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Abstract: Although poverty has been repeatedly addressed throughout art history, it does not appear in the
same way in every period and in every work. In some works, harsh social conditions, material deprivation, and
inequality are clearly felt, while in other examples, they appear within a more calm, more poetic, and more
organised visual language. This second tendency is considered here around the concept of "romanticised
poverty." The transformation of material poverty through certain aesthetic tools is not new in art history. The
balance of composition, soft lighting, pastoral settings, quiet atmospheres, or dignified and calm figures are
among the main visual strategies that soften the harshness of poverty. In such cases, what the viewer encounters
is not just poverty; it is also an image constructed within a specific emotional order. Poverty can begin to be
perceived more as an intellectual or emotional impression rather than a societal fracture through this path. This
article discusses how this transformation works. From painting to photography, and from various art practices
carrying social sensitivity to contemporary examples, the article examines how poverty is poetically rendered,
dignified, or made emotionally easily adoptable through aesthetic arrangements. What is particularly
noteworthy here is that aesthetic preference is not merely a formal issue. Visual representation also determines
what the viewer sees, how they see it, what they approach, and where they maintain distance. Therefore,
presenting poverty within a specific aesthetic framework directly affects its political meaning. Pain and
deprivation are sometimes experienced not as direct social issues, but as a visually arranged and emotionally
processed scene. However, not all artistic practices maintain this tendency to soften. Some artists, on the
contrary, try to bring the viewer out of a comfortable viewing space by making rupture, fracture, discomfort,
and structural violence visible. In such examples, the aim is not to facilitate empathy but to recall the political
weight of the represented reality. Thus, poverty is opened up to be thought of not merely as a theme, but as a
field of representation constructed both aesthetically and ideologically. As a result, the study highlights the
dual nature of aesthetic form, which can both soften and more harshly reveal social reality, while discussing
how poverty is made visible within art. The romanticisation of poverty also finds meaning precisely in this
tense space.
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Oz: Yoksulluk, sanat tarihi boyunca tekrar tekrar ele alinmis bir konu olmasina ragmen, her dénemde ve her
yapit icinde ayni1 bicimde goriinmez. Kimi eserlerde sert toplumsal kosullari, maddi yoksunlugu ve esitsizligi
acik bigimde hissettirirken, kimi 6rneklerde daha sakin, daha siirsel ve daha diizenlenmig bir gorsel dil icinde
karsimiza cikar. Bu ikinci egilim, burada “romantize edilmis yoksulluk” kavrami etrafinda diisiiniilmektedir.
Maddi yoksunlugun belirli estetik araglarla doniistiriilmesi sanat tarihinde yeni degildir. Kompozisyon
dengesi, yumusak 151k, pastoral gevreler, sessiz atmosferler ya da onurlu ve sakin figiirler, yoksullugun
sertligini hafifleten baslica gorsel stratejiler arasinda yer alir. Boyle durumlarda izleyicinin karsilastigi sey
yalnizca yoksulluk degildir; ayn1 zamanda belirli bir duygu diizeni iginde kurulmus bir gérilintiidiir. Yoksulluk
bu yolla toplumsal bir kiritlmadan ¢ok, diisiinsel ya da duygusal bir izlenim olarak algilanmaya baslayabilir. Bu
makale tam da bu doniisiimiin nasil isledigini tartigmaktadir. Resimden fotografa, toplumsal duyarlilik tasiyan
farkli sanat pratiklerinden ¢agdas orneklere kadar uzanan bir gorsel hat icinde, yoksullugun hangi estetik
diizenlemeler aracilifiyla siirsellestirildigi, onurlulastirildigi ya da duygusal olarak kolay benimsenebilir bir
hale getirildigi ele alinmaktadir. Burada asil dikkat ¢ekici olan, estetik tercihin yalnizca bigimsel bir mesele
olmamasidir. Gorsel temsil, izleyicinin neyi nasil gérdiigiinii, neye yaklagtigini1 ve nerede mesafe kurdugunu
da belirler. Bu nedenle yoksullugun belirli bir estetik ¢ergeve icinde sunulmasi, onun politik anlamini da
dogrudan etkiler. Act ve yoksunluk kimi zaman dogrudan toplumsal bir sorun olarak degil, gorsel olarak
diizenlenmis ve duygusal agidan islenmis bir sahne olarak deneyimlenir. Bununla birlikte biitiin sanat pratikleri
bu yumusatma egilimini siirdiirmez. Bazi sanatgilar tersine, kopusu, kirilmayi, rahatsizlig1 ve yapisal siddeti
goriiniir kilarak izleyiciyi konforlu bir seyir alanindan ¢ikarmaya calisir. Bu tiir 6rneklerde amag, empatiyi
kolaylastirmak degil, temsil edilen ger¢ekligin politik agirligint geri ¢agirmaktir. Boylece yoksulluk yalnizca
bir tema olarak degil, estetik ve ideolojik olarak kurulmus bir temsil alan1 olarak diisiiniilmeye agilir. Sonug
olarak calisma, yoksullugun sanat i¢inde nasil goriiniir kilindigini tartisirken, estetik formun toplumsal gergegi
hem yumusatabilen hem de daha sert bicimde agiga ¢ikarabilen ¢ift yonlii yapisina dikkat ¢ekmektedir.
Yoksullugun romantize edilmesi de tam bu gerilimli alanda anlam kazanmaktadir.

Anahtar Kelimeler: Sanat Tarihi, Romantize Edilmis Yoksulluk, Siyasi Estetik, Gorsel 1deoloji, Temsil Etigi
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Structured Abstract:

This study examines the aesthetic and political dimensions of poverty in visual art through the
conceptual lens of romanticization. Poverty has long occupied a visible yet unstable position within artistic
production. At different moments, it has appeared as a site of exposure, sympathy, moral reflection, or aesthetic
transformation. Many artistic traditions—including realism, social realism, documentary photography, and
contemporary socially engaged practice—have addressed poverty as a social problem. Yet the visual
mechanisms through which poverty is transformed into an emotionally legible image have received less
sustained attention. The central question guiding this study is whether the romanticization of poverty works as
a critical aesthetic strategy that reveals inequality, or whether it reduces political tension by turning deprivation
into a visually consumable form. A related concern follows from this: how do composition, light, spatial
arrangement, and the representation of the body contribute to the politicization or depoliticization of poverty?
The relevance of this inquiry lies in the growing circulation of poverty images across global visual culture,
including art exhibitions, documentary practices, humanitarian campaigns, and digital media. In many of these
contexts, poverty appears in ways that are emotionally affecting but also aesthetically controlled.
Romanticization is therefore not treated here as a neutral stylistic tendency but as a visual regime that shapes
public perception and emotional response. By shifting attention from poverty as socio-economic content to
poverty as an aesthetic structure, the article offers a framework for understanding how art participates in the
visual politics of inequality.

The study draws on an interdisciplinary framework that brings together political aesthetics,
representation theory, visual culture studies, and critical social theory. Existing scholarship on the
representation of poverty has often focused on social realism, documentary traditions, or activist art. Much of
this literature emphasizes the exposure of injustice or the urgency of making suffering visible. Less attention
has been given to the aesthetic transformation of poverty: the ways in which deprivation becomes poetic,
dignified, softened, or emotionally manageable. Within political aesthetics, visibility is never neutral. Images
assign value, organize response, and shape the boundary between empathy and distance. In this context,
romanticization is understood as a process through which material deprivation is reframed by aesthetic means
that reduce visible conflict while intensifying emotional resonance. Harmonious composition, diffused light,
pastoral settings, and the depiction of calm or resilient figures can all contribute to this transformation. Through
such strategies poverty may appear contemplative or dignified rather than structurally violent.

Methodologically, the research follows a qualitative and interpretive approach based on visual
analysis and critical discourse analysis. Instead of constructing a comprehensive historical survey, the study
examines selected examples from painting, documentary photography, and contemporary art practices that
address poverty. These works share recognizable visual strategies associated with romanticization, including
compositional balance, soft lighting, symbolic framing, dignified posture, and emotional restraint. The
analytical process unfolds in two stages. First, formal visual analysis considers compositional structure, colour
relations, spatial organization, bodily representation, and direction of gaze. Second, these formal elements are
interpreted in relation to their ideological implications and the ways they position the viewer. This approach
allows the study to explore how aesthetic form mediates political meaning.

The analysis suggests that romanticized representations of poverty often allow emotional engagement
without requiring confrontation with systemic inequality. Through visual harmony and emotional softening,
poverty may appear as endurance, dignity, or quiet patience. Structural exploitation, institutional neglect, and
economic violence frequently recede into the background, while individualized narratives move to the
foreground. One consequence of this process is the production of aesthetic distance. Romanticization creates a
space in which viewers may sympathize with what they see while remaining removed from the political
consequences of inequality. The image becomes contemplative rather than confrontational, and political
tension may be transformed into emotional response. At the same time, contemporary art also offers examples
that resist such aesthetic softening. Some artists deliberately disrupt visual harmony by foregrounding rupture,
fragmentation, and institutional critique. Rather than encouraging passive empathy, these works draw attention
to the systems that produce inequality and complicate the viewer’s position within them. The comparison
between romanticized and critical representations demonstrates that aesthetic form plays a decisive role in
shaping the political meaning of images. Poverty in art cannot therefore be understood only as subject matter.
Equally important is the visual structure through which it is organized. The study concludes that the
romanticization of poverty marks a significant intersection between art and politics. Aesthetic form can reveal
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structural injustice, but it can also render it emotionally tolerable. When poverty is transformed into a poetic
image, inequality risks becoming easier to contemplate than to confront. For this reason, the representation of
poverty must be considered not only as social documentation but also as a matter of political aesthetics.
Understanding romanticized poverty as a visual and political construct makes it possible to examine more
critically how images shape social perception and public consciousness.

Keywords: Art History, Romanticized Poverty, Political Aesthetics, Visual Ideology, Ethics of
Representation.
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Résumé Structuré:

Cette ¢étude examine les dimensions esthétiques et politiques de la pauvreté dans les arts visuels a
travers le prisme conceptuel de la « romantisation ». La pauvreté occupe depuis longtemps une place visible
mais instable au sein de la production artistique. A différentes époques, elle est apparue comme un lieu
d’exposition, de sympathie, de réflexion morale ou de transformation esthétique. De nombreuses traditions
artistiques — notamment le réalisme, le réalisme social, la photographie documentaire et la pratique
contemporaine engagée socialement — ont abordé la pauvreté en tant que probleme social. Pourtant, les
mécanismes visuels par lesquels la pauvreté est transformée en une image lisible sur le plan émotionnel ont
fait I’objet d’une attention moins soutenue. La question centrale qui guide cette étude est de savoir si la
romantisation de la pauvreté fonctionne comme une stratégie esthétique critique qui révéle les inégalités, ou si
elle réduit la tension politique en transformant la privation en une forme visuellement consommable. Une
question connexe en découle : comment la composition, la lumiére, I’agencement spatial et la représentation
du corps contribuent-ils a la politisation ou a la dépolitisation de la pauvreté ? La pertinence de cette réflexion
réside dans la circulation croissante d’images de la pauvreté au sein de la culture visuelle mondiale, notamment
dans les expositions d’art, les pratiques documentaires, les campagnes humanitaires et les médias numériques.
Dans bon nombre de ces contextes, la pauvreté apparait sous des formes qui sont émouvantes mais aussi
esthétiquement controlées. La « romantisation » n’est donc pas traitée ici comme une tendance stylistique
neutre, mais comme un régime visuel qui fagonne la perception du public et sa réaction émotionnelle. En
déplacant I’attention de la pauvreté en tant que contenu socio-économique vers la pauvreté en tant que structure
esthétique, cet article propose un cadre permettant de comprendre comment 1’art participe a la politique visuelle
des inégalités.

Cette étude s’appuie sur un cadre interdisciplinaire qui rassemble 1’esthétique politique, la théorie de
la représentation, les études de culture visuelle et la théorie sociale critique. Les travaux existants sur la
représentation de la pauvreté se sont souvent concentrés sur le réalisme social, les traditions documentaires ou
I’art militant. Une grande partie de cette littérature met I’accent sur la dénonciation de I’injustice ou sur
I’urgence de rendre la souffrance visible. La transformation esthétique de la pauvreté a quant a elle fait 1’objet
de moins d’attention : les fagons dont la privation devient poétique, digne, adoucie ou émotionnellement
gérable. Au sein de I’esthétique politique, la visibilité n’est jamais neutre. Les images attribuent une valeur,
organisent la réponse et définissent la frontiére entre empathie et distance. Dans ce contexte, la « romantisation
» est comprise comme un processus par lequel la privation matérielle est recadrée par des moyens esthétiques
qui atténuent le conflit visible tout en intensifiant la résonance émotionnelle. Une composition harmonieuse,
une lumiére diffuse, des décors pastoraux et la représentation de personnages calmes ou résilients peuvent tous
contribuer a cette transformation. Grace a de telles stratégies, la pauvreté peut apparaitre comme contemplative
ou digne plut6t que comme structurellement violente.

Sur le plan méthodologique, cette recherche suit une approche qualitative et interprétative fondée sur
I’analyse visuelle et I’analyse critique du discours. Plutdt que de dresser un panorama historique exhaustif,
I’étude examine des exemples choisis issus de la peinture, de la photographie documentaire et des pratiques
artistiques contemporaines traitant de la pauvreté. Ces ceuvres partagent des stratégies visuelles reconnaissables
associées a la romantisation, notamment I’équilibre compositionnel, un éclairage tamisé, un cadrage
symbolique, une posture digne et une retenue émotionnelle. Le processus analytique se déroule en deux étapes.
Tout d’abord, 1’analyse visuelle formelle porte sur la structure compositionnelle, les relations chromatiques,
I’organisation spatiale, la représentation corporelle et la direction du regard. Ensuite, ces éléments formels sont
interprétés au regard de leurs implications idéologiques et de la maniére dont ils positionnent le spectateur.
Cette approche permet a I’étude d’explorer comment la forme esthétique véhicule une signification politique.

L’analyse suggere que les représentations romantiques de la pauvreté permettent souvent un
engagement émotionnel sans nécessiter de confrontation avec les inégalités systémiques. Grace a I’harmonie
visuelle et a I’adoucissement émotionnel, la pauvreté peut apparaitre comme de I’endurance, de la dignité ou
une patience sereine. L’exploitation structurelle, la négligence institutionnelle et la violence économique
passent souvent au second plan, tandis que les récits individualisés occupent le premier plan. L’une des
conséquences de ce processus est la création d’une distance esthétique. La romantisation crée un espace dans
lequel les spectateurs peuvent éprouver de la sympathie pour ce qu’ils voient tout en restant détachés des
conséquences politiques des inégalités. L’image devient contemplative plutot que conflictuelle, et la tension
politique peut se transformer en réaction émotionnelle. Parallelement, 1’art contemporain offre également des
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exemples qui résistent a cet adoucissement esthétique. Certains artistes perturbent délibérément 1’harmonie
visuelle en mettant en avant la rupture, la fragmentation et la critique institutionnelle. Plutdt que d’encourager
une empathie passive, ces ceuvres attirent 1’attention sur les systémes qui produisent les inégalités et
compliquent la position du spectateur au sein de ceux-ci. La comparaison entre les représentations romantiques
et critiques démontre que la forme esthétique joue un rdle décisif dans la construction de la signification
politique des images. La pauvreté dans 1’art ne peut donc pas étre comprise uniquement comme un sujet. La
structure visuelle a travers laquelle elle est organisée revét une importance tout aussi grande. L’étude conclut
que la romantisation de la pauvreté marque un point de rencontre significatif entre I’art et la politique. La forme
esthétique peut révéler une injustice structurelle, mais elle peut aussi la rendre émotionnellement tolérable.
Lorsque la pauvreté est transformée en image poétique, 1’inégalité risque de devenir plus facile a contempler
qu’a affronter. C’est pourquoi la représentation de la pauvreté doit étre considérée non seulement comme une
documentation sociale, mais aussi comme une question d’esthétique politique. Comprendre la pauvreté
idéalisée comme une construction visuelle et politique permet d’examiner de maniére plus critique la fagon
dont les images faconnent la perception sociale et la conscience publique.

Mots-clés: Histoire de 1’art, pauvreté idéalisée, esthétique politique, idéologie visuelle, éthique de la
représentation.

Resumen Estructurado:

Este estudio analiza las dimensiones estéticas y politicas de la pobreza en las artes visuales a través
del prisma conceptual de la idealizacion. La pobreza ha ocupado durante mucho tiempo una posicion visible,
aunque inestable, dentro de la produccion artistica. En distintos momentos, ha aparecido como un ambito de
denuncia, de compasion, de reflexion moral o de transformacion estética. Muchas tradiciones artisticas —entre
ellas el realismo, el realismo social, la fotografia documental y la practica contemporanea de compromiso
social— han abordado la pobreza como un problema social. Sin embargo, los mecanismos visuales a través de
los cuales la pobreza se transforma en una imagen emocionalmente legible han recibido menos atencion
continuada. La pregunta central que guia este estudio es si la idealizacion de la pobreza funciona como una
estrategia estética critica que revela la desigualdad, o si reduce la tension politica al convertir la privacion en
una forma visualmente consumible. De ello se deriva una cuestion relacionada: ;cémo contribuyen la
composicion, la luz, la disposicion espacial y la representacion del cuerpo a la politizacion o a la despolitizacion
de la pobreza? La relevancia de esta investigacion radica en la creciente difusion de imagenes de la pobreza en
la cultura visual global, incluyendo exposiciones de arte, practicas documentales, campafias humanitarias y
medios digitales. En muchos de estos contextos, la pobreza se presenta de formas que resultan emotivas, pero
también estéticamente controladas. Por lo tanto, la idealizacion no se aborda aqui como una tendencia estilistica
neutra, sino como un régimen visual que moldea la percepcion ptblica y la respuesta emocional. Al desplazar
la atencion de la pobreza como contenido socioeconémico hacia la pobreza como estructura estética, el articulo
ofrece un marco para comprender como el arte participa en la politica visual de la desigualdad.

El estudio se basa en un marco interdisciplinar que auna la estética politica, la teoria de la
representacion, los estudios de cultura visual y la teoria social critica. Los estudios existentes sobre la
representacion de la pobreza se han centrado a menudo en el realismo social, las tradiciones documentales o el
arte activista. Gran parte de esta bibliografia hace hincapié en la denuncia de la injusticia o en la urgencia de
hacer visible el sufrimiento. Se ha prestado menos atencién a la transformacion estética de la pobreza: las
formas en que la privacion se vuelve poética, digna, suavizada o emocionalmente manejable. En el ambito de
la estética politica, la visibilidad nunca es neutral. Las imagenes asignan valor, organizan la respuesta y definen
la frontera entre la empatia y la distancia. En este contexto, la idealizaciéon se entiende como un proceso
mediante el cual la privacion material se replantea por medios estéticos que reducen el conflicto visible al
tiempo que intensifican la resonancia emocional. La composiciéon armoniosa, la luz difusa, los escenarios
bucdlicos y la representacion de figuras serenas o resilientes pueden contribuir a esta transformacion. A través
de tales estrategias, la pobreza puede parecer contemplativa o digna, en lugar de estructuralmente violenta.

