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Introduction

The term poverty did not come to existence only because of people with low income. It is important to
conceive poverty, which can also be defined as not being able to meet basic needs of people and not being able to
benefit from employment, sheltering, health and education opportunities and necessities of social life, as a reality
that determines individuals’ and societies’ life styles and develops methods to deal with all of these issues, beyond
the economic definition of the term. The definition of poverty, according to the European Union, is as follows: “If
people are unable to keep up with a life standard that is considered as acceptable by the society they live in because
of the inefficiency in their income and resources, they are in poverty. In such a case, poor people are obliged to
experiencing a number of problems: Unemployment, low income, bad housing conditions and not being able to
benefit from health services and obstacles experienced for access to cultural, sports, recreational and educational
opportunities for a lifetime. Poor people may not join the activities properly that people could do within the natural
flow of life in social and cultural life and they may have difficulty obtaining their basic rights” (Adaman and
Keyder, 2005: 6).

The transformation of poverty into one of the subjects of art dates back to the ages, when realism and
critical approach to social order came into prominence and art gained a dimension of community. According to
Shiner, the separation of art and craft is also related to art’s dimension of community. According to Shiner, there
is no separate field that requires to conceptualize the relationship with community until the invention of art or there
is no term as art as a social sub-system. The separation of craft and art has ensured the clarification and
institutionalization of approaches related to the social function of art (Shiner, 2017:35). Art started to be viewed
as a tool of communication that could reveal and interpret social problems and be used as a powerful tool of
communication to change the community.

By investigating the theme of poverty in art in terms of both life style and economic condition, it changed
into a reality that depicts individuals and their behaviors or a theme to make social criticism.

Ozgeng analyzes the way how the theme of poverty is examined based upon the relationship between the
birth of art and middle class and states where poverty was exposed to display class differences in the beginning.
Poverty and the poor reveal which social stratum they belong to with their ugly smiles and they display the
difference of the elites (Ozgeng, 2014: 17-25). However, when the following periods are considered — considering
the process of development — it is seen that the tendency for considering poverty in paintings as a theme that
reveals human feelings such as compassion or points to social problems such as inequality has become more
dominant.

The reflections of modernization efforts that started in almost every field with the proclamation of the
republic were seen in the Turkish painting art. Therefore, the development of the Turkish painting art has moved
in parallel to efforts towards social change. This view brings a perspective of the Turkish art that is appropriate for
sociological reading and form of reading/understanding, especially from the post-republic period to today. Poverty
is one of the themes that offers important and meaningful data for such a sociological reading.

After the proclamation of the republic, both modern and national art policy were created. Artists tried to catch
up with the current art movements until the Second World War. Painters that were sent abroad by the government
produced pieces of art in a struggle for nationalizing the art movements of the countries they visited.

Although Turkey did not enter the World War 11, the economic and political effects of the war start to be felt
in the 1940s. The economic problems experienced by the society reflect on the toile of painters and the first works
of art addressing the theme of poverty start to come to existence. Furthermore, within the frame of “The Turkish
Painters traveling around the Country”, which happened between 1939 and 1944 and included all painters, painters
that live in different cities of Anatolia reflect the poverty of the Anatolian people on their toiles.

Poverty did not enter the agenda of Turkish painting just as a part of the reflection of the social situation
resulted by the war. The acceleration of urbanization after the process following the republic paved the way for
life and opened the door for a radical change which included people, spaces and social structure. The 1940s and
1950s are the years when rural-urban migration increased and urbanization became apparent. With rural-urban
migration during these years, problems such as the conflict between urban life and local culture, non-adaptation to
urban life and alienation became attention-grabbing. This change means radical transformation: “Turkey, which
has agriculture based economy, faced rural-urban migration problems as a result of industrialization. These
problems brought along many other problems. This situation was subject to the art of painting, as well and the
Anatolia-based understanding that started as local spaces and village-based contact changed into the urban
phenomenon that migrated from the rural to urban in the 1960s and 1970s.” (Can Kog and Altintas, 2016: 836).
This situation started changes in the existence of social structures. The underlying point of this differentiation that
can be generalized as villagers-urbanites, those who live in suburbs or cities, the rich-the poor and workers-bosses
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includes a network of causality that expands from culture to economy. The Turkish painting paid attention to what
was happening, as it was recording the aesthetical aspect of this transformation. Poverty was seen as an important
theme that revealed a reality from the social perspective and addressed to human beings and their feelings directly
and aesthetically.

The community, which included artists such as Nuri iyem, Turgut Atalay, Miimtaz Yener, Faruk Morel
and Hasmet Akal that came together under the name “Yeniler/The News”, concentrated on social issues and
produced works emphasizing the theme of poverty. In the 1950s, the group named as “Onlar/They”, which was
composed of academic students, draw attention with folk patterns and social works. One of these painters, Nedim
Gtnstir, displays the poor situations of migrating people, Mustafa Esirkus displays the fishermen that earn money
in shallow water in difficult conditions and Turan Erol displays the most meaningful situations of the slums where
the indications of poverty are most apparent on the walls.

In addition to painters that display poverty with weak and pale faces and children with naked feet, there
are also other painters like Cihat Burak that displays it ironically. Cihat Burak focuses on the theme of poverty,
even while he draws rich people living thriftlessly in places of entertainment with a quizzical and characteristic
touch peculiar to himself. The hard economic depression that was experienced as a result of the military coup of
1960 increases the interest in realistic issues. The political failures in the 1970s reflect on Turkish paintings as the
increase in the form of social sensitivities. Among the painters reflecting the theme of poverty on their toiles during
this period are Neset Giinal, Cihat Aral, [brahim Balaban, Ramiz Aydin, Alaettin Aksoy and Duran Karaca. The
painters, who interrogate the indications of poverty that was created by unplanned urbanization through urbanites
in the 1970s, are painters such as Nes’e Erdok, Aydin Ayan, Nedret Sekban, Kasim Kogak and Ahmet Umur
Deniz.

It is seen that although painters did not set boundaries strictly during this period, they focused on the
theme of village and city separately. “The reality of village and city has been displayed with original themes
conspicuously within the frame of the development of the Turkish figure drawing. It is not possible to say that the
theme of village and city has shown opposite tendencies towards each other in the modern Turkish figurative art”
(Tansug, 1996: 270). The theme of poverty continues to be seen as a theme that brings the village and city paintings
closer to each other in terms of composition and where painters display their real manners. For that reason, it is
meaningful to evaluate the theme of poverty based on the sociological perspective of the period within the context
of village and city. Neset Giinal and Nes’e Erdok are the painters that touch on the theme of poverty from the
perspective of village and city and become prominent with striking paintings.

Village Paintings and Poverty: Neset Giinal’s Paintings

It can be said that each mutual or individual tendency that creates fraction in painting art brings poverty
forward. The theme of poverty in Turkish painting art is treated more intensively as a part of the dimension of
community of art during the post-republic period. “Socially realist paintings that were presented in Liman
Exhibition in 1947 will be exposed to a new breakthrough in parallel to applications developed in the 1960s. At
this stage, artists get a different perspective which is known as social realist perspective. Realism that reflects the
life and difficulties experienced by the people of countryside and workers and sits at the focus of the consideration.
Agricultural laborers, hungry people of barren lands, mothers and children, migrants and slums start to be reflected
on toiles. With its drama...”(Giray, 2003: 14). Among these painters, Neset Giinal draws attention in terms of
reflecting the reality of village. Giinal’s preference for village as the main space is directly related to his world
view. It can be said that his autobiography, understanding of innovation and sincerity plays an important role in
uncloaking this preference. As a result of this, the theme of poverty is one of the key factors in Neset Giinal’s
paintings.

Giinal, who reflects the traces of the culture and life style he lives in on his paintings directly, reflects his
childhood years that he remembers from painting compositions by analyzing them with world view. “My first
principle was to reflect the risks of my paintings after the 1960s for falling behind. | rediscovered my own truth in
the reality of men of land where | experienced their life struggles, concerns, pains and poverty. | could not be
separated from the social and natural environment | have been to. The sensibility, which was created in my
personality by this environment, was the starting point of my relationship with my environment. It was natural for
me to be influenced by the class problems shaping the life of social environment | was a part of. | was in a struggle
for shaping the life and psychology of the men of land as a product of this environment. | wanted to paint the
reality of men of land by believing, feeling and living.” (Pelvanoglu, 2012:26-28). While Giinal’s statements
aestheticize the past and present within the context of world view, it shows that he featured the reality of poverty.
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Even if we observe this reality in most of his paintings, it seems like this poverty is engraved in every corner of
his “Earthman” painting. The torn shoes and trousers of the figure standing by himself and displaying poverty give
the impression that he has worn them for a long period of time and they have become an inseparable part of his
body. At the same time, the man shows his poverty with his open chest, with the food behind his back and with
the pickaxe handle he is holding in his hand. It can be said that the soil color nature that creates the earthy texture
and background of the painting completes the man’s poverty with its plain sight.

