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ABSTRACT

The door, which functions as an object for entry and exit in architectural structures, is also very flexible and
slippery as a metaphor. The door metaphor showed itself in painting, architecture, and sculpture as a passageway
that brought together the secular and the sacred until Baroque religious art. In the 17th century, with the effort to
bring the sacred into the house, the approach to the door was further widened and deepened. With the value and
importance that Dutch painting gave to residential phenomenology, the doors opening to theology took its place
in the painting scene as a look at privacy and public space and has gained momentum as a means of expression
in plastic arts until today. The study aims to examine the works in which the door metaphor is used using the
semiotic analysis method and to make a comparative analysis of the meanings attributed to this image by Georg
Simmel and Gaston Bachelard. In other words, the semiotic method has been applied to both artistic works
containing the door metaphor and the text of Simmel and Bachelard. As a result of the study, some differences
were identified between the meanings Simmel attributed to the door metaphor and the meanings of the door
metaphor in paintings before the 17th century.
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Introduction

A door is an entrance before anything else. In all architectural structures (houses, mosques,
churches, cities), a door functions as an entrance and exit. In the very first houses, the door
served as both an opening and a wall by protecting the air, dust, animals, humans, or other
hazards by using movable materials like branches or bushes to cover the space. A door, an
opening that has allowed humans to enter and exit since ancient times, is accepted as a
universal symbol that implies a transition from one place, situation, or level to another.

There are many instances of rituals that are related to doors in tradition and culture. Examples
of these rituals include the bridegroom carrying his bride through the entrance, making an
entrance through the door with the right foot first, the deceased being carried out across the
back door, and, in some cultures, opening all the doors of the house to help the spirit of the
sainted depart from this world. Another instance is the conviction that opening the door of the
house where a woman gives birth helps in the process of labor. These can be considered as
examples of iconographic rituals.

Moreover, it is likely to see the same authority and welcome together on the key doors of
religious temples, mosques, churches, and cathedrals, as well as in religious representations in
paintings. In this case, the door represents a point of transition, symbolizing concepts such as
sin-redemption, living-passing, eden-underworld, and temporal-holy. Doors, which represent a
beginning, also represents an end with their exit. Throughout history, religions have always
provided hope that there is something on the other side of the door. This can be seen in holy
books and in the works of artists who described the sacred—mainly before the Renaissance—
as well as in contemporary art, where these ideas have gained various identities through various
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areas. Georg Simmel, in his essay “Bridge and Door,” talks about the restricting nature of doors
and the satisfaction humans find in this, as he explains in the following passage:

The doors' being closed gives a stronger feeling of isolation than the pure feeling emerging
from a solid wall because it is able to be opened. The wall has no sound, but the door speaks.
When people describe their own boundaries, but do so in a way that is bound to freedom—
meaning that they can eliminate those boundaries at any time and place themselves outside
of them—it fulfills their deepest nature (Kaern, 1994, p. 409).

Simmel refers to a kind of tension connected to a twofold process. This tension changes into a
complex element. The transformation is often considered as a puzzle that is involved in the
necessity to be social while being a person or in the need to both have a conversation with others
and isolate oneself. In this sense, the bridge and the door obtain symbolic value on the scenery,
which reflects the aspiration to both tie and set boundaries. However, this connection maintains
isolation whilst also providing interaction. Therefore, while the bridge allows relations, the door
enables the manageability of separation.

The philosophical features of door construction, in relation to their function in defense or
authority, can be understood in a better way by looking at Georg Simmel's essay, which has the
name "The Bridge and the Door" together with the philosopher Gaston Bachelard. Simmel
clarifies that doors are designed to either draw people's attention or deter them. This applies
not only to doors in homes or cities but also to doors representing the hallowed. Simmel focuses
on the door's practical function. Also, he focuses on how it is a way of bonding people or dividing
them; its an inviting yet intimidating design. Societal pressures are mirrored by this kind of
detachment and harmony.

Method

The scope of the study contains all forms of artistic works which used the representation of a
door from Ancient Egypt to the 17th century. Because of the toughness in reaching this scope,
a surveying approach was used to choose works where the door metaphor is the most
important. The restriction of the study is that it inspects artworks which have the unique door
metaphors from Ancient Egypt to the 17th century by using the sign-based method of French
linguist Roland Barthes. Thus, the explicit and symbolic definitions of the door have been
removed in the shape of codes. The study review of the works was considered in the process
of coding.

The same method, which was a surveying approach, was utilized for the door metaphor in
Simmel's essay "Bridge and Door" and in Bachelard's book "The Poetics of Space," especially the
segment on "The Dialectic of the Outside and the Inside," where the door metaphor is debated.
The outcomes and the door metaphor were compared with each other in the history of art. In
this way, the sign-based approach was adopted to the works including the door metaphor from
Ancient Egypt to the 17th century and the writings of Bachelard and Simmel. The codes which
were removed from the artworks using the semiotic approach and those drawn from Bachelard
and Simmel's writings were compared with each other.

Findings and Discussion

There are various academic studies in the literature that focus on the door metaphor in art from
philosophical and sociological approaches (Akdagli, Pelikoglu, 2018; Salt, 2018; Taskent, 2019;
Erdem, 2017; Kazan, 2021; Akdagl, 2017; Cavus, 2010; Gur, 2019; Sener, 2021). The first
significant problem in these writings is the lack of interdisciplinary collaborative engagement in
explaining the door metaphor, and the second is the inadequate use of descriptive research
methods. This study's purpose is to discuss the void by examining the highlighted works on the
door metaphor in art by the basic and important insights of French philosopher Gaston
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Bachelard and German sociologist Georg Simmel in relation to the meaning they tie to the door
image. The second component focused on forming the survey and resolving the research
limitations. The expectation is to address these two elements and do the research that is
noticeable regarding creativity and support to the literature.

Semiotics

Semiotics, which is referred to in Turkish as "gostergebilim," is derived from the Greek words
semesion, which means "sign," semainon, meaning "signifier," and semainomenon, meaning
"signified" or "sign."Broadly speaking, semiotics is the study of signs or an epistemology dealing
with the existence or nature of the sign in social life (Rifat, 2009, p. 27).

Research in the discipline of semiotics began under the guidance of Ferdinand de Saussure and
Charles Sanders Peirce, who lived in the 19th century. Nevertheless, the topic of how meaning
is created has been studied primarily since the 20th century. Whilst analyzing the works on
semiotics, it is certain that researchers such as Algirdas Julien Greimas, Julia Kristeva, Jean
Baudrillard, Catherine Belsey, Ferdinand de Saussure, Christian Metz, Charles Sanders Peirce,
Umberto Eco, and Peter Wollen are distinguished figures in this field. These main figures are
notably influential French semioticians who have made important contributions to the discipline
of literary and cultural analysis. What defines Roland Barthes, a French philosopher and literary
theorist, aside from these names, is his uncommon contributions to semiotics.

As part of Barthes' contributions, he distinguishes between the ‘denotative’ and ‘connotative’
meanings of signs and analyzes concepts such as myth, code, metaphor, and metonymy
through the lens of semiotics. Denotative meaning is related to the real, objective meaning of a
sign. On the contrary, connotative meaning is related to the connections and cultural meanings
in addition to the sign. Barthes states that connotative meanings are often more important than
denotative ones in the process of signification and interpretation (Barthes, 1993, p. 34). A code
is a system in which signs, signifiers, and signified are formed. A code incorporates the sense-
making framework shared by a culture. The meaning of a sign relies on the code it is associated
with. It also offers a scheme for conveying its semiotic meaning (Fiske, 1996, p. 16).

Barthes examines how daily objects and cultural occurrences (such as advertisements, films,
and fashion) are used to build a mutual cultural narrative in his book “Mythologies.” Barthes
claims that these myths are not natural or universal but, instead, are constructed by particular
societies, functioning as tools for preserving and forming power by the superior group.
Underlining the fact that myths also have the power to reflect themselves as neutral and
innocent, Barthes sees them as a language that captures reality (Boer, 2011, p. 223).

As stated by Barthes, every cultural product has a meaning, and this meaning is ned by an
ideology, which is a myth. Therefore, any cultural product can be the topic of mythological
analysis and study. A myth is a structure of signification. Nonetheless, a myth is different from
everyday discourse and language. Barthes follows Saussure’s arguments about the essence of
the linguistic sign and describes myth as a secondary-level system of signification. In the first
stage of language, what is a sign (for instance, the signifier ‘'messiah’ and its description of
holding a lamp) becomes a signifier in the second stage (a door to redemption, something to be
pursued). In simpler terms, according to Barthes, myth is a second-class system of signification
that can be considered as a cultural connotation, different from denotation (Boer, 2011, pp. 216-
220). The two most important manners of expressing meaning are metaphor and metonymy.

The metaphor, which is known as “egritileme” in Turkish, is a literary tool that compares two
unrelated things with each other and includes replacing one idea with another. The metonymy,
which is known in Turkish as “mecaz-1 mursel” or “dlz degismece,” happens when a part reflects
the whole or, alternatively, when the whole portrays a part (Berger, 2000, p. 41). Examples of
metonymy involve the statement of the Presidency by the Cankaya Mansion, the depiction of
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the U.S. government by the White House, the crown depicts the king, and the sails depicts the
boat.

Findings and Discussion on the Semiotic Examination of the Door Metaphor from
the Sanctified to the Temporal in Art:

In ancient Egypt, the door was a symbol for the idea of the horizon (aht), the shiny mountain
where the sunlight appears in the East, and the fascinating aurora moment where both worlds
come face to face. Additionally, it represented the pathway from this world to the realm beyond.
For this reason, there are graves in which the doors were symbolized.

The Book of Gates is a holy manuscript from Ancient Egypt that is traced back to the New
Kingdom. It expresses the passage of the spiritinto the realm beyond and has a the Sun's
voyage, which happens within the night hours in the Duat. The spirit's voyage needs to go
through a number of "gates” at various phases. Each Gate is related to a different goddess, and
the demised must be aware of the unique character of each God. A door was created to let the
spirit of the demised move in both directions in the graves. Similarly, the door is also a symbol
in Etruscan graves; in some of them, the demised is d at the entrance (Venit, 2015, pp. 81-82).

Visual 1 The Image of Augurs’ Grave (MO 530 - 480)

Tarquinia is one of the strongest and most important Etruscan centers, and it is famous for its
painted hall graves. The Grave of the Augurs (Visual 1) is one of the oldest graves, with paintings
on all four walls. A huge door on the back wall is thought by some people to represent access
to the abyss, whilst others think it symbolizes the grave's doorway (Kleiner, 2015, p. 170). This
way, the door figuratively changes the burial site into a place where the dead are in the outer
realm as if they are still part of it, a place where situations are presented to satisfy them. There
are two symbols that are grieving on both sides of the door. On the top of the door, two vicious
animals are represented, which is like symbolizing the protectors of the doorway. The other
walls are a symbol of a detailed ritual ceremony of burial rites in honor of the demised.