Desde el punto de vista metodologico, la investigacion sigue un enfoque cualitativo e interpretativo
basado en el analisis visual y el analisis critico del discurso. En lugar de elaborar un estudio historico
exhaustivo, el estudio examina ejemplos seleccionados de la pintura, la fotografia documental y las practicas
artisticas contemporaneas que abordan la pobreza. Estas obras comparten estrategias visuales reconocibles
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asociadas a la idealizacion, entre las que se incluyen el equilibrio compositivo, la iluminacién suave, el
encuadre simbdlico, la postura digna y la contencion emocional. El proceso analitico se desarrolla en dos
etapas. En primer lugar, el andlisis visual formal tiene en cuenta la estructura compositiva, las relaciones
cromaticas, la organizacion espacial, la representacion corporal y la direccion de la mirada. En segundo lugar,
estos elementos formales se interpretan en relacién con sus implicaciones ideoldgicas y la forma en que
posicionan al espectador. Este enfoque permite al estudio explorar como la forma estética media el significado
politico.

El analisis sugiere que las representaciones idealizadas de la pobreza a menudo permiten una
implicacion emocional sin requerir una confrontacion con la desigualdad sistémica. A través de la armonia
visual y el suavizado emocional, la pobreza puede aparecer como resistencia, dignidad o paciencia silenciosa.
La explotacion estructural, el abandono institucional y la violencia economica suelen pasar a un segundo plano,
mientras que las narrativas individualizadas pasan a primer plano. Una consecuencia de este proceso es la
creacion de una distancia estética. La idealizacidn crea un espacio en el que los espectadores pueden simpatizar
con lo que ven sin dejar de mantenerse al margen de las consecuencias politicas de la desigualdad. La imagen
se vuelve contemplativa en lugar de conflictiva, y la tension politica puede transformarse en una respuesta
emocional. Al mismo tiempo, el arte contemporaneo también ofrece ejemplos que se resisten a ese suavizado
estético. Algunos artistas rompen deliberadamente la armonia visual poniendo en primer plano la ruptura, la
fragmentacion y la critica institucional. En lugar de fomentar la empatia pasiva, estas obras llaman la atencion
sobre los sistemas que producen la desigualdad y complican la posicién del espectador dentro de ellos. La
comparacion entre las representaciones idealizadas y las criticas demuestra que la forma estética desempefia
un papel decisivo a la hora de configurar el significado politico de las imagenes. Por lo tanto, la pobreza en el
arte no puede entenderse unicamente como tema. Igualmente importante es la estructura visual a través de la
cual se organiza. El estudio concluye que la idealizacion de la pobreza marca una interseccion significativa
entre el arte y la politica. La forma estética puede revelar la injusticia estructural, pero también puede hacerla
emocionalmente tolerable. Cuando la pobreza se transforma en una imagen poética, la desigualdad corre el
riesgo de resultar mas facil de contemplar que de afrontar. Por esta razon, la representacion de la pobreza debe
considerarse no solo como documentacion social, sino también como una cuestion de estética politica. Entender
la pobreza idealizada como una construccion visual y politica permite examinar de forma maés critica como las
imagenes configuran la percepcion social y la conciencia publica.

Palabras clave: Historia del arte, pobreza idealizada, estética politica, ideologia visual, ética de la
representacion.
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CrpykrypupoBanHoe Pe3iome:

B naHHOM HCCIeI0OBaHUN PACCMATPUBAIOTCS ICTETHUECKHE U TIOJTUTHUECKUE aCTIeKThI TEMBI O€THOCTH
B M300pa3uTEIbHOM HUCKYCCTBE Yepe3 KOHIENTYalbHYI0 MPU3MY POMaHTH3alMHU. beIHOCTh Ha MPOTSIKEHUH
JIOJITOTO BPEMEHH 3aHMMalla 3aMETHOE, HO HeCTaOMIbHOE MECTO B XYyJ0XKECTBEHHOM TBOpdYecTBe. B pa3Hbie
MEepuoasl OHAa BBICTyNajda Kak OOBEKT pa300jaueHHs, COYYBCTBUS, MOPAIBHOTO Pa3MBIIUICHUS WIH
3CTeTHUECKOH TpaHchopmMaruu. MHOTHE XyT0’KECTBEHHBIE TPAJWIIMKM — BKJOYAs PEan3M, COIMAIbHBIHA
peamusM, DOKYMEHTAIbHYI0 (GoTorpaduio W COBPEMEHHYIO COIMATHHO AHTXHUPOBAHHYI NPAKTUKYy —
paccMaTpuBanyd OETHOCTh KaK CONMANBHYIO TpoOieMy. OIHAKO BU3yallbHBIC MEXAHW3MBI, C TIOMOIIBIO
KOTOPBIX OeTHOCTH Mpeodpa3yercs B SMOLUMOHAIBHO MOHATHBIM 00pa3, HE MOJIYYall CTOJb MPHCTAIEHOTO
BHUMaHus. lleHTpanbHBIH BONpPOC, JEXAlIMi B OCHOBE AAHHOTO HCCIIEJOBAHMS, 3aKIIOYAETCS B TOM,
JNEHCTBYeT JHM POMAHTH3aIWs OCTHOCTH KaK KPHUTHYECKas JCTETHYECKash CTpaTerdsi, pacKphIBaoIIas
HEpaBEHCTBO, WJIM K€ OHA CHIDKACT MOJIMTHYECKYIO HAIMpPsOKEHHOCTh, MpeBpaliasi JIUIIEHHS B BU3yalbHO
JOCTYNHYI0 Gopmy. VI3 5TOro BeITEKaET CBSI3aHHBIN C HUM BONPOC: KaK KOMIIO3HUIIKS, CBET, IPOCTPAHCTBEHHAS
OpraHm3anss M H300pakeHHe Tela CIOCOOCTBYIOT MOJHUTH3ALMN WM JIEHIONUTHU3AIMKH OeqHocTH?
AKTyanbHOCTh JAHHOTO HCCIIEIOBAHMS 3aKII0YAeTCS B PACTYIIEM paclpOCTpaHEHHH 00pa3oB OEIHOCTH B
r100anbHOM BU3yaNbHON KyJBType, BKIIIOYAs XyZOXKECTBECHHBIC BBICTAaBKH, JOKYMEHTAIbHBIE MPOEKTEHI,
TYMaHHUTapHbIE KaMIaHUM M IUQPOBBIE Meana. Bo MHOTHX M3 3THX KOHTEKCTOB O€IHOCTH IpEICTaBIICHA
TakUM 00pa3oM, YTO BBI3BIBACT SMOIMOHAIBHBIA OTKIMK, HO HPH 3TOM IIOJBEPraeTcsi ACTETHYECKOMY
KoHTpomwo. IloaToMy poMaHTH3alMs 34€Ch pPAcCMAaTPUBACTCS HE KaK HEHTpalbHas CTHINCTHYECKas
TEHJCHIMS, a KaK BU3yaJbHBIH PeXUM, (HOPMHUPYIOIINHA OOIIECTBEHHOE BOCIPHUATHE M 3MOLMOHAIBHYIO
peaknuro. [lepeHocs BHUMaHHME ¢ OEIHOCTH KaK COIMAILHO-3KOHOMHYECKOTO SIBIEHHMS Ha OEIHOCTh Kak
3CTETUYECKYIO CTPYKTYPY, CTaThs MIpeylaraeT KOHIENTYalbHY0 OCHOBY AJIsl HIOHUMaHUS TOT0, KaK HCKYCCTBO
y4acTBY€T B BU3yaJIbHOW NOJIUTHUKE HEPABEHCTRA.
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HccnenoBanne onupaercsi Ha MEKANCIUIUIMHAPHYIO KOHIETIIHIO, 00BEIUHSAIOIIYIO TTOIUTHIECKYTO
3CTETHKY, TEOPHIO PEIPE3CHTAINH, WCCICIOBAaHHS BH3YaJIbHOM KyJIbTyphl M KPUTHUYECKYIO COLHUATIBHYIO
Teoputo. CyIIecTBYIONINE HAay4HBIC HCCIICIOBAHUS, MOCBSIIEHHBIC pPENpE3eHTANnH OEIHOCTH, 3a4acTyio
COCPENOTOUYCHBI Ha COIMAIbHOM pEaln3Me, NOKyMEHTAIbHBIX TPAAWIHAX HIM aKTUBHCTCKOM HCKYCCTBE.
bonmpmiast 9acTe 3TO JnMTEpaTyphl IedaeT AaKUEHT Ha pa3o0ladeHNH HECHpPaBEeUIMBOCTH WM Ha
HEOOXOANMOCTH CIeNaTh CTpaJaHusl BHAMMBIMH. ['0pa3no MeHbIIe BHUMAaHHS YICISIETCS ICTETHIECKOM
TpaHcopmanmy OETHOCTH: TeM CHOCO0aM, C MOMOILIbIO KOTOPBIX JIMIICHHS CTAHOBSATCS ITOSTHYHBIMHU,
JIOCTOMHBIMHU, CMATYEHHBIMM WM 3MOIMOHAJIBHO YINpaBlsieMbIMH. B paMkax MONUTHUECKOH SCTETUKU
BUJIMMOCTh HHMKOTJa He ObIBacT HEUTpasbHOH. 300paskeHnst IPUIAIOT 3HAUCHHE, OPTaHU3YIOT PEaKLHUI0 U
(hopMHPYIOT TPaHUIly MEXIY SMIATHEeH M AUCTaHIKEH. B 5TOM KOHTEKCTe poMaHTH3alMsl TOHUMAETCs KakK
IpoIiecc, IOCPEICTBOM KOTOPOr0 MaTe€pUalbHble JTUILIECHHS IePEOCMBICINBAIOTCS C MOMOIIBIO 3CTETUYECKUX
CPE/ACTB, KOTOpPBIE CMAr4Yar0T BUIUMBIA KOH()JIHMKT, OJHOBPEMEHHO YCHINMBAs SMOLMOHAJIBHBIA PE30HAHC.
T'apMoHWYHAs KOMITO3HMIHSA, PACCESHHBIA CBET, MACTOpaJbHBIC MEH3aXH W M300paKeHNWE CIIOKOWHBIX WITH
CTOHKHX TIEPCOHaXEH — BCe 3TO MOXKET CHOCOOCTBOBAaTH ATOH TpaHCopmamuu. bmaromaps Taxum
cTparerusiM O€IHOCTh MOJKET BBIMVIAJETh CKOPEE CO3EPUATEIBHOW WM IOCTOMHOW, YeM CTPYKTYPHO
HAaCWJILCTBEHHOM.

C MeTomONOrn4ecKoil TOUKH 3pEHHs UCCIIEN0BAHHE CIIEAYET KAaUECTBEHHOMY M HHTEPIPETATUBHOMY
HNOJXOAY, OCHOBAHHOMY Ha BH3yallbHOM aHaJIM3€ M KPUTHYECKOM IUCKypC-aHanu3e. BmecTo mocTtpoeHus
BCEOOBEMIIIOIIETO HCTOPUUECKOro 0030pa B paboTe paccMaTpUBAIOTCA OTIEIbHbIE IPUMEPHl U3 XKUBOIUCH,
JIOKyMEHTaIbHON (oTorpadmu ¥ MPaKTHK COBPEMEHHOI'O HCKYCCTBa, MOCBSILEHHBIX TeMe OeTHOCTH. DTH
NPOU3BEACHHS OOBEINHSIIOT y3HaBaeMble BU3YaJIbHbIE CTpPAaTETHH, CBS3aHHbIE C POMaHTH3aIMEH, BKIIOYAs
KOMITO3MIIMOHHBIA OallaHc, MArKOE OCBEIICHHE, CUMBOJIMYECKOE KaJpUPOBAaHUE, ITOCTOMHCTBO OCAHKHU M
HMOIMOHAIBHYIO CAEPKAHHOCTh. AHATUTUYECKHUH TPOLece MPOXOIUT B JBa 3Tana. Bo-nepBbix, opManbHbIit
BU3yaJIbHBIN aHAIN3 YYUTHIBAET KOMIIO3ULIMOHHYIO CTPYKTYPY, IIBETOBBIE COOTHOLIEHUS, TPOCTPAHCTBEHHYIO
OpTaHM3aINI0, M300paKeHHWE Tesla M HampaBleHHE B3MIAAA. Bo-BTOpBIX, 3TH (opMaibHBIE 3JIEMEHTHI
HMHTEPIPETUPYIOTCS C YUYETOM HX HUACOJOTHUECKUX MOCIEACTBUI U TOr0, KAK OHU MO3HLIUOHUPYIOT 3PUTEINS.
Takoil momxox MO3BOMSET B paMKax MCCICNOBAaHMS M3YyUWTh, KaK ACTETHYecKas (opMa OIoCpemyeT
MNOJTUTUYECKHN CMBICIT.

AHanu3 TMOKa3bIBAET, YTO POMAHTH3UPOBAHHBIC MPEICTABICHHUS O OEJIHOCTH YacTO MO3BOJISIOT
YCTQaHOBHUTh 3MOILIMOHAIBHYIO CBS3b, HE TPeOys KOHPPOHTAIMHM C CHCTEMHBIM HEpaBeHCTBOM. biaromaps
BPI3yaJ'II:-HOfI TrapMOHHWU W O3MOLIHNOHAJIBHOMY CMATYCHUIO 6e}IHOCTb MOXKCT MPCACTaTh KaK BBIHOCJIHNBOCTD,
JOCTOMHCTBO HJIM THUXOC TEPIICHUC. CprKTypHaS[ OKCILTyaTalusd, WHCTUTYIITUOHAJIbHOC npeHe6pe>KeHI/Ie )44
OKOHOMHNYECKOE€ HACHJIME YaCTO OTXOOAT Ha BTOpOﬁ IJjlaH, B TO BpPEMs KaK Ha HepBBIﬁ IJIaH BBIXOOAT
WHAMBUAyaJIbHBIE HappaTuBbl. OZHMM M3 CIEACTBUN 3TOrO TMpoLEecca SBISAETCS CO3JaHHE 3CTETUYECKOI
JUCTAHIIUU. POMaHTI/I3aHI/I${ CO34ac€T MPOCTPAaHCTBO, B KOTOPOM 3PUTCIIN MOT'YT COUYBCTBOBATH TOMY, YTO OHU
BUJIAT, OCTAaBasCh MPH 3TOM B CTOPOHE OT MOJMTHYECKHUX MOCIEACTBHI HepaBeHCTBA. M300paxeHue
CTaHOBHUTCSI CKOpPEE CO3EpLATEIbHBIM, YeM KOH()POHTAI[HOHHBIM, & MOJHUTHYECKAs HAMPSKEHHOCTh MOMKET
TpaHC(HOPMHUPOBATHECS B IMOLMOHAIBHYIO PEaKIHi0. B TO jke BpeMsi COBPEMEHHOE MCKYCCTBO IMpe/jiaraeT u
MNPUMEPBI, MPOTUBOCTOSIIUE TAKOMY 3CTETUYECKOMY CMsirdeHut0. HekoTopble XYyJ0KHUKH HaMEPEHHO
HApYIIAIOT BU3yaJbHYI0O TapMOHHUIO, BBIIBUrasi Ha TMEPBbI IUJIaH Ppa3pbiBbl, (pParMEeHTAMI0 |
WHCTUTYIIMOHATIBHYIO KPUTUKY. BMecTo TOro droObI MOOUIPATH MACCUBHOE COYYBCTBHE, ITH pPabOTHI
IMPUBJICKAIOT BHUMAHUE K CUCTEMAM, IMOPOKIAOIIUM HEPABEHCTBO, U YCIOXHAIOT IMMOJIOKECHUE 3PUTEIIA B UX
pamkax. CpaBHEHHE POMAHTHU3UPOBAHHBIX M KPUTHUCCKUX HM300pPAKCHHUI MOKA3bIBAET, YTO ICTETHUCCKAs
(opma urpaer pemaronyo pojib B GOpMHUPOBAHUN MOJIUTHYECKOTO cMbiciia 00pa3oB. [loaTomy GeaHocTh B
HCKYCCTBE HeJb3d MOHUMATh HCKJIIOYMTEIHLHO Kak Temy. He MeHee Ba)kHa BHU3yasibHasi CTPYKTypa, depe3
KOTOPYIO OHA OpraHu3oBaHa. McciieoBanue MpuxoauT K BBIBOJY, YTO POMaHTH3alHs OeHOCTH 0003HAYaeT
3HAYMMOE TEPECCUYCHUE HMCKYCCTBA U IOJIMTHKH. DCTETHYSCKas (opMa MOMXKET PacKpbIBaTh CTPYKTYPHYIO
HECITIPAaBEUIMBOCTh, HO OHAa TaKXe MOXKET clenath e SMOIMOHaibHO TepnuMoil. Korma OemHOCTh
MpeBpalacTcs B MOSTHYSCKUI 00pa3, HEPaBEHCTBO PHCKYET CTaTh MPEIMETOM, KOTOPBIH JIerde co3epuaTh,
yeM ¢ HUM 0opoThes. [lo 31Ol mpudmHe H300pakeHUe OCTHOCTH CIIEAYET PacCMaTPHBATh HE TONBKO Kak
COLMANTFHYIO JOKYMEHTAIIHIO, HO M KaK BOMPOC MOJUTUYECKOM dcTeTHKU. [loHMMaHie pOMaHTH3UPOBAHHOM
0CTHOCTH KaK BU3yaJbHOTO W TOJIUTHYECKOTO KOHCTPYKTA MO3BOJSIET O0Jiee KPUTHIHO aHAIU3UPOBATH, KaK
00pa3bl OPMUPYIOT CONUATBHOE BOCTIPUATHE H OOIIECTBEHHOE CO3HAHHME.
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Yapilandirilmis Ozet:

Bu c¢aligma, gorsel sanatta yoksullugun estetik ve politik boyutlarni romantize etme kavrami
ekseninde incelemektedir. Yoksulluk, sanat tarihi boyunca gorsel iiretim iginde goriiniir ancak degisken bir
konuma sahip olmustur. Farkli tarihsel donemlerde kimi zaman teshir edilen bir toplumsal gergeklik, kimi
zaman merhamet duygusunu harekete geciren bir olgu, kimi zaman ahlaki bir sorgulama alani, kimi zaman da
estetik bir doniisiim nesnesi olarak temsil edilmistir. Gergekgilik, toplumsal gercekgilik, belgesel fotograf ve
cagdas toplumsal katilimli sanat gibi pek ¢ok sanatsal yaklasim, yoksullugu toplumsal bir sorun olarak ele
almistir. Bununla birlikte, yoksullugun duygusal agidan etkileyici ve estetik olarak okunabilir bir imgeye
doniistiiriilmesini saglayan gorsel mekanizmalar gorece sinirli bigimde tartisilmistir. Bu aragtirmanin temel
sorusu, yoksullugun romantize edilmesinin toplumsal esitsizlikleri goriiniir kilan elestirel bir estetik strateji mi
oldugu, yoksa yoksunlugu gorsel olarak tiiketilebilir bir bi¢ime donistiirerek politik gerilimi etkisizlestiren bir
temsil rejimi mi olusturdugudur. Bu temel soruya bagli olarak kompozisyon, 1sik, mekéansal kurgu ve beden
temsili gibi gorsel unsurlarin yoksullugun siyasallastirilmasina ya da siyasetsizlestirilmesine nasil katkida
bulundugu da arastirilmaktadir. Calismanin 6nemi, gliniimiizde yoksulluk imgelerinin sanat sergilerinden
belgesel iiretimlere, insani yardim kampanyalarindan dijital gorsel kiiltiire kadar ¢ok genis bir dolasima sahip
olmasidan kaynaklanmaktadir. Bu baglamlarda yoksulluk ¢ogu zaman giiclii duygusal etkiler yaratirken ayni
zamanda estetik olarak denetlenmis ve diizenlenmis bigimlerde sunulmaktadir. Bu nedenle romantizasyon,
yalnizca bigimsel bir Gislup egilimi olarak degil, toplumsal algty1 ve duygusal tepkiyi yonlendiren bir gorsel
rejim olarak ele alinmaktadir. Makale, odagini yoksullugun sosyoekonomik igeriginden onun estetik olarak
nasil yapilandirildigina kaydirarak sanatin esitsizligin gorsel siyasetindeki roliinii agiklamaya yonelik kuramsal
bir ¢ergeve sunmaktadir.