Picture 1.Toprak Adam/ Earthman,1974, oil painting, 220X165cm.(private collection)

Neset Giinal places people living plainly with his clothes and looks in front of the background that is
composed of pale and realistic colors. In this regard, simplicity and poverty completes each other in Giinal’s
paintings and he makes it an individual of the society he lives in. “For him, poverty, the drama of exasperated
people, nature that is defeated by drought is an observation object without leading to division. He is inside and
outside of the role just like a Brecht actor. Even if he is affected by what he sees, this does not turn into a worldly
pain for him" (Celik, 2004). Poverty that does not turn into worldly pain in Giinal’s paintings turns into one of the
elements that combines his composition with his technique.

The details in Neset Giinal’s paintings show that he approaches poverty as a whole. Giinal reaches this
unity with the association of richness presented by these details. For example, poverty in “Back from the Field”
painting is placed on the composition as the life style of agriculture laborers who are the individuals of non-
industrial society. The woman carrying a child that is in front of the mountain at the background in the painting
points that the poor images of men holding a saddlebag, pieces of leaf and an axe show that they make a direct
connection to the nature. Even though it is known that Neset Giinal paint the images from his childhood, it is not
certain that these people and the image in the painting show the present time, when the context of experience and
masterpiece is forgotten. Although Giinal paints his own people, poverty is a reality of humanity that over crosses
the boundaries of time and space in the big picture.
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Picture 2. “Tarla Déniisii/Back from the Field”,1961, oil painting, 145X245 cm..( MSGSU Museum of Painting
and Sculpture Collection)

One of the paintings that implies the poverty of people, who are in a relationship with nature, is “The
Break”. The poverty of nature and elements leading to poverty in this painting attract attention. Even if the woman
and child that give up on waiting something from nature that turns its back on them and the hills that are pictured
in yellow-brown colors connecting with the horizon, the man looking at the woman and child hopelessly is one of
the most important indicators of poverty.

The presence of children in Giinal’s compositions signalizing the theme of poverty draws attention. “In
his paintings, Giinal tries to question children that he sees as the symbol of innocence and standing in and at the
threshold of misery through the term “poverty.” All alone or in the middle of the crowd by the strawmen in the
field in the middle of the moorland, in front of his house: The children Neset Giinal chooses are sorrowful, scared
and fragile. They are already lost in their torn clothes. Uncovered problems taken over from their parents are
always seen on their faces” (Batur, 2000:349).

Picture 3. “Mola/ The Break”, 1962, oil painting, 145X245 cm. (MSGSU Museum of Painting and
Sculpture Collection)
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Picture 4. “Cocuklar/Chidren”, 1963, oil painting, 137X127 cm.

Children standing in front of their earth-sheltered homes looking idle seem to be displaying the heritage
of poverty with their naked feet and torn clothes in “Children” painting. The fact that the three of the children that
do not have clothes to cover their whole bodies wear clothes signals that they are at least equal in terms of poverty.
The fact that there is no other detail (like a toy) at the background of the painting is another dimension of poverty.
In this painting, children represent the complimentary aspect of nature, the equalizing aspect of innocence and the
fatalist aspect of poverty.

e

T

Picture 5. “Baba Ogul/ Father and Son, 1961, oil painting, 193X93 cm. (MSGSU Museum of Painting and
Sculpture Collection)
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In “Father and Son” the presence of an adult person implying poverty from the child’s look and hands
and feet is meaningful. A relationship may be built between the theme of poverty and Giinal’s drawing the thin
children with naked feet. “The most distinct two features in his figures are clothes, hands and feet. These hands
and feet that he draws with a large and sculptural narration empower this monumental effect. Poor and rough
clothes cover bodies as if they were part of the body” (Arslan, 2008: 636-637).

The painting named “Death of the Calf” is one of the most important works in which Neset Giinal unites
poverty with the realities of Anatolia. Since the death of the calf that is the means of living for the family as
understood from each detail in the painting means the end of hopes, no person in the painting is happy about eating
meat: “Meat has a different meaning in Anatolia. Meat refers to wealth. Only rich people consume meat. Meat,
which is very crucial for the health and development of people, is a staple food as it provides feeling of fullness,
easy cooking and adds flavor to many meals. However, these poor people do not have access to this valuable food
very often. The name of Giinal’s painting shows this. The name of the painting is “Death of the Calf”, not “Victim”.
As understood, the calf of the family seen in the painting is the dead calf and the father cuts the calf. When we
look around, there are adobe houses, naked feet and scared faces in the background. The father inserts the knife he
holds in his hand into the skin of the calf with all his power. It is evident that they are not a wealthy family and
they will have the calf as a meal. It is not certain whether it is the sadness for losing the calf or the struggle for
having meal, but the drama in the painting is so obvious that poverty is read not only with financial possibilities
but also with the coldness of nature and rurality. In fact, even the calf lying on the floor seems to gets its share
from this poverty” (Kaya, 2016).

Picture 6. “Dananin Oliimii/ Death of the Calf”, 1962 oilpanting, 99 x 188 cm. (MSGSU Museum of Painting
and Sculpture Collection)

Autobiographical effect is one of the direct ways for building a connection between the artist and work.
Building a connection between the artist’s experiences and work is one of the ways to enter his poetic world. Neset
Gtinal reflects his experiences on his paintings. Giinal’s childhood years that he spent in hard conditions is one of
the main elements taking the object of his art beyond being an understanding of his art. By reflecting this effect,
Giinal reveals one of the authentic points in his art. From this perspective, poverty in his paintings is one of his
experiences as much as the reality of society. Giinal, who draws his father in the painting “My Father, Memorial
Portrait”, gives details of the reality of poverty in his own life. For the artist, who reflects the traces of his own life
in most of his paintings, poverty is one of the vivid scenes of these traces.
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Picture 7. “Babam Ani Portre/ My Father, Memorial Portrait”, 1974, oilpainting, 200x74 cm.

“Neset Giinal takes the inspiration of ‘Foot of the Wall’ from the events he observed in his childhood.
The artist observed people that are tired of unemployment, lies and shelters beneath the shadow, whenever it
appears, chats and spends the most fruitful years of his life behind the walls helplessly” (Altug, 2003: 44-45).

Picture 8. “Duvar Dibi I/ Foot of the Wall”, 1963, oilpainting, 138x184cm.(Yap1 Kredi Bank
Collection)
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Picture 9. “Yasanti I/ Life Style 11”, 1974, oilpainting, 225X200cm.(Besi Cecan’s Collection)

Neset Giinal also reveals the poverty of families in different paintings. For example, in his painting named
“Life Style 117, the half-naked little child standing in his father’s lap and the father with his open chest and trousers,
the mother and daughter sitting on the ground and all the other details strengthen the narration.

Many other objects in the artist’s paintings also reinforce the theme of poverty. The clothes, which show
that the figures do not come from the upper class of society, walls that are sometimes shown with cracked and
mostly pale colors and village sceneries are some of the indicators of being poor. Therefore, all the details of the
paintings that complete the stance and mood of figures can be considered as details implying poverty.

Neset Giinal examines the theme of poverty within the structure where different causalities nurture each
other and turn into dynamics as a reality of the society and his own paintings and he was able to turn this reality
into a part of authentic sense of art.