Table 1 Semiotic Analysis of the Door Image in the Grave of the Augurs (Visual 1)

Representative  Representer Represented
Augurs’ grave The image of the door in the Visual of the door in the Grave of the Augurs
Augurs’ grave Doorway to the abyss, entrance to the grave, the

demised meandering the world as if they are living,
shift from the temporal to the sanctified, doorway,
path, power, authority
Augurs’ grave The vicious animals on the top of ~ The vicious animals on the top of the door
the door Protector, guardian, shift from the temporal to the
sanctified, power, authority
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Visual 2 The Image of The Saint Michael's Table (End of the 13th century)

The Table of Saint Michael, an example of the shift from Romanesque to linear Gothic, in spite
of belonging to the Romanesque style, attributes a more natural description of movement in the
bodies, becoming more direct and presenting the characteristics of Gothic art. The artwork,
which has a rather complicated construction, contains a scene of the Last Supper without Judas
at the bottom left, set against a starry background. At the top left, three scenes describing the
legend of Mount Gargano and the first impression of Archangel Michael. Firstly, a shepherd
shoots an ox that has run away from him, but the arrow unbelievably changes direction and
wounds the shepherd. Secondly, the villagers are shocked by the miracle and ask what
happened. In the third scene (which has been lost), Archangel Michael appears to be telling the
bishop that he will protect Mount Gargano, performing a miracle for all to witness. To the right
of the border, there is a scene called "psychostasis’ from Catalan medieval art. In this theme,
Archangel Michael measured souls to decide if they would go to heaven or hell and argued the
consequences with the devil. The entry to heaven is described by Saint Peter, who, holding the
keys, stands at the doorway to welcome the chosen ones and opens the gates of heaven to let
them in (Payas, 2017). The gates of most essential holy places in the world divide and protect
the holy from the temporal. Grand doors commonly protect them with guardians such as lions,
gods, griffins, virgins, or representations like Jesus. Saint Peter, as the protector of the entrance
of heaven, provided this function as well. The Gate is an active representation inviting a journey
and mystery. Resembling ancient Egypt, in this description, the Gate represents the transition of
souls from the earthly to the divine. The devil, who is the protector of the gates of hell. God
Janus, the protector of the Solstice Gates, and Cerberus, the Guardian of the Gates of the Greek
underworld, can be exemplified as other known spiritual gatekeepers.

Table 2 Semiotic Analysis of the Door Image in Visual 2

Representative Representer Represented

The Work Saint Petrus's meeting the dead at ~ Journey, mystery, border, the entrance of heaven-hell,
Named Saint the Gate passage from temporal to sanctified, power, authority
Michael's Table

The Work The Key in the Saint Petrus's hand ~ Passage from temporal to sanctified, power, authority
Named Saint

Michael's Table

Jerusalem is an ancient city with a timeless history, stories, and enormous importance for many
people. The closed Golden Gate of Jerusalem has so many meanings for various religions and
peoples, and this Gate at the easternmost part of the city is known as the Gate of remorse and
grace for Muslims. The rationale for this is that Prophet David seeks forgiveness here, and his
regret is accepted at this gate. Some Muslims also give religious significance to this place,
assuming it to be the site of Allah’s absolute decision and the future resurrection (Balci, 2017, p.
72). In Jewish literature, it is stated that when the Messiah comes, he will enter Jerusalem
across the Eastern Gate. It carries historical and traditional importance for Jews and proceeds
to be a sign of the coming Messiah. In Christian literature, the Eastern Gate or Golden Gate of
the Old City is the place where Mary's parents met after the Annunciation. Consequently, the
location of the Gate became a representation of the Virgin Mary’s ideology of Jesus.
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Visual 3 The Image of The Entrance to The Jerusalem (Giotto Di Bondone, 1305)
Visual 4The Image of The Meeting at The Golden Gate (Benozzo Gozzoli, 1490)

In the art of Christian, the idea of the Meeting at the Golden Gate and Jesus’ Entrance into
Jerusalem (Palm Sunday) has been visualized by many artists. Giotto Di Bon remarkably
contributed to the enhancement of Western art, representing Jesus' Entrance into Jerusalem
(Image 3), focusing on Jesus entering Jerusalem on a donkey. The people of Jerusalem wait
for him at the golden gate , which is the city's entry. Some people greet him by waving palm
leaves by the roadside, while others spread their garments to express how they are devoted to
him. On the other hand, this entrance will eventually result in his martyrdom. Benozzo Gozzoli's
Meeting at the Golden Gate (Image 4) also is an example of these portrayals. The painting
portrays Anna, having learned from Gabriel that she will have a son, happily and tightly holding
her husband Joachim's hands. This sequence, often visualized in Western art of the time, also
appears in Giotto's Meeting at the Golden Gate (1305) and Albrecht Diirer's engraving The Life
of the Virgin.

The Holy Scriptures refer to the "gates of heaven," through which a person goes into the kingdom
of paradise, redemption, and everlasting life." In the view of the Bible, Christianity welcomes
everyone, yet it is obvious that Christ is the only Gate. It indicates a message for Jesus’ believers.
Going through the Gate demonstrates decency, belief in honesty, charity, and love, pointing to
God. In Christianity, Christ is considered the Gate to redemption and endless life, a journey that
should be gone through. Therefore, it is predictable that the symbols of Jesus in the walkways
of cathedrals represent this concept.

Table 3 The Semiotic Analysis of The Door Image That Are in The Visual 3 And 4

Representative Representer Represented

The work named Golden Gate Mercy, meeting, passing from temporal to the holy,
Meeting At The power, authority,

Golden Gate

The work named ~ Messiah Door, guide, the one who is to be followed, passage
Meeting at The from temporal to the holy, power, authority

Golden Gate

The work named  Golden Gate Mercy, awaiting, passage from temporal to the holy,
Entry To power, authority

Jerusalem

The work named  Messiah Door, guide, the one who is to be followed, passage
Entry to from temporal to the holy, power, authority,
Jerusalem

I am the door; whoever enters through me will be saved (Holy Bible, n.d.).
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Visual 5 The Image of The Earth's Light (William Holman Hunt, 18571)

The description of biblical verses is not a rare theme in Christian art. Until now, many artists
have portrayed dynamic themes from the Bible, such as the Annunciation, the Crucifixion, the
Entry into Jerusalem, and the Meeting at the Golden Gate, in a way that is more comprehensible
and easily distinguishable. Nevertheless, it is fascinating that this is not the issue in the artwork
named “The Light of the World” (Image 5). In this portrayal, the vivid depiction we see is that of
Christ carrying a lamp on a night bathed in moonlight, drawing near a door that has not been
opened for a long time, which has been covered in corroded nails and ivy, and about to knock.

The scene represents verses from the Book of Revelation? (Thiele, 2022, p. 4). As a matter of
fact, there are two lights shown in the painting: the light of moral sense, which is reflected by
the lamp, and the light of redemption, which is symbolized by the halo around Christ’'s head.
Christ wishes to enter. Nonetheless, the door in the painting has no handle. Hunt (1905)
indicates that this is “the door of the human heart”; thus, it can only be opened from the inside.
The lack of a door handle reflects the human soul (1905, p. 350).

Table 4 Semiotic analysis of the door image in visual 5

Representative  Representer Represented

The work A door with no handle, Human analogy: the capability to be opened from
named “Earth's  corroded, nailed, and covered inside like a human heart, mystery, a passage
Light) inivy from temporal to the holy.

The work Messiah Door, guide, the one who is to be followed, a
named “Earth's passage from temporal to the holy, power,

Light) authority.

Visual 6 Valensiya Katedrali'ndeki Havariler'in Kapisi'nin fotografi

Visual 7 Meryem'in Kapisi'nin (Donatello, 1440-42) fotografi

2"Here | am! | stand at the door and knock. If anyone hears my voice and opens the door, | will come in and eat with that person,
and they with me" (Revelation 3:20). "l am the light of the world. Whoever follows me will never walk in darkness, but will have the
light of life" (John 8:12).
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This door that is known as the Apostles' Door (Image 6), built in the Gothic style in the fifteenth
century, is highlighted as a symbol in which ethical perceptions of the Virgin, angels, and
prophets are expressed. It signifies one of the most fascinating and scenic details of the city of
Valencia. From the outside, it is outstanding for its four-pointed arches shaping a triple arch
molding with forty-eight imprints in the spaces between the columns illustrating the apostles,
the Virgin, and the angels. On the sides of the door, the twelve apostles of Jesus and the four
preachers of the Roman Catholic Church are organized. On both sides of the Virgin, there are
three musician angels, and on the top of her head, there are two more of them on each side. The
representative passage to the temple was made possible by Mary letting her son, Immanuel, to
enter as the light Gate between the realm and the beyond. Despite that, no matter where she
was, she was still the sovereign of everything which was occurring at the door and protected
those who passed the doorway. She was also the protector of the prophets, apostles, virgins,
and musical angels (Segui, 2022, pp. 21, 22).

In the ten-panel work by Donatello, which was created in 1440, each panel on the Apostles' Door
of Mary (Image 7) has two characters connecting through signs, glances, and behaviors,
sometimes in a calm way, sometimes very eagerly. The general theme seems to be patterns of
human connection in academic disagreements and religious discussions. The characters are
described without a background.

Visual 8 The Image of The Heaven's Gate (Lorenzo Ghiberti, 1425-52)

The holy and sacred writings often talk about the doors of redemption and the heaven where
one will enter endless life, which God opens to disclose himself and shares his divinity with
humanity. Nevertheless, they also remind us that not all doors are merry; on the other hand,
there are also the gates of hell. The doors of religious architectural structures, by visualizing
writings from the Old and New Testaments, have left an important effect on their spectators at
the primary entrance of the space during a time when literacy rates were very low. The gates of
heaven and hell are some of the most significant examples of this impact.

Andrea Pisano formed the first two doors of the Florence Baptistery in the 14th century. These
doors consist of twenty-eight four-leaf panels, with the twenty upper panels describing the
scenes from the life of Saint John the Baptist. The eight lower panels represented the eight
virtues: hope, belief, charity, modesty, courage, self-control, fairness, and wisdom. A competition
was held in 1401 for the third northern door, and Lorenzo Ghiberti won the contest. The bronze
doors of the North, including twenty-eight panels, feature twenty panels descripting the life of
Christ from the New Testament. The eight lower panels show the four Evangelists and the
Church Fathers: Saint Ambrose, Saint Jerome, Saint Gregory, and Saint Augustine. When
Ghiberti completed the North door, he was given the duty of forming the Gate of Heaven, also
known as the East Gate (Image 8). The door was made up of ten panels, describing themes
from the Old Testament: Adam and Eve, Cain and Abel, Noah, Abraham, Jacob and Esau,
Joseph, Moses, Joshua, David, Solomon, and Sheba (Wehmeier, 2008, pp. 272, 273).
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Table 5 The Semiotic analysis of the door image in visuals 6,7 and 8

Representative Representer Represented

The work named Door Transition from temporal to the holy, light
Apostle's Gate

The work named Mother Mary Door, Light, guide, the one who is to be followed
Apostle's Gate

The work named The size of the door Power, authority

Apostle’s Gate

The work named Mary's  Door Transition from temporal to the holy, virgin,
Gate prophets, and angels.

The work named Mary's ~ The double figures on the top of Human interaction in the intellectual and
Gate the door religious discussions.

The work named Mary's ~ The size of the door Power, authority

Gate

The work named The relief of themes from the old Transition from temporal to the holy
Heaven's Gate

The work named The size of the door Power, authority

Heaven's Gate

Visual 9 The Image of A Child Who Brought Bread (Pieter de Hooch, 1663)
Visual 10 The Image of A Birthday (Dorothea Tanning, 1942)

All around the world, there are specific esthetic stylistic variations and metaphorical aspects
common in spaces that are used by main religions. There is an obvious entrance area (door)
where one transitions from the earthly to the holy in a clear way. Inside, dramatic lighting and
striking esthetic aspects, designed in a frequent way on purpose, support this passing. Of
course, the main belief is to reinforce powers that are more considerable than humans and to
leave no concern about where the guest stands.

