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MERHABA

Anadolu Universitesi Giizel Sanatlar Enstitiisii olarak sanat ve tasarim dergisi ile ikinci
kez karsiniza ¢ikmanin heyecani igerisindeyiz. Giizel Sanatlar Enstitiisii olarak; giizel sanat-
lar egitimi veren yiiksekogretim kurumlarinin gereksinim duydugu, kuramsal anlamda olusan
birikimlerin paylagilmasini saglayacak diizeyli ve nitelikli hakemli bir sanat ve tasarim dergisi
¢ikarmayi hedeflemistik. Bu hedef dogrultusunda dergimizi daha ileriye tasimay1 amaglayarak

ikinci sayimizi1 olugturduk.

Dergimizde sanata ve tasarima dair konularin artarak devam edecegini; sanata, kiiltiire ve
sanatla ugraganlara hizmet etme diigiincesi tagiyarak elimizden gelen ¢abay1 gosterecegimizi
belirtmek durumundayiz. Bir {ilkenin ¢agdas diinya icerisinde 6n siralarda yer almas: kiiltiire,
sanata ve bilime verdigi degerlerle ilintilidir. Bu diisiince dogrultusunda yaratici, nitelikli, st
diizey sanatcilar yetistirmek ¢agdas uluslarin 6ncelikli hedefleri arasindadir. Bizim i¢inde bu
konu olduk¢a 6nemlidir. Ciinkdi sanatgilar ve sanatla ugrasanlar iletisim i¢inde olmali, ¢agy,
glinil, giindemi ve yenilikleri gelismeleri takip etmelidir. Bu baglantiy1 saglamakta bizlere diisen
onemli bir gorevdir. Sizlerin dergimizde yayinlanmak tizere gonderdigi makaleler, sanatin top-
lumla yeni bir yaratim coskusu olugturmas igin 6nemli adimlar1 olusturacaktir. Oniimiizdeki
sayilarda sanat ve tasarimla ilgili her konuda yazilarinizi beklemekteyiz. Onceki sayimizda da

belirtildigi gibi dergimiz elektronik ortamda Tiirkge ve Ingilizce olarak yayinlanmaktadir.

Sizden aldigimiz gii¢ ve destekle ¢ikardigimiz bu dergide editor, hakem ve tiim emegi gegen-

lere tesekkiirlerimi sunuyorum.

Saygilarimla,

Prof. S. Sibel SEVIM
Bag Editor

Giizel Sanatlar Enstitiisti Miidiirii
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AS A FOREWORD

We - as Anadolu University Faculty of Fine arts - are excited to meet with you for the second
time with the art and design magazine. We - as Anadolu University Faculty of Fine arts - aimed
to publish a magazine that is needed by the institutions of higher education that teach fine arts,
a magazine that helps sharing the theoretical knowledge and accumulations, and an art and
design magazine that is qualified, level, and with the existence of a peer. Therefore, by aiming to

develop our magazine we composed the second issue.

We want to state that the topics about art and design are going to increase. Also we want to
state that we want to serve for art, culture and the people dealing with art, so we are going to
do our best. A country’s priority in contemporary world is about its appreciation to art, culture
and science. To educate creative, qualified and top-level artists is among the primary aims of
contemporary nations. This issue is important for us, as well. As the artists and people dealing
with art should communicate, and follow the era, the day, the agenda, innovations and deve-
lopments. To ensure this connection is an important duty for us. The essays sent by you to be
published are the important steps to constitute a creation enthusiasm between art and society.
We are waiting for your writings about every subject related to art and design for the next issue
of our magazine. As we mentioned in the previous issue, the magazine is published in electronic

environment both in English and in Turkish.

I thank to the editor, peer and the people that have a role in publishing of this magazine which
we publish with the help of your energy and support.