City Paintings and Poverty: Nes’e Erdok’s Paintings

Nes’e Erdok, who was a student at Neset Giinal’s studio and took over Neset Giinal’s studio in the 1980s,
treats the theme of poverty within the context of city by maintaining the city’s interest in poor people through
multi-dimensional arrangements depending on original drawings (Tansug, 1995:110). Nes’e Erdok joined this
understanding with ‘harsh, indifferent and wild-looking compositions during this period, when social realist
understanding gained acceleration (Tansug, 1996:293). It is seen that Erdok, who accepts poverty as a reality
making social injustice visible, prefers low class people. Nes’e Erdok, who brings a monumental dimension to
group arrangements, achieves to raise the people from the lower class to the level of his sensitive and fragile spirit”
(Tansug, 1995: 80). Erdok draws different people in his paintings such as ‘a Ready-wear Laborer, Barber’s
Apprentice, Seller of Plastic Flowers, Gum Chewer, Sultanate, Elder Newspaper, Bro? Or Why?’ These paintings
are displayed as a part of city life. City exists not only with its natural appearance and buildings but also with its
structure uniting people having different identities and positions at a mutual ground. Nes’e Erdok make different
people visible by drawing the scenes of people that have different identities and come from the city life creating a
layered social class in society. This way, Nes’e Erdok’s paintings have the function of social criticism by focusing
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on class difference and inequality and this function represents the example of art which exists with an opposing
and critical manner.”

Nes’e Erdok draws the pictures of florists, beggars, street musicians, peddlers, napkin sellers, shoe shiners
and weighers with small incomes in spaces such as on a ship or on streets that turned into a part of city life.
Drawing these people in public space, not just in private space shows that Erdok approaches poverty not just as
the fate of people but he wants to present it in a way representing inequality.

The existence of children with naked feet behind the florist women or inside the garbage van in Erdok’s
paintings reveals the drama and tragedies of human uncovered by inequality that became apparent with poverty.
Using children and street animals in Erdok’s paintings, where lower class people are painted, shows Erdok’s
intention for dealing with this theme, because children and animals that have an existence far from alienation and
the concern for being affected have a strong impact on criticizing the world of old people as a symbol of innocence.

While poverty turns into a part of hard life that needs to be handled on one side and an important sign of
inequality on the other side, it offers an opportunity for facing the truth of ‘alienation’ and ‘exclusion.” According
to Adaman and Keyder, poverty results in different types of ‘exclusion’ including economic, spatial and political
exclusion. Economic exclusion is the type of exclusion faced by people that are unable to be employed in labor
market and formal industry. Spatial exclusion is experienced, when people migrate to an urban area and usually
settle in the shanty districts of the cities, deal with the deficiency of public services in the areas where these people
live and sometimes being belittled because of the district these people live in. Political exclusion is observed, when
people exposed to economic and spatial exclusion are not involved in political participation channels (Adaman
and Keyder, 2006: 9-10). When Nes’e Erdok’s paintings are examined, the fact that even if poor people are seen
in public spaces, they are lonely draws attention. Therefore, in paintings where poor people are drawn, there are
no other people from different walks of life except for themselves within composition. This loneliness shows that
even though people in Erdok’s paintings are in city life, they are still excluded. The artist emphasizes the reality
of exclusion in most of her paintings where she deals with the theme of poverty. Even though people that are
economically and spatially excluded benefit from being the ground bringing together every layer of the city, they
are not at an equal level with everyone. In this regard, the nuance in the way how the artist focuses on spatial
exclusion is meaningful. The existence of people that are not noticed, although they are in the same space with
people from different classes shows the dramatic situation created by poverty. For example, in the “The Little
Kleenex Girl” painting, the little girl is by herself and a cat and a tree (nature) accompanies her. In “Kleenex Boy”
painting, the boy holding the Kleenex tissues in his hand is lonely and the doubtful face that takes his power from
his hands and dark looks accompany this loneliness and exclusion. In “Foot of the Wall” painting, two people
looking thoughtful and sitting on the corner without seeing each other are lonely. This exclusion depicted by Erdok
hardens the tone of reality, when the beggar child in “Why” painting asks why.

The theme of poverty that the artist reflects by choosing the people from the lower class is generally
reinforced with the adaptation of the theme to colors. The colors preferred by the artist mostly progress at a
monochromatic level. In her paintings that she produces within the frame of the theme of poverty, this
monochromatic color palette and her preference for cold colors attracts attention. For example, in “Plastic Flower
Seller” painting, the artificiality of plastic flowers, the poorness and exclusion of the seller unites with cold colors.
In “Sellers in Istanbul” painting, the pale tones that unite with the faces of sellers become colorful with the presence
of the objects that are sold and this colorfulness can be interpreted as representing the hope of sellers. The same
interpretation can be made for the “Gum Seller” painting.

“ Itis difficult to say that ‘Arte Povera’ movement has an impact on making poverty one of the most important themes in Nes’e
Erdok’s paintings, because conceptual approaches set the basis for «Arte Povera» movement, which was first used by Germano
Celant, Italian art and history critic, in 1967 and what actually matters is to transform any kind of substance that comes from
nature such as garbage, broken pieces of glass, processed and unprocessed metals, soil, water, coal, trash and leaves.
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Picture 10. “Selpake¢1 Kiiciik Kiz/The Little Kleenex Girl”, 1999, oilpainting, 116x89 cm.

Picture 11. “Selpak¢1 Oglan/Kleenex Boy”, 1999, Picture 12. “Duvar Dibi/ Foot of the Wall”, 1993,
180X150 cm. oilpainting,100x80 cm.
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Picture 13. “Plastik Cigek Sat1c1s/ Phlaétic Flowe} Seller”, 1982, Picture 14. “Istanbul Saticilary/ Sellers in
oilpainting, 200X133 cm. Istanbul”, 1980, oilpainting.

371



Poverty in Contemporary Turkish Painting

Picture 15. “Ciklet¢i/ Gum Seller”, 1980, oilpainting, 180X100 cm.

Nes’e Erdok shows the drama of the physically handicapped people accompanying their poverty in her
paintings named “Sultanate Boats.” “Sultanate Boats, which is a window to the dramatic lives and positions of the
physically handicapped people, reflect the hardest lives they are thrown at. The beggars that are narrated within
the heavy and overwhelming absence of poverty are the sections of the hard lives of the physically handicapped
people. Beggars with their distressing bodies stuck among chests and barrows, sellers sitting on wheelchairs reflect
on Erdok’s paintings with their bare and purified realities” (Giray, 2018:78).

Partially more vivid and lighter tones in the “Florist Woman and Her Children” painting can be explained
with the inclusion of children in the naturalness of flowers and composition. There are lonely and excluded people
in this painting, as well. However, the vividness of the colors in the painting unites with the promising power of
flowers as the representation of children and naturalness.

Picture 16. “Saltanat (Dilenci)/ Sultanate(Beggar), 1977, oilpainting, 170x104 cm.
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Picture 16. “Cigek¢i Kadin ve Cocuklari/Florist Woman and Her Children”, 2005, oilpainting, 162x130
cm.

Nes’e Erdok deals with the theme of poverty in her paintings as the visible form of individual and social
inequality and she used poverty as a tool of criticism. The way how the artist deals with poverty exemplifies the
transformation of an individual/social theme into a part of painting art.

Discussion and Conclusion

Turkish painting after the republic is one of the aesthetical reflection fields of social change. It became a
close follower of the new social order that the republic tried to build since the first years of the proclamation and
reflected all the attempts of change on monuments with all details. When the fact that the historical adventure of
the modern Turkish painting started late, the fact that the post-republic process progressed fast is a commonly
accepted idea. It is observed that the painting art made progress simultaneously with social change during this
process. However, this progress should not mean that the painting art did not make progress with the social
dimension of it. Elements such as individual, feelings of individuals, the truth of humanity and existence have
never been ignored.

The theme of poverty has been on the agenda of the painting art as its social and individual problem. In
this regard, it is seen that the theme of poverty creates a mutual ground associated with individual and society in
the painting art. The fact of urbanization that has developed especially since the 1950s has helped some realities
associated with individual and society become visible. One of these realities is poverty. While the painting art
deals with the problem of poverty as a reality revealing human feelings, it concentrates on the perspective of
poverty in village and city. This way, they showed poverty as a universal problem with human dimensions and as
a problem of our society.

As Neset Giinal shows the perspective of poverty, he considered many dynamics including his own
experiences. As a reality of village, poverty unites with his life, world view, understanding of art and compositions.

Nes’e Erdok observed poverty that her master saw in villages and put at the center of her agenda as a
problem in cities. The details associated with poverty in Erdok’s paintings imply class difference, inequality,
nurturing feelings related to hope, hopelessness and exclusion.