By the 17th century, the attempt to make a home for the holy® became a main theme for Dutch
artists, whilst private space became more crucial, and people started to seclude themselves in
their private places. Pieter de Hooch was one of the first artists to integrate family life and home
environment into his paintings in the 17th century. Hooch's works demonstrated a method of
contrasting the stillness and sequence of private life, which includes the chaos of the public
world. Actually, this road goes through opening the door. This way, open doors or windows let
views of the city's street life and other rooms, even if just for a moment, and permitted for a
symbolic walk through the house. The world that was described in his paintings symbolizes

3 According to Sennet, not only in the church, but also on the walls of the church, everybody would be
worth the mercy equally and all of their behaviors would be welcomed with mercy. In the 17th century,
the worldy center of spiritual sanctuary began to function as "home". The holy interior was in a form of
which covered its moral value, the weak and the poor but the more the number of rooms of the home,
increased the individuality, so it couldn't have the same holiness as before.
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momentary glimmers of life seen subtly through open doors and windows. His works illustrate
the basic life of regional people and are far taken out from religious teachings. This hazing of
the border between home and city mirrors the outbreak of privacy in early modern urban culture,
representing the family and public ideas that marked this period, demonstrating the ability to
either close or open the gap between the two worlds (Image 9).

In her work Birthday (Image 10), Dorothea Tanning forms a secretive door system with open,
half-open, and closed doors inhabiting much of the painting, creating a fusion between the
ordinary and the supernatural. Tanning points out the emotion of " a type of intrinsic existence,
as if my life unveiling itself after all" when speaking of the doors arranged like a transition
(Mydailyartdisplay, 2021). It is concluded from this description that Tanning uncovers the visual
order of chances and the mystery of the doorway in her self-portrait, describing her
metamorphosis. Her self-portrait “is a testimony to her childhood years in a Puritan small town;
her naked body is a hardship to her family’s cruel nature and a need to let go from that cruelty”
(Arthive, n.d.). Holding the door handle with one hand may be a symbol of a conflict with the
past, maybe of an unclear future and void of fear. It seems like we cannot speak of a plain way or
an easy exit in these open doors, which are like a maze.

Georg Simmel And Gaston Bachelard: Door Metaphor

In Simmel's article “The Bridge and the Gate,” a critical analysis is used, which demonstrates
that it is not possible for something to exist without its contrast in any given circumstance. In
his writing, Simmel firstly makes a fundamental difference between the bridge and the Gate to
remove the confusion formed by the slippery surface of their metaphorical meanings.
Throughout the article, he constantly argues for both. “If we consider the different highlights that
prevail the aspects of the bridge and the gate, the bridge shows how the human being unites
the natural distinction, whilst the gate shows how the human being breaks the ongoing unity
that exists in nature” (Simmel, 1994, p. 409). Simmel indicates that the opposition is created by
the distance between the two banks of a river, gives a different meaning to the construction of
bridges, representing the expansion of human power into space. The bridge not only physically
ties two distinct shores for the advantage of the human body but also visualizes this connection
(Savk, 2022, p. 9).

The seclusion that is granted by the door in the dwelling existence symbolizes a limited
separation from the ongoing harmony of life in nature. However, in the same way, that
amorphous limitation is shaped, human restriction finds its meaning and respect in what the
door refers to — in the continuous possibility of entering freedom and rising above limitation
(Simmel, 1994, p. 412).

Simmel points to the contrast between the bridge, which is always open to connection, and the
door, which is open to change. According to Simmel, the bridge illustrates how human beings
unite in separation, while the door demonstrates how the social realm divides its constant unity.
Simmel summarizes this point with the claim that the door 'more clearly and distinctly
represents the fact that separation and connection are precisely two faces of the same action'
(Simmel, 1994, p. 409). Connection and separation are the products of the same underlying
process. Indeed, Simmel exemplifies this idea by showing how clothing serves both to connect
individuals and to distinguish them from others. Within the social space, the door creates a
threshold where, for those who are capable, a piece of continuity can be severed' (Simmel, 1994,
p. 409)."

The bridge hints at a relation between those who are divided. Simmel discusses that connection
and division are two sides of the same act. Thus, it should not be disregarded that the door is
also an image of a boundary. Whilst bridges are considered a phenomenon of relation, doors
are seen as having both preventing and granting impacts as boundaries. Doors have become a
barrier between public and private areas because they are made to both prevent the outside
world and provide access to it. Nonetheless, the real issue of study is not the door but the people
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who restrict and divide. It depends on the subject to determine whether to open the door and
make a connection with “the other” or to make an entrance through the door. A fascinating
instance of this is found at the entry of the Abbé Gillard Church in France (Visual 9). At the entry
of the door, it says in French, “La Porte en est Dedans” (the door is inside) (Brittany,2014). Itis a
person’s wish to decide whether to make an entrance through the door or not.

Visual9 The Image of The Church AbbeGillard's Entry Gate

What Bachelard vividly states are the fact that in every stage of an individual's life, they are in a
mutual interaction with doors. In the opinion of Bachelard (1996), a person would primarily be
narrating their whole life if they were to tell the story of all the doors they have closed, opened,
or left slightly open. Bachelard, in line with Simmel's concept that a door has two sides,
highlights that a door includes two things within it, stimulating two different directions of idea in
the subject, thus having a dual symbolism (1996, p. 237). All through life, a person is offered
several doors gifted with the “mutual symbolism” that Simmel and Bachelard refer to, and they
to decide make which ones to open and which to leave closed. Nevertheless, these doors are
not always shown clearly; sometimes, one must be very vigilant to notice them, or else they may
be overlooked. All the doors we open all through our lives are the ones that guide a person to
their greatest destination. Each door opens to a different final spot, and an individual decides to
decide what will be opened or stay closed, what will be let in, and what will stay out.

Bachelard states that (1996, p. 226), the inside and the outside form a division-based dialectic.
An object or a person is either inside or outside. The logical process of “here” or “there” becomes
an unconditional phase. Bachelard says that both the inside and the outside are interrelated for
the purpose of maintaining their identities and that aesthetic experiences and “escapes of the
creativity” cause a review of the restrictions between the inside and the outside in spite of their
dual opposition. For Simmel, however:

Only humans have been presented with the pure capacity to build connections and
differences, where one is always the requirement for the other. At any time, we are humans
who divide what is connected and relate what is separate, whether direct or symbolic,
physical or mental. A human is a being who cannot build relationships without being
outstanding and must go on making distinctions (Simmel, 1994, p. 407, 412).

To put it another way, these distinctions are built for the purpose of enforcing one’s own idea of
the world and claiming one's social and special self-image. Contemplating and showing a
concept always includes processes of solitude and restriction because it functions following the
principle of separation. (Bourdieu, 2014, pp. 84-95). As Umberto Eco said, “We can only identify
ourselves in the presence of an ‘other, and the rules of coexistence and compliance are founded
on this fact” (2014, p. 38).

Table 6 The semiotic analysis of Bachelard's door metaphor and Simmel's bridge and door metaphor

Representative Representer Represented
Bachelard's book named Door Remembrance, memory, story, identity, self-
“Poetica of The Place” other, the state of being “there” or “here”
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Simmel’s writing named Door Division, solitude, isolation, self-other, dual
“Bridge and the door” symbolism, open-close

Simmel’'s writing named Bridge Connection, road, integration

“Bridge and the door”

Simmel's 'Bridge and Door' Metaphor: A Syntagmatic-Syntactical Examination and
Its Comparison with Codes and the Sacred to the Profane in Art through the Door

Syntagmatic alliances are the connections that an idea creates with former and later signs.
Syntactic connections, on the contrary, are some references to the correlation of transition
between language symbols that share the same mechanism (Kiran, 2006, p. 120). For instance,
the word “door” can elicit meanings, namely opening-closing, border, transition, division,
isolation, and sanctified. Thus, to comprehend the meaning of the “door,” it is essential to know
how it is suitable for a whole or its connection with other factors in the system. In the former
segment, in spite of the clear resemblance between the bridge and the door, the semiotic
analysis unveils that they basically include contradictions. The following table emphasizes these
contradictions through a syntagmatic-syntactical examination.

Table 7 Syntagmatic-syntactical analysis and codes

Door Bridge

Division, isolation, permission, blockage Integration

Singular Plural

Individual Social

Open to change Open for connection
Disruptive Continuous

Static Dynamic

The opposites in "Syntagmatic-Syntactical Examination” are inspired by showing the
metaphysical and ideological presumptions which are succeeding by the collapse and
demolition of the frameworks in the text—bringing the formerly dominant factor to the
vanguard—Ilater, reversing the contrast frameworks and recasting them to reveal the opposites
(Rifat, 1998, p. 142).

The codings in Simmel's door metaphor have a major similarity with Bachelard's door metaphor.
Nevertheless, looking at the door metaphor in the process leading up to Dutch painting, “the
passage from the ordinary to the holy” and the thought that Christ and the Virgin Mary symbolize
a door to freedom unite more tightly with the bridge metaphor tightly instead of Simmel’'s door
metaphor. Indeed, the door metaphor in religious descriptions differs from Simmel’s perception
of the door, which relates to ideas of division, isolation, approval, and blockage. In these images,
the door is more like to a bridge because of its dynamic features of “openness to connection,”
“link,” “road,” and “union.” However, in the process leading up to Dutch painting, the door
metaphor connects with Bachelard's thoughts of “self-other” and the phases of “being there” or
“being here.” In the 17" century and over, the door metaphor in connection to “memory” and
‘remembrance” seems to be similar to Bachelard’'s analysis. The door, as a border between
public and private areas, becomes the shape and metaphor for dividing the family or individual
from society and bringing the sanctified into the home. In this light, both Simmel and Bachelard
have similar ideas on the door metaphor.

Conclusion and Suggestions

Even though the door has been considered a global symbol of transition from one space to
another, the adaptability and elusive quality nature of this meaning is vividly illustrated in the
subject of this study.

Through the process from the time of Ancient Egypt to Baroque religious art, multiple concepts
of art and symbols were used in spaces such as temples, churches, and cathedrals to build
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identity, increase power, and thus draw the attention of people. Among these symbols, the most
distinguished one is the door, which was constantly used to express the transition to a divine
archetype point of view. In this way, a significant boundary was established between the secular
and religious worlds. The “door,” which represents this boundary, appeared both in religious
writings and in religious art. It is apparently that doors, designed as the entrance to the holy
sphere, were formed in order to remind society and the secular world of their weakness in the
presence of the power of the religious world, symbolizing a strong, noble, and calming force.
Indeed, through art, the church could form an identity, enforce its power, and affect and control
people’s feelings and manners. The meaning of Christ as the “door” is a vow that the acceptance
of the other into the “self” can only happen by accurately following the rules of entering through
the door. Even though it is possible for the fact that translation is being implied, it is both a barrier
and an instrument of acceptance.

When we focus on Simmel's difference between "bridge" and "door," the "bridge" is represented
as the linking phenomenon that will build interaction between the separated, while the "door’
has the ability to prevent this connection. Nevertheless, in Western art, the "golden door," the
"gate of heaven" (including the faith that Mary is the Gate to heaven), the "gate of hell," and "Christ
as the gate to salvation" align more with Simmel's description of a bridge than that of a door.
This is the reason why they symbolize descriptions of the way to redemption, thus visualizing a
bridge phenomenon. On the contrary, the door sets a boundary and, by restricting endless
possibilities, forms a strict structure. The writing "the door is inside" on the entry door of the
Abbe Gillard Church is, therefore, a significant example in understanding this difference. The
church's door is the way to the church; it is a bridge. The decision to enter or not through the
door is an act that lies within the individual's decision.

By the 17th century, the attempt to portray the holy as a home started to express itself in Dutch
painting. Similarly, the reevaluation of the meaning of the door became inescapable. Throughout
this period of art history, the door surpassed its role as a theological symbol and was used as
an aspect that either hidden or uncovered the privacy between the public and the private. Indeed,
it is significant that in Hooch's artworks, the door is used as a phenomenon of internal
phenomenology and how he was leading to this aspect for his associates.

Consequently, when the door metaphor is examined through the analyses of Simmel and
Bachelard and assessed with a work of art, it is clear that it builds a new open space where the
sign of meaning can be followed. In this manner, the void in multidisciplinary interaction in the
works that are written on the door metaphor in art has been resolved. Another contribution of
the research to the related literature is the decision of the void in approach through the sign-
based method examination. According to the insights of the codes created by the semiotic
method examination, it has been understood that the pointers of the door metaphor, prior to
Dutch painting art, are more similar to Simmel's bridge metaphor than his door metaphor. In
17th-century Dutch painting, it has been finalized that the representers and the represented
relate to Simmel and Bachelard’'s door metaphor. A likely theoretical study technique can be
offered to discover the door metaphor in existing art through the writings of Simmel and
Bachelard. Also, the door metaphor in existing art can be compared with 17th-century Dutch
paintings and previous periods.
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Arastirma Makalesi Acik Erisim

Kutsaldan diinyeviye sanatta kapi metaforunun
gostergebilimsel incelenmesi
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TKahramanmaras Siitgii imam Universitesi, Resim Béliimii, Kahramanmaras/Turkiye.

OZET

Mimari yapilarda giris ve ¢ikis i¢in bir nesne islevi goren kapi ayni zamanda metafor olarak oldukga esnek ve
kaygan bir yapidadir. Kapi metaforu Barok dini sanatina kadar diinyevi ve kutsali bir araya getiren gegis yolu olarak
resim, mimari ve heykelde kendisini gostermistir. 17. ylzyilda ise kutsalin eve tasinmasindaki cabayla kapiya olan
yaklasim daha fazla genisletilmis ve derinlestiriimistir. Hollanda resim sanatinin mesken fenemolojisine verdigi
deger ve bnemle teolojiye agilan kapilar yerini mahremiyete ve kamusal alana atilan bakis olarak resim sahnesinde
yerini almis ve ginimiize kadar plastik sanatlarda bir ifade araci olarak ivme kazanmistir. Calismanin amaci kapi
metaforu kullanilan eserlerin gostergebilimsel analiz yontemiyle incelenmesi, Georg Simmel ve Gaston
Bachelard'in bu imgeye atfettigi anlamlar Gzerinden karsilastirmali analizinin yapiimasidir. Yani gostergebilimsel
yontem hem kapi metaforu igeren sanatsal galismalara hem de Simmel ve Bachelard'in metnine uygulanmistir.
Calismanin sonucunda Simmel'in kapl metaforuna atfettigi anlamlar ile 17. ylzyil 6ncesi resim sanatindaki kapi
metaforunun anlamlari arasinda bazi farkliliklar saptanmistir.

ANAHTAR KELIMELER
Gostergebilim, Kapi, Metafor.

Giris

Kapi her seyden once bir giristir. Kapi, mimari tim yapilarda (ev, cami, kilise, sehir) bir seyin igine
acilir ve gikis gorevi gorur. ilk yapilan evlerde kapi, boslugu kapatan hareketli gal-girpi gibi
malzemelerle havadan, tozdan, hayvanlardan, insanlardan veya diger tehlikelerden koruma
gorevi saglayarak hem agiklik hem de duvar iglevini gormustir. insanoglunun ilk ¢gaglardan bu
yana girip gikmasini saglayan bir aciklik olan kapi, bir yerden, bir durumdan veya seviyeden
digerine gecisi ima eden evrensel bir sembol olarak kabul gortlmektedir.

Gelenek ve kulturde kapt ile ilgili pek ¢ok ritiel 6rnek mevcuttur. Damadin esini kucaginda tutarak
kapidan girmesi, kapidan sag ayakla gecmek, merhumun/oluntn arka kapidan disari ¢ikariimasi
bazi kulturlerde ise olen ruhun bu dinyadan ayriimasina yardim etmek igin, evin tum kapilarini
acmak, bebegin dogumuna yardimci olduguna inanildigi i¢in kadinin dogum yaptigr evin
kapilarini agiimasi bu ikonografik ritlellere 6rnek olarak verilebilir.

Elbet kapilar sadece evlerde bulunmamaktadir. Orta cagda evlerinin kent surlari icerisinde olusu
o sehri koruyacak sehir kapisini da gerekli kilmistir. Sehre giris ve ¢ikis noktasi olan bu kapllar,
sureg icerisinde farkli medeniyetler igin pek ¢ok isleve hizmet etmis ve sembollesmistir. Sehrin
sakinlerini disaridakilerden ayirarak, topluluga ait olan “biz" ile olmayanlari ifade eden “onlar”
arasinda radikal bir ayrnim yaratmistir. Bu anlamda sehir kapisi, sinirlari igindekileri korudugu gibi,
digerlerini de disarida tutmaya yardimci olmustur. Bir sehrin isgalcilere karsi korunmasinin bir
parcasl olmanin yani sira, sehir kapilar ticaret, propaganda, yonetim gucu, adalet, kontrol
gosterme araci ve gozetleme yeriolarak da kullanilmistir. Sehre gelen yabanciyi ilk giriste, kapida
etkilenmesini saglamak amaciyla gosterisli, davetkar kapilar insa ettiren krallar halka ya da
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disaridan gelen yabancilara korku salmak ve otorite asilamak igin de gesitli sembol ve formlar
kullanmislardir.

Ayni otorite ve davetkarligi bir arada dini mabetlerin, tapinaklarin, camilerin, kilise ve katedrallerin
ana kapilarinda ve dini tasvir igeren resimlerde de gormek mumkuindur. Bu baglamda kapi,
sugluluk-bagislanma, yasam-olum, cennet-cehennem dunyevi-kutsal gibi gecis noktasinin
saglandigi yerler olarak da karsimiza ¢ikmaktadir. Baslangici temsil eden kapilar ¢ikisla birlikte
bir sonu da temsil etmektedir. Tarih boyunca dinler kapinin diger tarafinda bir sey olduguna dair
hep bir umut vaat eder. Bunu kutsal kitaplarda ve kutsali resmeden -0zellikle Ronesans oncesi-
sanatcilarin eserlerinde, cagdas sanatla birlikte farkli alanlarda farkli haviyetler kazandigini
gormek mumkinddr. Georg Simmel “Koprd ve Kapi”® isimli makalesinde kapinin
sinirlayicihigindan ve insanin bunda tatmin bulmasindan su pasajindaki sozleriyle bahseder;

Kapi acilabilir oldugu icin kapali olmasi, sadece saglam bir duvardan yayilan histen daha
glcli bir diglanmuslik hissi veriyor. Duvar susar ama kapi konusur. insanlar kendi
sinirlamalanni tanimladiklarinda, ancak bunu 0ozgurlikle, yani herhangi bir zamanda
sinirlamay!  kaldirabilecekleri ve kendilerini onun disina koyabilecekleri bir tarzda
yaptiklarinda, bu onlarin en derin dogasini tatmin eder. (Kaern, 1994, s. 409)

Simmel ikili bir surece bagl bir tur gerilime isaret etmektedir. Bu gerilim entrik bir unsura
donusur. Donusum genellikle, ferdi iken toplumsal olma ihtiyacina veya hem insanlarla iletisim
kurma hem de kendisini digerlerinden tecrit etme ihtiyacina dolanmis bir bilmece gibidir. Bu
durumda, kopru ve kapi, baglanti kurma ve sinir olusturma arzusunu yansitan manzara Uzerinde
sembolik deger kazanir. Ne var ki bu baglanti hem izolasyonu korur hem de etkilesimi saglar.
Boylece kopru baglantilara izin verirken, kapi ayriligin kontrol edilebilirligine izin vermektedir.

Kapinin gucu korumak ya da yonetmek itkisiyle insaasinin felsefik acilimlarini gormek ve onu
mesken fenomolojisi baglaminda kavramak adina sosyolog Georg Simmel'in “Kopru ve Kap!”
isimli makalesi, filozof Gaston Bachelard'la birlikte ele almak aydinlatici ve serimleyici olacaktir.
Simmel'in makalesi kisaca, kapilarin insanlari gekmek ya da uzaklastirmak icin tasarlandigindan
bahsetmektedir. Nitekim bu sadece ev ya da sehir kapilari degil dini temsil eden kapilar iginde
gegerlidir. Simmel'in kilit noktasi kapinin islevselliginden ziyade, kapinin birlestirme ve tecridi
kolaylastirmasi, davetkarligi ve caydirmadaki estetigidir. Nitekim toplumsal gugler boylesi ayrim
ve birlestirmeyle somutlasmaktadir.

Yontem

Galismanin evreni Antik Misirdan 17. yuzyila kadar gorsel sanatlarda kapi imgesi kullanilan tim
eserler olurken evrene ulasmanin zorlugundan dolayi bu metaforun en belirgin oldugu dustnulen
eserler amagli orneklem metodu kullanilarak orneklem olarak belirlenmistir. Galismanin sinirliligi
ise, Antik Misir'dan 17. ylzyila kadar olan surecte kapi metaforunun en belirgin oldugu eserlerin
Fransiz Dilbilimci Roland Barthes'in gostergebilimsel analiz metodu ile incelenmesi olmustur.
Boylece kapinin duz anlam ve yan anlamlari kodlar halinde ¢ikariimistir. Kodlamalar yapilirken
yapitlar hakkinda yapilan literatur taramasi dikkate alinmistir.

Ayni analiz metodu yani gostergebilimsel yontem ile kapi metaforu, Simmel'in “Kopru ve Kapi”
isimli makalesine ve Bachelardin "“Mekanin PoetikasI” isimli kitabinda kapi metaforundan
bahsetmis oldugu “Disarinin ve Igerinin Diyalektigi” baslkli bolimine uygulanmistir. Ortaya
cikarilan bulgular sanat tarihindeki kapi metaforu ile karsilastirilmistir. Yani gostergebilimsel
yontem hem Antik Misir'dan 17. yuzyila kadar olan suregte kapi metaforu igeren eserlere hem
de Bachelard ve Simmel'in metnine uygulanmistir. Boylece sanat eserlerinde uygulanan
gostergebilimsel yontemle ¢ikarilan kodlar ile Bachelard ve Simmel'in metninden c¢ikarilan kodlar
karsilastinimistir.



ODUSOBIAD 386

Bulgular ve Tartigma

Literatirde sanatta kapi metaforunu felsefi ve sosyolojik agidan ele alan ¢ok sayida akademik
calisma (Akdagli, Pelikoglu, 2018; Salt, 2018; Taskent, 2019; Erdem, 2017; Kazan, 2021; Akdagl,
2017; Cavus, 2010; Gr, 2019; Sener, 2021) bulunmaktadir. Bu metinlerde ilk goze garpan, kapi
metaforunu yorumlamada disiplinlerarasi etkilesimde yetersiz olmasi ikincisi ise nitel arastirma
yontemlerinin hi¢ kullaniimamasi ya da eksik kullanilmasidir. Bu galismada sanatta kapi
metaforunu konu alan ve felsefik, sosyolojik agidan yorumlayan bahsi gecen calismalarin, kapi
metaforu ile ilgilitemel ve kayda deder yorumlari olan Fransiz filozof Gaston Bachelard ve Alman
sosyolog Georg Simmelin kapl imgesine atfettigi anlamlar Uzerinden degerlendirilmesinin
yapllmamasi asilmasi hedeflenen ilk unsur olarak dikkate alinmistir. Calismanin sekillenmesinde
dikkat edilen ikinci husus ise yontem konusundaki eksikligin giderilmesi olmustur. Hedeflenen
bu iki husus calismayi 6zgunltgu bakimindan bir adim one ¢ikararak literattre katki saglayacagi
umit edilmektedir.

Gostergebilim

Turkcede gostergebilim olarak karsimiza ¢ikan Semiyotik, Yunanca isaret anlamina gelen
semesion, gosteren anlamina gelen semainon ve gosterilen veya gosterge anlamina gelen
semainomenon'dan ttremistir. Genel anlamiyla gostergebilim, gostergelerin incelenmesi veya
toplumsal yagamda gostergenin varligi veya gercekligi hakkinda bir epistemolojidir (Rifat, 2009,
s. 27).

Gostergebilim alaniyla ilgili calismalar, 19. ylzyilda yasayan Ferdinand de Saussure ve Charles
Sanders Peirce’'nin oncultgunde baslamis olmakla beraber anlamin nasil yaratildigi konusu
ozellikle 20. yuzyildan itibaren agirlikli olarak calisiimaya basglamaktadir. Gostergebilim ile ilgili
yapilan galismalar incelendiginde Algirdas Julien Greimas, Julia Kristeva, Jean Baudrillard,
Catherine Belsey, Ferdinans de Saussure, Christian Metz, Charles Sanders Peirce, Umberto Eco
Peter Wollen gibi arastirmacilarin 6ne ¢iktigi gorilmektedir. Bu temel figurler 6zellikle edebi ve
kulturel analiz alanlarinda onemli katkilarda bulunan 6nde gelen Fransiz gostergebilimcilerdir.
Fransiz filozof ve edebiyat teorisyeni olan Roland Barthes'i bu isimlerden ayiran gostergebilime
yapmis oldugu katkilardir.

Barthes'in katkilari arasinda, gostergelerin ‘diz anlam’ ve ‘yan anlam’ anlamlari arasinda yaptigi
ayrim, mit, kod, metafor ve metonimi kavramlarini gostergebilim Uzerinden ele almasi yer
almaktadir. Diz anlam, bir isaretin gergek, nesnel anlamini ifade ederken, yan anlam, isarete
eklenen cagnisimlari ve kulttrel anlamlarr ifade etmektedir. Barthes, isaretlerin anlamlandirma
ve yorumlama surecince yan anlamlarin genellikle diz anlamlardan daha onemli oldugunu
savunmaktadir (Barthes, 1993, s. 34). Kod, iginde gostergelerin, gosterenlerin ve gosterilenlerin
duzenlendigi sistemdir. Kod, bir kudlturin paylastigl anlamlandirma sistemini igerir. Bir
gostergenin anlami iginde bulundugu koda baglidir ve gostergebilimsel anlami ifade eden bir
cerceve sadlar (Fiske, 1996, s. 16).

Barthes, "Mitolojiler" adli kitabinda, giindelik nesnelerin ve kiltirel fenomenlerin (reklamlar,
filmler ve moda gibi) ortak bir kiltirel anlati olusturmak igin nasil kullanildigini analiz etmistir.
Barthes, bu mitlerin dogdal veya evrensel olmadigini, daha ¢ok belirli toplumlar tarafindan insa
edildigini ve glcln egemen grup tarafindan strdurildigd ve kuruldugu arag olarak hizmet
ettigini savunmaktadir. Mitin ayni zamanda kendini tarafsiz ve masum gosterme ozelligine de
sahip oldugunun altini gizen Barthes, onu gercekligi ele geciren bir dil olarak gormektedir (Boer,
2011, s.223).

Barthes'a gore, her kulttrel Grindn bir anlami vardir ve bu anlam ideoloji, yani mit tarafindan
kosullanmistir ve bu nedenle herhangi bir kdlturel Grin mitolojik analiz ve inceleme konusu
olabilir. Mit, bir anlamlandirma bigimidir. Ancak mit, siradan konusma ve dilden farklidir. Barthes,
Saussure'un dilbilimsel gostergenin dogasina iliskin tartismasini izler ve miti ikinci bir
anlamlandirma sinifi olarak nitelendirir. Dilin birinci dizeninde gosterge olan sey (6rnedin ‘mesih’
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gostereni ile elinde fener tutan tasviri), ikinci diizende (kurtulusa erisilen, takip edilmesi gereken
bir kapi hlviyeti) gosterene donislr. Baska bir ifadeyle, Barthes icin mit, dizanlamdan ayirt
etmek icin kiltUrel bir gagrisim olarak gorilebilecek ikinci sinif bir anlamlandirma alanidir (Boer,
2011, s. 216-220). Anlami iletmenin en temel iki modu ise metafor ve metonimidir.

TUrkcede egritileme olarak bilinen metafor, ilgisiz iki sey arasinda karsilastirma yapan ve bir
kavramin digeriyle ikame edilmesi saylayan edebi bir aractir. Turkge'de mecaz-1 mursel, ya da
duz degismece olarak bilinen metonimi bir butinin parga yerine veya tam tersine parganin
Cumbhurbaskanligini ifade etmesi, Beyaz Saray'in ABD hikumetini ifade etmesi, tacin krali temsil
etmesi, yelkenlerin tekneyi temsil etmesi metonimiye ornek olarak verilebilir.

Sanatta Kutsaldan Diinyeviye Kapi Metaforunun Gostergebilimsel incelenmesine
Yonelik Bulgular ve Tartigma

Antik Misir'da kapi, aht kavramini, ufku, Dogu’da glinesin dogdug@u parlak dagi, her iki diinyanin
bulustugu buyuleyici safak anini sembolize etmistir. Ayni zamanda kapi, bu diinyadan digerine
gegcisi de sembolize etmistir. Dolayisiyla mezarlarda temsil edilen kapilari bulunmaktadir.

Kapilar Kitabi, Eski Misirdan Yeni Krallik doneminden kalma kutsal bir metindir. Bir olinun
ruhunun ote duinyadaki yolculugunu anlatir ve Duat'ta gece saatlerinde gergeklesmesine ragmen
Gunes'in yuruyusu ile ilgilidir. Ruh, yolculugun farkli asamalarinda bir dizi ‘kapidan’ gegmeyi
gerektirir. Her kapi farkl bir tanrica ile iliskilendirilir ve dlen kisginin her bir tanrinin kendine 6zgu
karakterini tanimasini gerektirir. Mezarlarda olen kisinin ruhunun her iki yone hareket edebilmesi
igin bir kapi yapiimistir. Ayni anlamda kapi Etrusk mezarlarinda da mevcuttur; bazilarinda
merhum esikte temsil edilir (Venit, 2015, s. 81,82).

Gorsel 1 Augurs'un Mezar’ nin (MO 530 - 480) fotografi

Tarquinia sehri, fresklerle resmedilmis birgok oda mezariyla bilinen en gugli ve onde gelen
Etriisk merkezlerinden biridir. Augurs'un Mezari, (Gorsel 1) dort duvarinda da freskler bulunan
en eski mezarlardandir. Arka duvara hakim olan buyUk bir kapi, bazi goruslere gore Yeralti
Dlnyasi'nin sembolik girisidir bazi gortslere gore ise mezarin girisini temsil etmektedir (Kleiner,
2015, s. 170). Boylece kapi, cenaze odasini sembolik olarak, sanki dliler hala disaridaki dinyanin
bir pargaslymis gibi, tim olaylarin sahnelendigi, onlari memnun etmek icin tasarlandigi bir yere
donusturdr. Kapinin her iki yaninda yas tutan iki figir bulunmaktadir. Kapinin tzerinde ise
bulunan iki yirtici hayvan resmi muhtemelen kapinin bekgileri olarak tasvir edilmistir. Diger
duvarlarda oltlerin onuruna cenaze oyunlarinin oynandigi ayrintili bir ritGel toreni tasvir edilmistir.

Tablo 1 Gorsel 1'de yer alan mezardaki kapi resminin gosterge ¢ozimlemesi

Gosterge Gosteren (Diz Anlam) Gosterilen (Yan Anlam)

Augurs'un Mezari  Augurs’'un Mezarr'ndaki kapi resmi  yeralti dinyasinin girisi, mezarin girisi, olilerin
hayattaymis gibi diinya gezmeleri, diinyeviden kutsala
gecis, gecit, yol, glg, otorite

Augurs’un Mezari  kapinin tzerindeki yirtict hayvanlar  koruyucu, muhafiz, dinyeviden kutsala gecis, gg,
otorite
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Gorsel 2 Aziz Michael''n Masasi'nin (13. ylzyilin sonu) fotografi

Romanesk'ten dogrusal Gotik'e gegisin bir ornedi olan eser Aziz Michael''n Masasi, (Gorsel 2)
Romanesk Usluba ait olmasina ragmen, vucutlarin hareketini daha dogal hale getirme ¢abasiyla
cizgiselleserek Gotik sanatin ozelligini tasimaktadir. Oldukga karmasik bir yapiya sahip olan
eserin sol alt kisminda, yildizli bir arka plan Uzerinde Yahuda'nin olmadigi Son Aksam Yemedgi
sahnesi bulunmaktadir. Sol Ust tarafta Gargano Dagl efsanesi ve Basmelek Aziz Mikail'in ilk
ortaya ¢ikisini anlatan ¢ sahne vardir. ilkinde, bir goban elinden kagan okiizi vurur, ancak ok
mucizevi bir sekilde yon degistirir ve gobani yaralar. ikinci sahnede kasaba halki mucize
karsisinda saskina donerek ne oldugunu sorar. Uglinct sahnede (bu sahne muhafaza edilemed)
ise bas melek Aziz Mikail'in piskoposa Gargano Dagi'ni koruyacadini ve herkesin bilmesi igin
mucizeyi gercgeklestirdigini acikladigini gostermektedir. Sinirn saginda, katalan Orta Cag
sanatinin psikostazi adi verilen sahne yer almaktadir. Bu temada Basmelek Aziz Mikail, ruhlari
cennete mi yoksa cehenneme mi gideceklerini anlamak igin tartiyor ve sonucu seytanla
tartismaktadir. Cennete giris, ruhlari karsilayan Aziz Petrus ile temsil edilir. Aziz Petrus, elinde
anahtarlariyla kapida beklemekte ve secilmis olanlara cennet kapisini acarak iceri almaktadir
(Payas, 2017). Dlnyadaki gogu biyik kutsal yerlerin kapilari, kutsali diinyevi olandan ayirir ve
korur. Genellikle girislerinde aslanlar, Tanrilar, Grifonlar, Bakireler veya isa gibi koruyucular
tarafindan korunan buyutk bir kapilar vardir. Cennet kapilarinin koruyucusu Aziz Petrus'un
durumu da boyledir. Kapi yolculuga, gizeme davet eden dinamik bir semboldur. Antik Misir'da
oldugu gibi bu resimde de kapi ruhlari dinyeviden kutsala gegisin sembold olarak karsimiza
cikmaktadir. Cehennem kapilarinin bekgisi olan seytan, Guindonumu Kapilari'nin koruyucusu
Tanri Jano, Yunan Yeralti Dinyasi'nin kapilarinin koruyucusu Cerberus diger bilinen ruhani kapi
koruyuculari olarak orneklendirilebilir.

