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ABSTRACT

UNDERSTANDING OF THE CENTER IN ART AND ANALYZING
BAKSI MUSEUM THROUGH THE SEARCH FOR THE CENTER
IN TODAY'S ART

This thesis is based on the understanding of center in art; it examines the
displacement of the dominant forces of art along with economic, political or social
changes and the reasons for this change. By examining this change from the
Renaissance period to the present day, by tracing the similarities and contrasts in the
past and present, through the conditions that led to the formation of these centers,
their artistic production and consumption between these periods and today, the
circulation of artistic productions in the world, museology, and collections, we answer
the question of whether we can talk about a center today. It aims to search and adapt
these central searches to today and to shed light on the transformations taking place in
the art world. It aims to make an analysis by examining where artistic production and
consumption has shifted in the world, through the phenomena of globalization and the
formation of alternative centers of the West, with the breaking of the Western focus

since the 80s.

After examining these center changes, we compare the Baksi Museum, which
presents itself with a different stance, unlike the models existing in the center, by
establishing a relationship with capital or the city in the global art environment where
different center definitions are formed and the center is displaced, and reveals its
special situation by comparing it with known museology models to put; using
keywords such as periphery, production, migration, alienation, cultural democracy,

employment, the museum's new definition of center-periphery is tried to be defined.

Keywords: Art, Bakst Museum, Center, Museology, Periphery.



OZET

SANATTA MERKEZ ANLAYISI VE GUNUMUZ SANATINDA MERKEZ
ARAYISI UZERINDEN BAKSI MUZESI’NIN INCELENMESI

Bu tez, sanatta merkez anlayisi tizerinden; sanatin egemen guclerinin, ekonomik,
siyasi veya toplumsal degisimlerle birlikte yer degistirmesi ve bu degisimin
sebeplerini inceliyor. Bu degisimi Ronesans doneminden ginimize olan sirecte
inceleyerek, bu merkezlerin olusumunu saglayan kosullar ve bu donemler ile
gunimuizdeki sanatsal Gretimleri ve tiketimleri, sanatsal Uretimlerin diinyadaki
dolasimlari, miizecilik, koleksiyon gibi olgular iizerinden ge¢mis ve giliniimiizdeki
benzerlik ve zitliklarin izini siirerek giiniimiizde bir merkezden bahsedebilir miyiz
sorusuna yanit aramay1 ve bu merkez arayislarinin giiniimiize uyarlanmasi ve sanat
diinyasinda yasanan doniisiimleri aydinlatmayi amacliyor. 80’lerdan itibaren Bati
odaginin kirilmastyla globallesme olgulari ve Bati’nin alternatif merkezleri olusumu
iizerinden diinyada sanatsal iiretim ve tiiketimin nerelere kaydigini inceleyerek bir

analiz yapmay1 hedefliyor.

Bu merkez degisimlerini inceledikten sonra, farklt merkez tanimlarinin olustugu ve
merkezin yer degistirdigi kiiresel sanat ortaminda sermaye ya da kent ile iliski kurarak
merkezde var olan modellere benzemeyen, farkli bir durusla kendini ortaya koyan
Baks1 Miizesi’ni bilinen miizecilik modelleriyle kiyaslayarak, var olan 6zel durumunu
ortaya koymaya; periferi, iiretim, go¢, yabancilagsma, kiiltiirel demokrasi, istihdam
gibi anahtar kelimeleri kullanan mtzenin, merkez-periferiye getirdigi yeni tanimi

tanimlanmaya calisiliyor.

Anahtar Sozciikler: Baks: Muzesi, Merkez, Mizecilik, Periferi, Sanat.
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1. INTRODUCTION

Art; with the political, social, sociological and economic changes, from ancient
times to the present day, it was first under the rule of religion and then the aristocracy,
but in the 20th century, it came under the auspices of capitalism and market
conditions began to dominate art. In this direction; The displacement of the dominant
power of art along with economic, political or social changes and the reasons for this

change are examined in this thesis.

In the first part, the development of art and the search for a center, especially in
Italy, with the understanding of the Renaissance, in the second part, Paris is
mentioned as the center of art along with modernism, in the third part, we will trace
the art that came under US domination after World War |1, and the momentum gained
by today's art and the position of art, It will be tried to be explained by establishing a
connection with past periods.

In the fourth chapter, while trying to find an answer to the question of whether we
can talk about the existence of a center of art today, it will be examined where the
centers of art have shifted in the world, taking into account artistic production and

consumption.