Aragtirma, politik estetik, temsil kurami, gorsel kiiltiir ¢aligmalar1 ve elestirel toplumsal kuram1 bir
araya getiren disiplinleraras1 bir kuramsal zemine dayanmaktadir. Yoksullugun temsiline iliskin mevcut
literatiir biiyiikk Olciide toplumsal gercekeilik, belgesel gelenek ve aktivist sanat pratikleri {izerinde
yogunlagmig; agirlikli olarak adaletsizligin goriiniir kilinmasina ve acinin kamusal alana taginmasina
odaklanmistir. Buna karsin yoksullugun estetik olarak doniistiiriilmesi, baska bir ifadeyle yoksunlugun
siirsellestirilmesi, onurlu, yumusatilmis ya da duygusal agidan daha kolay kabul edilebilir bi¢imlerde yeniden
kurulmasi yeterince incelenmemistir. Politik estetik agisindan goriiniirliik hicbir zaman tarafsiz degildir;

www.turkishstudies.net/economy



2356 Sema Ocal Caglayan - Semsi Altas

imgeler deger {iretir, izleyicinin tepkisini bigimlendirir ve empati ile mesafe arasindaki sinirlart belirler. Bu
dogrultuda romantizasyon, maddi yoksunlugun goriiniir catismay1 azaltirken duygusal etkiyi giiclendiren
estetik araclarla yeniden cercevelenmesi olarak tanimlanmaktadir. Dengeli kompozisyonlar, yumugak ve
dagilmis 151k kullanimi, pastoral mekanlar ile dingin ve direngli figiir temsilleri bu doniisiimiin baslica gorsel
stratejileri arasinda yer almaktadir. Boylece yoksulluk, yapisal siddetin sonucu olmaktan ¢ok, siikiinet, sabir
ve insan onuruyla 6zdeslesen estetik bir deneyim olarak goriiniir hale gelebilmektedir.

Arastirmada nitel ve yorumlayici bir yontem benimsenmis; gorsel ¢oziimleme ile elestirel sdylem
¢oziimlemesi birlikte kullanilmigtir. Tarihsel agidan kapsamli bir envanter olusturmak yerine, resim sanati,
belgesel fotograf ve ¢agdas sanat pratiklerinden se¢ilen 6rnekler incelenmistir. Bu eserler, romantizasyonla
iligkilendirilen kompozisyon dengesi, yumusak 11k, simgesel ¢ergeveleme, onurlu beden durusu ve duygusal
olciiliiliik gibi ortak gorsel stratejiler tasimaktadir. Coziimleme iki asamada gergeklestirilmistir. Ik asamada
kompozisyon yapist, renk iliskileri, mekansal diizen, beden temsili ve bakis yonii gibi bigimsel 6zellikler gorsel
coziimleme yontemiyle degerlendirilmistir. Ikinci asamada ise bu bigimsel unsurlar ideolojik baglamlart
icerisinde yorumlanarak izleyiciyi nasil konumlandirdiklar1 ve politik anlami nasil iirettikleri tartigilmistir.
Boylece estetik bigimin politik anlamin olusumuna nasil aracilik ettigi ortaya konulmustur.

Arastirma bulgulari, yoksullugun romantize edilmis temsillerinin ¢ogu zaman izleyicinin yapisal
esitsizliklerle dogrudan yiizlesmesini gerektirmeksizin duygusal bir yakinlik kurmasina olanak tanidigini
gostermektedir. Gorsel uyum ve duygusal yumusatma stratejileri sayesinde yoksulluk; dayaniklilik, onur ve
sessiz bir sabir bigiminde sunulurken, yapisal somiirii, kurumsal ihmal ve ekonomik siddet arka plana
itilmektedir. Bunun sonucunda estetik bir mesafe olugmakta; izleyici gordiigii sahneye karsi empati
gelistirebilmekte ancak esitsizligin politik sonuglartyla yiizlesmeden konforlu bir gozlem konumunda
kalabilmektedir. Boylece imge, ¢atigmaci bir politik miidahale yerine diisiinsel ve duygusal bir seyir nesnesine
doniismektedir. Buna kargilik ¢agdas sanat iginde bu estetik yumusatmaya direng gosteren Ornekler de
bulunmaktadir. Bazi sanatgilar gérsel uyumu bilingli olarak bozarak kirilma, par¢calanma ve kurumsal elestiriyi
One cikarmakta; izleyiciyi pasif bir empatiye davet etmek yerine esitsizligi iireten toplumsal ve siyasal
mekanizmalarla yiizlesmeye zorlamaktadir. Romantize edilmis temsiller ile elestirel temsiller arasindaki
kargilagtirma, estetik bigimin imgelerin politik anlamini belirleyen temel unsurlardan biri oldugunu ortaya
koymaktadir. Bu nedenle yoksulluk, sanatta yalnizca temsil edilen bir konu olarak degil, ayn1 zamanda belirli
estetik diizenlemeler araciligtyla kurulan bir goérsel yapi olarak degerlendirilmelidir.

Caligma sonucunda, yoksullugun romantize edilmesinin sanat ile politika arasindaki iliskinin en dikkat
¢ekici kesisim alanlarindan birini olusturdugu sonucuna ulasilmigtir. Estetik bigim, bir yandan yapisal
adaletsizlikleri goriliniir kilma potansiyeline sahipken, diger yandan bu adaletsizlikleri duygusal olarak
katlanilabilir ve estetik olarak kabul edilebilir hdle de getirebilmektedir. Yoksulluk siirsel bir imgeye
doniistiigiinde, esitsizlik onunla miicadele edilmesi gereken bir toplumsal sorun olmaktan uzaklasarak {izerinde
disiiniilen ve seyredilen estetik bir deneyime doniisme riski tagimaktadir. Bu nedenle yoksullugun sanatsal
temsili yalnizca toplumsal bir belge olarak degil, ayn1 zamanda politik estetigin temel tartisma alanlarindan
biri olarak degerlendirilmelidir. Yoksullugun romantizasyonunu gorsel ve politik bir insa siireci olarak ele
almak, imgelerin toplumsal algiyr ve kamusal bilinci nasil sekillendirdigini daha elestirel bir bakisla
degerlendirmeyi miimkiin kilmaktadir.

Anahtar Kelimeler: Sanat Tarihi, Romantize Edilmis Yoksulluk, Politik Estetik, Gorsel 1deoloji,
Temsil Etigi.
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Introduction

The representation of poverty has long been a subject of debate in the history of visual arts
and has been continuously reshaped in every historical period. From nineteenth-century Realism to
contemporary artistic practices, numerous artists have engaged with issues such as labor, poverty,
and social inequality. However, the ways in which these themes have become visible in art have
never been uniform. While some works present explicit criticism, others foreground a more
emotional and, at times, softened mode of expression. As John Berger points out, visual
representation not only depicts reality but also determines how that reality is seen and experienced
(2019). For this reason, it is insufficient to regard artistic images as direct reflections of poverty.
Rather, these images should be understood as visual constructions shaped within specific cultural
and ideological processes. Indeed, debates on political aesthetics demonstrate that visibility itself
constitutes a fundamentally political issue. Jacques Ranciére's concept of the distribution of the
sensible is particularly relevant in this context. What is visible, what can be spoken, and what can be
recognized within a society are not matters of chance but products of a particular order (2004). From
this perspective, poverty is not merely a reality that is represented. How and under what conditions
it is made visible is equally important. While certain forms of poverty become highly visible,
particularly through media and documentary images, others are quietly pushed into invisibility.
Consequently, the issue is not merely one of "showing," but of how poverty is represented, which
aesthetic language is employed, and within which networks of circulation these images operate.

When viewed from the perspective of art history, Realism! constitutes an important turning
point in this discussion. During this period, the lives of peasants, workers, and the urban poor became
visible to an unprecedented degree. Scholars such as T. J. Clark and Linda Nochlin emphasize that
Realism challenged the hierarchy of academic art by bringing everyday life to the center of artistic
representation (1985, 1991). Yet Realism itself is far from monolithic. While some works openly
expose class inequalities, others present poverty within more harmonious and, at times, idealized
scenes. This dual character laid the foundation for subsequent debates on the aestheticization of
poverty. The aestheticization of poverty becomes particularly evident in cases where suffering is
visually softened. As Susan Sontag observes, images of suffering can evoke empathy while
simultaneously carrying the risk of weakening political response. Repeated images, familiar
compositions, and aesthetic arrangements may gradually render what is shocking ordinary (2003).
Ariella Azoulay, in turn, draws attention to the position of the viewer. The viewer occupies specific
ethical and political frameworks that shape their relationship with the image. Thus, the issue concerns

! For studies and research on this topic, see: Cetin, 2009; Korkmaz, 2011; Aydin, 2011; Karadeniz, 2012; Kocaman, 2013;
Yilmaz, 2013; Karatas, 2013; Tas & Oztiirk, 2015; Aydin & Tekin, 2016; Ozel, 2017; Mangir & Almag, 2018; Sahin, 2018;
Ali, 2019; Hacizade, 2019; Yavuzer, 2019; Yildiz, 2019; Susuz, 2020; Onem, 2021; Kiratli & Kanapiyanova, 2022; Onem,
2022.
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not only what is represented but also how viewers relate to those representations (2008). At this point,
the concept of romanticization becomes more clearly visible. Romanticized poverty is not merely an
aesthetic preference but a representational strategy that reframes deprivation through a particular
emotional register. Warm lighting, balanced compositions, calm facial expressions, and timeless
settings are among the devices most frequently employed within this strategy. Such images may
evoke empathy in viewers. At the same time, however, they may also soften the sharpness of
structural problems.

In recent years, studies in the field of visual culture have increasingly opened the ethical
dimensions of such representations to discussion. While Martha Rosler criticizes works that
aestheticize social suffering without questioning relations of power, Nicholas Mirzoeff argues that
politics shapes political consciousness by determining what becomes visible (2004, 2011).
Collectively, these approaches clearly demonstrate that representation is a matter not only of content
but also of form. Nevertheless, the issue of romanticized poverty remains relatively underexplored
in the art historical literature. Most studies focus either on the critical potential of social realism or
on the evidentiary role of documentary photography. Yet the emotional and ideological consequences
of aesthetic softening deserve a more comprehensive examination. For this reason, approaching
romanticization as a visual regime points to an important gap in the existing literature.

Against this background, the present study asks the following questions: How does the
romanticized representation of poverty function as a mechanism that alleviates political tension?
How do aesthetic choices transform the viewer's relationship with structural inequality? And is it
possible to develop counter-visual practices capable of disrupting this softened visual language?
Conceiving poverty not merely as a social subject but also as an aesthetic structure makes it possible
to reposition it as one of the critical intersections between art and politics.

Method

This study adopts a qualitative and interpretive approach. The focus of the study is not only
on what is represented but also on how poverty is constructed within the visual structure of a work
of art. In other words, the issue is not simply whether images reflect a social reality, but how they
organize meaning.

The analysis proceeds in two interrelated stages. First, a visual analysis of the selected works
is conducted. Elements such as composition, lighting, spatial organization, and the positioning of
figures are examined. These features are considered together because they constitute a visual order
that shapes how viewers encounter the image. At this stage, the aim is to understand how poverty is
made visible and how particular aesthetic decisions contribute to the overall tone of the
representation. The second stage moves from description to interpretation. Formal observations are
interpreted in relation to broader discussions of political aesthetics and visual culture. The ideas
associated with Jacques Ranciére, Susan Sontag, and Ariella Azoulay are employed here not as a
fixed theoretical framework but as points of reference. These approaches make it possible to
understand how images shape perception and position the viewer. At the same time, they demonstrate
that visual representations can both reveal and conceal social relations.

This study does not aim to present a comprehensive history of poverty in art. Instead, it
proceeds through a limited number of selected examples drawn from different historical periods and
visual media. Although the primary visual material consists predominantly of paintings, examples
from documentary photography and contemporary art practices are also included in order to trace the
transformation of the representation of poverty. Accordingly, the study does not seek to write the
history of a particular artistic medium but rather to comparatively examine representational strategies
that emerge across different visual media. These works have been selected because they share certain
visual tendencies—balanced compositions, controlled lighting, restrained emotional tone, and
figures who appear calm or dignified despite material deprivation. Examining these recurring
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characteristics makes it possible to identify a broader pattern without reducing it to a single style or
historical period. The combination of visual analysis and critical interpretation enables the analysis
to move beyond general observations. It allows for a discussion of how aesthetic choices are related
to the production of meaning and how images of poverty can, at times, render inequality more
bearable rather than encouraging viewers to confront it directly.

Pre-Modern Poverty: Moral Framing and Theological Representation

Before the 19. century, representations of poverty in Western art were situated largely within
religious and moral frameworks rather than political discourse. Poverty was understood primarily
not as a structural socio-economic condition but as a theological category. Nevertheless, this religious
and moral framework was not entirely detached from politics. During the Middle Ages and the early
modern period, religious discourse played a significant role in legitimizing social hierarchies. By
associating poverty with the concepts of patience, humility, and destiny, it often prevented existing
economic inequalities from being questioned and presented the social order as the outcome of divine
will. For this reason, the theological representation of poverty can be regarded not only as a spiritual
narrative but also as a regime of representation through which relations of power were culturally
reproduced (Geremek, 1994). In the visual culture of the Middle Ages and the Renaissance, the poor
figure frequently appeared in association with Christian doctrines such as humility and charity.
Images of beggars and saints living in material poverty were generally coded as signs of moral virtue
rather than social injustice (Panofsky, 1955; Baxandall, 1972). One of the earliest and most striking
examples of this representational approach is Giotto di Bondone's Saint Francis Giving His Cloak to
a Poor Man. The work symbolizes both charity and the renunciation of worldly possessions. The
encounter between Saint Francis and the beggar visualizes voluntary self-denial and sacred humility
rather than structural inequality. Poverty is sanctified through the ethics of giving. In this context,
the work interprets material deprivation not as a social problem but within the virtues of Christian
morality. Consequently, attention is directed not toward the causes of inequality but toward the ideals
of individual charity and spiritual maturity. By foregrounding the moral response to poverty rather
than the conditions that produce it, such representations may obscure the structural dimensions of
economic inequality. Rather than questioning the existing social order, these representations tend to
reproduce it within a religious and moral framework.

Figure 1. Giotto di Bondone, Saint Francis Giving His Cloak to a Poor Man, 1297-1300. Fresco.
Basilica di San Francesco, Assisi.

A similar representational logic can also be observed in Caravaggio's The Seven Works of
Mercy. Here, impoverished bodies are positioned as visual instruments of Christian charity. The poor
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figures appear as the recipients of charitable acts. Their physical presence intensifies the viewer's
sense of compassion. Yet despite the striking realism of these bodies, the work does not question the
systemic causes of deprivation. Instead, poverty is instrumentalized as the visual and moral ground
upon which Christian mercy is enacted.

Figure 2. Caravaggio, The Seven Works of Mercy, 1607. Oil on canvas, 390 x 260 cm. Pio Monte
della Misericordia, Naples.

In this context, poverty functioned symbolically rather than politically. Scenes of almsgiving
reinforced the Christian ideal of charity in devotional panels and altarpieces. The poor served as
figures through whom wealthy patrons were glorified (Rubin, 1987). Within this representational
framework, the poor figure functions not only as the recipient of assistance but also as an element
that makes the benefactor's generosity and moral superiority visible. Consequently, while the
gratitude of the poor is emphasized, existing social hierarchies and property relations are made to
appear more natural and legitimate. The presence of the impoverished body sanctifies hierarchical
social structures as divinely ordained by highlighting the moral generosity of benefactors. Poverty is
thus conceived not as evidence of inequality but as an inevitable and spiritually meaningful condition.
Although artists such as Pieter Bruegel the Elder depicted peasant life with a certain degree of
observational realism, their framing remained largely ethnographic or allegorical rather than
explicitly critical (Silver, 2006). Although it is difficult to speak of an organized class consciousness
in the modern sense, this does not mean that pre-industrial societies were free from social and
economic tensions. As social historians have pointed out, pre-industrial societies tended to interpret
material inequality through theological or cosmological hierarchies rather than as a consequence of
structural exploitation (Wood, 2002). Nevertheless, the peasant uprisings that emerged across various
parts of Europe during the sixteenth and seventeenth centuries constitute visible examples of social
discontent shaped by poverty, heavy taxation, and property relations. Yet the representation of such
conflicts in the visual arts generally appeared not as direct political criticism but through allegorical
or indirect forms of expression.
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Figure 3. Picter Bruegel the Elder, Peasant Wedding, 1567. Oil on wood panel, 114 x 164 cm.
Kunsthistorisches Museum, Vienna.

A similar representational approach can also be found in the works of Bartolomé Esteban
Murillo, who is particularly known for his depictions of impoverished children. In The Young Beggar
(1645-1650), a child living on the streets is depicted in evident poverty. His bare feet, worn clothing,
and the small amount of food beside him immediately convey the conditions in which he lives.
However, Murillo's approach extends beyond merely depicting poverty. The child is simultaneously
presented as an innocent, vulnerable, and emotionally accessible figure with whom the viewer can
readily identify. The artist's use of soft lighting further reinforces this effect, almost aestheticizing
the child's fragility. As a result, the viewer is encouraged to respond to the scene not with critical
distance but with emotional proximity. At this point, poverty is transformed from a social problem
into an emotional appeal embedded within the Christian understanding of mercy. The impoverished
child becomes a focal point that inspires the desire to give. Yet this mode of representation reinforces
charitable giving as a meaningful and morally appropriate act rather than questioning the causes of
poverty. Consequently, attention shifts away from economic inequality itself toward the emotional
response it evokes.