Tablo 2 Gorsel 2'de yer alan kapi resminin gosterge gozimlemesi

Gosterge Gosteren (Diiz Anlam) Gosterilen (Yan Anlam)

Aziz Michael'in Aziz Petrus'un olUleri kapida Yolculuk, gizem, sinir, cennet-cehennem girisi,
Masasi isimli eser karsilamasi dinyeviden kutsala gegis, glig, otorite

Aziz Michael'in Aziz Petrus'un elindeki kapi Dunyeviden kutsala gegis, gug, otorite

Masasi isimli eser anahtari

Kudus, sonsuz tarihi, hikayeleri ve birgok insan igin inaniimaz énemi olan antik bir sehirdir.
KudUs'un muhurld Altin Kapi'sy, farkli dinler ve insanlar igin ¢esitli anlamlara sahiptir ve sehrin en
dogusundaki bu kapr Muslimanlar igin, tovbe ve rahmet kapisi ismi ile anilir. Sebebi, Hz.
Davud'un burada tovbe etmesi ve tovbesinin kabultinin de bu kapida olmasidir. Bazilari buranin
Allah'in nihai hukmunun ve gelecekteki dirilisin yeri olduguna inandiklarr icin Muslimanlar da bu
yere dini énem vermektedir (Balci, 2017, s. 72). Yahudi literatirt, Mesih'in geldiginde, Dogu
Kapisi'ndan Kudus'e girecegini anlatir. Yahudiler igin tarihsel ve geleneksel bir oneme sahiptir ve
gelmesi gereken Mesih'in bir gostergesi olmaya devam etmektedir. Hristiyan literattriinde ise,
Eski Sehrin Dogu Kapisi veya Altin Kapi, Mujde’'den sonra Meryem'in ebeveynlerinin bulustugu
yerdir. Boylelikle kapinin yeri, isa'nin bakireden dogumunun bir sembolii haline geldi.
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Gorsel 3 Kudis'e Girig'in (Giotto Di Bondone, 1305) fotografi
Gorsel 4 Altin Kapida Bulusma'nin (Benozzo Gozzoli, 1490) fotografi

Hristiyan sanatinda da Altin Kapida Bulusma, isa’'nin Kudiis'e Girisi (Vaioforos) temali resimleri
pek cok sanatci tarafindan ele alinan konular arasinda yerini almistir. Bati sanatinin gelismesinde
onemli katkilari olan Giotto Di Bondone'nin Kuds'e Giris (Gorsel 3) isimli eserinde isa’nin sipa
uzerinde Kudus'e girisini konu almistir. Kudus'dn halki, sehir kapisi olan altin kapida onu
beklemektedir. Kimi, yollara ¢ikip palmiye yapraklarini sallayarak onu karsilamakta kimi yoluna
pelerinini sererek ona olan bagliligini gostermeye calismaktadir. Ancak bu giris onun ¢armiha
gerilisinin kendi sonu olacaktir. Altin kapida bulusma tasvirlerine Benozzo Gozzoli'nin, Altin
Kapida Bulusma (Gorsel 4) eseri ornek olarak verilebilir. Oglu olacadini Cebrail'den 6grenen
Anna’nin, esi Yoahim'e mujdeyi vermesi Uzerine birbirlerinin ellerini sikica tutarak sevinmeleri
tasvir edilmistir. Donemin bati sanatinda siklikla resmedilen bu olay Giotto, Altin Kapida Bulusma
(1305) ve Albrecht Direr'in gravird Bakire'nin Hayati isim eseriyle karsimiza gikmaktadir.

Kutsal kitaplar, kisinin cennetin kralligina, kurtulusa ve sonsuz yasama girecedi “cennetin
kapilarindan” bahseder. incil'deki Hristiyanlik herkesi davet eder, ancak Kapinin yalnizca Mesih
oldugu agiktir.* Bu ima isa’nin takipgilerinedir. Kapidan girmek, hakikatle imanin iyiligine,
hayirseverlie ve sevgiye, dolayisiyla Tanrr'yl isaret eder. Hristiyanlkta Mesih, kurtulusa ve
sonsuz yasama erigilen kapidir. Dolayisiyla takip edilmesi gerekilen bir kapi huviyeti
atfedilmektedir. Bu nedenle katedrallerin revaklarinda temsil edilen Isa figlrtini gérmek higte
sasirtici degildir.

Tablo 3 Gorsel 3 ve 4'te yer alan kapi resminin gosterge ¢ozimlemesi

Gosterge Gosteren (Diz Anlam) Gosterilen (Yan Anlam)

Altin Kapida Altin Kapi merhamet, bulusma, diinyeviden kutsala gegis, glg,
Bulusma isimli eser otorite

Altin Kapida Mesih kapl, yol gosteren, takip edilmesi gereken, Dinyeviden
Bulusma isimli eser kutsala gegis, glig, otorite

Kudus'e Girig isimli Altin Kapi merhamet, bekleyis, dinyeviden kutsala gegis, gug,
eser otorite

Kudus'e Girig isimli Mesih kapl, yol gosteren, takip edilmesi gereken, dinyeviden
eser kutsala gegis, glig, otorite

Gorsel 5 Dinyanin Isigrnin (William Holman Hunt, 1851) fotografi

4 Ben kapiyim; Kim igeri girerse benim aracili§imla kurtulacaktir (Kutsalkitap, t.y.).
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Ayetlerin resmedilmesi Hiristiyan sanatinda alisilmadik bir konu degildir. Bu zamana kadar
birgok ressam incildeki mijde, carmiha geriime, Kudis'e giris, Altin Kapida Bulusma gibi
dinamik konulari daha anlasilir ve rahat taninabilecek bir anlatimla tasvir etmistir. Ancak ilgingtir
ki Dinyanin Isigi (Gorsel 5) isimli eserde bu yonde degildir. Burada gorebildigimiz net gortintd,
dolunayll bir gecede elinde bir fener tasiyan ve uzun zamandan beri acilmayan hatta
kullaniimayan, pasli Givileri ve sarmagiklarla kaplanmis bir kapiyi calmak Gzere olan isa figlrudr.

Sahne Vahiy Kitabr’'ndan bazi ayetleri gostermektedir® (Thiele, 2022, s. 4). Aslinda resimde
gosterilen iki isik vardir; vicdanin isigi olan fener ve kurtulus 1191 olan Mesih'in basinin etrafindaki
Isik. isa figlrt igeri girmek ister. Ancak tablodaki kapinin kolu yoktur. Hunt (1905) bunu “insan
kalbinin kapisi” olarak disundidgunu ifade etmektedir. Bu nedenle yalnizca iceriden acilabilir.
Kapinin kulpsuz olmasi, insan ruhunu temsil eder (1905, s. 350).

Tablo 4 Gorsel 5'te yer alan kapi resminin gosterge ¢oztimlemesi

Gosterge Gosteren (Diiz Anlam) Gosterilen (Yan Anlam)
“Dinyanin Isigl” kolu olmayan, pasli, givili, insan benzetmesi; insan kalbi gibi sadece iceriden
isimli eser sarmaslklarla kaplanmis kapi acllabilme,

gizem, diinyeviden kutsala gegis,
“Dinyanin Isigl” Mesih kapl, yol gosteren, takip edilmesi gereken, Dinyeviden
isimli eser kutsala gegis, giig, otorite

Gorsel 6 Valensiya Katedrali'ndeki Havariler'in Kapisi'nin fotografi
Gorsel 7 Meryem'in Kapisi'nin (Donatello, 1440-42) fotografi

Bakire, melekler ve peygamberlerle ahlaki tefsirlerin iletildigi sembol olarak karsimiza ¢ikan Gotik
tarzda on besinci ylzyilda insa edilmis, Havariler'in Kapisi olarak da bilinen bu kapi (Gorsel 6),
Valensiya sehrinin en ilging ve pitoresk detaylarindan birini temsil etmektedir. Distan
bakildiginda, havarileri, bakireyi ve melekleri temsil eden sutunlar arasindaki boslukta kirk sekiz
kabartma ile G¢lu bir arsiv olusturan dort sivri kemeri oldugu goze carpmaktadir. Kapinin yan
taraflarinda Isa’nin on iki havarisi ile Roma Katolik Kilisesi'nin dort mujdecisi siralanmistir.
Bakirenin saginda ve solunda her iki yaninda U¢ melek muzisyen varken, yukarida, basinin
yaninda, her iki yaninda birer tane daha var. Tapinaga sembolik gegis, dunyevi ve goksel
arasindaki isik kapisi olarak Meryem'in araciligiyla oglu immanuel'in girmesine izin vermesiyle
olmustur. Bununla birlikte, konumu ne olursa olsun, yine de kapida olup biten her seyin
yoneticisiydi ve esigi gecenlere rehberlik ediyordu. Ayrica peygamberlerin, havarilerin, bakirelerin
ve muzikal meleklerin rehberiydi (Segui, 2022, s. 21,22).

Donatello’nun 1440°'da yapmis oldugu 10 panelden olusan Havarilerin Meryem'in Kapisi'nda
(Gorsel 7) yer alan her bir panelde, bazen sakin bir sekilde, bazen ¢ok heyecanli bir sekilde jestler,
bakislar ve tavirlarla etkilesime giren iki karakter yer almaktadir. Genel tema, entelektuel

S'iste, kapida duruyorum ve kapiyi caliyorum; eger biri sesimi isitir ve kaplyl agarsa, ona gelecedim ve onunla aksam yemegi
yiyecegdim, o da benimle” (Vahiy 3:20) “Ben diinyanin 1siglyim. Benim ardimdan gelen asla karanlikta ylrimez, yasam isigina sahip
olur” (Yuhanna 8:12).
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gatismalarda ve dini tartismalarda insan etkilesim bigcimleri gortinmektedir. Karakterler arka plan
olmadan tasvir edilmistir.

Gorsel 8 Cennetin Kapisi'nin (Lorenzo Ghiberti, 1425-52) fotografi

Kutsal kitaplar surekli olarak Tanri'nin kendisini gostermek ve insanlara ltuflarini dagitmak igin
actigl kurtulusa ve sonsuz yasama girecegi cennetin kapilarindan bahsetmektedir. Ama ayni
zamanda tum kapilarin mutlu olmadigini, tam tersi, cehennem kapilarinin da oldugunu hatirlatir.
Dini mimari yapilarin kapilari eski ve yeni ahitten metinleri gorsellestirerek okuma yazma oranin
gok dusuk oldugu bir donemde izleyicisini mekanin ana girisinde etkisi altinda birakmistir.
Cennet/cehennem kapilari bu etkinin en bariz orneklerindendir.