With best regards,

Prof. S. Sibel SEVIM
Editor in Chief

Director of the Fine Arts Institut

IV {ANADOLU UNIVERSITESI
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“MEKANIKLESEN DUNYADA INSANI
DEGERLERI ARAYAN SANATGI” Sean Scully

Okutman AYSE BILIR"

OZET

Bu arastirma, iilkemizde pek de bilinmeyen Sean Scully’nin, geometrik soyut bi-
cimleri kullanarak ayrimtilarla yakaladig ozguinliigiinii, insani degerleri arama-
daki ¢agdas yaklasimini incelemeyi amaglamaktadir. Soyutlamanin ¢cagimiz igin
de kagimilmaz olduguna inanan sanatgi, resimlerindeki ayrintilarin yogunlugu ve
insani degerlere yaptig1 vurgu ile son yillarda sanat elestirmenlerinin dikkatini
ceker. Renk, bigim, ¢izgi gibi salt bicimsel elemanlardan ¢ok, mekaniklesen diinya-
da, insan duygusunu, insan duyarligim yansitabilmeyi gerekli goriir. Yatay-dikey
dortgen bigimlere alisilmisin disinda bir duygu yogunlugu katarak ele alist ile gii-
ntimiizde karmagsik hale gelen sanatin tinsel yoniinii resimleri ve yazilari ile one

¢tkarmasi Scully’i arastirmanin 6nemli nedenlerindendir.

Anabhtar Kelimeler: Sean Scully, Geometrik Soyut Resim, Insani Degerler,
Tinsellik

*Hacettepe Universitesi, Giizel Sanatlar Fakiiltesi, Segmeli Dersler Birimi, Beytepe Kampiisii / Ankara / TURKIYE
bilir@hacettepe.edu.tr.
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GIRIS
Gegmis ylizyillara gore biiyiik bir hizla artan doga-insan-teknoloji ¢atigmasinin sonucu ola-
rak daha da mekaniklesen yasamin, 6nceliklerinin degistigi, yeni degerler ve anlayislarin ortaya

¢iktig1 acikea gozlemlenebilen bir gercekliktir. Bu degisim yasamin her alaninda oldugu gibi

sanat diinyasinda sanata iliskin degerleri ve anlayiglar: da etkilemektedir.

Sanatin nesnesi-6znesi ve izleyicisi baglaminda yapilan sorgulamalardan sonra, sanat-
hayat arasindaki ayrimin kaldirilmasina varan degisimlerin ardindan, imgelerin igine girilebi-
len sanal ger¢eklige alinan yolda -ki sanat¢ilarin gogunlugunun buna yoneldigi goriilmektedir.
Sanatin sonu olarak degerlendirilen noktada Baudrillard’in ifadesiyle sanat artik “teknolojik bir
faaliyete benzemektedir” (Baudrillard,2010: 90). Boylesi bir noktada cogunlugun disinda kalan,
baska bir anlatimla gegerli olanin, kabul gorenin diginda, kendisiyle ve ileri teknolojinin etki-
sinde kiiresel yenidiinya diizeniyle hesaplagsmada insani degerleri arayan sanatgilar1 incelemek
anlaml bulunmaktadir. Bu sanatcilarin ge¢misin deneyim ve birikimine dayanan anlatim bi-
cimleri ile siki baglar kurarak ve degistirerek bugiine elestirel yaklagmay1 amacladiklarr goril-
mektedir. Sean Scully , mekaniklesen diinyada insani degerleri arayan ¢agdas sanatgilardan biri

olarak degerlendirilmektedir.

‘I¢sel ihtiyag’tan dogan seyin sanat olabilecegini diisiinen Kandinsky’nin soyut resimlerin-
den Kazimir Malevigh'in nesnesiz diinyasina, Piet Mondrian'n i¢-dig ile ruh-doga arasinda
bir hesaplasmaya dayanan saf geometrik renk yiizeylerinden Jackson Pollock'un eylem, Mark
Rothkonun boyasal yiizey resimlerine uzanan zengin bir soyut resim gelenegini arkasina almis-
tir Sean Scully. Sanatgi, bu soyut gelenegi farkli arayis ve diisiinceler ile zenginlestirerek kendi

dilini olusturmustur.