In the last part of thesis, after touching on the center-periphery relations in politics
and art in Turkey; Baks1t Museum will be discussed as an observation of the reflection
of the cultural policies of the Republican period, which can contribute to eliminating
the disconnection between the periphery and the center by being located in the
periphery, trying to close the distance between the center and the center by moving art
to the periphery, thus aiming to popularize culture in the periphery.



2. THE SEARCH AND FORMATION OF THE CENTER IN ART DURING
THE RENAISSANCE PERIOD

Renaissance, a French word meaning rebirth, is the expression of the rise of
Europe, which remained in the darkness of the Middle Ages, in the field of science
and art, starting in Italy in the 15th and 16th centuries. The bourgeois class, which
began to develop during the Renaissance, destroyed the scholastic thought of the
Middle Ages and laid the foundations of the Enlightenment philosophy, which formed

the basis of the French Revolution.

The Western world experienced the Age of Enlightenment in a period marked by
the transition from the darkness of the Middle Ages to the Renaissance, the
Reformation and the age of reason. For this reason, just as we cannot understand the
Renaissance thought structure without knowing the ancient philosophy, it is necessary
to understand the basis of the Renaissance thought structure in order to understand the
Age of Enlightenment.

In order to understand this transformation, in this section, the development of art
with the Renaissance, the formation of the bourgeois class, the reforms in social life,
politics, economy and religion will be examined and how ltaly, in particular, became

the center of art in this period will be investigated.

2.1 The Concept of Renaissance and the Changes It Created in Society, Politics,
Economy and Art

The rediscovery of ancient texts, the development of science, and the emergence of
a European culture in general are the cultural reasons that prepared the Renaissance.
If we look at the Renaissance as a transition between the Middle Ages and the
Modern Age, this transition is a willing and courageous transition towards the new.
One of the characteristics of Renaissance philosophy is its humanism. It is humanism
that searches for "man™ and investigates the essence of man and his place in this
world. Humanism refers to the development of man's creative powers, their liberation

and advancement in all aspects. The philosophy of searching for the new in man's



inner world has brought a new religion, a new understanding of law and state, as well

as the search for a new person.

The new understanding of religion also found expression in the 'Reformation’. The
Reformation is one of the greatest events of the Renaissance, as well as the rebirth of
ancient philosophical traditions. With the reactions against the medieval church and
the philosophy of the church, scholastic thought, he wants to bring a new church and
tries to re-establish the Christian beliefs, which were corrupted and changed by the
medieval church, in their original form. He takes the thoughts of ancient thinkers from
their source and tries to purify them from medieval adjuncts. Religious tolerance is
also an innovation faced by Europe trying to escape the darkness of the Middle Ages.
Thus, the concept of secularism began to take shape during the Renaissance together
with the concept of religious tolerance. We can reach religious tolerance from
Thomas More's (1478-1535) work 'Utopia’ (More, 2014, p.124).

We can also find the roots of today's democratic state idea in the Renaissance. The
thinkers who put forward this understanding of the state in the Renaissance were
called "Monarchomack”. They did not want a single person to be dominant
(monarch), but their starting point was questioning the "place and authority of the
head of state”. Johannes Althusius (1557-1638), one of the German Monarchmacks,
asserted the supremacy of the people and created the idea of 'popular sovereignty'.
‘Sovereignty is held only in the hands of the people. The state was born from a
contract, therefore sovereignty is the right of those who founded the state, that is, the

people.’

According to Hauser (2022, p.40), with the advent of the Renaissance (we are
talking about the change in Europe), "modern society” embarks on a historical
journey that gradually integrates in an unprecedented way. Whatever the post-
Renaissance styles in art (Baroque, Rococo, Neoclassicism, Naturalism,
Impressionism), they are complex symbols of the integrated economy, social, political
and intellectual development in question. The key point of this process is the
development and spread of mercantilist capitalism in Europe, its completion
geographically, and the emergence of class struggle in its modern form. This range of

styles in art is accompanied by the "rise of the middle classes™ in Europe. According



to Hauser, stylistic formation and stylistic transformation are processes that highlight
important moments in the development of modern Western capitalist society.
Although religious themes continued to dominate culture until the Neoclassicism of
the French Revolution, Western art gradually gained a secular, naturalistic and
methodologically experimental appearance between 1500 and 1850. In a way, they
are a part of the emergence of the modern capitalist, democratic and industrial
Western society (Hauser, 2021, p.40-42).

Hauser directly connects the development of social organization in Renaissance
and post-Renaissance Europe to the present day. He believes that the roots of ‘'modern’
Western society lie in two key achievements of the Renaissance: the development and
spread of mercantilist capitalism across Europe, and with it the secularization of
knowledge and, ultimately, urban culture that developed from European nation-states
at the end of the 19th century.

Hauser's account of the Renaissance includes information and discussion of three
closely related features in historical sociology: 1. The development and diversification
of audiences. 2. The emergence of groups that shaped various specialist knowledge
out of this, and 3. The practice of direct commissioning associated with the church
and major patrons such as the Florentine Medicis was gradually replaced by the

growth of the 'free' market in art production and consumption.

Art collecting and connoisseurship developed alongside the market for selling
paintings, drawings and prints, embodied in figures such as Giovanni Rucellai, the
Medicis and Giovanni Battista della Palla, Florence's first fine art dealer - although
systematic art dealing only began in the 16th century. If we trace the diversification
and professionalization of various art specialists in both Italy and Northern Europe
during the 16th and 17th centuries, their continuation is linked to the emergence and
influence of art schools and later academies opened to educate and train artists and, at
the same time, to facilitate the exhibition of their works. It can be said that it is. The
importance of art as a form of state propaganda witnessed the emergence of nation-
states, which centralized the areas of economic, political and cultural power that had
hitherto been controlled by different “city-states” by integrating them into a
homogeneous structure. King Louis XIV Like Louis XIV and his first Minister



Colbert, a political state interest in art develops. Directors appointed at the French
Academy, founded in 1648, were instructed to transform art into a state
administration, and the art style known as Classicism was seen as the most
appropriate way to show the magnificence of the state and the magnificence of the

king's power (Hauser, 2021, p. 53).

The audience of the Renaissance consists of the urban middle class and the palace
circle living in mansions. Most artistic commissions placed by the middle class
consisted primarily of gifts donated to churches and monasteries. However, by the
mid-15th century, more works for secular and private purposes began to be
commissioned. From that period onwards, the palaces of princes as well as the homes
of wealthy middle-class citizens were decorated with paintings and sculptures. In all
this artistic activity, concern for prestige and standing out among others plays a major
role (Hauser, 2021, p.101). Elite families such as the Strozzi, Quaratesi, and Rucellai
were more interested in their own palaces than in their family chapels. For example,
Giovanni Ruccellai comes from an aristocratic family that made its fortune in the
wool industry, and he is from the generation that began to withdraw from business life
during the rule of Lorenzo Medici and devote themselves to the pleasures of life. He
says that what gives him the greatest satisfaction are the religious institutions he
patronizes. Because these contribute to the glory of the city as well as to the glory of
God. But Giovanni Rucellai is not only a fundraiser, he is also a collector. The
evolution of art connoisseurs from foundation founders to collectors can best be
followed through the Medicis (Hauser, 2021, p.101). Cosimo de Medici is the person
who built the churches of San Marco, Santa Croce and Badia in Fiosole; His son Piero
is a systematic collector and Lorenzo de Medici is just a collector (Parks, 2006, p.25-
28). The collector and the artist who does not work for the client are historically
related. They emerged simultaneously in the Renaissance and existed side by side.
However, this change does not occur suddenly, it spreads over a long period of time.
Early Renaissance art was still commission-based. The market is determined by

demand, not supply (Wackernagel, 1938, p.9).



2.2 Economy (Capital)-Art Interaction in the Renaissance Period

With the development of trade and thus cities, merchants who became rich and
were called bourgeoisie had churches built for themselves and gave the city a new
appearance in line with their needs. Art found an environment in which it could
develop rapidly in Italian cities, which had established their political and social
organization on solid foundations and reached a certain level of economic prosperity.
The fact that people from wealthy art patron families such as the Medicis rose to the
papacy is one of the factors that led to the Vatican, that is, the city of Rome,
becoming an important art center. Each Pope commissioned many religious works
from the most important artists of his period. Names such as Botticelli, Michelangelo
and Raffaello worked for the Popes and made portraits, tomb monuments and
churches for them. Art, which was patronized to glorify God, glorified the Medici's
own sovereignty during this period. A new financial power, a new philosophy whose
center was human, and a new history whose past was antiquity supported each other.
Machiavelli dedicated his book The Prince, which inaugurated modern political
theory, to Lorenzo the Magnificent, and Galileo named the four moons of Jupiter he
discovered Medici. Palazzo Medici, which was an indicator of these developments,

brought all of Europe here and placed Florence at the center of the culture of the time.

The prerequisite for Medici philanthropy was the wealth of the Medici Bank, the
foundations of which were laid by Giovanni di Bicci and which lived its best years
with Cosimo de' Medici. Although Medici art patronage was nourished by the returns
of the bank’s international activities, personal relationships undoubtedly played a
large role in both investments in art and economic initiatives. Just as the economic
and friendly relations of the Medicis with the popes or the ruling centers of Tuscany
affected the bank's earnings, the family's direct relationship with the artists directly
affected the quality of the artistic product produced. Here, the word patronage should
not be understood only as an influential individual giving work to any artist for a
certain fee. In 15th century Florence, the Medici were not content with
commissioning artists; He discovered them, exchanged ideas with them, determined
the content of the work and even intervened in its execution, and perhaps most
importantly, it enabled the artist to establish a career, enter different cultural

environments and receive other orders (Parks, 2006, p.42-61).



2.3 The Golden Age of the Netherlands In the 17th Century

The formation of the art market in the Netherlands, which experienced its Golden
Age in the seventeenth century, will be examined in this section in terms of its
development in the fields of trade and art. In the years following the Eighty Years'
War against Spain (1568-1648), at a time when the power structure in Europe was
completely changing, the Netherlands emerged as a leading world power and
merchant nation. (North, 2014, p. 11).

The economic and political center of the modern world has moved from the
Mediterranean to the North Sea and the Atlantic. In this period, known as the Golden
Age, we will try to touch upon the developments in the economic, social and artistic
fields of the Netherlands and the interaction between them. The 17th century is the
"golden age" of the Netherlands. The word 'Netherlands' to be mentioned here covers

roughly, but not all, today's Netherlands, Belgium and Luxembourg.

It has no natural resources, but it becomes a world-wide trading giant. Its
population of only two million bears the characteristics of an urban society. They fill
their homes and public spaces such as guild buildings with paintings. An art market is
organized to meet this demand. In a place with a population of two million, seventy
thousand paintings are sold annually. There were seven hundred and fifty artists in the
1600s. In other words, there was one artist for two thousand six hundred people. The
art market was replacing the patronage of the church and the palace, whose authority
was already weak due to the people's acceptance of Protestantism. And this market
was starting to spawn collectors. The involvement of collectors heralded the artist's
release from the commission. The imposition of standards, ordinary subjects, and
materials was gradually coming to an end. According to Arnold Hauser, freedom

from order was one of the most important conditions for autonomy.

As Michael North (2014) mentions in his book researching art and commerce in
the Dutch Golden Age; In the 17th century, the Netherlands was a country where
everything was defined “with the word en”: 70,000 paintings were made and 110,000
pieces of fabric were woven annually (North, 2014, p. 11). The Dutch were the most

urbanized society in Europe and the country had the highest literacy rate; The number



of people with works of art in their homes was much higher than average. Seventy
thousand paintings were sold annually in a population of two million. Different

religious beliefs were tolerated.

2.3.1 Dutch painting

Georg Wilhelm Friedrich Hegel (1955), one of the first people to examine the
history of 17th century Dutch painting, said the following in his work titled Aesthetics
‘Lessons on the Fine Arts": The Dutch changed their faith and became Protestants, and
defeated the despotic Church and Crown of Spain. The political landscape of the
Netherlands was not determined by an aristocracy that had defeated the prince and the
tyrant and forced them to submit to the law. Likewise, the people did not consist of
oppressed peasants and farmers. Except for the soldiers and sailors fighting on land,
everyone who lived here was urban, urban people. They were 'burghers’, members of
the simple middle class who were engaged in trade and were not fond of ostentation
despite their wealthy and comfortable lifestyle (Hegel, 1955). On the one hand, Hegel
directly linked the painter's art to nature and used the concept of "reality” to describe
his painting as a mirror to reality. On the other hand, he was the first person to attempt
to identify and interpret from an artistic and sociological perspective the social
conditions that influenced the development of Dutch painting. He contrasted the
Catholic culture of the aristocracy very sharply with the secular nature of the key
elements that explain the uniqueness of Dutch painting (Dutch agriculture, Dutch
warfare against the sea, fishermen, sailors, merchants, a dominant middle class, and
the Calvinist religion) (Demetz, 1963).

The study of art with a sociological approach is a method born in the 20th century
and for a very long time it was almost exclusively interested in the Italian
Renaissance. Since the study of Renaissance art using the sociological framework
influences the reception of Dutch painting, let us also consider how Renaissance

painting is interpreted.