It can be said that Neset Gunal and Nes’e Erdok deal with the theme of poverty as two faces of social and
individual realism. The spatial aspect of poverty has been shown in a meaningful unity in Erdok and Giinal’s
paintings.
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Cagdas Tiirk Resminde Fakirlik Temasina Koy ve Kent Perspektifinden
Bir Bakis: Neset Giinal ve Nes’e Erdok Ornegi

Giris

Fakirlik kavrami yalnizca diisiik gelir seviyesine sahip insanlarin ortaya ¢ikardigi bir gerceklik olarak
tanmimlanmamaktadir. Insanlarin temel gereksinimlerini karsilayamamasi, istihdamdan, barinmadan, saglik ve
egitim olanaklarindan, sosyal yasamin gereklerinden yararlanamamasi olarak da ifade edilebilecek fakirligin,
ekonomik bir tanimlama olmanin Gtesinde bireylerin ve toplumlarin yasama bigimlerini belirleyen, basa ¢ikmak
icin yontemler gelistirdigi bir gerceklik olarak algilanmasi gerekmektedir. Fakirligin Avrupa Birligi’ne gore tanimi
su sekildedir: “Insanlar, eger gelir ve kaynaklarindaki yetersizliklerden dolay1 i¢inde bulunduklari toplumca kabul
edilebilir olarak degerlendirilen bir yasam standard1 seviyesini tutturamiyorlarsa yoksulluk igerisindedirler. Boyle
bir durumda, yoksul kesim bir dizi sorunu birlikte yasamaya mahkiimdur: Issizlik, diisiik gelir, kétii yerlesim
kosullari, saglik hizmetlerinden yeterli diizeyde yararlanamama ve kiiltiir, spor, dinlenme ve egitim olanaklarina
yasam boyu ulasmada engeller. Iktisadi, toplumsal ve kiiltiirel hayatta diger insanlarin dogal hayat akis1 ierisinde
yapa geldikleri etkinliklere hakkiyla katilamazlar ve temel haklarina ulasimda zorluklar yasayabilirler” (Adaman
ve Keyder, 2005: 6).

Fakirligin sanatin konularindan biri haline doniismesi toplumsal yasamin, gercekligin ya da toplumsal
diizene elestirel yaklagimin 6n plana ¢iktig1, bir anlamda sanatin toplumsallik boyutu kazandigi, donemlere kadar
uzanir. Shiner’e gore sanat ve zanaatin birbirinden ayrilmasi ayn1 zamanda sanatin toplumsallik boyutu kazanma
stirecinin de ayrintilarini sunar. Ona gore sanatin icadina kadar toplumla olan iligkileri kavramsallastirmay1
gerektiren ayr1 bir alan ya da toplumsal alt sistem olarak sanat diye bir kavram yoktur. Zanaat ile sanatin ayrilmasi
sanatin toplumsal islevi olduguna dair yaklagimlarin da belirginlesmesini zamanla kurumsallasmasini saglamigtir
(Shiner, 2017:35). Sanat, toplumsal sorunlar1 ortaya koyup elestirebilecek, toplumu degistirmekte kullanilacak
giiclii bir iletisim arac1 olarak goriilmeye baslanmistir.

Fakirlik temasi da benzer bicimde sanat eserlerinde hem bir yasama bi¢imi hem ekonomik kosul
baglaminda ele alinarak insani ve hallerini anlatan bir gergeklige ya da toplumsal elestiri yapmak igin temaya
doniisebilmistir.

Ozgeng, fakirlik temasinin ele alinma bigimini, sanatin dogusu ile burjuva arasindaki iliskiye bagl olarak
¢oziimler ve baslangigta sinif farkliligini gozler oniine sermek igin fakirligin teshir edildigini sdyler. Fakirlik ve
fakirler, ¢irkin giiliisleriyle hangi sosyal tabakadan olduklarini belli etmekte ve seckin smifin farkliligini gozler
oniine sermektedir” (Ozgeng, 2014: 17-25). Ancak sonraki dénemlere bakildiginda —gelisim seyrini de dikkate
alarak- resim sanatinin fakirligi, merhamet gibi insani duygular1 agiga ¢ikaran yahut esitsizlik gibi toplumsal
sorunlari isaret eden bir tema olarak ele alma egiliminin daha baskin oldugu goriiliir.

Tirk sanati, Cumhuriyet’le ortaya koyulan ¢agdaslagsma g¢abalarinin 6ncelikli pratik alanlarindan biri
olmustur. Bu nedenle Tiirk resim sanatinin gelisim seyri toplumsal degisim g¢abalarinin yansima alani olarak
goriilebilir. Bu diisiince Tirk resminin -6zellikle Cumhuriyet sonrasi donemden bugiine- sosyolojik okumaya
uygun oldugu bir bakis agisi, okuma/anlama bi¢imi getirir. Fakirlik de bu tiir bir sosyolojik okumanin 6nemli ve
anlaml1 veriler sunan temalarindan biridir. Bunun yaninda fakirlik bireysel olarak insani derinden etkileyen bir
tecriibedir.

Cumbhuriyet’in ilanindan sonra hem modern hem de ulusal bir sanat politikas1 olusturulmustur. Ikinci Diinya
Savasg1 yillarina kadar sanatgilar daha ¢ok giincel sanat akimlarini yakalamaya ¢abalayan bir tavir igerisindedirler.
Devlet tarafindan yurtdisina gonderilen ressamlar dondiiklerinde gittikleri {ilkelerdeki sanat hareketlerini
yerlilestirme ¢abalar1 i¢inde eserler iiretmiglerdir.

II. Diinya Savasi’nda savasa girilmemesine ragmen 1940’l yillarla birlikte bu savasin ekonomik ve
politik sarsintilar1 hissedilmeye baglanir. Toplumda yasanan ekonomik sikintilar, ressamlarin tuvaline yansir ve
fakirlik konusunu ele alan ilk eserler ortaya ¢ikmaya baslar. Ayrica tilkedeki biitiin ressamlar1 kapsayan 1939-1944
yillar1 arasinda gergeklestirilen “Yurdu Gezen Tiirk Ressamlar1” programi gercevesinde Anadolu’nun gesitli
sehirlerinde yasayip resimler yapan ressamlar, Anadolu insaninin yoksulluklarini tuvallerine aktarir.

Fakirlik, Tiirk resminin giindemine yalnizca savasin ortaya g¢ikardigi toplumsal durumun yansimasi
baglaminda girmemistir. Cumhuriyet’ten sonraki siiregte kentlesme tecriibelerinin hiz kazanmasi birey merkezli
yagamin Oniinii agmus, insanlari, mekanlar: toplumsal yapiyr da kapsamina alan kokli bir degisim siirecinin
kapilarini aralamigtir. 1940’11 ve 1950°1i yillar kdyden kente gegisin arttigi, kentlesmenin goriiniir oldugu yillardir.
Bu yillarda gég, farklr yerli kiiltiir unsurlarinin kentte kargilagmasi hatta bazen ¢atigmasi, toprakla kurulan iliskinin
boyutlari, kent yasamina uyum saglama/saglayamama gibi konu ve sorunsallar 6n plana ¢ikmistir. Bu degisim
koklii bir doniisiim anlamina gelmektedir: “Tarima dayali ekonomisi olan Tiirkiye, sanayilesmeyle birlikte kdyden
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kente gb¢ sorunlari ile yiizlesmistir. Bu sorunlar, beraberinde de bir¢ok sikintiyr getirmistir. Bu durum resim
sanatina da konu olmus, 1930’lu y1llarda yerel mekanlar ve kdylii temasi olarak baslayan Anadolu kaynakli anlay1s
1960 ve 1970°1i yillarda da kdyden kente go¢ eden kent olgusuna kaymigtir.” (Can Kog ve Altintas, 2016: 836) Bu
eksen kaymasi, simifsal yapilarin varhiginda da degisimler baglatmistir. Koyliiler-kentliler, gecekonduda ya da
kentte yasayanlar, zenginler-fakirler, is¢iler-patronlar bigiminde genellestirilebilecek bu farklilagmanin temelinde
kiiltiirden ekonomiye uzanan genis bir nedensellik ag1 bulunmaktadir. Tiirk resmi de bu degisimin estetik kaydini
tutarken yasananlara dikkat kesilmis ve bu dikkatini tematik yaklasimlarla gostermistir. Fakirlik, toplumsal agidan
bir gercekligi gozler oniline seren ve estetik alanda dogrudan insana ve onun duygularina seslenebilen alan
yaratacak kadar 6nemli bir tema olarak goriilmiistiir.