Bu baglamda iilkemizde pek de bilinmeyen Sean Scully’nin!, gegmisin bilinen geometrik
soyut bicimleri ele alisgindaki 6zgiin yaklasimi, soyut gelenegin Gtesine ge¢me ¢abasi ve sabri,
ozellikle de giiniimiizde g6z ard1 edildigi diisiiniilen sanatin gizemine ve tinsel boyutuna yaptig

vurgu ile kararli bir sanatgi kisiligi sergiledigi diistintilmektedir.

Resim ve fotograflarinin yani sira sanat, politika, elestiri, yaraticilik, renk, bi¢im, 6liim,
yasam gibi konulara iligkin diisiincelerini de yazmistir Scully. Cogunlukla figiiratif resimlerle
basladig sanat hayatina soyut geometrik resimlerle devam ettigi goriilen sanat¢inin, resimlerin-
deki degisim, etkilesim veya benzerlikler iizerine yaptig1 irdelemeler ile kendi doneminde ya da
onceki donemlerdeki sanatgilarla kendi anlayis1 arasindaki iliskileri incelemesi, ¢cagin mekanik-
lesen yasamina ve sanatina derinlemesine bakisini anlagilir hale getirmektedir.

Scully’nin, yasadig1 ve seyahat ettigi cografyalarin dogal yapisindan ve mimarisinden etkilendi-
¢i hem yazilarindan hem de resimlerinden anlasilmaktadir. Taslar ve duvarlar, kapilar ve pen-

cereler, kopriiler onun resimlerinin ana motifini olusturan dikey ve yatay dortgenlerin ¢ikis

I Sean Scully, 1945 de Irlandada (Dublin) dogmustur. Sanat egitimini 1960°l yillarda Ingilterede almistir. 1975de ABDe
gitmis orada hem egitimine devam etmis hem de ABD vatandag: olmus ve sonra tekrar Londra’ya donmiistiir. Resimleri
diinyanin birok bilyiik miizelerinde sergilenmis ve odiiller almistir. 1971'de John Moore Odiiliinii almis ve 1989da

Turner Odiiliine aday gosterilmistir. New York, Barselona ve Miinihte yasamina ve calismalarina devam etmektedir.



noktasi oldugu kadar fotograflarinin da konusu olmustur. Tas duvarlardaki 151k ve golge etkisi,
kapilar ve pencerelerdeki yatay ve dikey karsitliklar Scully’i etkileyen unsurlar arasindadir ve
salt bicimsel 6zellikleri ile degil, o atmosferdeki sessizlik, dinginlik, saglamlik y6niiyle de bu

konular dikkatini ¢eker.

Scully, teknolojinin mekaniklestirdigi insanin manevi degerlerinin anlatimina, insancil ay-
rintilarin 6nemine inanir. Resimlerinin olusturulma bigimiyle bu ayrintilari agiga ¢ikardig: go-
riilebilir. Hem resmin kendi sorunlari ile hem de resmin duygu tasimas: gerektigi ile ilgilenir.
Renk, bi¢im, ¢izgi gibi salt bi¢imsel elemanlardan ¢ok bu elemanlar1 insan duygusunu yansita-

bilmek i¢in nasil kullanmas: gerektigi konusuyla daha ¢ok hesaplastig1 anlagilmaktadir.

Modernizmin heniiz tamamlanmadigini diisiiniir Scully. Soyut resim gelenegi icinde ken-
di 6zgiin anlatimini olusturmada kendisinden dnceki birgok sanat¢iy: incelemistir. Velazquez,
Kandinsky ve Van Gogh’'un yani sira Henri Matisse, Piet Mondrian ve Mark Rothko etkilendigi
sanatcilarin baginda gelmektedir. Ancak gegmisten gelen bu etkilerin izleri bir tekrar ya da taklit
niteliginde degil, daha ¢ok kendine 6zgii bir degistirme olarak yansimistir resimlerine.
Her donemde yenilik arayisi, hem geleneksel ile ¢atismay:r hem de yaratici bir sekilde gelene-
gi degistirmeye yoneltmistir sanatcilari. Scully icin de soyut resim geleneginin karmasikligy,
yonelimlerinin genisliginin yani sira gelecegi canlandirmak amaciyla ge¢mise bakmak ve onu
kendince degistirmek bugiine derin bakmayi, yogunlagmay: ve sorgulamay: gerekli kilmistir.

3

Arthur Danto, eger s6z konusu olan Sean Scully ise, “...soyut resimleri, hatta ¢izgi tablolarini
bile, en derin ahlaki ve kisisel anlamlarla doldurmak miimkiin” (Danto, 2010:185) diyerek, sa-
natginin soyut resimlerinde kendinden kattig1 derin anlama ve yogunluga iliskin degerlendir-

melere dikkat cekmistir.

Scully’nin kisisel anlamlarla doldurdugu yatay-dikey dértgen bicimlerinin 1zgara diizeninde
yapilandirilmalar1 genglik yillarindan buyana yaptig1 sorgulamalara bagli olarak bir¢ok degi-
simler gecirmistir. Onceleri 1zgara diizeninde kullandig1 ince renk seritlerinin kenarlarini bant-
larla kapatip ¢ok diizgiin bir sekilde boyama egiliminde oldugu goriiliir (Resim I). Bir kafes orgii
gibi st tiste planlarla tekrar tekrar boyanan dikey-yatay veya yatay-dikey iliskilerine dayanan

serit gdriinimiinde renk yiizeylerinden olusan resimler yapar.

Her ne kadar Rosalind Krauss?, genelde birgok sanatgi tarafindan kullanildigy gériilen ‘1z-
gara , (dikey, yatay, capraz st liste bindirme bigimler) diizeninin 6zgirligi kisitladigini ve
bir noktadan sonra artik daha fazla yaratict olunamayacagini savunmus olsa da, Scully bunun
aksini gerceklegtirmigtir. Sanat¢i resmi sorgulama siirecine kosut, yaptig1 degisikliklerle bu sis-
temi 1srarl1 bir sekilde 6zgiirce kullanarak yakaladig1 6nemli ayrintilarla kendine 6zgii bir re-
sim dilini olusturabilmigtir. Geometrik soyut bi¢imleri kullanarak kendine 6zgii bu resim dilini
olusturmasinda yasadig1 kentlerin etkileri ¢oktur sanatci iizerinde. Ozellikle 1975de Londradan
2 Krauss; “...onun bir ozgiirliik simgesi olarak ¢ok etkili olmasina karsin ozgiirliigiin gercek anlamda uygulams:
baglaminda son derece kisitlayici olusudur. Hi¢ kugkusuz, bir diizlemin yiizeyine olasilikla haritalanabilecek en formiilsel
yapt olarak 1zgara, ayni zamanda esneklikten hayli yoksundur. Boylece, nasil ki bir kimse 1zgaray: kesfetmis oldugu
savinda bulunamayacag gibi, bir kez biri onu yerlestirmeyi tistlenmeye gorsiin, ondan yararlanmak son derece giiglesir.
Sonug olarak 1zgaraya pek bagl olagelen sanatgilarin mesleksel yetkinligini inceledigimizde diyebiliriz ki, bu yapiya teslim

olduklar: andan baslayarak, bunlarin yapitlarinin gelismesi neredeyse durur ve hep yinelenir olur. Buna érnek olarak
verilebilecek sanatgilar Mondrian, Albers, Reinhardt ve Agnes Martindir” (Aktaran: Yilmaz, 2009: 267-268).
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New YorKa gittiginde resimlerinde var olan diizen ve renk anlayisinin 6nemli bir degisim gegir-

digi goriiliir ki bu degisim sanatci i¢in adeta bir doniim noktas: olmustur.

Scully New Yorkda resimle ilgili sorgulama siirecinde Ad Reinhardt ve Robert Rymanl
6nemser ve onlarin etkisinde kalir. O donemde resimlerinde daha onceden var olan her seyi
geride birakarak ¢ikarip atar ve iki renk arasinda hemen hemen tamami yatay olan esit boliin-
mils ylizeylerde, kahverengi- gri-siyah veya mavi-siyah ile renk titresimi yaratan resimler yapar.
Ancak Ryman’in rengi tamamen disarida birakarak resimde sifir noktasina, resmin dliimiine
neden olan bir noktaya vardigini diisiiniir ve bunu bir felaket olarak goriir. Bunlar resim tize-
rinde yeniden diisiinmesine neden olur ve New YorKa gittiginde resminden ¢itkarmis oldugu
her seyi, bu kez farkli bir yolla resmine yeniden koymaya karar verir. Eger resimde daha ileriye
gitmek istiyorsa insan dogasinin siirsel, ruhsal, mecaz yoluyla iliskiler yaratma yetenegini yeni-
den ele almasi gerektigine karar verir (Scully, 2006: 47). Sanatginin resimlerinde yapmaya karar
verdigi bu degisimlerde New York'un hem mimarisinin, hem atmosferinin, hem yasantisinin,
hem de insanda neden oldugu psikolojik etkinin belirleyici oldugu goriiliir. Gokdelenler, yollar,
gece 1s1klari, elektrik aglari vb. gorkemli teknolojilerle donatilmis kent yasaminin insant meka-
nize hale getirdiginin ve kendi dogasindan ne kadar uzaklastirdiginin, ruhsuzlastirdiginin bir
gostergesi olarak degerlendirilebilir ki bu 6nemli nokta Scully’nin resimlerinin arkasinda yatan
temel diisiinceyi de agiklamaktadir. Bilinen geometrik soyut bigimlere insani bir duyarlik katma
ve unutulan siirselligi yakalama ¢abasi onun resimlerinde agiga ¢ikan duygu yogunlugun nede-

nini anlamaya yardimci olmaktadr.

Sanat¢1 New York deneyimi ile birlikte resimlerindeki bicimlerin kenarlarini bantla kapa-
tarak mekanik, keskin ve net sinirlarla boyamaktan ve az renk kullanmaktan vazge¢mis, elinin
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Resim1. Arka Plan, Tuval Uzerine Akrilik, 198.1x304.8 cm, 1970, Ozel Koleksiyon.



dogal hareketinin izlerini birakarak boyamaya baslamistir. Elin boyama sirasindaki duraksama-
11 hareketlerinin resimlerine daha insani 6zellik kazandirdigini farketmistir. Bu nedenle Scully
dikey ve yatay dar renk seritlerinin kenarlarini boyarken elinin hareketini dogalligina biraka-
rak fir¢a vuruslarini belirgin hale getirir. Bigimlerin kenarlarini diizgiince kapatmayarak, kesin
sinirlar olusturmadan birakmasi, onun resmine kattig1 6znel duyarliginin yansimalar: olarak
degerlendirilir. Scully i¢in, duygu yansitabilmeyi amaglayan bu siirecin, diger sanatcilari anlama

cabast ile zenginlestirilen ve yogun incelemelere dayanan uzun bir yol oldugu anlagilmaktadir.

Scully, dikey ve yatay renk yiizeylerini boyarken bu yiizeylerin kenar ve kdselerini bir seyi
betimler veya cagristirir gibi tam olarak, diizgiin boyamak istemedigini ve fir¢a vuruslarindaki
el duyarliginin yansitilmasina énem verdigini ve bunu Velazquez'in resimlerindeki fir¢a vu-
ruglarinin belirgin olarak duyumsanabildigini gormesiyle de iligskilendirir. Fir¢a vuruglarinin
-Velazquez'in ve Manet'in resimlerinde oldugu gibi- yiizeylere 6znellik ve yogunluk kattigini
ileri stirer. (Scully, 2006: 26).

Scully’nin resimlerindeki kompozisyon ve yiizeyi olusturmanin yani sira, yapitin manevi
boyutuyla da kendisinden dnceki soyut ¢aligan sanatcilarin yapitlari ile iliskilendirmeler yaptig
goriliir. Ornegin Kandinsky’nin mekansal kompozisyonlar: ile Mondrian'in yiizey resimlerin-
den, soyut resmin simdiye kadarki gelisiminden iki dinamik olasiligin sunumu olarak bahseder.
Kandinsky’nin sanatta manevi olani agi3a ¢ikarma goriisiine katildigini, Mondrian ise kendi-
ne daha yakin buldugunu ifade eder (Scully 2006: 21). Ancak onun dikey ve yatay bi¢imlerini
mitkemmellige, kendi resimlerini ise kusurlar1 ve yanlslar: iceren ‘yasama, (sokak yasamina)
yakin bulur. Onlar1 mitkemmeliyetci olmayan bir yaklagimla ele aldigini belirtir. (Scully, 2006:
24). Yani, tst iiste siiriilen fir¢a vuruglariyla 6zenle ve tam olarak kapatilmadan, yer yer alttan
goriinen 1s1k-renk etkisiyle olusturulan renkli bi¢imlerin, 6zensiz ve rastgele yapilmis gibi go-
riinmesi ile sokak yasamini iligkilendirir. Aslinda ayrint1 olarak goriilen bu 6zensiz goriiniime
bilingli bir sekilde izin vermesi de zamanla onun resimlerinin en 6nemli ayirt edici 6zelligi

haline gelir. (Resim 2)

Scully, bir sanatei kisiligi olarak ¢ok sik rastlanmayan bir durugla, gerek igerik gerek bicim
acisindan kendisinden 6nceki yapitlarla ve kendi dénemindeki yaklagimlarla resimleri arasin-
daki iligkiler tizerine ¢6ziimlemeler yaparken, bugiiniin sanatina, sanat¢isina iligkin goriislerini
de acik bir sekilde ifade etmektedir.

19507lerin Amerikan Soyut Disavurumcularinin mirasgisi olarak da degerlendirilen
Scully’nin resimleri cagdas sanat ile ilgili bircok soruyu yeniden diigiindiiriir. Bugiin sanat yapiti
ve giizel, geleneksel ve yeni gibi kavramlari irdelemek ciddi bir karmagay1 da beraberinde getir-
digi i¢in sanat yapitinin derin anlamliligini ve tinsellik boyutunu resimleri ve yazilari ile sabirla

ve kararlilikla vurgulamast ve ¢izgisindeki tutarliligi ile birgok elestirmenin de dikkatini ¢eker.

Eric Davis, Scully ile yaptig1 bir goriismede, birkag yiizyil 6nce kesfedilen ‘giizel’ s6zciigiiniin
bugiin kiigimsendigi bir ortamda ‘Giizel’ konusundaki diisiincelerini sorar. Bu konuda Scully,
herhangi bir sey ilgisini ¢ekiyor ve harekete geciriyorsa onu giizel buldugunu ve ‘Giizel’ kavra-

muni kiigiimseyici degil, olumlu bir sey olarak kabul ettigini agiklar. Giizelligin artik salt bir go-
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Resim 2. Yiikselen Kirmizi, Tuval Uzerine Yaglhboya, 259.1x355.6 cm, 1990, Ozel Koleksiyon

riiniis sorunu ve standart bir giizellik olmadigini belirtir. Oyle ya da bdyle giiniimiizde sanatta
her seyin miimkiin oldugu bir anlays gelistigini syler. