of painters, posing
as the founding members of an artists’ society. The blankness of this wall can be taken as a sign of the
indeterminacy surrounding what kind of painting should be on the wall in 1921. Is it academic sketches,
finished paintings, or works referencing other visual traditions, such as calligraphy (in which Feyhaman
was formally trained, and remained a life-long practitioner)? What kind of pain