Bu yillarda “Yeniler” ad1 altinda birlesen aralarinda Nuri Iyem, Turgut Atalay, Miimtaz Yener, Faruk
Morel, Hagsmet Akal gibi sanatgilarin da yer aldig1 topluluk toplumsal konulara agirlik vererek fakirlik temasini
vurgulayan eserler tiretmistir. 1950°1i yillara gelindiginde Akademi &grencilerinden olusan “Onlar” grubu halk
motifleri ve toplumsal igerikli eserleriyle dikkat ¢ekerler. Bu sanat¢ilardan Nedim Giinsiir go¢ eden insanlarin
fakir hallerini, Mustafa Esirkus ekmegini denizden ¢ikaran ve yoksulluklari her halinden okunan balikgilari, Turan
Erol fakirligi duvarlarina sinmis gecekondu evlerinin en giizel yorumlarini ortaya koyarlar.

Fakirligi, zayif solgun yizlii insanlarla, yikik dokiik gecekondularla, ¢iplak ayak dolasan sokak
cocuklariyla betimleyen sanatgilarin yaninda, Cihat Burak gibi ironik bir tavir takinarak resimleyen sanatcilarimiz
da vardir. Cihat Burak, ekonomik yonden en bulanik donemlerde bile eglence mekanlarinda miisrif yagayan zengin
insanlari, kendine has alayci ve karakteristik iislupla resmedip esitsizlik vurgusu yaparken dolayli yollardan
fakirlik temasina egilir. 1960 ihtilalinin yasattig1 agir ekonomik buhran toplumcu gercekei konulara duyulan ilgiyi
arttirir. 1970°1i yillarda politik alanda yasanan kirilmalar Tiirk resmine toplum hassasiyetlerinin artmas1 biciminde
yansir. Bu donemlerde fakirlik temasini en 6zgiin yorumlariyla tuvallerine yansitan sanat¢ilar arasinda Neset
Giinal, Cihat Aral, Ibrahim Balaban, Ramiz Aydin, Alaettin Aksoy, Duran Karaca gibi isimler vardir. 1970’lerden
giiniimiize gelindiginde carpik kentlesmenin getirdigi fakirlik gostergelerini kent insani iizerinden sorgulayan
isimler de Nes’e Erdok, Aydin Ayan, Nedret Sekban, Kasim Kogak, Ahmet Umur Deniz gibi sanatgilardir.

Bu donemlerde resim sanatinin bir ayrimi dogrudan imlemeyip, kalin gizgiler ¢gekmese de koy ve kent
lizerine ayr1 ayr1 yogunlastigi gorilir. “Tiirk figlir resminin bu gelisim seriiveni iginde, kdy ve kent gercekleri
Ozgiin temalarla carpicit ifade bigimlerine kavusturulmustur. Cagdas Tirk figiiratif ressamligina kdy ve kent
temalarinin birbirine karsit egilimler olusturdugu sdylenemez” (Tansug, 1996: 270). Fakirlik temasi da bu
baglamda koy ve kent resimlerini kompozisyon agisindan birbirine yakinlagtiran, sanatgilarin gergekei tavrint
yansittig1 bir tema olarak islenmeye devam eder. Bu nedenle fakirlik temasini dénemin gergekgilik anlayisina baglt
olarak kdy ve kent baglaminda degerlendirmek anlamlidir. Neset Giinal ve Nes’e Erdok’un da kdy ve kentte
fakirligi anlatan ressamlar olarak temsil degerlerinin oldugu disiiniilmektedir.

Koy Resimleri ve Fakirlik: Neset Giinal’in Resimleri

Resim sanatinda kirilma yaratan her ortak ya da bireysel egilimin -yasanan gercekligin bir pargasi olarak
ele aldig1 donemlerde de- fakirligi, toplumsal bir sorun olarak giindeme getirdigi goriilebilir. Tiirk resim sanatinda
fakirlik temasi1 Cumhuriyet sonrasi donemde sanatin toplumsallik boyutunun bir pargasi olarak daha yogun
bigcimde ele alinir. “1947’lerde Liman Sergisi ile tohumlar1 atilan toplumsal gercekgi resimler 1960°larda diinyada
gelisen uygulamalara kosut olarak yeni bir atilim gecirecektir. Bu asamada, sanatcilar toplumsal gercekei anlayisi,
diisiince yapisinda ortaya c¢ikan farkli bir bakis agisini yakalar. Toplumun 6zellikle kirsal kesim insaninin ve
ig¢ilerin yasama ve ¢alisma zorluklarini yansitan gergekeilik diisiince alaninin odagina oturur. Tarim isgileri, kirag
topraklarin ag¢ insanlari, toprak analar ve ¢ocuklari, gocler, gecekondu mahalleleri tuvallere yansimaya baglar.
Olanca dramuyla...” (Giray, 2003: 14). Bu ressamlar arasinda Neset Giinal, kdy gercekligini dile getirmesi
baglaminda dikkat ¢eker. Giinal’in resimlerine ana mekan olarak kdyii tercih etmesi, onun diinya goriisii ile
dogrudan iliskilidir. Bu tercihin ortaya ¢ikmasinda otobiyografisinin, yerlilik anlayisinin ve igtenliginin de etkili
oldugu soylenebilir. Fakirlik temasi da Giinal’in resimlerinde biitiin bu nedenselliklerin bir biitiin olugturmasin
saglayan harglardan biridir.

Iginde yetistigi kiiltiiriin ve yasama bigiminin izlerini resimlerine dogrudan yansitan Giinal, resim
kompozisyonlarinda hatirladig1 ¢ocukluk yillarin1 diinya goriisii ile sentezleyerek yansitir: “1960’lardan sonraki
resimlerime geriye diigme risklerini de omuzlayarak ‘anlatimi’ bas ilke edindim. Yasam c¢abalarini, tasalarini,
acilarmi, yoksulluklarini yasadigim ‘toprak adamlari’min gerceginde kendi gercegimi yeniden buldum. Once
icinden geldigim toplumsal ve dogal ortamdan ayr1 diisemezdim. Bu ortamin kisiligimde olusturdugu ‘duyarlik’
cevremle iligkide hareket noktasi oldu. Ve gene, i¢inden geldigim toplumsal ortamin yagantisin1 bigimlendiren
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sinifsal sorunlarin etkisi altinda olmam dogaldi. Ben bu ortamin {irlinii olarak toprak adamlarinin yasami ve
psikolojisini bigimlendirmek ¢abasi i¢indeydim. Toprak adaminin gergegini inanarak, yasayarak, duyarak vermek
istedim” (Pelvanoglu,2012:26-28). ifadeleri Giinal’in gecmis ile simdiyi diinya goriisii baglaminda estetize
ederken fakirlik gercegini 6n plana ¢ikardigini gosterir. Cogu resminde farkli detaylarla bu gergegi gozlemlesek
de Giinal’in “Toprak Adam” resminde fakirlik resmin her kosesine islemis gibidir. Ayakta tek basina duran figiiriin
fakirligini gosteren yirtik ayakkabilart ve pantolonu, onun uzun siiredir giydigi neredeyse bedeninin ayrilmaz
parcast haline gelmis izlenimi vermektedir. Ayni resimde adam, agik bagri, arkasinda azigy, iri ellerinin arasinda
tuttugu kazma sapryla da fakirligini gostermektedir. Resmin topraksi dokusu ve fonunu olusturan toprak renkli
doganin da yalin gdriiniimiiyle adamin fakirligini tamamladig1 sdylenebilir.

Resim 1. Toprak Adam, 1974, TUYB, 220X165cm. (Ozel Koleksiyon)

Neset Giinal, resimde soluk ve gergekei tonlardan olusan fonun Oniine kiyafetleriyle, bakislariyla yalin
yasayan insanlari yerlestirir. Bu baglamda yalinlik ilkesiyle resimlerine yerlesen fakirlik, bir taraftan resimdeki
gercekei tavrinin parcgasina donisiir diger taraftan onu ait oldugu toplumun bir bireyi yapar. "Yoksulluk, bezgin
insanlarin drami, kurakliga yenik diismiis doga, kisiliginde trajik bir béliinmeye yol agmaksizin, yalnizca bir
gozlem nesnesidir onun igin. Tipki bir Brecht oyuncusu gibi iislendigi roliin hem i¢inde hem digindadir.
Gordiiklerinden etkilense bile, hi¢bir zaman diinya acisina doniismez bu" (Celik, 2004). Giinal’in resimlerinde
diinya acisina doéniismeyen fakirlik onun kompozisyonu ile teknigini birlestiren unsurlardan birine doniigiir.