There are three different approaches to the sociological study of art: macro-
sociological, micro-sociological and economic approaches. Macro-sociologists

examine the development of European society and, in doing so, place some



phenomena in art (for example, the Italian Renaissance) in this context. In contrast,
the basic premise of the micro-sociological approach is “the changing material
conditions that enabled the commissioning and creation of art in the past” (Gombrich,
2006). These material conditions include, among many other things, the painter's
education, guild organization, and the relationship between painter and client. Finally,
the area of interest of the economic approach is to investigate the links between the art

produced in a certain period of history and the economy of that period.

The first example of interpreting art history from a macro-sociological perspective
is Alfred von Martin's book Sozieologie der Renaissance, published in 1932.
According to Martin, the Renaissance was a "middle-class revolution™: rational
middle-class merchants overthrew the social position of the aristocracy and the
clergy, thus enabling a rational worldview to come to the fore. Frederick Antal's book
Florentine Painting and its Social Background, published shortly thereafter, was even
more influential in the interpretation of the Renaissance (Antal, 1947). While Antal
pointed out that there were two different groups within the upper middle class that
bought paintings in Florence in the 15th century, he benefited from Florentine
painters Gentile de Fabriano and Massaccio. While those who wanted to move up the
class commissioned works by the innovative Massaccio, the vast conservative
majority of the upper middle class preferred Fabriano's more traditional paintings. For
this reason, according to Antal, “most important or minor artists were busy meeting
the expectations and preferences of social classes rather than developing their art
(Esch, 1981, as cited in North, 2014).

Arnold Hauser, who followed in Antal's footsteps, generally used the macro-
sociological approach when examining art history. In Hauser's work The Social
History of Art', he believed that the important developments in modern art were
explained by aristocracy and middle-class societies. According to Hauser, when the
Dutch Republic is considered in the history of art, there is no other period in which
analyzing the developments from a sociological perspective has yielded such fruitful
results, because here two fundamentally separate movements, such as the Flemish
Baroque and the Dutch Baroque, are geographically very close to each other. It
emerged in nearby places, at almost the same time, under similar external conditions.

While in the South, foreign rule led to the dominance of court culture over urban
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middle-class culture, in the North, the victory of national independence meant the
preservation of bourgeois culture. While the feudal structure in Flanders required
'heroization’, the tendency of the bourgeoisie was towards 'realism and physicality'.
As cited by North (2014), the term realism was thought to be of vital importance
when trying to explain the relationship between art and capitalism in the Dutch
Republic. He drew a path from Calvinism to capitalism, using Max Weber's work
called 'Protestant Ethics and the Spirit of Capitalism' as his starting point. He tried to
explain the external causes of specific stylistic developments using the thesis that
creativity arises from certain conditions. For example, in the case of the Netherlands,
external causes were “the accumulation of capital in the hands of a new and large
stratum of merchants and/or small capitalists and the influence these strata had on the
art of their world” (North, 2014, pp. 25-26). This realistic art expressed the deepest
soul of a newly wealthy class. Peter Burke (1972), in his work Culture and Society in
Renaissance Italy 1420-1540, showed how productive it could be to establish a
connection between macro-sociological thinking and micro-sociological analysis
(Burke, 1972).

While examining the social origins of artists, their education, social position, and
the relationships they established with their customers and patrons, he also analyzed
the iconography of taste, the function of works of art and the picture of the world they
presented. While examining the bond between the bourgeoisie and realism in the
Renaissance, Burke says that urban craftsmen and merchants made important
contributions to culture. Craftsmen were important because artists generally came
from this circle, while merchants' importance (especially if they were on the point of

becoming nobles) was because they were often quick to patronize new arts.

Let us return to examine how art and commerce influenced each other, so that it
was possible for both Dutch commerce and Dutch art to experience a Golden Age in
the 17th century.

2.3.2 The relationship between the Dutch economy and art

How could a country with a population of less than two million and almost no

natural resources become a leading economic power and a world power? Observers of
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the age listed many reasons. Daniel Defoe wrote in his treatise ‘A Plan of the English
Commerce' in 1728: The Dutch are the transporters of the world and play the role of
intermediaries in trade; They are the brokers and brokers of Europe, they buy for
resale, they take in and send out, the largest part of their very extensive trade consists
of buying materials from all over the world to be given back to the whole world.
England's ambassadors to the Netherlands, William Temple and George Downing,
also tried to explain the reasons behind the country's success. Temple attributed this
success to the country's high population density. He attributed the real source and
basis of all this trade to the fact that those who had nothing were forced to work in
industry (North, 2014).

In the 17th century, agriculture and fishing were the main sectors of the economy.
New products and new agricultural techniques increased the production level to meet
market demands. Another area that showed how agriculture was modernized was
horticulture. In the 16th century, vegetables and fruit were found only in the gardens
of the upper classes. At the beginning of the 17th century, after gardening was
accepted as an agricultural sector, the situation changed and in some villages,

vegetables and fruits were grown entirely.