Figure 4. Bartolomé Esteban Murillo, The Young Beggar, c. 1645-1650. Oil on canvas. Louvre
Museum, Paris.

In pre-modern art, poverty became visible primarily through moral instruction and religious
symbolism. It had not yet been constructed as a domain of political critique. This historical
background is particularly significant because it demonstrates that romanticization functioned
differently in earlier periods than it would in its modern form. In pre-modern art, the idealization of
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poverty was spiritual and theological in nature. Only with the socio-economic transformations of the
19. century—industrialization, urbanization, and the emergence of class struggle—did poverty
become a distinctly political issue. It was within this modern context that the aesthetic
romanticization of poverty acquired its ideological significance.

19. Century: Poverty as a Social and Political Reality

Thel9. century marked a significant transformation in both the visual and political status of
poverty. Whereas poverty had previously been understood within moral and theological frameworks,
during this century it became visible as a more concrete social reality with the emergence of
industrialization, urbanization, and class differentiation®. The Industrial Revolution fundamentally
transformed social structures and gave rise to large working-class populations in rapidly expanding
cities. Under these conditions, poverty came to be understood no longer as a divine or inevitable
condition but as the consequence of political and economic systems (Engels, 1993). This
transformation altered not only economic life but also the forms of social visibility. The large-scale
migration from rural areas to cities, the continuous growth of the working class, and the deterioration
of working conditions made poverty a public issue to an unprecedented extent. With the expansion
of the factory system, labor exploitation, child labor, and inadequate housing became defining
realities of everyday life. Consequently, during the 19. century poverty came to be discussed not
merely as an individual misfortune but as a problem produced by social and economic structures.
This transformation also affected artistic representation. As both an aesthetic and political
orientation, Realism challenged the hierarchies of academic art by making everyday life, workers,
peasants, and the urban poor legitimate subjects of high art. Gustave Courbet's determination to
depict contemporary life, particularly the material struggles of the working class, represented a
decisive break from the mythological and aristocratic themes that had long dominated European
painting (Clark, 1985).

Courbet's The Stone Breakers (1849) is one of the most striking examples of this approach.
In the painting, physical labor is presented without idealization. The workers' bodies appear
exhausted, burdened by heavy labor, and deprived of individual identity. One of the most remarkable
features of the composition is that the figures' faces are deliberately concealed. This choice
transforms the workers from individual heroes into anonymous representatives of labor itself. The
act of work occupies the compositional center of the painting. The repetitive movement of breaking
stones creates a sense of continuity, making visible the endless cycle of labor. The earth-toned color
palette and the direct depiction of everyday work largely prevent any romantic idealization. Here, it
is not heroism or dignity but economic hardship that becomes visible. Such images may therefore be
interpreted as early visual interventions aimed at exposing structural inequality rather than as
religious allegories.

2 For further studies on poverty, see: Sugdzii et al., 2017; Tanritanir & Takva, 2017; Isik & Seving, 2017; Kalayc1 & Oztiirk,
2018; Nakiboglu & Levent, 2018; Akyol, 2018; Kiiciikler Kuscu, 2018; Akytirek, 2018; Bilici & Bilmez, 2018; Cihangir,
2018; Alpman & Yarct, 2018; Dagli, 2018; Dilli & Navarro Garcia, 2019; Erdogan, 2019; Hatalmis, 2019; Kazar, 2019;
Kalayc1 & Aytis, 2019; Karakaya, 2020; Okutan & Turgut, 2020; Ceylan & Zafer, 2020; Beken, 2020; Yilmazgoban, 2021;
Cilek & Das, 2021; Cay Padalihasanoglu & Yaman, 2022; Kahraman, 2022; Bastan, 2022; Tiirken Cakir, 2023; Basdamar,
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Figure 5. Gustave Courbet, The Stone Breakers, 1849. Oil on canvas, approximately 165 x 257 cm.
Gemaildegalerie Alte Meister, Dresden (until 1945). Destroyed during the bombing of Dresden in World War
IL

Nevertheless, Realism was not ideologically uniform. As Linda Nochlin argues, realist art
oscillated between social critique and aesthetic restraint (1991). While some works directly exposed
injustice and harsh working conditions, others presented rural poverty through a more pastoral
perspective. Within this latter approach, deprivation was often represented through qualities such as
resilience, humility, or quiet dignity.

Jean-Francois Millet's depictions of peasant figures constitute an important example of this
duality. In works such as The Angelus (1857—-1859), bent bodies, the rhythm of arduous labor, and
rural deprivation are portrayed with remarkable clarity. The painting depicts two peasant figures
standing in an open field, their work interrupted at the end of the day by a brief moment of prayer.
The bowed heads of the figures and the calm posture of their bodies lend the scene a profound sense
of silence and submission. While the expansive landscape stretching toward the horizon creates a
timeless atmosphere that transcends individual experience, the use of warm light and the balanced
composition soften the dramatic impact of the scene. Yet hardship does not develop into a sense of
anger or conflict. Instead, the monumental presence of the figures and the tranquil atmosphere frame
poverty less as a social crisis than as an expression of moral endurance and spiritual devotion. For
this reason, Millet's paintings may be interpreted in two different ways: on the one hand, they render
social reality visible; on the other, they soften that reality through aesthetic order. Poverty thus
appears not as a tragic rupture but as a timeless human condition.

Figure 6. Jean-Frangois Millet, The Angelus, 1857-1859. Oil on canvas, 55.5 x 66 cm. Musée
d'Orsay, Paris.

Another artist who contributed significantly to the increased visibility of poverty in the 19.
century was Honoré Daumier. In The Third-Class Carriage (1862—1864), Daumier depicts workers
and peasants traveling in a third-class railway carriage within the ordinariness of everyday life. The
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cramped spatial arrangement, the weary expressions on the passengers' faces, and the limited
interaction among the figures make the class inequalities of modern urban life clearly visible.
Similarly, Vincent van Gogh's The Potato Eaters (1885) emphasizes the harsh living conditions
shaped by labor rather than idealizing rural poverty. Its dark color palette, rugged facial features, and
modest meal scene present poverty not as a romantic pastoral existence but as an integral part of
everyday struggle.

Figure 7. Honoré Daumier, The Third-Class Carriage, 1862—1864. Oil on canvas, 65.4 x 90.2 cm.
The Metropolitan Museum of Art, New York.

Figure 8. Vincent van Gogh, The Potato Eaters, 1885. Oil on canvas, 82 X 114 cm. Van Gogh
Museum, Amsterdam.

According to T. J. Clark, 19. century painting is situated precisely within these kinds of
ideological tensions. On the one hand, it records social conflict; on the other, it contains its disruptive
potential (1985). Aesthetic devices such as soft lighting, balanced compositions, and a restrained
solemnity can transform structural violence into a contemplative world of images. This process
became even more complex with the emergence of illustrated journalism and early documentary
photography. Images of slum life, child labor, and urban poverty reached wider audiences and
influenced debates on social reform. Yet these images were not entirely free from aesthetic framing,.
As Susan Sontag argues, the representation of suffering is always shaped by particular visual
conventions (2003). Viewers are invited to witness poverty, but they often experience it within
carefully defined aesthetic boundaries. During the same period, the expansion of the art market and
the growing exhibition culture created a new viewing public. As Berger observes, images always
circulate within modes of seeing shaped by class relations and structures of power (2019). The
bourgeois viewer could encounter images of poverty from a relatively secure position, experience
empathy, yet remain under no obligation to draw direct political conclusions. This aesthetic distance
plays a significant role in the process of romanticization.

By the late 19. century, the rise of socialist thought and workers' movements gave the
representation of poverty a more explicit political dimension. Marx's critique of capitalism
interpreted poverty not as an individual misfortune but as the outcome of systemic exploitation
(Marx, 1976). From a Marxist perspective, art cannot be separated from the social and economic
conditions under which it is produced. Consequently, representations of poverty in art can be
understood not merely as aesthetic choices but also as cultural reflections of particular modes of
production and class structures. Within this intellectual climate, art itself became a potential vehicle
for class consciousness. In Socialist Realism, poverty came to be represented no longer as an
individual fate or a moral virtue but as the consequence of structural inequality. Nevertheless, even
this aesthetic program was not entirely unmediated. The worker was frequently idealized through
images of resilience, collective strength, and historical progress. This suggests that romanticization
did not disappear but merely assumed a different form. Poverty was no longer aestheticized through
religious humility or pastoral tranquility, but through images of productivity, resistance, and
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revolutionary potential. Even when aesthetic representation assumed a critical function, its subject
was often reorganized around particular visual virtues. Although Socialist Realism presented itself
as a departure from romanticized narratives, aesthetic idealization did not disappear altogether. This
continuity demonstrates the enduring dialectic between political transparency and aesthetic form in
modern visual culture.

For this reason, the 19. century does not present a simple narrative of progress. Rather, it
marks the emergence of a visual regime in which poverty became simultaneously visible and
transformed into an aesthetic experience. Romanticization appears here not as a denial of hardship
but as a transformation of its emotional register. Structural inequality is reconfigured through images
of resilience and moral purity. This historical transformation provides a crucial foundation for
understanding subsequent debates on the representation of poverty in modern and contemporary art.

The 20. Century: The Aestheticization of Poverty

The 20. century marks a significant period of expansion in the ideological framing of
poverty. During the nineteenth century, poverty had become visible in art as a social and political
issue. However, the transformations of the modern world in the 20. century further reshaped this
mode of representation. With the development of mass media, the widespread use of documentary
practices, and the increasing production of state-sponsored imagery, the visual field of poverty
expanded considerably. The issue was no longer confined to the realm of fine art. Photography, print
culture, propaganda, and humanitarian imagery together created a broader visual economy through
which poverty circulated (Benjamin, 2012). At the center of this transformation was the technical
reproducibility of images. As Walter Benjamin argues, mechanical reproduction fundamentally
transformed the function of art. Likewise, thinkers of the Frankfurt School maintained that modern
culture does not merely reflect social reality but also reproduces it within specific ideological
frameworks. In particular, Adorno and Marcuse emphasized that mass culture generates standardized
forms of representation capable of weakening critical thought. Art was no longer associated solely
with ritual and uniqueness; instead, it increasingly became part of mass circulation (Benjamin, 2012).
As a consequence, images of poverty also migrated into different media. Previously confined largely
to galleries, these images began to appear in newspapers, magazines, posters, and documentary
archives. Poverty thus became visible to a much broader audience.

With the 20. century, the representation of poverty came to be shaped not only through
painting but also through new visual media. The widespread adoption of photography made it
possible to communicate social realities to larger audiences and established it as a crucial medium
for documenting poverty. For this reason, understanding the transformation of the visual
representation of poverty requires examining not only painting but also examples of documentary
photography. Photographs produced during the Great Depression in the United States provide a
compelling example. Photographers such as Dorothea Lange and Walker Evans created some of the
most iconic images of rural and urban poverty. Their photographs offered an unflinching yet
profoundly humane view of the struggles of displaced farmers, migrant workers, sharecroppers, and
others at the lowest levels of American agriculture during the economic collapse of the 1930s
(Godoy, 2015). These photographs sought to mobilize public opinion and support the social
reforms—particularly welfare and employment policies—implemented during the New Deal era
(Sekula, 1986). Yet these images did more than simply make poverty visible; they also reconstructed
it through aesthetic and representational strategies that shaped how it would be perceived by viewers.
Consequently, the relationship between poverty and art was defined less by the direct transmission
of reality than by the ways in which that reality was given meaning through particular visual forms.
The figures are often presented within balanced compositions, conveying quiet resilience and
restrained emotional expression. Material hardship is unmistakable. Yet it rarely develops into an
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explicit critique of structural inequality and instead tends to appear within a predominantly moral
narrative.

Walker Evans, however, raises a particularly compelling question concerning the ethical
dimensions of photography: Do photographers reveal reality, or do they exploit the powerless? The
fact that Evans profited from his photographs despite refusing the requests for financial compensation
made by those he photographed renders this question even more thought-provoking. This
circumstance suggests that documentary photography is not merely a medium that reveals reality but
also a system that circulates poverty and generates value from it. Consequently, the issue of
"exploitation" is not simply an ethical concern but also an inherent dimension of representation itself
(Hermans, 2025).

Figure 9. Dorothea Lange, White Angel Breadline, 1933. The D. Lange Collection.

Figure 10. Walker Evans, From Let Us Now Praise Famous Men, 1936. Library of Congress.

At this point, the tension between visibility and aesthetic containment becomes particularly
apparent. Susan Sontag's reflections on the representation of suffering are especially illuminating in
this regard. According to Sontag, images of suffering often oscillate between shock and familiarity.
Repeated exposure may gradually diminish the sense of political urgency and transform suffering
into a consumable spectacle (2003). A similar process can be observed in images of poverty. The
aesthetic framework frequently softens the harshness of deprivation. As a result, viewers may be
emotionally affected, yet this response often remains politically limited.

The ideological framing of poverty becomes particularly evident within state-sponsored
visual cultures. In this context, the state and other structures of power not only regulate the visibility
of poverty but also assign meaning to it through specific ideological frameworks. Through discourses
such as nationalism, sacrifice, solidarity, and shared destiny, economic deprivation is at times
presented not as a social problem but as a form of collective self-sacrifice. Within socialist or
collectivist contexts, labor and material hardship are frequently reconfigured through images of
heroism and optimism. The objective of these narratives is not to foreground poverty itself but rather
to emphasize values such as productivity, resilience, and collective progress. As Boris Groys argues
in his analysis of Socialist Realism, state visual regimes do not merely suppress reality; they also
reconstruct it in forms that are ideologically legible (1992). Within this framework, poverty appears
not as a permanent social condition but as a temporary obstacle to be overcome.

Media culture further reinforced this aesthetic framework. Illustrated magazines and
humanitarian campaigns frequently relied on emotionally powerful imagery to mobilize public
compassion. Such images tended to focus on individual stories of suffering rather than on the
structural causes of poverty. By directing viewers' attention toward suffering individuals rather than
toward broader economic and political processes, they encouraged empathy and compassion.
Consequently, poverty came to be perceived less as a structural issue embedded within social
relations than as a humanitarian condition requiring assistance. Yet, as Martha Rosler has argued,
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documentary traditions sometimes risk reducing structural inequality to isolated visual events (2004).
In such cases, viewers experience hardship less as a political problem rooted in systemic conditions
than as a visual spectacle.

By the late twentieth century, the expansion of global media networks further intensified this
dynamic. Nicholas Mirzoeff argues that modern visual culture operates through regimes of visuality
(2011). These regimes not only produce images but also organize relations of power and position
viewers within them. Within such a context, images of poverty become part of an extensive visual
economy extending from journalism to exhibitions, from humanitarian campaigns to transnational
circulation. At this point, romanticization extends beyond pictorial aesthetics alone. Processes such
as framing, editing, selection, and narrative sequencing also shape this mode of representation. As a
result, the twentieth century produced an extensive visual field in which poverty became increasingly
romanticized. This phenomenon is clearly evident in the documentary photographs produced by
Dorothea Lange and Walker Evans during the Great Depression, in Socialist Realist propaganda
imagery, and in the emotionally charged visuals employed by international humanitarian campaigns.
Although these examples emerged within different contexts, they demonstrate that poverty is not
merely documented but is also interpreted through particular aesthetic and ideological frameworks.

This visual field is not confined to art alone; media and politics also constitute integral
components of it. Poverty becomes more visible while simultaneously being presented in an
aesthetically ordered and emotionally accessible form. Such representations rarely invite direct
engagement with structural inequality. Instead, viewers encountering these images are often
encouraged to feel sympathy, yet that sympathy does not necessarily lead to systemic critique. This
transformation constitutes an important point of departure for understanding contemporary visual
culture. The aesthetic strategies developed through documentary photography, propaganda, and mass
media during the twentieth century continue to shape visual culture today. For this reason,
romanticized poverty should not be regarded merely as an isolated artistic tendency but rather as a
historically established mode of political image production.

From the late twentieth century onward, representations of poverty increasingly entered the
global circulation networks of contemporary art. Biennials, international exhibitions, and
transnational art markets became important sites within this process. Unlike nineteenth-century
Realism or classical documentary practices, contemporary representations of poverty are now more
directly connected to global cultural economies. Poverty extends beyond the boundaries of national
narratives, while social vulnerability and inequality have become recognizable themes within global
artistic discourse through curatorial frameworks (Foster, 2015).

Contemporary Romanticization: The Ethics of Representing Poverty

In the contemporary art world, the representation of poverty has increasingly shifted from
national contexts to global exhibition platforms. Since the 1990s in particular, international events
such as Documenta, the Venice Biennale, and similar exhibitions have foregrounded issues such as
migration, postcolonial identity, and otherness (Filipovic, Van Hal, & Ovstebo, 2010). These
exhibitions seek to provide visibility to marginalized experiences. At the same time, however, they
operate within institutional systems shaped by sponsorship, branding, and global cultural capital. As
Okwui Enwezor argues, contemporary art has opened new spaces for political engagement; yet these
spaces cannot be separated from the economic and institutional structures that sustain them
(Enwezor, 2002).

Within this global exhibition context, poverty often becomes a recognizable aesthetic
category. Artists from economically marginalized regions are frequently expected to address themes
such as poverty, displacement, or social struggle. Over time, such expectations generate a subtle
exhibitionary framework. In this context, poverty functions as a marker of authenticity. Rather than
remaining a structural economic condition, it becomes part of a global visual vocabulary.
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Sebastido Salgado's large-scale photographic series documenting workers, migrants, and
impoverished communities clearly illustrate this tension. Salgado's images are widely praised for
their technical mastery and dramatic compositions. However, critics have also argued that their
monumental scale and carefully orchestrated lighting may transform hardship into a visually
magnificent spectacle (Sontag, 2003). Under such circumstances, poverty becomes aesthetically
compelling and emotionally powerful. At the same time, the structural violence underlying these
conditions may be softened through formal beauty.

Photograph.

A similar tension can be observed in certain installation works that reconstruct environments
associated with poverty within the white-cube gallery space. Santiago Sierra's project-based works
provide a compelling example of this phenomenon.

Figure 12. Santiago Sierra, 111 Constructions Made with 10 Modules and 10 Workers (111
Construcciones Hechas Con 10 Médulos y 10 Trabajadores), 2004.