Neset Giinal’in resimlerindeki ayrintilar onun fakirligi bir biitiin olarak ele aldigina isaret eden genel
gdriiniimiin ayrintilaridir. Giinal, bu biitiinliige ayrintilarin sundugu ¢agrisim zenginligiyle ulasir. Ornegin “Tarla
Doniisii” resminde fakirlik, sanayilesmemis toplumun fertleri olan tarim iscilerinin yasam tarzi olarak
kompozisyona yerlesir. Bu resimde fondaki dag cografyasinin 6niinde yer alan ¢ocuk tasiyan kadin; heybe, dal
parcalari ve balta tagiyan erkeklerin fakir goriintiileri onlarin tabiatla dogrudan temas kurduguna isaret eder. Neset
Giinal’in ¢ocukluk yillarindan goriintiileri resmettigi biliniyor olsa da tecriibe-yapit baglami unutuldugunda bu
insanlarin ve resimdeki goriintliniin yasanilan zamani imledigi kesin degildir. Giinal kendi insanini resmetse de
376



Cagdas Tiirk Resminde Fakirlik Temast

fakirlik, biiyiik resimde, zaman ve zemin sinirlarini agan bir insanlik gercegidir.

Resim 2. Tarla Déniisii, 1961, TUYB, 145X245 cm. (MSGSU Resim ve Heykel Miizesi Koleksiyonu)

Tabiatla iligki i¢indeki insanin fakirligi ima ettigi resimlerden biri de “Mola” resmidir. Bu resimde tabiatin
fakirligi ve fakirlige yol agan tabiat sartlar1 dikkat ¢eker. Ufukla birlesen kuru sari-kahverengi tonlarda
resmedilmis tepecikler ve onlara sirtin1 donmiis tabiattan bir seyler beklemekten vazge¢mis kadin ve cocuk;
yiiziinii tepelere donse de kadin ve ¢ocuga umutsuzca bakan erkek fakirligin 6nemli gostergelerinden birini
olusturmaktadir.

Resim 3. Mola, 1962, TUYB, 139X210 cm. (MSGSU Resim ve Heykel Miizesi Koleksiyonu)

Giinal’1n fakirlik temasini belirginlestiren kompozisyonlarinda gocuklarin varlig: dikkat ¢eker. “Giinal'in
resimlerinde sefaletin iginde ve esiginde duran, masumiyetin sembolii olarak gérdiigii cocuklarin fakir kavrami
tizerinden sorgulamaya ¢alisir. Bozkirin ortasinda tarladaki korkuluklarin dibinde, evinin 6niinde, yapayalniz ya
da bir kalabaligin i¢inde yalniz: gamli, tirkek, kirllgandir Neset Giinal’in segtigi cocuklar. Yirtik giysilerinin iginde
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coktan kaybolmuslardir. Yiizlerinden, bakiglarindan analarindan babalarindan devraldiklar1 karsiliksiz sorular
eksik olmaz” (Batur, 2000:349).

Resim 4. Cocuklar, 1963, TUYB, 137X127 cm

“Cocuklar” resminde yipranmis, atil goriinen toprak evlerin 6niinde duran ¢ocuklar; ¢iplak ayaklari, yirtik
elbiseleri ile fakirligin mirasini tagiyor goriiniirler. Viicutlarinin tamamini kapatacak bir kiyafete sahip olmayan
cocuklarin iigiiniin de elbise giymis olmasi en azindan fakirlik baglaminda esit olduklarina igaret eder. Resmin
fonunda ¢ocuklara ait baska hi¢bir ayrintinin (oyuncak gibi) yer almayisi da yoksunlugun diger boyutudur. Bu
resimde gocuklar, doganin tamamlayici; masumiyetin esitleyici ve fakirligin kaderci tarafini gosteren bir anlatima
sahiptirler.

e

Resim 5. Baba Ogul, 1961, TUYB, 193X93 cm. (MSGSU Resim ve Heykel Miizesi Koleksiyonu)
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“Baba Ogul” resminde ise ¢ocugun goriiniimii ile birlikte elleri ve ayaklarindan fakirligi imleyen yetiskin
birinin varlig1 anlamlidir. Giinal’in resimlerinde ¢iplak ayaklar1 ve sisman olmayan insanlari resmetmeyi tercih
etmesi ile fakirlik temasi arasinda bag kurulabilir. “Figiirlerindeki en belirgin iki 6zellik el ve ayaklarla giysilerdir.
Iri ve heykelsi bir plastik anlatimla isledigi eklem yerleriyle bu el ve ayaklar, resimlerindeki amtsal etkiyi
giiclendirmektedir. Yoksul ve kaba giysiler viicutlari, sanki bedenin ayrilmaz bir pargastymig gibi sarmaktadir”
(Arslan, 2008: 636-637).

“Dananin Oliimii” adli resmi Neset Giinal’mn fakirligi Anadolu cografyasmin gergekleriyle biitiinlestirdigi
onemli yapitlarindandir. Bu resimde fakir bir aile i¢in ge¢im kaynagi oldugu her ayrintidan anlagilan dananin
Oliimt, umutlarin da tilkenmesi anlamina geldiginden resimdeki hic¢bir insan, et yiyecegi i¢in mutlu degildir: “Et
kiiltiiri(niin), Anadolu’da bagka bir anlam1 vardir. Et zenginliktir. Ancak zenginler geregi kadar, liikks olmadan et
tiikketirler. Insan saglig1 ve gelisiminde ¢ok 6nemli bir yeri olan et, ayn1 zamanda tokluk hissi, kolay pisirimi,
yemeklere katilarak birgok yemege lezzet katmasiyla temel bir gidadir. Ancak ne var ki bu fakir halkin bu kiymetli
gidaya erisimi ¢ok stk olmamaktadir. Giinal’in resminin ad1 bunu gosteriyor. Resmin adi1 “Kurban” degil, “dananin
6limii”. Anlagilan o ki, resimde goriilen ailenin danasi bu 6len dana ve ailenin babasi danayi kesiyor. Cevreye
baktigimizda arka planda kerpigten evler ayaklar yalin, yiizler iirkek. Baba olanca giiciiyle bicagimi dananin
derisiyle govdesi arasina daldirtyor. Belli ki varlikli bir aile degiller ve bu danay1 kendilerine 6giin yapacaklar.
Danalarini kaybetmenin hiiznii mii, kendilerine 6giin ¢ikartabilmenin ¢abasi m1 bilinmez ancak, resimdeki dram o
kadar acik ki, fakirlik sadece insanlarin maddi olanaklarinda degil doganin soguklugu ve kirsalliginda da
okunmakta. Oyle ki yerde yatan dana bile bu yokluktan nasibini almis goriinmekte” (Kaya, 2016).

Resim 6. Dananin Oliimii, 1962 TUYB, 99 x 188 cm. (MSGSU Resim ve Heykel Miizesi Kolleksiyonu)

Otobiyografik etki, sanatgi ile yapit arasinda bag kurmanin dogrudan yollarindan biridir. Sanatginin kendi
yasadiklari ile eser arasinda bag kurmak onun poetik diinyasina girmek i¢in tercih edilen yollardan biridir. Neget
Giinal da kendi yasamindan edindigi tecriibeleri resimlerine yansitmistir. Giinal’in g¢etin sartlar i¢inde gegirdigi
cocukluk yillari, onun sanatinin nesnesi olmaktan 6te sanat anlayisinin temel unsurlarindan biri olmustur. Giinal,
bu etkiyi yansitmakla sanatindaki 6zgiin noktalardan birini ortaya ¢ikarmis olur. Bu bakimdan onun resimlerinde
fakirlik, bir toplum gercegi oldugu kadar kendi yasaminin tecriibelerinden biridir. “Babam Ani Portre” adli
resminde babasini ¢izen Giinal, kendi yasamina dair fakirlik gergeginin ayrintilarini verir. Pek ¢ok resminde kendi
yagsamindan izleri yansitan sanatci igin fakirlik, bu izlerin canli manzaralarindan biridir.
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Resim 7. Babam Ani Portre, 1974, TUYB, 200x74 cm

“Neset Giinal, ‘Duvar Dibi’ dizisinin ilhamini da ¢ocuklugunda gbzlemledigi, olaylardan alir. Sanatgi,
cocuklugunda issizlikten bunalan, ne zaman bir duvarin dibine golge gelse, orada golgenin altina yatan, siginan,
sohbet eden, en degerli senelerini boyle duvar diplerinde caresiz olarak gegiren insanlar1 gézlemlemistir” (Altug,
2003: 44-45).

Resim 8. Duvar Dibi I, 1963 TUYB, 138x184cm.(Yap1 Kredi Bankas1 Koleksiyonu)
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Neset Giinal farkli resimlerinde de ailelerin fakirligini gdzler oniine serer. Ornegin “Yasant: II” resminde
yer alan babanin kucaginda duran ve beline kadar ¢iplak olan kiigiik ¢ocuk, acik bagri, pantolonu ile baba; yerde
oturan anne ve kiz; derme ¢atma bir mekan gibi biitiin ayrintilar fakirlige yapilan vurgu olarak anlatimi
kuvvetlendirmektedir.

Sanatginin resimlerinde figiirler digindaki pek ¢ok nesne de fakirlik vurgusunu pekistirir. Figiirlerin
seckin tabakadan olmadigini gosteren kiyafetler, kimi zaman catlak, cogunlukla soluk renklerle yerlestirilmis
duvarlar, ky manzaralar1 yoksun kalmanin birer gostergesidir. Bu nedenle figiirlerin durusunu ve ruh halini
tamamlayan hemen biitiin resim ayrintilari, fakirligi imleyen ayrintilar olarak diisiiniilebilir.

Resim 9. Yasant1 11, 1974, TUYB, 225X200cm.(Besi Cecan Koleksiyonu)

Sanatginin resimlerinde figiirler disindaki pek ¢ok nesne de fakirlik vurgusunu pekistirir. Figiirlerin
seckin tabakadan olmadigini gosteren kiyafetler, kimi zaman ¢atlak, cogunlukla soluk renklerle yerlestirilmis
duvarlar, kdy manzaralari yoksun kalmanin birer gostergesidir. Bu nedenle figiirlerin durugunu ve ruh halini
tamamlayan hemen biitiin resim ayrintilari, fakirligi imleyen ayrintilar olarak diisiiniilebilir.

Neset Giinal, resimlerinde farkli nedenselliklerin birbirini besleyen dinamiklere doniistiigii yapinin i¢inde
fakirlik temasint hem kendi resminin hem toplumun bir gercegi olarak ele almis, bu gergekligi 6zgiin sanat
anlayisinin parcasina dontistiirebilmistir.

Kent Resimleri ve Fakirlik: Nes’e Erdok’un Resimleri:

“Neset Giinal’1n atdlye 6grencisi olan ve 1980’lerde Neset Giinal’1n atdlye mirasini devralan Nes’e Erdok
da kentin yoksul insanlarina yonelen ilgilerini 6zgiin ¢izimlere dayali biiyiik boyutlu diizenlemelerle siirdiirerek”
(Tansug,1995:110), fakirlik temasin1 kent baglaminda ele alir. Nes’e Erdok, toplumcu gergekei anlayisin ivme
kazandigi donemde bu anlayisa ‘sert, kayitsiz, yaban goriiniimli’ (Tansug,1996:293) kompozisyonlarla
katilmistir. Fakirligi, sosyal adaletsizligi goriiniir kilan bir gergeklik olarak kabullenen Erdok’un genellikle alt
tabaka insanlarini tercih ettigi goriiliir: “Grup diizenlemelerine anitsal bir boyut getiren Nes’e Erdok, kentin en alt
tabakasindan insanlari, kendi duyarli ve ince ruh yapisimin diizeyine ¢ikarmayi basarabiliyor” (Tansug, 1995: 80).
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‘Konfeksiyon Iscisi, Berber Cirag1, Plastik Cicek Saticis;, Cikletgi, Saltanat, Abi Gaste?, Niye’ gibi pek ¢ok
resminde fakir insanlar1 resmeder. Bu resimler kent yasaminin bir pargasi olarak gozler dniine serilir. Kent yalnizca
dogal goriiniimii, binalar1 ile degil farkli kimlik ve konumdaki insanlart ortak bir zeminde birlestiren hareketli
yapistyla da var olur. Nes’e Erdok da bu farkli kimlige sahip ve katmanli bir sosyal tabaka olusturan kent
yasamindan insan manzaralarini, fakir insanlari resmederek goriiniir kilar. Boylece Nes’e Erdok resmi, siif
farklilig1, esitsizlik gibi temalara dogru ilerleyerek toplumsal elestiri yapma islevini iistlenir ki bu islev sanatin
muhalif ve elestirel bir tavirla var olusunun bir érnegini temsil eder.

Nes’e Erdok, resimlerinde cicekeilik, dilencilik, sokak miizisyenligi, tablacilik, mendil saticilify,
ayakkab1 boyaciligy, tarticilik gibi miitevazi gelir getiren isler yapan insanlari; daha ¢cok vapur, sokak gibi kent
yasaminin bir pargasina doniismiis mekanlarda resmeder. Bu insanlarin 6zel hayatta degil de kamusal alanin i¢inde
resmedilmesi Erdok’un fakirligi, yalnizca insanin kaderi olarak ele almadigini toplumsal agidan esitsizligi
resmeden bir gosterge bigiminde sunmak istedigini gosterir.

Erdok’un resimlerindeki ¢iplak ayakli, ¢igekgei kadinlarin arkasina siginmis ya da ¢op toplama arabasinin
i¢cindeki ¢ocuklarin varlig1 da fakirlikle beliren esitsizligin ortaya ¢ikardigi dram ve trajedilerin insani boyutunu
gozler dniine serer. Cocuklarin ve sokak hayvanlarinin Erdok’un alt tabaka insanlarini anlattig1 resimlerinde sikga
kullanilmasi da Erdok’un bu temay: ele alma bigimindeki niyeti gosterir. Clinkii yabancilasmadan ve etkilenme
endisesinden uzak bir varolusa sahip olan ¢ocuklar ve hayvanlar, masumiyetin sembolii olarak biiyiiklerin
diinyasini elestirmede giiglii bir etkiye sahiptir.

Fakirlik bir taraftan bireysel olarak zorlu yagamin miicadele edilmesi gereken parcasina diger taraftan
esitsizligin Oonemli gostergesine doniislirken bu etkilere bagli olarak ‘dislanma’ ve ‘dislama’ gercekligiyle
yiizlesme olanag1 sunar. Adaman ve Keyder’e gore fakirlik farkl ‘dislanma’ bicimleri ortaya ¢ikarir: Ornegin;
Ekonomik, mekansal ve politik diglanma. “Ekonomik dislanma, emek piyasasinda ve formel sektdrde is
bulamayan kisilerin karsilastigi dislanma bi¢imidir. Mekansal dislanma, kdyden kentsel alana go¢ edip genellikle
kentin gecekondu semtlerine yerlesen insanlar ve bu insanlarin yasadigi yerlerde kamu hizmetlerinin yetersizligi
ve bazen de kisinin yasadig1 semt nedeniyle hakir gériilmesiyle ortaya ¢ikmaktadir. Politik diglanma da genelde
ekonomik ve mekansal olarak diglanmaya ugrayan insanlarin politik katilim kanallarina da dahil olamamasiyla
goriiniir olmaktadir” (Adaman ve Keyder, 2006: 9-10). Nes’e Erdok’un resimleri incelendiginde fakir insanlarin
kamusal alan i¢inde yer alsalar da yalniz olduklar1 dikkat ¢eker. Dolayisiyla fakir insanlarin anlatildigi resimlerde
kompozisyonun iginde kendileri disinda farkli kesimlerden insanlar yoktur. Bu yalnizlik Erdok’un resimlerindeki
insanlarin kent yasaminin i¢inde yer aldiklari halde dislandiklarini géstermektedir. Sanat¢1 fakirlik temasini ele
aldig1 pek ¢ok resminde bu diglanma gergekligine de vurgu yapar. Ekonomik ve mekéansal agidan diglanmis
insanlar, kentin her kesimini bir araya getiren zemin olmasindan yararlansalar da herkesle esit diizlemde
olamamaktadir. Bu baglamda sanat¢inin mekansal diglanmay1 ele alma bi¢imindeki niians da anlamlidir. Farkli
smiflardan insanlarla ayn1 mekanda bulunmalarina ragmen fark edilmeyen insanlarin varligi, fakirligin yarattig
dramatik durumu da géstermektedir. Ornegin “Selpake1 Kiigiik Kiz” resminde kiiciik kiz tek basmadir ve ona bir
kedi ve aga¢ (dolayisiyla tabiat) eslik etmektedir. “Selpak¢t Oglan” resminde de avucunda satmak istedigi
mendilleri tutan ¢ocuk yalnizdir ve bu yalnizligina dahasi diglanmigligia giiciinii ellerinden alan belirsiz yiiz
ifadesi ve karanlik bakislart eslik etmektedir. “Duvar Dibi” resminde kosede birbirlerini gérmeden oturan ve
diislinceli goriinen iki insan da yalnizliklariyla bas basadir. Erdok’un anlattigi bu dislanma, zaman zaman “Niye”
resmindeki dilenci bir gocugun “niye” sorusunu sormasiyla gercekeiligin tonunu da sertlestirir.

T Fakirligin Nes’e Erdok’un resimlerinin dnemli temalarindan biri olmasinda ‘Arte Povera’ (Yoksul Sanat) hareketinin bir
etkisi oldugunu séylemek giictiir. Ciinkii 1967°de Italyan sanat tarihgi-elestirmeni Germano Celant, tarafindan ilk kez kullanilan
«Arte Povera» hareketinin temelinde kavramsal yaklagimlar s6z konusudur ve aslolan ¢op atiklari, kirik cam pargalari, islenmis
veya islenmemis metaller, toprak, su, komiir, ¢ali ¢irp1, aga¢ yapraklarini kisacast dogadan gelen her tiirlii maddeyi sanatin
malzemesine dontistiirmektir.
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Resim 10. Selpak¢1 Kiiciik Kiz, 1999, TUYB, 116x89 cm.

Resim 11. Selpak¢1 Oglan, 1999, TUYB, 100x80 cm. Resim 12. Duvar Dibi, 1993, 180X150 cm.
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Resim 13. Plastik Cicek Saticisi, 1982, TUYB, 200X 133 cm. Resim 14. istanbul Saticilar, 1980, TUYB.
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Sanatcinin alt tabakadan insanlar1 secerek dile getirdigi fakirlik temasi genellikle renklerin de bu temaya
uyum saglamasiyla pekisir. Sanatcinin tercih ettigi renkler cogunlukla monokrom bir diizlemde ilerler. Ozellikle
fakirlik temasi ¢evresinde iirettigi resimlerinde bu monokrom, renk paleti ve soguk renk tercihi dikkat ¢eker.
Ornegin “Plastik Cigek Saticis1” resminde gigeklerin plastik olusundaki yapaylik, saticimin fakirligi, dislanmislig
soguk renklerle biitiinlesir. “Istanbul Saticilar1” resminde saticilarin yiiz ifadeleri ile biitiinlesen soluk tonlar
yalnizca satilan nesnelerin varligiyla renklenir ki bu renklilik saticilarin umudunu da temsil ediyor bigiminde
yorumlanabilir. Benzer yorum “Ciklet¢i” resmi igin de yapilabilir.

Resim 15. Cikletci, 1980, TUYB, 180X100 cm.

Nes’e Erdok, “Saltanat Kayiklar” adini verdigi resimlerinde fakirliklerine eslik eden bedensel
engellilerin dramini tiim ¢iplakligiyla gozler oniine serer. “Bedensel engellilerin dramatik yasamlarina agilan bir
pencere olan Saltanat Kayiklari, onlarin yasam iginde itelendikleri en zor hayatlar1 ve konumlarini yansitir.
Yoksullugun agir ve ezici yoklugunun iginde betimlenen dilenciler, bedensel engellerinin zor yasamlariin
kesitleridir. Sandiklar ve el arabalari igine sikismus tedirgin edici bedenleriyle dilenciler, sakat arabalarina
oturtulmus saticilar, ¢iplak ve arindirilmis gergeklikleriyle Erdok resimlerine yansirlar” (Giray, 2018:78).

Resim 16. Saltanat (Dilenci), 1977, TUYB, 170x104 cm.
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“Cicek¢i Kadin ve Cocuklar1” resminde hakim olan kismen daha canli ve agik tonlar da ¢igeklerin
dogallig1 ve kompozisyonda ¢ocuklarin da yer almasi ile agiklanabilir. Bu resimde de yalniz ve dislanmis insanlar
vardir. Ancak resimdeki renklerin canliligi, ¢cocuklarin ve -dogalligin temsili olarak goriilebilecek- ¢igeklerin umut
verici giiciiyle biitlinlesir.

Resim 17. Cigek¢i Kadin ve Cocuklari, 2005, TUYB, 162x130 cm.

Nes’e Erdok, resimlerinde fakirlik temasini, bireysel ve toplumsal agidan esitsizligin goriiniir hali olarak
ele almis ve fakirligi bir elestiri aygiti olarak kullanmistir. Sanat¢inin resimlerinde fakirligi ele alma bigimi,
bireysel/toplumsal bir temanin resim sanatinin bir pargasina doniisme bi¢imini de 6rneklendirmektedir. Nes’e
Erdok fakirlik temasinin bireysel boyutunu sunan 6nemli eserlere imza atmistir. Saltanat ve Seyyar Satic1 serileri
bunlara 6rnek gosterilebilir.

Tartisma ve Sonu¢

Cumbhuriyet sonrasi Tiirk resmi, toplumsal degisimin estetik yansima alanlarindan biridir. ilk yillarindan
itibaren Cumbhuriyet’in kurmaya calistig1 yeni toplumsal diizenin takipgisi olmus ve biitiin degisim hamlelerini
ayrintilariyla yapitlara yansitmistir. Modern Tiirk resim sanatinin tarihsel seriiveninin ge¢ bagladigi gergegi goz
ontine alindiginda Cumhuriyet’ten sonraki siirecin hizli bir gelisim gosterdigi genel kabul gérmiis bir disiincedir.
Resim sanatinin bu siiregte toplumsal degisimle es zamanli bir ilerleme kaydettigi gozlenir. Ancak bu ilerleme
resim sanatinin yalnizca toplumsal boyutuyla gelisim gosterdigi anlamina gelmemelidir. Birey, bireyin duygulari,
insan gergekligi ve var olusu gibi unsurlar hi¢bir zaman goz ardi edilmemistir.

Fakirlik temasi, resim sanatinin toplumsal ve bireysel bir sorunsal olarak giindeminde olmustur. Bu
baglamda fakirlik temasinin resim sanatinda birey ve toplumu ilgilendiren ortak bir alan yarattig1 goriilmektedir.
Ozellikle 1950°li yillardan itibaren hizli bir gelisim evresine giren kentlesme olgusu birey ve topluma dair bazi
gercekliklerin de goriinlir olmasini saglamistir. Bu gercekliklerden biri de fakirliktir. Resim sanatt fakirlik
sorunsalini insani duygular1 agiga ¢ikaran bir gergeklik olarak anlatirken fakirligin kdy ve kentteki gortiniimleri
iizerinde durmustur. Boylece fakirligi hem insani boyutlari olan evrensel bir sorunsal hem de kendi toplumumuzun
sorunsali olarak gostermislerdir.

Neset Giinal, fakirligin kdydeki goriintimlerini gdsterirken kendi tecriibeleri de dahil pek ¢ok dinamigi
gdz Oniinde tutmustur. Bir kdy gercekligi olarak fakirlik, onun yasami, diinya goriisli, sanat anlayist ve
kompozisyonlart ile biitiinlesir.
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Nes’e Erdok, hocasinin kdylerde gordiigii ve bir sorunsal olarak giindemine aldig: fakirligi kentlerde de
izlemistir. Erdok’un resimlerinde fakirlige dair ayrintilar sinifsal ayrimi, esitsizligi, umut ve umutsuzluga dair
duygularin beslenmesini, diglanmigligt imler.

Neset Giinal ve Nes’e Erdok’un fakirlik temasini toplumsal ve bireysel bir gerg¢ekligin iki yiizii gibi ele
aldiklar1 sdylenebilir. Fakirligin mekansal baglam: Erdok ve Giinal’in resimlerinde anlamli bir biitlinliikle
gosterilmistir.
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