Floransa Vaftizhanesinin ilk iki kapisi 14. ylzyllda Andrea Pisano tarafindan yapilimistir. Bu
kapllar, yirmi sekiz adet dort yaprakli panelden olusur ve yirmi Ust panel, Vaftizci Aziz Yahya'nin
hayatindan sahneleri tasvir eder. Sekiz alt panel umut, inang, hayirseverlik, alcakgonulluluk,
metanet, olcilllik, adalet ve sagduyudan olusan sekiz erdemi tasvir ediyordu. Uglinct kuzey
kap! icin Floransa sehri 1401'de bir yarisma duzenlendi ve yarismayi Lorenzo Ghiberti kazandi.
Kuzeydeki bronz kapilar, Yeni Ahit'ten Mesih'in yasamini tasvir eden yirmi panel ile birlikte yirmi
sekiz panelden olusur. Sekiz alt panel, dort mujdeciyi ve Kilise Babalarl Aziz Ambrose, Aziz
Jerome, Aziz Gregory ve Aziz Augustine'i gostermektedir. Ghiberti Kuzey kapisini
tamamladiginda Dogu kapisi olarak da bilinen Cennet Kapisini (Gorsel 8) yapma gorevi
kendisine verildi. Kapi on panelden olusturulmus ve Eski Ahit'ten Adem ve Havva, Kabil ve Habil,
Nuh, ibrahim, Yakup ve Esav, Yusuf, Musa, Yesu, Davut, Stleyman ve Seba temalar tasvir
edilmistir (Wehmeier, 2008, s. 272,273).

Tablo 5 Gorsel 6, 7 ve 8'de yer alan kapl resminin gosterge ¢ozimlemesi

Gosterge Gosteren (Diz Anlam)  Gosterilen (Yan Anlam)

Havarilerin Kapisi isimli eser Kapi dunyeviden kutsala gegis, 151k

Havarilerin Kapisi isimli eser Meryem ana kapl, i1sik, yol gosteren, takip edilmesi

Havarilerin Kapisi isimli eser Kapinin boyutu gug, otorite

Meryem'in Kapist isimli eser Kapi dinyeviden kutsala gegis, bakire, peygamberler ve

melekler

Meryem'in Kapisi isimli eser kapinin tzerine entellektiel ve dini tartismalarda insan etkilesimi
yapilan ikili figtrler

Meryem'in Kapisi isimli eser kapinin boyutu gug, otorite

“Cennetin Kapisi " isimlieser  Kapi tzerine yapilan Dunyeviden kutsala gegis
eski ahitten temalarin
rolyefleri

“Cennetin Kapisi " isimlieser ~ Kapinin boyutu Gug, otorite

Gorsel 9 Ekmek Getiren Bir Cocuk’un (Pieter de Hooch, 1663) fotografi
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Gorsel 10 Dogumglni’'nin (Dorothea Tanning, 1942) fotografi

Dunyanin dort bir yaninda buyuk dinlerin kullandigr alanlarda ortak olan belirli mimari tarzdaki
farkliliklar ve sembolik unsurlar vardir. Dlnyevi olandan kutsal olana belirgin bir sekilde gecilen
bir giris alani (kapi) vardir. iceride, genellikle kasitl olarak yapilan dramatik aydinlatma ve
etkileyici bir mimari birlesen bunu destekler. Elbette ortak fikir, insandan daha buyuk gugleri
vurgulamak ve ziyaretgiyi nerede durdugu konusunda hicbir stpheye yer birakmamaktir.

17. ylizyila gelindiginde ise artik kutsalin ev olusundaki gaba® Hollandali sanatgilari igin ortak bir
konu haline gelirken mahrem alan onem kazanmis ve insanlar kendilerini 6zel alanlarina
kapatmaya baslamislardir. Pieter de Hooch, 17. yizyilda aile hayatini ve bu tlr evcimen
goruntdlerini resimlerine yerlestiren ilk sanatcilardandir. Hooch'un eserleri, 6zel hayatin
sakinligini ve duzenini kamusal dinyanin kaosuyla yan yana getirmenin bir yolunu gosterdi.
Nitekim bu yol kapiyr aralamaktan gegmektedir. Boylece agik kapilardan veya pencerelerden
sehrin sokak yasaminin ve diger odalarin bir anligina bile gozlemlenmesine ve evin i¢inde hayali
bir yuruyus yapmasina izin vermistir. Resimlerinde resmedildigini gordugumuz duinya, acik kapi
ve pencerelerden goze carpmayan bir sekilde gortlen hayatin anlik goruntuleridir. Onun igleri,
yerel halkin basit yasamini gosteren, dini 0gretiden uzaktir. Ev ve kent arasindaki sinirin bu
bulanikligi, erken modern kent kdlturiinde mahremiyetin ortaya gikisini karakterize eden aile ve
topluluk kavramlarini yansitarak iki dinya arasinda ¢atlagi kapatabilmek ya da acabilmeye isaret
eder (Gorsel 9).

Dorothea Tanning, Dogum Gund (Gorsel 10) isimli eserinde, resmin blytik bolimind kaplayan
kap! arkasindaki acglk, yari agik ve kapali kapilarla kurdugu esrarengiz kapi dizenegi siradan ve
dogaustu arasinda bir flizyon olarak karsimiza cikmaktadir. Bir gecit gibi ayni hizada olan
kapilarindan Tanning, “sanki hayatim sonunda kendini agiga vuruyormus gibi bir tur igkinlik
hissettim” (Mydailyartdisplay, 2021) diyerek bahsetmektedir. Bu ifadesinden de anlasilacag
uzere Tanning, kendi metamorfoz surecinde resmettigi otoportresinde olasiliklarin gorsel
sekansini ve esikteligin muammasini aciga vurmustur. Otoportresi “onun Puriten klguk bir
kasabadaki gcocukluk yillarina bir gonderme; ¢iplak vicudu ailesinin baskici olusuna bir meydan
okuma ve bu baskilardan kurtulma arzusudur (Arthive, t.y.). Bir eliyle kapi tokmagini tutusu bir
kesfin arifesinde gegcmis hesaplasmasi belki de bilinmeyen bir gelecek ve bosluk korkusudur.
Oyle gortnuyor ki bu labirente déntismis acik kapilarda ne salt bir yoldan bahsedebiliriz ne de
kolay bir ¢ikis yolundan.

Georg Simmel ve Gaston Bachelard: Kapi1 Metaforu

Simmel'in “Kopru ve Kapl” isimli makalesinde olasi her durumda kendi karsithgr olmadan var
olmanin imkansiz oldugu bir diyalektik analizin’ kullanildi§i gortimektedir. Simmel yazisinda
oncelikle kopru ve kapr metaforunun anlam ytizeyindeki kayganligindan olusan muammalari
ortadan kaldirmak adina ikisi arasinda radikal bir ayrim yapma yoluna gider ve makale boyunca
sik sik ikisini muzakere eder “Koprunun ve kapinin gortnuglerine hakim olan farkli vurgulari
dusunulurse, kopru insanin dogada var olan ayriligi nasil birlestirdigini ve kapi insanin dogada
var olan tekdUize surekli birligi nasil kirdigini gosterir” (Simmel, 1994, s. 409). Simmel, bir nehrin
iki yakasI arasindaki mekansal ayrimin yarattigi direncin, insanin iradesinin mekana yayilmasini
simgeleyen koprulerin insasina farkli bir anlam kazandirdigini 6ne strmektedir. Kopri, hem
fiziksel olarak ayri iki kiyyr insan vicudunun yararina pratik olarak birbirine baglamakla hem de
bu baglantiy| gorsellestirmektedir (Savk, 2022, s. 9).

Kapinin sagladi§i evde-varlik inzivasi, insanin dogadaki kesintisiz varlik birlikteliginden bir
parca koparmasl anlamina gelir. Ama bicimsiz sinirlamanin sekil bulmasi gibi, insanin

6 Sennet'e gore Kilisede hatta kilise duvarlarinda herkes merhamete esit derecede layik hale gelirdi ve tim hareketleri merhametle
karsilanirdi. 17. ylzyilda manevi siginagin dinyevi merkezi “ev” haline gelmeye basladi. Kutsal i¢ mekan, ahlaksal degerini gligstiz ve
yoksullari da kapsayacak sekildeydi fakat ev odalarinin sayisi arttikga bireysellik artmis dolayisiyla da ayni kutsalligi
yakalayamamistir (2013: s. 44-46).

7 Seylerin dogasini gostermek igin belirli diistince yasalarinin kullanildigi analizdir.
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sinirlihgrda anlamini ve sayginhgini kapinin isaret ettigi seyde her an 6zgurlige adim atabilme
ve sinirliliktan gikma olasiliginda bulur (Simmel, 1994, s. 412).

Simmel'in koprunun her zaman baglantiya acik, kapinin ise degisime agik oldugu tezatina isaret
ettigi yer tam da bu noktadadir. Simmel, koprinun ‘insanoglunun ayriligi nasil birlestirdigini’,
kapinin ise toplumsalin ‘surekli birligini’ nasil ayirdigini gosterdigi iddiasiyla bu noktayi
Ozetlemektedir. Simmel'e gore kapi, “ayirma ve baglamanin tam olarak ayni eylemin yalnizca iki
ylzU oldugunu daha kesin ve agik bir sekilde temsil eder” (Simmel, 1994, s. 409). Baglanmak ve
ayriimak ayni strecte donusen ortak paydanin drdnudur. Nitekim Simmel bu durumu kiyafetleri
insanlarla hem baglanti kurma edimi hem de digerlerinden ayirma edimi igin kullaniimasini
ornekler. Toplumsal mekan icinde kapi, bunu yapabilecek durumda olanlar icin “sureklilikten bir
parga kesmenin” (Simmel, 1994: 409) olasi oldugu esigi yaratir.

Koprd, ayrilanlar arasindaki baglantiyr imler. Simmel, baglanti ve ayriligin ayni eylemin iki ytzu
oldugunu ve dolayisiyla kapinin ayni zamanda sinirin goruntisu oldugu goz ardi edilmemelidir.
Kopruler bir baglanti fenomeni olarak algilanirken, kapilar, sinirlarin bloke edici ve izin verici
etkileri olarak anlasiimaktadir. Kapilar hem disaridaki dinyayr disarida birakmak hem de
disaridaki dinyaya agilabilme islevi ile insa edildiginden kamu ve 6zel alan arasinda bir zar haline
gelmigtir. Ancak asil ¢alisiimasi gereken kapi degil, sinirlayan, ayiran, insanlardir. Kapiyr agip
“oteki” ile temasa ge¢mek ya da kapidan igeri girmek 6znenin elindedir. Buna ilging bir ornek
Fransa'da bulunan Abbé Gillard Kilisesi'nin giris kapisinda rastlaniimaktadir (Gorsel 9). Kapinin
girisinde “Fransizca “La Porte en est Dedans” (kapi igeride) yazmaktadir” (Brittany, 2014).
Kapidan girip girmemeye karar verecek olan insanin kendi iradesidir.

Gorsel 9 Abbe Gillard Kilisesi'nin giris kapisinin fotografi

Bachelard, insanin yasaminin her evresinde kapiyla karsilikli etkilesim halinde oldugunu sarih bir
sekilde ifade eder. Bachelard (1996)'a gore insan, kapatilan, agilan ya da aralanan tim kapilariyla
oyku anlatacak olsa, tim yasamini anlatmis olurdu. Bachelard ayrica Simmel'in kapinin iki ytzu
oldugu ifadesiyle benzer goruste bulunarak kapinin iginde iki varlik oldugunu, kapinin 6znede
farkli iki dus yonunu tetikledigini boylece ¢ifte simgesellige sahip oldugunun altini gizmektedir
(1996, s. 237). insana hayati boyunca Simmel ve Bachelard'in bahsettigi “gifte simgesellige
sahip” farkli kapilar sunulur ve hangilerini agip hangilerini kapali birakacagina kendisi karar verir.
Ne var ki genellikle bu kapilar net bir sekilde sunulmaz, bazen onu gorebilmek icin cok dikkatli
olunmasi gerekir, aksi takdirde fark edilmeden gider. Hayatimiz boyunca agtigimiz tim bu
kapllar, kisiyi nihai hedefine goturecek kapilardir. Her kapi farkli bir vars noktasina agilmakta ve
neyin acilip neyin kapali kalacagina neyin iceri neyin disarida olacagina kisi kendi karar
vermektedir.