How important is Dutch agriculture to the country's overall economic development?
As a rule, when deciding on the state of agriculture in a country, one looks at its
capacity to feed the growing segment of its population, especially those who are not
engaged in farming, i.e. does it help or hinder the growth of the non-agricultural
sectors of the economy? The Netherlands imported grain, so the increase in
agriculture only met some of the population's needs. Apart from providing raw
materials for industry, agriculture seems to have indirectly affected economic
development, but this does not indicate that agriculture was done at low intensity. As
a result of specialization in various agricultural sectors, 30 percent of the population
of the entire country and 20 percent in the province of Holland worked in agriculture.
Dutch industry and commerce were able to develop because they were based on the
income provided by productive agriculture and because their form of organization
was more modern than in other countries. In addition, the economy was encouraged to

develop to meet the demands of agricultural workers, as wealthy peasants demanded
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industrial goods and luxury and imported goods such as furniture, watches, jewelry,

tableware, and paintings.

Dutch industry being a leader in Europe; This can be explained by factors such as
technological superiority and intensive use of energy resources such as wind power,
and the availability of sufficient labor force and investment capital. By the end of the
17th century, another sector, the service sector, had become the most important sector
and its employees had the highest income level (Zanden, J., L. von, 1987, p.605).

This sector consisted of shipping, trade and finance. The cooperation between these
sectors ensured the Netherlands' superiority in world trade, and Amsterdam became
the depot of commercial goods from all corners of the world. After 1670, there was a
decline in industry, but although there was a stagnation in the performance of the
Dutch economy, the performance level remained at a high level with the contribution
of the finance and trade sectors and there was no serious decline. This situation
explains why per capita income in the Netherlands was not affected by these
developments and even increased slightly (North, 2014, p.64).

2.3.3 The relationship between Dutch society and art

Dutch society in the 17th century was unigue in early modern Europe. Political and
social life was not dominated by the aristocracy, the church or a king, but by the
ruling class and the urban upper class, that is, the burghers or bourgeoisie. For
example, in France, this class could only come to power with the French Revolution.
However, the Dutch middle class was already in power in smaller and medium-sized
cities. This wealthy middle class, together with the wealthy peasants, significantly
stimulated the economic, social and artistic development of the country. In addition to
forming a pool of well-educated, influential people, they represented a growing
market for creativity, arts and commerce both at home and abroad. At the same time,
their readiness to spend money like the upper classes resulted in a socially appreciated

economic development in the Netherlands.
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Uprisings like the peasant uprisings that occurred in France and Central Europe
never occurred in the Netherlands; the only reason for the uprisings was bread prices

and taxes.

2.3.4 The developing art market in Netherlands

As we examine the Dutch economy, society and painting, two phenomena come to
the fore again and again: commercialization and innovations. These two were the
characteristics that gave the Netherlands its unique characteristics and defined Dutch

society in early modern Europe.

First, let's look at commercialization, which encompasses agriculture and art
production as well as social relations. As a result of the gradual relaxation of the rules
valid in a privilege-based society, feudal relations began to disappear in cities and
villages, and more democratic, market-based relations began to define the social
status of urban and rural people. This meant that agriculture and peasant workers were
no longer constrained by the feudal means of production, meaning that the lords of the
estate could no longer take the lion's share of the farmer's production. Urbanization
resulted in agricultural production being controlled solely by the laws of supply and
demand. A person's ability to work became a marketable commodity that he could sell
anywhere in the country. In the cities, the different status of the upper classes was no

longer important, because income and wealth determined people's status.

Market forces had at least as much impact on artistic production as agricultural
production and social relations. Paintings were marketable commodities competing
with each other for the buyer's attention; The prerequisite for this development was
the weakening or complete disappearance of the traditional patron-artist relationship
that dominated the art world, thus a corporatist obstacle controlling how many
paintings would be produced was removed. Thus, although the guild of St. Luke
continued to decide how painters were trained, how they entered auctions, and how
they sold their paintings, the guilds were no longer in a position to restrict the
production or import of art in the long term.
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Another phenomenon that left its mark on many fields, especially the commercial
world, was innovation. Whichever field is examined, thanks to the innovations in the
production, processing and marketing processes in all of them, the Netherlands has
become able to sell mass-produced or luxury goods at low prices in both the domestic
and foreign markets. This situation gave the Netherlands commercial advantages both
within and outside the country, and as a result, luxury goods became goods that could

be used daily.

Art was also part of this climate of innovation. However, although art, economy
and society in general clearly show parallel developments in terms of
commercialization and innovation, it is difficult to classify the direct impact of
economy and society on art. What is interesting here is the connection between
economic growth, increased prosperity and private demand for art. In the Netherlands,
the middle classes also demanded works of art, which was the first in European
history; This situation resulted in both the diversification and spread of art and the
production of many and very high quality products. The prerequisite for this increase
in demand, which included not only works of art but also all kinds of household
goods, was, of course, the increase in the wealth of the buyers, and it is not difficult to
establish the connection between this and the economic growth of the Netherlands.
Despite the stagnation of the Dutch economy, private individuals maintained their
level of prosperity until the end of the 17th century: even at the same time, per capita
income in the Netherlands - the highest in Europe - continued to increase. The
connection between economic revival and increasing wealth and the expansion of
demand for works of art, and this demand determining the trends in the market, is
clearly seen (North, 2014).

When trying to define what made Dutch painting unique in the 17th century,
comparisons with the Italian Renaissance are inevitable. In fact, studies of the Italian
Renaissance have greatly influenced the way 17th-century Dutch art is interpreted. In
the 15th and 16th centuries, Italy witnessed the beginnings of many events that would
complete their development in the Netherlands 100-150 years later. For example, in
the 15th century in Northern Italy, buyers began to purchase paintings as finished
products and merchants began to specialize in art dealing (Burke, 1972: cited in North

2014, p. 186). Although almost all of the customers of these merchants were nobles of
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Renaissance palaces, it is known that the paintings were also exhibited at fairs.
However, patronage and commissions for works of art continued to be the dominant
phenomena of the market, because a wider demand for works of art had not arisen.
Therefore, throughout the Renaissance, there were patrons and patrons who supported

artistic developments in Italy.

The number of surviving paintings cannot represent the works produced and
collected in the Renaissance, but it is obvious that the aesthetic function in the works
became increasingly prominent. This change in the function of art first reached full
maturity in the Calvinist Netherlands. While the rate of paintings on non-religious
subjects was 65 percent at the beginning of the 17th century, this rate reached 90 by
the end of the century. Competition and innovation were also closely intertwined in
17th-century Dutch painting. However, unlike the Renaissance, Dutch painters were
not supported by a few wealthy patrons, but relied on a wider clientele. The
innovations only stopped when the market became saturated with contemporary
painting and the new rich began to demand old masters and even Italian paintings.
This resulted in a decrease in the exchange of ideas between art centers and the social
mobility of artists. Artistic production stagnated mostly in small cities, but the people
continued to benefit from the economic, social and cultural achievements of the
Golden Age for a long time (North, 2014, p. 188).
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3. THE CENTER OF MODERNISM AND ART IN THE NINETEENTH
CENTURY: PARIS

France seems to be a country where artists have lived since the mid-19th century
and where the foundations of modern art movements were laid. As reactions to
traditional art and academia increased and the rules of classical painting were broken,
Paris became the center where the heart of art beats, like Florence in the 15th century
and Rome in the 16th century. Just as the 18th century made a revolution in the
understanding of politics and law, the 19th century also made the same revolution in
the understanding of science. In the second half of the 19th century, Paris became the
administrative center of plastic arts. (Rosenberg, 1940). In this section, the conditions
that made Paris the center, its status as the center for such a long time, and the

formation of the developing concepts of collection and museology will be discussed.

3.1 Socio-Cultural Structure in Europe in the 18th Century

As a result of major state bankruptcies, the rich middle class of the Renaissance
period (Hauser, 2006, p. 11) lost its wealth, and this class rose again even in the
golden age of mercantilism and absolutism, when kings and the state were doing big
business. He couldn't get up. However, when the policy of mercantilism, which was
implemented throughout Europe in the eighteenth century, was abandoned and the
'laissez-faire' principle became valid, the middle class was able to recover with the
economic principles it applied, and although the merchants and industrialists made
great profits from the commercial life in which the nobles did not participate, middle-
class capitalism was first introduced during the Regency period and It started in the
period that followed. The Regency period was a very productive period for the middle
class. XVI. During the reign of Louis XIV, the bourgeoisie of the ancien regime had
reached the peak of its intellectual and economic development. Apart from high
positions in the army, church and palace, this class took over key points of society
such as trade, industry, banking, tax farming, land management, freelance
professions, literature and journalism. Commercial activities developed in an
unprecedented way, industry grew, banks multiplied, large amounts of money came
into the hands of business owners and speculators, and the need for various items

increased.
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The French middle class of the 18th century was far from being a homogeneous
class, just like the middle class of the 15th and 16th centuries. There was a conflict
between various economic interests. Although it was claimed that the bourgeois
revolution and the fight for liberalism were the same kind of movements, in reality the
middle class was united behind a front against the aristocrats, peasants and the
working class, and was divided into sections: those with privileges and those without.
All the middle class wanted was the establishment of political democracy. But when
the revolution took economic equality seriously, it abandoned its middle-class
supporters. Thus society was full of contradictions and tensions. The kingdom
sometimes had to represent the interests of the bourgeoisie and sometimes the
interests of the nobility, but in the end, both of them turned against it.

During the Regency period, intellectual activity was of extraordinary vitality. In
this period, not only were the previous periods criticized, but with the developing
creativity, questions that would occupy the whole century were also generated. The
collapse of the grand and ceremonial style in art and the loosening of discipline and
religious ties went hand in hand with autonomous personal behavior (Hauser, 2006).
First, academic doctrine was opposed, such as the interpretations of the political
theories of the period on absolute monarchy or sovereignty, which held that it was a
God-imposed principle that the classical ideal in art would last forever. Art becomes
more accessible, more humane, more humble; It expressed the beauty and
pleasantness of life instead of sublimity and strength, and aimed to fascinate and
please rather than influence and crush.

3.2 Nation-State Building of France

Nation-building lies behind the process that made French art and its center Paris the
model and center of Western art for at least two hundred and fifty years. Nation-state
is the centralized and dominant organization of political power. Sovereignty means
that the system is self-sustaining, self-governing and independent from other nation-
state systems. The nation-state represents a type of power over which there is no other

power established by human hands.
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A nation-state is a power whose sole center is itself. In its relations with other
nation-states, it acts as a person among persons. France has always been a
paradigmatic example of cultural and artistic modernity; One of the first examples of
nation and nation-state building processes undoubtedly took place here. The most
important model of relationship between art and politics in the 19th century was

nation-building, but the seeds of this model lay in 17th-century proprietaryism.

The French Academy of Fine Arts was the first modern institution to represent a
nation-state's control over art. There are many reasons that were effective in the
emergence of this institution, but the most important one was the skepticism created
in the culture by the chaos created by religious wars and civil wars (Kreft, 2016, p.
23).

In line with this model of relationship between art and politics, the nation-state
developed the most civilized aspects of art by imposing strict rules in French art that
made everything that belonged to the nation and the state clearly visible and removed
everything familiar to the ordinary, non-elite masses. A strict organization with
appointed judges and rigid rules prevailed in the arts. The aim was to show the power
of the state in art, thus creating a national ideal that would represent the power of the
state and prove the excellence of French art. These efforts were behind the process
that made French art and its center, Paris, the model and center of Western art for at
least two hundred and fifty years (Kreft, 2016, p. 21).

3.2.1 Art environment after the French Revolution

The French Revolution of 1789, which started as a social movement, was adopted
in Europe and the Western world and became a historical transformation for
humanity, becoming a turning point in the field of literature and art as well as in the
political field. The libertarian and egalitarian mentality of the French Revolution
caused the source of legitimacy to change hands, making the nation the only source of
sovereignty; The ideas of equality, freedom and justice have spread to other
multinational, multicultural, multi-ethnic states and empires (Alici, 2017, p. 2977-
2998).
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The phenomenon that left its mark on the Great French Revolution period also
changed the living and working conditions of artists. Academies and exhibitions,
critics and art experts have made great efforts to distinguish between art and painting
as a product of craft, or buildings made as art or craft. Because, with the Industrial
Revolution, as manual labor was replaced by mechanical production and workshops
were replaced by factories, all traditions of quality craftsmanship began to disappear
one by one (Gombrich, 2006, p. 500).

France is an important country where artists have lived since the mid-19th century
and where the foundations of modern art movements were laid. As reactions to
traditional art and academia increased and the rules of classical painting were broken,
Paris became the center where the heart of art beats, like Florence in the 15th century

and Rome in the 16th century.

The second half of the 19th century was a period in which the understanding of
painting fundamentally changed, first in France and then throughout the world. From
this period on, painting ceased to be an easel painting, an ornamental art that helped
architecture, such as decorating the halls and hanging the portraits of family elders on
the walls, at the disposal of the rich, and gained the value of being an independent art
that focused on itself, had its own problems and tried to solve them with its own

means.

All these lasted for about sixty years, and thus the era we call contemporary art,
that is, a second Renaissance, was born. Of course, these changes do not occur