Sierra brought the issues of labor exploitation and economic inequality directly into the
exhibition space by employing marginalized individuals as paid participants to perform repetitive or
degrading tasks. These projects are deliberately confrontational. Yet it is precisely for this reason
that an important question emerges: Does the work genuinely challenge inequality, or does it
transform exploitation into a carefully staged aesthetic event? The discomfort generated by the work
and the institutional structures through which it circulates can coexist simultaneously. Sierra's
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projects do more than provoke an ethical sense of unease; they compel viewers to recognize their
own indirect position within the structures that produce the poverty being represented. In doing so,
they implicate the viewer as a passive participant in this violence (Janzen, 2014).

The role of the art market further complicates this picture. Works addressing themes of social
inequality and vulnerability frequently circulate within high-value commercial systems. As Andrea
Fraser argues, contemporary art institutions exist not outside capitalism but squarely within it (2005).
Consequently, while contemporary art produces critiques of the capitalist system, it simultaneously
operates through its economic and institutional mechanisms. Museums, galleries, biennials, and the
art market constitute the principal sites through which critical content circulates. This situation gives
rise to a structural tension whereby works addressing poverty and inequality can produce critical
discourse while simultaneously becoming objects of economic value. When images of poverty are
exhibited and sold within elite market circuits, a striking contradiction emerges. Representations of
deprivation may themselves become objects of investment and prestige. Political urgency and
commodification coexist. This paradox does not automatically invalidate artistic intention. Rather, it
makes visible the structural tensions inherent in contemporary visual culture. Images of poverty can
be both critical and marketable. The aesthetic refinement that enables their international circulation
may, at times, soften the more radical dimensions of social critique. Romanticization thus operates
not only through visual form but also through emotional framing, institutional mediation, and
exhibition discourse.

At the same time, contemporary art does not merely reproduce romanticization; it also
develops strategies that resist it. The work of Alfredo Jaar is particularly significant in this respect.
Rather than presenting direct images of suffering, Jaar frequently foregrounds absence itself as a
form of critique. In doing so, he shifts attention away from spectacle and toward responsibility. This
approach challenges the consumption of suffering and positions the viewer within a space of ethical
responsibility.

Figure 13. Alfredo Jaar, The Rwanda Project, 2021. Zeitz Museum of Contemporary Art Africa
(MOCAA).

Similarly, collaborative and community-based projects seek to redistribute authorship. The
inclusion of affected communities in decision-making processes may be regarded as an attempt to
move beyond the aestheticization of poverty. Whether these strategies can entirely escape
institutional mediation remains open to debate. Nevertheless, they demonstrate that representation is
not a fixed category but a continuously contested field.

The contemporary period reveals how romanticized poverty operates within a global regime
of visuality. While poverty has become increasingly visible through biennials and the global art
market, it is simultaneously framed through institutional structures. For this reason, the politics of
representation cannot be considered independently of the economic and exhibitionary infrastructures
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that shape visibility. In this context, romanticization functions less through overt sentimentality than
through structural modes of framing and institutional placement. Understanding these dynamics is
essential for situating the aestheticization of poverty within contemporary art and politics. The global
art system does not merely exhibit images of inequality; it also produces their meaning, value, and
emotional impact. Consequently, romanticized poverty should be understood not only at the level of
visual form but also in relation to the conditions of its production and circulation.

Counter-Representations: Resisting the Romanticization of Poverty

Romanticized representations of poverty often soften structural violence through aesthetic
mediation. In contrast, contemporary art has also developed critical approaches that challenge this
tendency. Such practices foreground rupture, institutional critique, and ethical responsibility. Their
objective is not merely to represent poverty but also to question its emotional idealization and to expose
the political conditions that determine visibility. For this reason, many counter-representational practices
seek to disrupt the viewer's sense of comfort and reveal the power relations concealed beneath aesthetic
harmony.

One such strategy consists of disrupting or withholding the image itself. The work of Alfredo
Jaar offers some of the most compelling examples of this approach. In projects addressing famine,
genocide, and forced migration, Jaar frequently avoids direct photographic representation. Rather than
reproducing traumatic images, he conceals them, replaces them with text, or constructs installations that
expose the politics governing media circulation. This approach is clearly evident in The Rwanda Project
(1994-2000). Here, Jaar deliberately restricted the circulation of images depicting atrocities and opened
the ethical dimensions of spectatorship to critical reflection. By shifting attention away from visual
consumption toward institutional framing, his work produces a critique of the aestheticization of
suffering and encourages viewers to question their own position within structures of global inequality.

Another strategy involves making the labor relations underlying representation visible. Santiago
Sierra's performative works provide an important example in this regard. In several projects, Sierra
employed marginalized individuals to perform repetitive or degrading tasks within gallery spaces. Such
works deliberately blur the boundary between representation and exploitation. Although controversial,
these projects expose rather than conceal the structural violence of the labor market. As Claire Bishop
argues, while such practices risk reproducing exploitation, they simultaneously reject aesthetic comfort
(Bishop, 2012). Under these circumstances, viewers cannot easily retreat into a position of empathetic
distance. Instead, discomfort becomes central to the experience of the work.

A similar approach can also be observed in the work of certain documentary photographers and
socially engaged artists. Rather than emphasizing emotionally compelling individual narratives, these
practices foreground rupture, bureaucratic structures, and systemic forms of evidence. Instead of
presenting portraits of dignified resistance, they situate poverty within institutional frameworks.
Administrative documents, statistical data, and urban infrastructure become integral components of the
narrative. As Allan Sekula argues, documentary photography should move beyond isolated humanistic
images and engage with structural analysis (Sekula, 1986). When poverty is understood within broader
economic systems rather than through individual stories, it also loses much of its romantic appeal.

Contemporary installation practices similarly create moments of disruption. Some works
confront viewers with accumulations of highly material evidence, such as debt records, eviction notices,
or discarded objects. In doing so, they redirect attention away from the aesthetic beauty of suffering
toward the material reality of inequality. Such strategies reduce contemplative distance and render the
political conditions underlying deprivation more visible.

Another important approach is represented by collaborative models of artistic production.
Participatory art practices seek to redistribute authorship and challenge the hierarchy between the artist
and those being represented. Within these projects, representation ceases to function as a one-sided act
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of observation. Instead, affected communities participate in decision-making processes. Although
participatory models continue to operate within institutional frameworks, they attempt to diminish the
authority of the observational gaze and reconstruct representation as a collective practice (Bishop, 2012).
Under such circumstances, poverty is no longer staged as a spectacle but becomes a space for collective
expression.

These counter-strategies demonstrate that romanticization is not inevitable. The ways in which
poverty is represented are closely connected to aesthetic choices. Composition, scale, narrative structure,
and spatial organization all carry ethical implications. The rejection of visual harmony or the interruption
of narrative closure can transform representation into a critical field of inquiry. Nevertheless, counter-
representational practices cannot entirely escape contradiction. Works that criticize commodification
continue to circulate within global art markets, while institutional critique often becomes possible only
through institutional visibility. As Andrea Fraser reminds us, contemporary art cannot position itself
entirely outside the very systems it seeks to question (Fraser, 2005). The central issue, therefore, is not
whether representation can ever be pure, but rather how it negotiates its own embeddedness within these
structures. In this context, rejecting romanticization does not simply entail adopting a harsher aesthetic.
It also requires a critically reflexive practice. By making their own conditions of production visible,
counter-representational works reposition viewers within networks of power, visibility, and capital. In
doing so, they reopen the political dimension that romanticization so often neutralizes.

The tension between romanticized representations and critical approaches points to a crucial
issue. The politics of images of poverty are not determined solely by their subject matter but also by
their aesthetic strategies and institutional contexts. Contemporary art therefore remains a contested field
in which deprivation is either emotionally aestheticized or transformed into a form of structural critique.
This tension also underpins the central argument of the present study: romanticized poverty constitutes
a historically embedded visual regime in which aesthetic form and institutional mediation converge.

Conclusion

This study has examined the representation of poverty in visual art through the concept of
romanticization, addressing both its aesthetic and political dimensions. In doing so, it has traced a
historical trajectory extending from pre-modern moral representations to contemporary global
exhibition systems. This historical development demonstrates that images of poverty do not merely
reflect social reality but actively construct its visual and emotional meaning.

In the pre-modern period, poverty was represented primarily within religious scenes and
moral narratives. In such works, poverty was not understood as a problem of social inequality but
was instead associated with patience, destiny, and the virtue of charity. Consequently, attention was
directed not toward the causes of poverty but toward the appropriate moral response to it. By the
nineteenth century, however, this situation began to change. With industrialization and urbanization,
poverty became increasingly visible, and art did not remain indifferent to this new social reality.
Artists increasingly addressed poverty as a social condition. Yet these representations did not always
constitute explicit critiques. While some works presented the harsh realities of deprivation directly,
others softened those realities through aesthetic order. During the twentieth century, the widespread
adoption of photography and mass media brought images of poverty to much broader audiences.
Documentary photography, newspapers, and humanitarian campaigns made poverty increasingly
visible. However, this visibility was never entirely neutral. The selection of the frame, the
arrangement of the scene, and the emotional atmosphere created by the image all shaped how viewers
responded. Poverty was therefore not merely represented; it was narrated in particular ways and often
rendered more emotionally acceptable. In the contemporary period, representations of poverty
became increasingly intertwined with global exhibition systems and the international art market.
Within biennials and other international art platforms, poverty emerged simultaneously as a political
issue and an aesthetic category. Romanticization no longer operated primarily through overt
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idealization but rather through emotional framing and market circulation. Poverty became more
visible while simultaneously being filtered through institutional and economic structures. At the same
time, contemporary art has also developed critical strategies that resist romanticization. These
practices have made rupture, structural violence, and ethical responsibility more visible, disrupting
aesthetic comfort and reintroducing the political dimensions of representation. This demonstrates
that the representation of poverty depends not only on subject matter but also on aesthetic strategy
and institutional context.

In conclusion, this study argues that romanticized poverty constitutes a persistent mode of
representation within the field of political aesthetics. The purpose of this representational mode is
not to conceal poverty altogether but rather to transform its emotional register. As a result, inequality
becomes emotionally accessible, while the social and economic structures that produce it may remain
insufficiently questioned. Romanticization allows poverty to be seen, yet it does not necessarily
compel viewers to confront the structural systems that generate it. Understanding these mechanisms
is essential for a critical evaluation of contemporary visual culture. Images of poverty do not operate
outside politics; they shape how inequality is perceived, experienced, and interpreted. For this reason,
recognizing the aesthetic processes through which poverty is mediated is essential for developing
forms of representation that are both more ethically responsible and more politically conscious.
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Romantize Edilen Yoksulluk: Sanat ve Politika Iliskisi

Giris

Y oksullugun temsili, gorsel sanatlar tarihinde uzun zamandir tartisilan ve her donem yeniden
sekillenen bir mesele olmustur. 19. yiizyil realizminden bugiiniin sanat pratiklerine kadar pek ¢ok
sanat¢1, emek, yoksulluk ve toplumsal esitsizlik gibi konulara yonelmistir. Ancak bu temalarin
sanatta goriiniir olma bi¢imi hi¢bir zaman tek tip olmamistir. Kimi eserlerde agik bir elestiri varken
kimilerinde daha duygusal hatta yer yer yumusatilmig bir anlatim 6ne ¢ikar. John Berger’in de isaret
ettigi gibi gorsel temsil yalnizca bir gergekligi gdstermez, ayni zamanda o gergekligin nasil
goriilecegini ve nasil hissedilecegini de belirler (2019). Bu yiizden sanatsal imgeleri yoksullugun
dogrudan bir yansimasi olarak diisiinmek eksik kalir. Daha yerinde bir yaklasimla bu imgeleri belirli
kiiltiirel ve ideolojik siiregler i¢inde bi¢cimlenen gorsel kurulumlar olarak ele almak gerekir. Nitekim
siyasal estetik tartismalar1 da goriiniirliigiin kendisinin basli basina politik bir mesele oldugunu ortaya
koymaktadir. Jacques Ranciére’in “duyulabilir olanin dagilimi” kavrami, tam da burada devreye
girer. Bir toplumda neyin goriiniir, neyin sdylenebilir ve neyin taniabilir oldugu rastlantisal degil
belirli bir diizenin iiriiniidiir (2004). Bu ¢erceveden bakildiginda yoksulluk da yalnizca gdsterilen bir
gerceklik degildir. Nasil ve hangi kosullarda goriiniir kilindig1 da en az bunun kadar 6nemlidir. Bazi
yoksulluk bi¢imleri, 6zellikle medya ve belgesel imgeler araciligiyla fazlasiyla goriiniir hale gelirken
digerleri sessizce goriinmezlige itilir. Dolayisiyla mesele yalmzca “gdstermek” degil nasil
gosterildigi, hangi estetik dilin tercih edildigi ve bu imgelerin hangi dolasim aglarinda yer aldigidir.

Sanat tarihine dondiigiimiizde realizm®, bu tartismanin onemli bir esigini olusturur.
Koyliilerin, iscilerin ve kentsel yoksullarin yasamlart bu donemde ilk kez bu denli goriiniir hale
gelmistir. T. J. Clark ve Linda Nochlin gibi aragtirmacilar, realizmin akademik sanatin hiyerarsisini
kirarak giindelik yagami sanatin merkezine tasidigini vurgular (1985, 1991). Ancak realizm de tek
sesli degildir. Bazi eserler sinifsal esitsizlikleri agike¢a ifsa ederken bazilar1 yoksullugu daha uyumlu,
hatta yer yer idealize edilmis sahneler icinde sunar. Iste bu ikili yapu, ilerleyen siirecte “yoksullugun
estetiklestirilmesi” tartismalarinin zeminini hazirlar. Yoksullugun estetiklestirilmesi 6zellikle acinin
gorsel olarak yumusatildig1 durumlarda belirginlesir. Susan Sontag’in dikkat ¢ektigi gibi ac1 imgeleri
bir yandan empati yaratabilirken, diger yandan politik tepkiyi zayiflatma riski de tasir. Tekrar eden
imgeler, tanidik kompozisyonlar ve estetik diizenlemeler zamanla sarsict olan siradanlastirabilir
(2003). Ariella Azoulay ise izleyicinin konumuna dikkat geker. izleyici, goriintiiyle kurdugu iliskiyi
belirleyen belirli etik ve politik gergeveler i¢cinde yer alir. Yani mesele yalnizca neyin gosterildigi
degil izleyicinin bu goriintilyle nasil iliski kurdugudur (2008). Bu noktada romantizasyon kavrami
daha net goriiniir hale gelir. Romantize edilmis yoksulluk, yalnizca estetik bir tercih degil yoksunlugu

3 Bu konudaki inceleme ve arastirmalar igin bk. Cetin, 2009; Korkmaz, 2011; Aydm, 2011; Karadeniz, 2012; Kocaman,
2013; Yilmaz, 2013; Karatas, 2013; Tas & Oztiirk, 2015; Aydin & Tekin, 2016; Ozel, 2017; Mangir & Almag, 2018; Sahin,
2018; Ali, 2019; Hacizade, 2019; Yavuzer, 2019; Yildiz, 2019; Susuz, 2020; Onem, 2021; Kirath & Kanapiyanova, 2022;
Onem, 2022.
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belirli bir duygusal tonla yeniden cerceveleyen bir temsil stratejisidir. Sicak 1siklar, dengeli
kompozisyonlar, sakin yiiz ifadeleri ya da zamansiz mekanlar bu stratejinin sik¢ca basvurdugu
araclardir. Bu tiir imgeler izleyicide empati uyandirabilir. Ancak ayni zamanda yapisal sorunlarin
keskinligini de torpiileyebilir.

Son yillarda gorsel kiiltlir alaninda yapilan ¢alismalar, bu tiir temsillerin etik boyutunu daha
fazla tartigmaya a¢mistir. Martha Rosler, sosyal aciy1 estetize eden ancak iktidar iligkilerini
sorgulamayan calismalar1 elestirirken, Nicholas Mirzoeff, politikanin neyin goriiniir olacagini
belirleyerek siyasal bilinci sekillendirdigini vurgular (2004, 2011). Tiim bu yaklagimlar, temsil
meselesinin yalnizca igerikle degil ayn1 zamanda bigimle ilgili oldugunu agikg¢a ortaya koyar. Buna
ragmen romantize edilmis yoksulluk meselesi, sanat tarihi literatiiriinde hala simirli bir sekilde ele
almmaktadir. Cogu ¢aligsma ya sosyal realizmin elestirel giiciine ya da belgesel fotografin kanitlayici
roliine odaklanir. Oysa estetik yumusatmanin duygusal ve ideolojik sonuglar1 daha derinlikli bir
incelemeyi hak eder. Bu nedenle romantizasyonu bir gorsel rejim olarak ele almak, onemli bir
bosluga isaret eder.

Bu caligma tam olarak buradan hareketle: Romantize edilmis yoksulluk temsili, siyasal
gerilimi hafifleten bir mekanizma olarak nasil isler? Estetik tercihler, izleyicinin yapisal esitsizlikle
kurdugu iliskiyi nasil doniistiiriir? Ve bu yumusatilmis dili kirabilecek karsi-gorsel pratikler miimkiin
miidiir? Yoksullugu yalnizca toplumsal bir igerik olarak degil estetik bir yap1 olarak diigiinmek, onu
sanat ile siyaset arasindaki kritik kesisim noktalarindan biri olarak yeniden konumlandirmay1
miimkiin kilar.

Yontem

Bu arastirma nitel ve yorumlayici bir yaklagima dayanmaktadir. Bu ¢aligmanin odak noktast,
yalnizca neyin temsil edildigi degil ayn1 zamanda yoksullugun bir sanat eserinin gorsel yapisi i¢inde
nasil kuruldugudur. Bagka bir deyisle mesele goriintiilerin yalnizca bir sosyal gergegi yansitmasi
degil anlami nasil organize ettigidir.

Analiz iki ilgili adimda ilerler. ilk olarak, secilen eserlerin gorsel analizi yapilir.
Kompozisyon, 151k, mekansal diizenleme ve figiirlerin konumlandirilmasi gibi unsurlar incelenir. Bu
ozellikler birlikte degerlendirilir. Ciinkii izleyicinin goriintiiyle nasil karsilastigini sekillendiren bir
gorsel diizen olustururlar. Bu asamada amag, yoksullugun nasil goriiniir hale getirildigini ve belirli
estetik kararlarin tonuna nasil katkida bulundugunu anlamaktir. Ikinci adim, tanimlamadan yoruma
gecer. Bicimsel gozlemler, politik estetik ve gorsel kiiltiirdeki daha genis tartismalarla
iligkilendirilerek yorumlanir. Jacques Ranciére, Susan Sontag ve Ariella Azoulay ile iliskilendirilen
fikirler burada sabit bir cergeve olarak degil referans noktalari olarak kullanilmaktadir. Bu
yaklagimlar, imgelerin algiy1 nasil sekillendirdigini ve izleyiciyi nasil konumlandirdigini anlamay1
saglar. Aynm1 zamanda, gorsel temsillerin sosyal iligkileri hem goriiniir kilabildigini hem de
gizleyebildigini ortaya koyar. Bu ¢alisma, sanatta yoksullugun kapsamli bir tarihini sunmay1
hedeflemez; bunun yerine, farkli donem ve mecralardan secilmis sinirli sayida drnek iizerinden
ilerler. Caligmanin temel gorsel malzemesini agirlikli olarak resim sanati olusturmakla birlikte,
yoksullugun temsilindeki doniisiimii izleyebilmek amaciyla belgesel fotograf ve cagdas sanat
pratiklerinden de Orneklere yer verilmistir. Bu nedenle arastirma belirli bir sanat dalinin tarihini
yazmay1 degil, farkli gorsel mecralarda ortaya ¢ikan temsil stratejilerini karsilastirmali olarak
degerlendirmeyi amaglamaktadir. Bu eserler, belirli gorsel egilimleri -dengeli kompozisyonlar,
kontrollii aydinlatma, sinirlt duygusal ton ve maddi yoksunluga ragmen sakin veya onurlu goriinen
figtirler- paylastiklar i¢in seg¢ilmistir. Bu tekrarlayan 6zellikleri incelemek, onu tek bir tarz ya da
doneme indirgemeden bir desen izlemeyi miimkiin kilar. Bu gdrsel inceleme ile elestirel yorumun
birlikte kullanilmasi, analizin genel ifadelerin Gtesine gegmesine olanak tanir. Estetik secimlerin
anlamla nasil iliskili oldugunu ve yoksulluk imgelerinin bazen esitsizlikle ylizlesmeyi kolaylastirmak
yerine onu daha katlanilabilir kilabildigini tartismaya imkan verir.
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Pre-Modern Yoksulluk: Ahlaki Cerceveleme ve Teolojik Temsil

19. yiizy1ldan 6nce, Bati sanatinda yoksullugun temsilleri siyasi sdylem yerine biiylik dl¢lide
dini ve ahlaki ¢erceveler iginde yer aliyordu. Yoksulluk, 6ncelikle yapisal bir sosyo-ekonomik durum
olarak degil teolojik bir kategori olarak yer aliyordu. Bununla birlikte bu dini ve ahlaki ¢erceve
tamamen siyasetten bagimsiz degildi. Orta Cag ve erken modern dénemde dinsel sdylem, toplumsal
hiyerarsilerin mesrulastiritlmasinda 6nemli bir rol dstleniyordu. Yoksullugun sabir, tevazu ve kader
kavramlartyla iligkilendirilmesi, mevcut ekonomik esitsizliklerin sorgulanmasini ¢ogu zaman
engelliyor; toplumsal diizeni ilahi iradenin bir sonucu olarak sunuyordu. Bu nedenle yoksullugun
teolojik temsili yalnizca manevi bir anlati degil, ayn1 zamanda iktidar iliskilerinin kiiltiirel diizeyde
yeniden iiretildigi bir temsil rejimi olarak da degerlendirilebilir (Geremek, 1994). Orta Cag ve
Ronesans gorsel kiiltiiriinde yoksul figiirii siklikla algakgoniilliiliik ve hayirseverlik gibi Hristiyan
doktrinleriyle iliskilendirilerek ortaya ¢ikiyordu. Dilencilerin ve azizlerin maddi yoksulluk iginde
oldugu goriintiiler, genellikle sosyal adaletsizlik yerine ahlaki erdemin isaretleri olarak kodlantyordu
(Panofsky, 1955; Baxandall, 1972). Bu temsil anlayisinin erken ve ¢arpici 6rneklerinden biri, Giotto
di Bondone’un Aziz Fransis’in Bir Dilenciye Pelerinini Vermesi adli yapitidir. S6z konusu eser hem
hayirseverligi hem de diinyevi miilkten vazgecisi simgelemektedir. Aziz ve dilenci arasindaki
karsilagma, yapisal esitsizligi degil goniillii feragati ve kutsal tevazuyu gorsellestirir. Yoksulluk,
verme etigi aracilifiyla kutsanir. Bu baglamda eser, maddi yoksunlugu toplumsal bir sorun olarak
tartismaktan ¢ok, Hristiyan ahlakinin erdemleri i¢inde anlamlandirir. Boylece dikkat esitsizligin
nedenlerinden ¢ok bireysel hayirseverlik ve manevi olgunluk fikrine yonelir. Yoksullugun ortaya
cikis kosullarindan ziyade ona verilen ahlaki tepkinin 6ne c¢ikarilmasi, ekonomik esitsizliklerin
yapisal boyutlarmin geri planda kalmasina neden olabilir. Bu tiir temsiller, donemin toplumsal
diizenini sorgulamaktan ¢ok onu dinsel ve ahlaki bir ¢ergeve icinde yeniden iiretme egilimi
gostermektedir.

Gorsel 1. Giotto di Bondone Aziz Fransis’in Bir Dilenciye Pelerinini Vermesi (Saint Francis Giving
His Cloak to a Poor Man), 1297-1300 Fresk, Basilica di San Francesco, Assisi

Benzer bir temsil mantig1 Caravaggio’nun Seven Acts of Mercy adli yapitinda da goriiliir.
Burada yoksul bedenler, Hristiyan hayirseverliginin gorsel araci olarak konumlandirilir. Eserde
yoksul figiirler, hayirseverlik eyleminin alicilart olarak yer alir. Onlarin bedensel varliklari,
merhamet duygusunu yogunlastirir. Ancak bu bedenlerin keskin gercekeiligine ragmen eser,
yoksunlugun sistemik nedenlerini sorgulamaz. Bunun yerine yoksulluk, Hristiyan merhametinin
gerceklestirildigi gorsel ve ahlaki zemin olarak aragsallastirilir.
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Gorsel 2. Caravaggio Yedi Merhamet Eseri (The Seven Works of Mercy), 1607 Tuval tizeri
yagliboya 390 x 260 cm Pio Monte della Misericordia, Naples

Bu baglamda yoksulluk, siyasi olarak degil sembolik olarak islev gormiistiir. Sadaka verme
sahneleri, ibadet panellerinde ve altar resimlerinde Hristiyan hayirseverlik duygusunu pekistiriyordu.
Yoksullar zengin bagiseiy1 yiicelten bir rol oynuyordu (Rubin, 1987). Bu temsil bigiminde yoksul
figiir, yalnizca yardimin alicist degil, ayn1 zamanda yardim eden kisinin comertligini ve ahlaki
ustiinliigiinii goriiniir kilan bir unsur olarak iglev goriir. Boylece yoksulun minnettarligi 6ne ¢ikarken,
mevcut toplumsal hiyerarsiler ve miilkiyet iliskileri daha dogal ve mesru goriiniir hale
gelebilmektedir. Yoksul bedeninin varligi, hayirseverlerin ahlaki comertligini ortaya koyarak
hiyerarsik sosyal yapilari ilahi olarak belirlenmis bir durum olarak kutsar. Boylece, yoksulluk
esitsizligin bir kanit1 olarak degil, kaginilmaz ve manevi olarak anlamli bir durum olarak tasavvur
edilir. Pieter Bruegel the Elder gibi sanatcilar ise koylii yagaminmi gdzlemsel gercekgilikle bir
dereceye kadar tasvir etseler de ¢ergeveleme biiyiik 6l¢iide etnografik ya da alegorik kalmis, agikca
elestirel olmaktan uzak olmustur (Silver, 2006). Modern anlamda orgiitli bir smif bilinci
kavramindan s6z etmek gii¢ olsa da bu durum sanayi 6ncesi toplumlarin toplumsal ve ekonomik
gerilimlerden tamamen uzak oldugu anlamina gelmez. Sosyal tarihgilerin de belirttigi gibi sanayi
oncesi toplumlar maddi esitsizligi yapisal somiirli ¢erceveleri yerine teolojik ya da kozmolojik
hiyerarsiler i¢ginde yorumlama egilimindeydiler (Wood, 2002). Bununla birlikte 6zellikle 16. ve 17.
ylizyillarda Avrupa'nin gesitli bolgelerinde ortaya ¢ikan koylii ayaklanmalari, yoksulluk, agir vergiler
ve miilkiyet iligkileri etrafinda sekillenen toplumsal hognutsuzluklarin goriiniir 6rnekleridir. Ancak
bu tiir catigmalarin gorsel sanatlardaki temsili ¢ogu zaman dogrudan politik bir elestiri bigiminde
degil, alegorik ya da dolayl anlatimlar araciligtyla karsimiza ¢ikmaktadir.
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Gorsel 3. Pieter Bruegel (the Elder) Koylii Diigiinii (Peasant Wedding), 1567 Ahsap panel tizeri
yagliboya 114 x 164 cm Kunsthistorisches Museum, Viyana

Bu temsili yaklasimin bir benzeri, 6zellikle yoksul ¢cocuk imgeleriyle taninan Bartolomé
Esteban Murillo’nun eserlerinde de karsimiza g¢ikar. Geng Dilenci (1645-1650) adli resminde
sokakta yasayan bir ¢cocuk acik bir yoksulluk i¢inde gosterilir. Ciplak ayaklari, eskimis giysileri ve
yanindaki az miktardaki yiyecekle onun i¢inde bulundugu durumu dogrudan hissettirir. Ancak
Murillo’nun yaklagimi burada yalnizca yoksullugu gostermekle sinirh kalmaz. Cocuk ayni zamanda
masum, kirilgan ve duygusal olarak izleyiciye yakin bir figiir haline getirilir. Sanat¢inin kullandig:
yumusak 151k da bu etkiyi giiclendirir ve ¢ocugun kirilganlig1 adeta giizellestirilerek sunulur. Bu
nedenle izleyici, sahneye elestirel bir mesafeyle degil daha ¢ok duygusal bir yakinlik kurmaya
yonelir. Bu noktada yoksulluk, sadece toplumsal bir sorun olarak degil Hristiyan merhamet anlayist
icinde duygusal bir ¢agriya doniigiir. Yoksul ¢ocuk figiirii, izleyicide bagislama istegini uyandiran
bir odak haline gelir. Ancak bu temsil bi¢imi, yoksullugun nedenlerini sorgulamaktan ¢ok sadaka
verme eylemini anlamli ve dogru bir davranis olarak pekistirir. Boylece dikkat, ekonomik esitsizligin
kendisinden ¢ok, ona verilen duygusal tepkiye kayar.

Gorsel 4. Bartolomé Esteban Murillo The Young Beggar, c. 1645-1650 Tuval {izeri yagliboya
Louvre Museum, Paris

Yoksulluk, pre-modern sanatta goriiniirken daha c¢ok ahlaki &greticilik, dini semboller
tizerinden yer aliyordu. Heniiz siyasi elestirinin bir alan1 olarak insa edilmemistir. Bu tarihsel arka
plan ¢ok onemlidir ¢iinkii daha onceki donemlerde romantizasyonun modern karsitindan farkl
isledigini gostermektedir. Pre-modern sanatta yoksullugun idealizasyonu manevi ve teolojikti.
Sadece 19. yiizyilin sosyo-ekonomik doniisiimleri sanayilesme, kentlesme ve sinif miicadelesinin
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ortaya ¢ikisi ile yoksulluk belirgin bir siyasi sorun haline gelmistir. Bu modern baglam i¢inde,
yoksullugun estetik romantizasyonu ideolojik 6nemini kazanmaistir.

19. Yiizyil: Sosyal ve Politik Bir Ger¢eklik Olarak Yoksulluk

19. yiizyil, yoksullugun hem gorsel hem de politik konumunda énemli bir doniisiimii isaret
etmektedir. Daha 6nceki donemlerde ahlaki ve teolojik ¢erceveler icinde ele alinan yoksulluk, bu
ylizyilda sanayi devrimi, kentlesme ve sinif ayrigsmasiyla birlikte daha somut bir toplumsal gerceklik
olarak goriiniir hale gelmistir®. Sanayi Devrimi, toplumsal yapilar1 koklii bigimde degistirmis ve hizla
biiyiiyen sehirlerde isci niifuslarini ortaya ¢ikarmistir. Bu kosullar i¢inde yoksulluk artik ilahi ya da
kaginilmaz bir durum olarak degil siyasal ve ekonomik sistemlerin bir sonucu olarak anlagilmaya
baslanmistir (Engels, 1993). Bu déniisiim yalnizca ekonomik yasami degil, toplumsal goriiniirliigiin
bicimlerini de degistirmistir. Kirsal alanlardan kentlere yonelen yogun go¢ hareketleri, is¢i sinifinin
giderek biiylimesi ve ¢alisma kosullarinin agirlagmasi, yoksullugun daha dnce goriilmedigi olgiide
kamusal bir mesele héline gelmesine neden olmustur. Fabrika sisteminin yayginlagsmasiyla birlikte
emek somiiriisii, ¢ocuk is¢iligi ve barinma sorunlari giindelik yasamin belirgin gerceklikleri arasinda
yer almigtir. Bunedenle 19. yilizyi1lda yoksulluk yalnizca bireysel bir talihsizlik olarak degil toplumsal
ve ekonomik yapilarin iirettigi bir sorun olarak tartisiimaya baglanmistir. Bu degisim sanatsal temsili
de etkilemistir. Realizm, estetik ve politik bir yonelim olarak giindelik yagamu, iscileri, koyliileri ve
kentsel yoksullari, yiiksek sanatin konusu haline getirerek akademik hiyerarsilere meydan okudu.
Gustave Courbet’nin ¢agdas yasami ve Ozellikle is¢i sinifinin maddi miicadelelerini resmetme
kararliligi, Avrupa resminde uzun siire egemen olan mitolojik ve aristokratik temalardan belirgin bir
kopus anlamina geliyordu (Clark, 1985).

Courbet’nin The Stone Breakers (1849) adl1 tablosu bu yaklagimin en garpici 6rneklerinden
biridir. Resimde fiziksel emek idealize edilmeden gosterilir. Isgilerin bedenleri yorgundur, agir bir
yiik altinda calisirlar ve kimlikleri belirsizdir. Dikkat ¢ekici olan noktalardan biri, figiirlerin
yiizlerinin agik bi¢imde goriinmemesidir. Bu tercih, iscileri bireysel kahramanlar olmaktan ¢ikararak
emek giiciinlin anonim temsilcilerine doniistiiriir. Kompozisyonun merkezinde ¢alisma eyleminin
kendisi yer alir. Tas kirma hareketi, siireklilik ve tekrar hissi yaratarak emegin bitmek bilmeyen
dongiistinii goriiniir kilar. Toprak tonlarinin hakim oldugu renk paleti ve giindelik ¢alisma sahnesinin
dogrudan aktarimi, romantik idealizasyonu biiyiik 6l¢iide sinirlar. Burada kahramanlik ya da onurdan
cok ekonomik zorluk goriiniir hale gelir. Bu tiir imgeler dini alegorilerden ¢ok yapisal esitsizligi
goriliniir kilmaya yonelik erken gorsel miidahaleler olarak okunabilir.

4 Yoksulluk ile ilgili ayrica bk. Sugézii et al., 2017; Tanrtamr & Takva, 2017; Isik & Seving, 2017; Kalayc1 & Oztiirk,
2018; Nakiboglu & Levent, 2018; Akyol, 2018; Kiiciikler Kuscu, 2018; Akytirek, 2018; Bilici & Bilmez, 2018; Cihangir,
2018; Alpman & Yarct, 2018; Dagli, 2018; Dilli & Navarro Garcia, 2019; Erdogan, 2019; Hatalmis, 2019; Kazar, 2019;
Kalayc1 & Aytis, 2019; Karakaya, 2020; Okutan & Turgut, 2020; Ceylan & Zafer, 2020; Beken, 2020; Yilmazgoban, 2021;
Cilek & Das, 2021; Cay Padalihasanoglu & Yaman, 2022; Kahraman, 2022; Bastan, 2022; Tiirken Cakir, 2023; Basdamar,
2024; Usanmaz & Evren, 2025; Sirin, 2025; Demir, 2025; Akyiiz, 2025; Bayat Arslan & Cuma, 2025; Demircan, 2025;
Ipek, 2025.

Turkish Studies — Economics, Finance, Politics 21(O1)



Romanticized Poverty: The Relationship Between Art and Politics 2379

Gorsel 5. Gustave Courbet Tays Kiricilar (The Stone Breakers), 1849 Tuval {izerine yagliboya
Yaklagik 165 x 257 cm Gemaéldegalerie Alte Meister, Dresden (1945°¢ kadar) (II. Diinya Savasi sirasinda
bombardimanda yok olmustur)

Bununla birlikte realizm ideolojik agidan tek yonlii degildir. Linda Nochlin’in belirttigi gibi
realist sanat sosyal elestiri ile estetik sinirlama arasinda gidip gelmistir (1991). Bazi eserler dogrudan
adaletsizligi ve sert calisma kosullarini ortaya koyarken, bazilar1 kirsal yoksullugu daha pastoral bir
bakis agisiyla sunmustur. Bu ikinci yaklasimda mahrumiyet cogu zaman dayaniklilik,
algakgoniilliiliik ya da sessiz bir onur duygusu i¢inde temsil edilir.

Jean-Francois Millet’nin koylii figiirleri bu ikili yapinin 6énemli bir 6rnegidir. The Angelus
(1857-1859) gibi eserlerde egilmis bedenler, agir calisma ritmi ve kirsal yoksunluk agik bigimde
resmedilir. Resimde iki koylii figiirii genis bir tarla igerisinde yer almakta, ¢calisma eylemi giiniin
sonunda kisa bir dua aniyla kesintiye ugramaktadir. Figiirlerin baslarinin egik olusu ve bedenlerinin
sakin durusu, sahneye derin bir sessizlik ve teslimiyet duygusu kazandirir. Ufka dogru agilan genis
peyzaj, bireysel deneyimi asan zamansiz bir atmosfer yaratirken sicak 1sik kullanimi ve dengeli
kompozisyon sahnenin dramatik etkisini yumusatir. Ancak bu zorluk 6fke ya da ¢atisma duygusuna
doniigsmez. Figiirlerin anitsal durusu ve sahnenin dingin atmosferi yoksullugu toplumsal bir krizden
cok ahlaki bir dayaniklilik ve manevi baglilik bi¢cimi olarak cergeveler. Bu nedenle Millet’nin
resimleri iki farkli sekilde okunabilir: bir yandan toplumsal gercekligi goriiniir kilar, diger yandan
estetik diizen araciligiyla bu gercekligi yumusatir. Yoksulluk bdylece trajik bir kirilma yerine
zamansiz bir insanlik durumu gibi goriintir.

Gorsel 6. Jean-Francois Millet Melek Duasi (The Angelus), 1857—1859 Oil on canvas 55.5 X 66 cm
Musée d’Orsay, Paris

19. ylizyilda yoksullugun goriiniirliigiinii artiran bir diger sanat¢t Honore Daumier’dir. The
Third-Class Carriage (1862—1864) adl1 eserinde sanatgt, {igiincii sinif tren vagonunda yolculuk eden
is¢i ve koyliileri giindelik yasamin siradanligr ig¢inde betimler. Sikisik mekén diizeni, yorgun yiiz
ifadeleri ve figiirlerin birbirleriyle sinirli etkilesimi, modern kent yasamindaki sinifsal esitsizlikleri
goriiniir kilar. Benzer bi¢imde Vincent van Gogh’un The Potato Eaters (1885) adl1 yapit1 da kirsal
yoksullugu idealize etmekten ¢ok emekle sekillenen zorlu yasam kosullarini vurgular. Karanlik renk
paleti, sert yiiz hatlar1 ve miitevazi yemek sahnesi, yoksullugu romantik bir pastoral yagsamdan ziyade
giindelik miicadelenin bir pargasi olarak sunar.
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Gorsel 7. Honore Daumier Ugiincii Sunif Vagonu (The Third-Class Carriage), 1862—1864 Oil on
canvas 65,4 cm X 90,2 cm Metropolitan Museum of Art, New York

Gérsel 8. Vincent van Gogh Patates Yiyenler (The Potato Eaters), 1885 Oil on canvas 82 cm

x 114 cm Van Gogh Museum, Amsterdam

T. J. Clark’a gore 19. yiizy1l resmi tam da bu tiir ideolojik gerilimler i¢inde yer alir. Bir
yandan sosyal ¢atismay1 kaydederken diger yandan onun yikici potansiyelini kontrol altinda tutar
(1985). Yumusak 151k, dengeli kompozisyon ve sakin bir ciddiyet gibi estetik araclar yapisal siddeti
diisiinsel bir imgeler diinyasina doniistiirebilir. Bu siireg, illlistrasyonlu gazeteciligin ve erken
belgesel fotografciligin ortaya ¢ikisiyla daha da karmasik hale gelmistir. Gecekondu yasami, ¢ocuk
isciler ve kentsel sefalet goriintiileri genis kitlelere ulagmis ve sosyal reform tartigmalarini
etkilemistir. Ancak bu gorseller de tamamen estetik cergeveden bagimsiz degildi. Susan Sontag’in
belirttigi gibi acinin temsili her zaman belirli gorsel gelenekler tarafindan sekillendirilir (2003).
Izleyici yoksullugu gérmeye davet edilir fakat gogu zaman bunu belirli estetik smirlar iginde
deneyimler. Ayn1 donemde sanat piyasasinin genislemesi ve sergi kiiltliriiniin yayginlagsmasi yeni bir
izleyici kitlesi yaratir. Berger’in ifade ettigi gibi imgeler her zaman sinif iliskileri ve gii¢c yapilart
tarafindan belirlenen bakis bigimleri icinde dolasir (2019). Burjuva izleyici, yoksulluk goriintiileriyle
gorece giivenli bir konumdan karsilagabilir, empati kurabilir fakat dogrudan politik bir sonug
cikarmak zorunda kalmaz. Bu estetik mesafe romantizasyon siirecinde énemli bir rol oynar.

19. yiizyilin sonlarina dogru sosyalist diisiincenin ve is¢i hareketlerinin yiikselisi
yoksullugun temsiline daha agik bir politik boyut kazandirmistir. Marx’in kapitalizm elestirisi,
yoksullugu bireysel bir talihsizlikten ¢ok sistemik sdmiiriiniin sonucu olarak yorumlar (Marx, 1976).
Marxist diigiinceye gore sanat da iginde {iretildigi toplumsal ve ekonomik kosullardan bagimsiz
degildir. Bu nedenle yoksullugun sanattaki temsilleri yalnizca estetik tercihler olarak degil, belirli
iiretim iligkilerinin ve smifsal yapilarn kiiltiirel yansimalar olarak da degerlendirilebilir. Bu
entelektiiel ortamda sanat da smif bilincinin potansiyel araclarindan biri haline gelir. Toplumcu
Gergekgilik icinde yoksulluk artik bireysel kader ya da ahlaki erdem olarak degil, yapisal esitsizligin
sonucu olarak temsil edilmeye baglanmistir. Yine de bu estetik program bile tamamen aracisiz
degildir. Isci figiirii cogu zaman dayanmiklilik, kolektif gii¢ ve tarihsel ilerleme imgeleriyle idealize
edilir. Bu durum romantizasyonun ortadan kalkmadigini, yalnizca bicim degistirdigini gosterir.
Yoksulluk artik dini algakgoniilliiliik ya da pastoral huzur araciligiyla degil, {iretkenlik, direnis ve
devrimci potansiyel imgeleriyle estetiklestirilmektedir. Estetik temsil elestirel bir rol {istlense bile,
konusu ¢ogu zaman belirli gorsel erdemler etrafinda yeniden diizenlenir. Toplumcu Gergekgilik
kendisini romantize edilmis anlatilardan bir kopus olarak sunmus olsa da estetik idealizasyon
tamamen ortadan kalkmaz. Bu durum modern gorsel kiiltiirde politik aciklik ile estetik yapi
arasindaki diyalektigin siirekliligini gosterir.

19. ylizy1l bu nedenle basit bir ilerleme anlatis1 sunmaz. Bunun yerine yoksullugun ayni anda
hem goriiniir hem de estetik bir deneyime doniistiigii bir gorsel rejimin baslangicini isaret eder.
Romantizasyon burada zorlugun inkéar olarak degil, onun duygusal kaydinin doniisiimii olarak ortaya
cikar. Yapisal esitsizlik, dayanmiklilik ya da ahlaki saflik imgeleri i¢inde yeniden diizenlenir. Bu
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tarihsel doniisiim, modern ve cagdas sanat icinde yoksullugun temsiline dair tartigmalari anlamak
agisindan temel bir zemin olusturur.

20. Yiizyil: Yoksullugun Estetiklestirilmesi

20. yiizyil, yoksullugun ideolojik ¢ercevelenmesi acisindan énemli bir genisleme dénemine
isaret eder. 19. ylizyilda yoksulluk, sanat i¢inde sosyal ve politik bir konu olarak goriiniir hale
gelmistir. Ancak 20. Yiizyil ile doniisen modern diinya bu temsil bigimini daha da degistirmistir.
Medyasinin gelismesi, belgesel uygulamalarin yayginlasmasi ve devlet destekli goriintii tiretiminin
artmasiyla birlikte yoksullugun gorsel alan1 genislemistir. Artik mesele yalnizca glizel sanatlarla
sinirli degildir. Fotograf, matbaa kiiltiirli, propaganda ve insani yardim gorselleri, yoksullugun
dolagima girdigi daha genis bir gorsel ekonomi olusturur (Benjamin, 2012). Bu doniisiimiin
merkezinde goriintiilerin teknik olarak yeniden iiretilebilir hale gelmesi vardir. Walter Benjamin’in
belirttigi gibi mekanik ¢ogaltma, sanatin iglevini kokten degistirmistir. Frankfurt Okulu diisiiniirleri
de modern kiiltiiriin toplumsal gergeklikleri yalnizca yansitmadigini aym1 zamanda onlart belirli
ideolojik cergeveler iginde yeniden iirettigini ileri siirmiislerdir. Ozellikle Adorno ve Marcuse,
kitlesel kiiltliriin elestirel diisiinceyi zayiflatabilecek standartlagmis temsil bigimleri yarattigina
dikkat ¢ekmislerdir. Sanat artik yalnizca ritiiel ve benzersizlikle iliskili degildir ve giderek kitlesel
dolagimin pargasi haline gelmistir (Benjamin, 2012). Bunun sonucu olarak yoksulluk imgeleri de
farklt mecralara tasinmistir. Daha 6nce galeri ortamlariyla sinirli olan bu goriintiiler gazetelerde,
dergilerde, afislerde ve belgesel arsivlerinde goriilmeye baslamistir. Yoksulluk bdylece ¢ok daha
genis bir izleyici kitlesi i¢in goriiniir hale gelmistir.

20. yiizyilla birlikte yoksullugun temsili yalnizca resim sanati araciligiyla degil yeni gorsel
mecralar iizerinden de sekillenmeye baglamistir. Fotografin yayginlagmasi, toplumsal gercekliklerin
daha genis kitlelere aktarilmasini miimkiin kilmis ve yoksullugun belgelenmesinde énemli bir arag¢
haline gelmistir. Bu nedenle yoksullugun gorsel temsilindeki doniisiimii anlayabilmek i¢in resim
sanatinin yani sira belgesel fotograf orneklerine de bakmak gerekmektedir. Amerika Birlesik
Devletleri’nde Biiyiik Buhran dénemine ait fotograflar bu duruma giiglii bir 6rnek sunar. Dorothea
Lange ve Walker Evans gibi fotografcilar, kirsal ve kentsel yoksullugun en bilinen goriintiilerini
iiretmistir. Fotograflar1 1930'lu yillarda Amerikan tarim ekonomisinin sarsildigi donemde yerinden
edilmisg ¢iftcilerin, gégmen iscilerin, ortak¢ilarin ve Amerikan tarimiin en alt kademesindeki
digerlerinin miicadelelerine dair acimasiz ama ayni zamanda derinden insani bir bakis sunmustur
(Godoy, 2015). Bu fotograflar kamuoyunu harekete gecirmeyi ve ozellikle New Deal doneminde
gelistirilen sosyal reformu (sosyal yardim ve istihdam politikalar1) desteklemeyi amagliyordu
(Sekula, 1986). Bu fotograflar, yoksullugu yalnizca goriiniir kilmakla kalmaz, ayn1 zamanda onu
izleyici tarafindan nasil algilanacagina yon veren estetik ve temsil stratejileri araciligiyla yeniden
kurar. Boylece yoksulluk ile sanat arasindaki iligki, ger¢ekligin dogrudan aktarimindan ¢ok, onun
belirli gorsel bigimler i¢inde anlamlandirilmasi {izerinden sekillenir. Figiirler cogu zaman dengeli
kompozisyonlar i¢inde, sessiz bir diren¢ ve olgiilii bir duygusallikla sunulur. Maddi zorluk agiktir.
Ancak bu durum ¢ogu zaman dogrudan bir yapisal elestiriye donlismez ve daha ¢ok ahlaki bir anlati
i¢inde goriiniir olur. Walker Evans ise fotografin etik boyutunu sorgularken oldukga c¢arpici bir soru
ortaya koyar. Fotografcilar gergegi mi gosterir? yoksa giigsiiz insanlari somiiriir mii? Evans’in,
fotografladig1 kisilerin para talebini reddetmesine ragmen bu fotograflardan kendisinin gelir elde
etmesi bu soruyu daha da disiindiriicii hale getirir. Bu durum, belgesel fotografin sadece gercegi
ortaya koyan bir arag olmadigin1 ayn1 zamanda yoksullugu dolasima sokan ve bundan deger iireten
bir yap1 olabilecegini gosterir. Bu yiizden “somiirii” meselesi sadece etik bir tartigma degil, temsilin
kendi dogasinin bir pargasi olarak karsimiza ¢ikar (Hermans, 2025).
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readline) 1933, The D.

Gorsel 9. Dorothea Lange Beyaz Melek Ekmek Kuyrugu (White Angel B
Lange Collection.
Gorsel 10. Walker Evans, Simdi de Unlii Adamlar: Ovelim (From Let Us Now Praise Famous Men)
1936, Library of Congress

Bu noktada goriiniirliik ile estetik sinirlama arasindaki gerilim dikkat ¢ceker. Susan Sontag’in
acinin temsiline dair yorumlar burada agiklayicidir. Sontag’a gore ac1 goriintiileri ¢ogu zaman sok
ile aginalik arasinda gidip gelir. Tekrar eden maruz kalma zamanla politik aciliyet duygusunu
azaltabilir ve aciy1 tiiketilebilir bir gdsteriye doniistiirebilir (2003). Yoksulluk imgelerinde de benzer
bir siire¢ goriiliir. Estetik ¢erceve ¢cogu zaman yoksunlugun sertligini yumusatir. Boylece izleyici
duygusal olarak etkilenir fakat bu etki cogu zaman politik olarak sinirl kalir.

Yoksullugun ideolojik cercevelenmesi 6zellikle devlet destekli gorsel kiiltiirlerde daha agik
bicimde goriliir. Bu siirecte devlet ve iktidar yapilari, yalnizca yoksullugun gorinirliigiini
denetlemekle kalmaz, aym zamanda onu belirli ideolojik cerceveler i¢inde anlamlandirir. Ozellikle
milliyetcilik, fedakarlik, dayamisma ve ortak kader gibi soOylemler araciligiyla ekonomik
yoksunluklar kimi zaman toplumsal bir sorun olmaktan ¢ikarilarak kolektif bir 6zveri bi¢imi olarak
sunulabilmektedir. Toplumcu ya da kolektivist baglamlarda emek ve maddi zorluk ¢ogu zaman
kahramanlik ya da iyimserlik imgeleriyle yeniden diizenlenmistir. Bu anlatilarda amag¢ yoksullugun
kendisini 6ne ¢ikarmak degildir. Bunun yerine iiretkenlik, dayaniklilik ve kolektif ilerleme gibi
degerler vurgulanir. Boris Groys’un toplumcu gercekgilik lizerine yaptigi analizde belirttigi gibi
devlet gorsel rejimleri gercegi yalnizca bastirmaz ayni zamanda onu ideolojik olarak okunabilir
bicimlerde yeniden kurar (1992). Bu ¢ergevede yoksulluk kalic1 bir toplumsal durumdan ¢ok agilmasi
gereken gegici bir engel gibi goriiniir. Medya kiiltiirii de bu estetik ¢erceveyi daha da giiglendirmistir.
[lliistrasyonlu dergiler ve insani yardim kampanyalar1 cogu zaman kamu merhametini harekete
gecirmek icin duygusal acidan giiclii goriintiilere basvurur. Bu tiir goriintiiler ¢ogu zaman
yoksullugun yapisal nedenlerinden ¢ok bireysel magduriyet hikdyelerine odaklamr. izleyicinin
dikkatini ekonomik ve politik siire¢lerden ziyade aci ¢eken bireylere yonelterek empati ve merhamet
duygularin1 harekete gecirir. Boylece yoksulluk, toplumsal iliskiler ag1 i¢inde tartigilmasi gereken
bir sorun olmaktan ¢ok, yardim edilmesi gereken insani bir durum olarak algilanabilir. Ancak Martha
Rosler’in elestirdigi gibi belgesel gelenekleri bazen yapisal esitsizligi tekil gorsel olaylara indirgeme
riski tasir (2004). Boyle durumlarda izleyici zorlugu politik bir sistem sorunu olarak degil daha ¢ok
bir goriintii olarak deneyimler.

20. yilizyilin sonlarma dogru kiiresel medya aglarinin genislemesi bu dinamigi daha da
giiclendirmistir. Nicholas Mirzoeff modern gorsel kiiltliriin gorsellik rejimleri araciliiyla isledigini
savunur (2011). Bu rejimler yalnizca goriintii iiretmez ayn1 zamanda gii¢ iliskilerini ve izleyici
konumlarim da diizenler. Boyle bir ortamda yoksulluk imgeleri gazetecilikten sergilere, yardim
kampanyalarindan ulusétesi dolagima kadar uzanan genis bir gorsel ekonominin pargasi haline gelir.
Romantizasyon bu noktada yalnizca resimsel estetikten ibaret degildir. Cergeveleme, kurgu, se¢me
ve anlat1 siralamasi gibi siiregler de bu temsil bigimini belirler. Bu siire¢ sonunda 20. yiizyil,
yoksullugun romantize edildigi genis bir gorsel alan olusturur. Bu durum, Biiyiik Buhran doneminde
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Dorothea Lange ve Walker Evans'in iirettigi belgesel fotograflarda, toplumcu gerceke¢i propaganda
gorsellerinde ve uluslararasi yardim kampanyalarinda kullanilan duygusal imgelerde acik bigimde
goriilebilir. Farkli baglamlarda ortaya ¢ikan bu 6rnekler, yoksullugun yalnizca belgelenmedigini,
ayni zamanda belirli estetik ve ideolojik cergeveler icinde anlamlandirildigini géstermektedir. Bu
alan yalnizca sanatla sinirli degildir. Medya ve siyaset de bu gorsel diizenin parcasidir. Yoksulluk
daha goriiniir hale gelir ancak ayn1 zamanda estetik olarak diizenlenmis ve duygusal agidan
erisilebilir bir bicimde sunulur. Bu temsil cogu zaman yapisal esitsizlikleri dogrudan tartigmaya
agmaz. izleyici ise bdyle goriintiilerle karsilastiginda ¢ogu zaman sempati iiretmeye yonlendirilir.
Fakat bu sempati sistemsel elestiriyi zorunlu kilmaz. Bu doniisiim ¢agdas gorsel kiiltiirii anlamak i¢in
onemli bir baslangi¢ noktasidir. 20. yiizy1l boyunca belgesel, propaganda ve kitle medyasi icinde
gelisen estetik stratejiler glinlimiizde de etkisini siirdiirmektedir. Bu ylizden romantize edilmis
yoksulluk yalnizca tekil bir sanatsal egilim degildir. Daha ¢ok tarihsel olarak yerlesmis bir siyasal
imge {iretim bicimi olarak diigiiniilmelidir.

20. ylizyilin sonlarindan itibaren yoksullugun temsili giderek ¢agdas sanatin kiiresel dolagim
aglara taginmistir. Bienaller, uluslararasi sergiler ve ulusétesi sanat pazarlart bu siirecin énemli
alanlaridir. 19. yiizy1l realizminden ya da klasik belgesel pratiklerden farkli olarak ¢agdas yoksulluk
temsilleri artik kiiresel kiiltiirel ekonomilerle daha dogrudan iliskilidir. Yoksulluk ulusal anlatilarin
sinirlarini agar. Kiiratoryal cerceveler icinde sosyal kirillganlik ve esitsizlik kiiresel sanat sdyleminin
taninabilir temalar1 haline gelir (Foster, 2015).

Cagdas Romantizasyon: Yoksullugu Temsil Etmenin Etigi

Cagdas sanat diinyasinda yoksullugun temsili giderek ulusal baglamlardan kiiresel sergi
platformlarma tasinmstir. Ozellikle 1990’lardan itibaren Documenta, Venedik Bienali ve benzeri
uluslararast etkinlikler; gog, postkolonyal kimlik ve 6tekilik gibi konular1 6ne ¢ikarmistir (Filipovic,
Van Hal, & Ovstebo, 2010). Bu sergiler marjinal deneyimlere goriiniirliikk saglamay1 amaglar. Ancak
ayni zamanda sponsorluk, markalasma ve kiiresel kiiltiirel sermaye tarafindan sekillenen kurumsal
sistemler iginde faaliyet gosterirler. Okwui Enwezor’un belirttigi gibi ¢cagdas sanat politik katilim
icin yeni alanlar agmistir; fakat bu alanlar onlar1 destekleyen ekonomik ve kurumsal yapilardan ayri
degildir (Enwezor, 2002).

Bu kiiresel sergi ortaminda yoksulluk ¢cogu zaman taninabilir bir estetik kategoriye doniisiir.
Ekonomik olarak marjinal bolgelerden gelen sanatcilardan, yoksulluk, yerinden edilme ya da sosyal
miicadele gibi konularla ilgilenmeleri beklenebilir. Boyle bir beklenti zamanla ince bir sergileme
kalibu tiretir. Yoksulluk bu baglamda bir tiir otantiklik gdstergesi gibi ¢aligir. Yapisal bir ekonomik
durum olmaktan ¢ok kiiresel gorsel sozliigiin pargasi haline gelir.

Sebastiao Salgado’nun iscileri, gdgmenleri ve yoksul topluluklar belgeleyen biiyiik dlgekli
fotograf serileri bu gerilimi agik bicimde gosterir. Salgado’nun gdriintiileri cogu zaman teknik
ustaliklar1 ve dramatik kompozisyonlari nedeniyle 6vgii alir. Ancak elestirmenler bu anitsal 6l¢ek ve
dikkatle kurulmus 151k diizeninin zorlugu gorsel olarak gorkemli bir forma doniistiirebilecegini de
belirtmistir (Sontag, 2003). Boyle bir durumda yoksulluk estetik olarak gii¢lii ve duygusal olarak
etkileyici hale gelir. Buna karsilik arkasindaki yapisal siddet, bigcimsel giizellik araciligiyla
yumusayabilir.
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Gorsel 11. Sebastiao Salgado, Serra Pelada Altin Madeni (Mina de Ouro de Serra Pelada),
1990’lar Fotograf

Benzer bir gerilim beyaz kiip galerilerinde yoksullukla iliskili ortamlar1 yeniden kuran bazi
yerlestirme ¢aligmalarinda da goriiliir. Santiago Sierra’nin proje ¢alismalar: buna 6rnek verilebilir.

Gorsel 12. Santiago Sierra, 10 Modiil ve 10 Is¢iyle 111 Yapt Insa Edildi, 2004 (111 Construcciones
Hechas Con 10 Modulos Y 10 Trabajadores)

Sierra, marjinallestirilmis bireyleri sergi alanlarinda tekrarlayici ya da asagilayici isler igin
iicretli olarak dahil ederek emek somiiriisii ve ekonomik esitsizlik meselelerini dogrudan giindeme
tagimigtir. Bu projeler bilingli bigcimde gatismacidir. Ancak tam da bu nedenle 6nemli bir soru ortaya
¢ikar: Eser gergekten esitsizligi sarstyor mu, yoksa sémiirliyti diizenlenmis bir estetik etkinlige mi
doniistiiriiyor? Urettigi rahatsizlik ile onu dolasima sokan kurumsal yapi aym anda var olabilir.
Sierra’nin fotograflari, izleyicide yalnizca etik bir rahatsizlik {iretmekle kalmaz ve izleyiciyi, temsil
edilen yoksullugun tiretildigi yapilar i¢indeki dolayli konumunu fark etmeye zorlar. Onu bu siddetin
pasif bir 6znesi héline getirir (Janzen, 2014).

Sanat pazarinin rolii bu tabloyu daha da karmasik hale getirir. Sosyal esitsizlik ve kirilganlik
temalarini isleyen eserler cogu zaman yiiksek degerli ticari sistemler i¢cinde dolasir. Andrea Fraser’in
belirttigi gibi ¢agdas sanat kurumlar1 kapitalist yapilarin disinda degil, tam da ig¢indedir (2005). Bu
nedenle ¢agdas sanat, kapitalist sistemin elestirisini iiretirken ayni zamanda onun ekonomik ve
kurumsal mekanizmalan iginde faaliyet gostermektedir. Miizeler, galeriler, bienaller ve sanat
piyasasi, elestirel iceriklerin dolasima girdigi baslica alanlardir. Bu durum, yoksulluk ve esitsizlik
temalarini isleyen eserlerin elestirel bir sdylem iiretirken ayn1 zamanda ekonomik deger nesnesine
doniisebilmesi gibi yapisal bir gerilim ortaya c¢ikarir. Yoksulluk imgeleri elit piyasa dongiilerinde
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sergilenip satildiginda dikkat ¢ekici bir ¢eligki ortaya ¢ikar. Yoksunluk temsilleri yatirim ve prestij
nesnelerine doniisebilir. Politik aciliyet ile metalagma ayni anda var olur. Bu durum sanatsal niyeti
otomatik olarak gecersiz kilmaz. Daha ¢ok ¢agdas gorsel kiiltiirdeki yapisal gerilimleri goriiniir hale
getirir. Yoksulluk imgeleri hem elestirel hem de pazarlanabilir olabilir. Uluslararasi dolagimi
miimkiin kilan estetik incelik bazen sosyal elestirinin daha radikal yonlerini yumusatabilir. Duygusal
cerceveleme, kurumsal aracilik ve sergi sdylemi aracihigiyla da isler. Ote yandan ¢agdas sanat
yalnizca romantiklestirmeyi yeniden iiretmez; ona karsi ¢ikan stratejiler de gelistirir. Alfredo Jaar’in
calismalar1 bu acidan dikkat ¢ekicidir. Jaar cogu zaman acinin dogrudan goriintiilerini sunmak yerine
yoklugu elestiri ile 6n plana c¢ikarir. Boylece dikkat gosteriden sorumluluga yonelir. Bu yaklasim
acinin tiiketimini sorgular ve izleyiciyi etik bir sorumluluk alanina yerlestirir.

Gorsel 13. Alfredo Jaar, Ruanda Projesi (The Rwanda Project), 2021, Zeitz Museum of
Contemporary Art Africa (MOCAA)

Benzer sekilde igbirlik¢i ve topluluk temelli projeler de yazarlig1 yeniden dagitmay1 amaglar.
Etkilenen topluluklarin karar siireclerine dahil edilmesi, yoksullugun estetiklestirilmesini agmaya
yonelik bir girisim olarak goriilebilir. Elbette bu stratejilerin kurumsal araciliktan tamamen kaginip
kacinmadig tartigmalidir. Yine de temsilin sabit degil, siirekli tartigilan bir alan oldugunu gosterir.

Cagdas donem romantize edilmis yoksullugun kiiresel bir gorsel rejim iginde nasil ¢alistigini
ortaya koyar. Bienaller ve sanat pazarlari iginde yoksulluk bir yandan ¢ok goriiniir hale gelirken diger
yandan kurumsal bi¢imde ¢ergevelenir. Bu nedenle temsiliyetin politikasi, goriiniirliigii sekillendiren
ekonomik ve sergileme altyapilarindan ayr diisiiniilemez. Romantizasyon burada ¢ogu zaman agik
bir duygusallikla degil, daha ¢ok yapisal yerlesim araciligiyla isler. Bu dinamikleri anlamak
yoksullugun estetiklestirilmesini giinlimiiz sanat1 ve siyaseti i¢inde konumlandirmak igin gereklidir.
Kiiresel sanat sistemi yalnizca esitsizlik imgelerini sergilemez. Ayni zamanda onlarin anlamini,
degerini ve duygusal etkisini de iiretir. Bu nedenle romantize edilmis yoksulluk yalnizca gorsel form
diizeyinde degil, ayn1 zamanda iiretim ve dolasim kosullar1 i¢inde degerlendirilmelidir.

Kars1 Temsiller: Yoksullugun Romantize Edilmesine Direnmek

Yoksullugun romantize edilmis temsilleri cogu zaman estetik araciligryla yapisal siddeti
yumusatir. Buna karsilik ¢agdas sanat icinde bu egilime kars1 gelistirilen elestirel yaklasimlar da
vardir. Bu tiir ¢alismalar kopusu, kurumsal elestiriyi ve etik sorumlulugu 6ne ¢ikarir. Amag yalnizca
yoksullugu gostermek degildir. Ayn1 zamanda onun duygusal olarak yiiceltilmesini sorgulamak ve
gorlinlirligi belirleyen politik kosullar1 agiga ¢ikarmaktir. Bu nedenle birgok karsi-temsil pratigi
izleyicinin konforunu bozmay1 ve estetik uyumun arkasindaki gii¢ iliskilerini goriiniir kilmayi
hedefler.

Bu stratejilerden biri goriintiiniin kendisini bozmak ya da geri ¢ekmektir. Alfredo Jaar’in
calismalar1 bu yaklasimin carpici 6rneklerinden biridir. Aglik, soykirim ve go¢ gibi konulara
odaklanan projelerinde Jaar ¢ogu zaman dogrudan fotografik gosteriden kaginir. Travmatik
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gorilintiileri yeniden iiretmek yerine onlar1 gizler, metinle degistirir ya da medya dolagiminin
politikalarini goriiniir kilan enstalasyonlar kurar. Rwanda Projesi’nde (1994—2000) bu yaklagim agik
bicimde goriiliir. Jaar burada vahset fotograflarinin dolagimini smirlamis ve izleyiciligin etik
boyutunu tartismaya agmistir. Gorsel tiikketimden cok kurumsal gercevelemeye odaklanan bu
yaklagim, acinin estetiklestirilmesine karsi bir elestiri iiretir ve izleyicinin kiiresel esitsizlik i¢indeki
konumunu sorgular. Bagka bir strateji ise temsilin arkasindaki emek iligkilerini goriiniir hale
getirmektir. Santiago Sierra’nin performatif isleri bu noktada 6nemli bir 6rnek olusturur. Sierra bazi
projelerinde marjinallesmis bireyleri galeri alanlarinda tekrarlayici ya da asagilayici gérevler i¢in ise
almistir. Bu tlir ¢caligmalar temsil ile sOmiirii arasindaki sinirt bilingli bigimde bulaniklagtirir.
Tartismal1 olsalar da bu eserler emek piyasasinin yapisal siddetini 6rtmek yerine dogrudan ortaya
koyar. Claire Bishop’un belirttigi gibi bu tiir uygulamalar somiiriiyii yeniden iiretme riskini tasirken
aym zamanda estetik rahatlig1 da reddeder (Bishop, 2012). izleyici bu durumda kolayca empatik bir
mesafeye ¢ekilemez. Bunun yerine rahatsizlik deneyimin merkezine yerlesir.

Benzer bir yaklagim bazi belgesel fotografgilar1 ve sosyal olarak angaje sanatcilarda da
goriiliir. Bu ¢alismalar cogu zaman kirilmayi, biirokratik yapilar1 ve sistematik verileri vurgular.
Onurlu direnis portreleri sunmak yerine yoksullugu kurumsal ¢ergeveler iginde konumlandirirlar.
Idari belgeler, istatistikler ya da kentsel altyap1 gibi unsurlar bu anlatinin pargasi haline gelir. Allan
Sekula’nin savundugu gibi belgesel fotografcilik izole edilmis hiimanist imgelerin 6tesine gegmeli
ve yapisal analizle iliski kurmalidir (Sekula, 1986). Yoksulluk bireysel hikayeler yerine ekonomik
sistemler i¢inde ele alindiginda romantik ¢ekiciligini de kaybeder.

Cagdas yerlestirme pratikleri de benzer bir kirilma yaratir. Baz1 ¢alismalar izleyiciyi borg
kayitlari, tahliye belgeleri veya atilmis malzemeler gibi yogun maddi birikimlerle karsi karsiya birakir.
Boylece odak acinin estetik giizelliginden ¢ok esitsizligin maddi gergekligine yonelir. Bu tiir stratejiler
diisiinsel mesafeyi azaltir ve yoksunlugun arkasindaki politik kosullar1 goriiniir kilar.

Onemli bir bagka yaklasim ise is birligine dayali {iretim modelleridir. Katilime sanat pratikleri
yazarligl yeniden dagitmayi ve sanatci ile temsil edilen kisiler arasindaki hiyerarsiyi sorgulamayi
amaglar. Bu projelerde temsil tek tarafli bir gézlem olmaktan ¢ikar. Etkilenen topluluklar karar
stireclerine dahil edilir. Katilimc1 modeller kurumsal gerceveler i¢cinde varliklarini siirdiirse de gézlemci
bakigin etkisini azaltmaya ve temsili ortak bir eylem olarak yeniden kurmaya ¢aligirlar (Bishop, 2012).
Boyle durumlarda yoksulluk bir gosteri olarak sahnelenmez. Daha c¢ok kolektif bir ifade alanina
dondsiir. Bu karsi stratejiler romantizasyonun kaginilmaz olmadigini gésterir. Y oksullugun nasil temsil
edilecegi estetik segimlerle yakindan iliskilidir. Kompozisyon, 6l¢ek, anlati yapist ve mekansal
diizenleme etik sonuglar dogurur. Gorsel uyumun reddedilmesi ya da anlati kapaniginin kesintiye
ugratilmasi temsili elestirel bir alana tagiyabilir. Bununla birlikte karsi-temsil pratikleri de ¢eliskilerden
tamamen kagamaz. Ticarilesmeyi elestiren eserler hald kiiresel sanat pazarlarinda dolagir. Kurumsal
elestiri ¢ogu zaman kurumsal goriiniirliik sayesinde miimkiin olur. Andrea Fraser’in hatirlattigi gibi
cagdas sanat sorguladigi sistemlerin tamamen disinda konumlanamaz (Fraser, 2005). Bu nedenle asil
soru temsilin saf olup olmadig1 degildir; daha ¢ok temsilin kendi yerlesikligini nasil miizakere ettigidir.
Bu baglamda romantizasyonu reddetmek yalnizca estetik sertlik anlamina gelmez. Ayni zamanda
elestirel bir yansiticilik gerektirir. Karsi-temsil uygulamalart kendi tiretim kosullarini gériiniir kilarak
izleyiciyi gli¢, goriiniirliik ve sermaye iligkileri i¢inde yeniden konumlandirir. Béylece romantizasyonun
¢ogu zaman noétralize ettigi politik boyut yeniden agiga ¢ikar.

Romantize edilmis temsiller ile elestirel yaklasimlar arasindaki gerilim 6énemli bir noktaya isaret
eder. Yoksulluk imgelerinin politikas1 yalnizca konu ile ilgili degildir. Ayn1 zamanda estetik strateji ve
kurumsal baglamla da ilgilidir. Bu nedenle c¢agdas sanat yoksunlugun ya duygusal bigimde
estetiklestirildigi ya da yapisal bir elestiriye doniistiiriildiigii tartismali bir alan olmaya devam eder. Bu
gerilim makalenin temel argiimanina da zemin hazirlar: romantize edilmis yoksulluk, estetik bigim ve
kurumsal aracilifin birlestigi tarihsel olarak yerlesmis bir gorsel rejimdir.
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Sonug¢

Bu makale romantizasyon kavrami araciligiyla gorsel sanatta yoksullugun temsilini estetik ve
politik boyutlartyla ele almistir. Siirecte pre-modern ahlaki temsillerden cagdas kiiresel sergi
sistemlerine uzanan tarihsel bir ¢izgi takip edilmistir. Bu siire¢, yoksulluk imgelerinin yalnizca sosyal
gercegi yansitmadigini ayni zamanda onun gorsel ve duygusal anlamimi aktif bigimde kurdugunu
gostermistir.

Modern oncesi donemde yoksulluk, ¢ogunlukla dini sahneler ve ahlaki anlatilar i¢inde yer
bulmustur. Bu tiir eserlerde yoksulluk, bir toplumsal esitsizlik sorunu olarak ele alinmamis, daha ¢ok
sabir, kader ve yardim etme erdemiyle birlikte diisiiniilmiistiir. Yani asil dikkat, yoksullugun
nedenlerinde degil, ona nasil yaklasilmasi gerektiginde toplanmustir. 19. yiizyila gelindiginde ise durum
degismeye baslamis, sanayilesme ve kentlesme ile yoksulluk daha goriiniir hale gelmis, sanat da bu yeni
gerceklige kayitsiz kalmamigstir. Sanatgilar yoksullugu toplumsal bir durum olarak ele almaya
yonelmistir. Ancak bu temsiller her zaman net bir elestiri igermemislerdir. Kimi zaman sert bir gergeklik
sunulurken, kimi zaman da bu gerceklik estetik bir diizen i¢inde yumusatilmistir. 20. ylizyilda fotografin
ve kitle iletisim araglarinin yayginlagmasiyla birlikte yoksulluk goriintiileri cok daha genis kitlelere
ulagmis; belgesel fotograflar, gazeteler ve yardim kampanyalarinda kullanilan imgeler, yoksullugu
gorlinlir kilmigtir. Ancak bu goriniirliik tamamen tarafsiz degildir. Kadrajin se¢imi, sahnenin
diizenlenisi ve goriintiiniin yarattig1 duygu, izleyicinin ne hissedecegini belirler niteliktedir. Bu nedenle
yoksulluk yalnizca gosterilmemis, ayn1 zamanda belirli bir bigimde anlatilmis ve ¢ogu zaman daha
“kabul edilebilir” bir hale getirilmistir. Cagdas donemde ise yoksullugun temsili kiiresel sergi sistemleri
ve sanat piyasalartyla daha da i¢ ice gecmistir. Bienaller ve uluslararasi sanat platformlar i¢inde
yoksulluk hem politik bir konu hem de estetik bir kategori olarak yer bulmustur. Romantizasyon burada
yoksullugu pozitif gosteren acik idealizasyondan ¢ok duygusal ¢erceveleme ve piyasa dolasimi
iizerinden islemistir. Yoksulluk goriiniir hale gelmis fakat ayn1 zamanda kurumsal ve ekonomik yapilar
tarafindan filtrelenmistir. Buna karsilik ¢agdas sanat iginde romantizasyona karsi gelistirilen elestirel
stratejiler de vardir. Bu g¢aligmalar kopusu, yapisal siddeti ve etik sorumlulugu goriniir kilmigtir.
Boylece estetik konforu kirarak temsilin politik boyutunu yeniden giindeme getirmistir. Bu durum
yoksullugun temsili meselesinin yalnizca konuya degil, ayn1 zamanda estetik stratejiye ve kurumsal
baglama bagli oldugunu goéstermistir.

Sonug olarak bu ¢alisma romantize edilmis yoksullugun politik estetik icinde kalict bir temsil
bi¢imi olusturdugunu ileri siirmektedir. Bu temsilin amac1 yoksullugu tamamen gizlemek degildir. Daha
¢ok onun duygusal kaydin1 doniistiirmektir. Esitsizlik boylece duygusal olarak erisilebilir hale gelirken,
onu lireten toplumsal ve ekonomik yapilarin sorgulanmasi geri planda kalabilmektedir. Romantizasyon
yoksullugun goriilmesini saglar. Fakat onu iireten yapisal sistemlerle dogrudan yiizlesmeyi her zaman
zorunlu kilmaz. Bu mekanizmalar1 anlamak ¢agdas gorsel kiiltiirii elestirel bicimde degerlendirmek i¢in
onemlidir. Yoksulluk imgeleri siyasetin disinda islemez; esitsizligin nasil algilandigini, hissedildigini ve
yorumlandigini sekillendirir. Bu nedenle yoksulluga aracilik eden estetik siirecleri tanimak, daha etik ve
politik acidan bilingli temsil bigimleri gelistirmek agisindan 6nemlidir.
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