Bachelard (1996, s. 226)"a gore igerisi ve disarisi bir boltinme diyalektidi olusturur. Bir nesne veya
insan ya iceridedir ya da disandadir. “Burada” ya da “orada” akil ytritme sureci bir mutlakiyet
haline gelir. Karsilikli direniglerine ragmen, Bachelard hem icerinin hem de disarinin kimliklerini
korumak adina birbirine bagl oldugunu, estetik deneyimlerin ve “hayal glcuntn kagislarinin”
icerinin ve disarinin sinirlarini yeniden gozden gegirilmesine yol agtigini 6ne surer.

Simmel'e gore ise:
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yalnizca insanlara, biri her zaman digerinin 6n kosulu olacak sekilde, kendine 6zgu bir sekilde
iliski kurma ve ayirma kapasitesi verilmistir. Herhangi bir anda, dolaysiz ya da sembolik,
fiziksel ya da zihinsel anlamda, iligkili olani ayiran ve ayri olani iliskilendiren varliklariz. insan,
ayirmadan iligki kuramayan, ayirmaya devam etmesi gereken varliktir (Simmel, 1994 s.407,
412).

Baska bir deyisle, bu ayrimlar, kisinin kendi dinya gorustnud empoze etmek ve sosyo-mekansal
kimligini talep etmek icin yapilir. Bir vizyonu tasavvur etmek ve sunmak, her zaman bolme
ilkesine gore galistigiigin tecrit ve sinirlama sureglerini igerir (Bourdieu, 2014, s. 84-95). Umberto
Eco’nun da dedigi gibi “kendimizi sadece bir “6teki’nin varliginda taniyabiliriz ve bir arada yasama
ve uysallik kurallar bu olguyu temel alir” (2014, s. 38)

Tablo 6 Bachelard'in kapi, Simmel'in kopri ve kapi metaforunun gostergebilimsel analizi

Gosterge Gosteren (Diz Anlam) Gosterilen (Yan Anlam)

Bachelard'in “Mekanin kapl hatira, bellek, oykd, kimlik, ben-6teki, “orada” ya da
poetikas!” isimli kitabi “burada” olma hali

Simmel'in “Kopri ve Kapl” kapl ayirma, tecrit, izolasyon, ben-6teki, gifte simgesellik;
isimli yazisi aclk-kapali

Simmel'in “kopru ve kap!” kopru bag, yol, birlestirme

isimli yazisi

Simmel’in “Koprii ve Kap1” Metaforunun Dizisel-Dizimsel Coziimlemesi, Kodlar ve
Sanatta Kutsaldan Diinyeviye Kapi Metaforuyla Karsilastiriimasi

Dizimsel iligkiler, bir kavramin kendinden onceki ve sonraki gostergelerle kurdugu baglantilaridir
Dizisel iliskiler ise ayni mekanizmaya sahip dil gostergeleri arasindaki degisim iliskisidir (Kiran,
2006, s. 120). Ornegin “kap!” s6zcugl agma-kapama, sinir, gegis, ayirma, tecrit, kutsal gibi
anlamlar akla gelebilir. Dolayisiyla “kapi” sozcugunun anlamini belirleyebilmek icin nasil bir
butun icerisinde yer aldigini bilmek ya da dizge icerisindeki diger ogelerle olan iligkisini bilmek
gerekmektedir. Onceki baslik altinda, kdprii ve kapinin birbirine yakin goriinmesine karsin yapilan
gostergebilimsel analizle, temelde karsitliklar igerdigini gorulmektedir. Asagida verilen tabloyla
da “Dizisel-Dizimsel ¢cozimlume” yoluyla bu karsitliklar ortaya koyulmaktadir.

Tablo 7 Dizisel-dizimsel ¢oztmltme ve kodlar

Kapi Kopru

ayirma, tecrit, izin verme, bloke etme birlestirme
tekil gogul

bireysel toplumsal
degisime acik baglantiya agik
surekliligi kesen strekli

statik dinamik

“‘Dizisel-Dizimsel c¢ozimlume” deki karsitlklar; metafizik ve ideolojik on varsayimlarini
belirginlestirilerek metindeki yapilarin  bozulup parcalanmasini -daha once ayricalikli
gorinmeyen 6geyi on plana ¢ikarmak- takiben tam tersi yapilarin tersylz edilerek yeniden bu
yapilari anlamlandirarak karsitliklarin ortaya gikariimasina dayanmaktadir (Rifat, 1998, s. 142).

Simmel'in kapr metaforundaki kodlamalar, Bachelard'in kapr metaforuyla blyuk ol¢tide benzerlik
gostermektedir. Ancak Hollanda resim sanatina kadar olan slrecte ki kapi metaforuna
bakildiginda “dlnyeviden kutsala gecis” Mesih ve Meryem Ana’nin takip edilmesi gereken
kurtulusa eris igin takip edilmesi gereken bir kapi hiviyetinde olmasi Simmel'in kapi metaforuna
degil, kopri metaforuna yakindir. Nitekim Simmel'de ayirma, tecrit, izin verme, bloke etme
kodlarina karsilik gelen kapr metaforu dini tasvirlerdeki kapr metaforuyla tezattir. Aslinda bu
tasvirlerde bicim olarak kapi, icerik olarak yan anlamlariyla “bagdlantiya acik’, “bagd”, “yol”,
“birlestirici” “dinamik” oluglariyla koprudurler. Diger taraftan Hollanda resim sanatina kadar olan
surecte kapinin “guc”, “otorite” kodlariyla Simmel'in kapi metaforundaki “Ayirma”, “tecrit”, “izin
verme”’, “bloke etme” kodlari Bachelard'in “ben-6teki, “orada” ya da “burada” olma hali benzerlik
gostermektedir. 17. ylzyil ve sonrasindaki strecte ise “hatira”, “bellek” kodlari Bachelard'in kapi
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metaforuna yakin oldugu gortlmektedir. Kapi, kamusal alan ve 6zel alanin sinir olusuyla, aileyi
ya da bireyi toplumdan ayirarak kutsall evin igine tasimanin bi¢imi ve metaforu olmustur. Bu
anlamda da kapi hem Simmel hem de Bachelard'in kapi metaforuna benzerlik gostermektedir.

Sonug ve Oneriler

Kapi, her ne kadar bir alandan digerine gegisin evrensel sembolu olarak kavranmis olsa da bu
anlamin ne denli esnek ve de kaygan bir yapida oldugu yapilan bu arastirma sonunda agikca
gorulmektedir.

Antik Misir'dan barok dini sanatina uzanan surecte tapinak, kilise, katedral gibi mekanlarin kimlik
olusturma, glict arttirma ve boylece insanlar cekmek adina pek ¢ok sanat turd ve imge
kullaniimistir. Bu imgeler arasinda en belirgin olan kapi, goksel bir arketip perspektifine gegisi
yakalamak adina siklikla kullaniimistir. Boylece laik(dinyevi) ve dini diinya arasinda radikal bir
sinir gizgisi gekilmistir. Bu ¢izgiyi imleyen “kapi” hem dini kitaplarda hem de dini tasvir eden
sanatta kendisini gostermistir. Kutsal alana giris anindan itibaren mekanin buyuleyici bir gucu,
kudreti ve huzuru olarak tasarlanmis kapilarin dini dinyanin otoritesi karsisinda toplumun ve
dunyevinin acizligini hatirlatmak igin insa edilmis olmasi muhtemeldir. Nitekim sanat yoluyla
kilise bir kimlik olusturabilir, glicinu arttirabilir insanlarin duygu ve davranislari egitilebilir ve
kontrol edilebilir. isa'nin “kapi” olusundaki anlam, Gtekinin “ben’e katilmasinin ancak kapidan
girmenin kurallarini layikiyla yerine getiriimesiyle gerceklesecedi vaattir. Gegisin mumkun oldugu
ima edilse de hem engel hem de kabul aracidir.

Simmel'in “kopri” ve “kapl” ayrimina dikkat ¢ektigimizde “koprd” ayrilanlar arasinda kontagi
kuracak olan baglanma fenomeni olarak sembolize edilirken “kap1” ise dilerse bu baglantiyr bloke
edebilir. Ne var ki, Bati sanatindaki “altin kap!”, “cennet kapisi” (Meryem'’in cennet kapisi oldugu
gorusui de dahil), “cehennem kapis!”, “isa’nin kurtulusa giden kapi olusu” Simmel'in kapi tanimina
degil kopru tanimina karsilik gelmektedir. Glnku bunlar kurtulusa giden yolun tasvirleridir
dolayisiyla da birer kopru fenomeni olarak simgelesir. Halbuki kapi; sinir gizer ve sinirsiz
olasiliklar sinirlandirarak kati bir yapi gizmektedir. Abbe Gillard Kilisesi'nin giris kapisindaki “kapi
iceride” yazisi bu yuzden farki anlamada kiymetli bir érnektir. Kilisenin kapisi kiliseye girigin
yoludur bir kopradur. Kapidan girip girmemeye karar verecek olan kisinin kendi iradesinde olan
bir eylemdir.

17. yuzylla gelindiginde ise kutsalin ev olusundaki ¢aba, Hollanda resim sanatiyla kendini
gostermeye baslamistir. Buna paralel olarak kapinin anlaminin yeniden muzakere edilmesi
kacinilmaz olmustur. Resim tarihinin bu doneminde kapi teolojik bir imge olmanin otesine
gegerek kamu ve 0Ozel arasindaki mahremiyeti orten ya da agan bir 6ge olarak kullanildig
gorilmektedir. Oyle ki Hooch'un eserlerinde kapinin mesken fenomenolojisi olarak
kullanmasindaki ve cagdaslarina bu yolda ufuk acgici olmasi dikkate degerdir.

Sonug olarak kapr metaforu Simmel ve Bachelard tzerinden yapilan okumalarla ele alinan kapi
metaforu sanat eserleriyle degerlendirildiginde anlamin izinin surulebilecegi yeni bir agik alan
yarattigi gorulmektedir. Bu anlamda sanatta kapi metaforu ile ilgili yazilmis olan ¢alismalardaki
disiplinlerarasi etkilesimdeki eksiklik giderilmistir. Calismanin ilgili alan yazina diger katkisi ise
yontem konusundaki eksikligin gostergebilimsel yontem analiziyle gideriimesi olmustur.
Gostergebilimsel yontem analiziyle olusturulan kodlamalarin bulgulari neticesinde Hollanda
resim sanatina kadar olan strecte kapi metaforunun gostergeleri Simmel'in kapr metaforuna
degil kopru metaforuna yakin oldugu sonucuna ulasiimistir. 17. yizyil Hollanda resim sanatinda
ise gosterge ve gosterilenler Simmel ve Bachelard'in kapi metaforuyla ortistigd sonucuna
variimistir. Benzer bir nitel arastirma yontemi ile Glincel sanatta kapi metaforunun Simmel ve
Bachelard'in metinleri Uzerinden ele alinmasi arastirma onerisi olarak verilebilir. Ayrica guncel
sanatta kapl metaforu, 17 ylzyil Hollanda resim sanati ve oncesi ile de karsilastirilabilir.
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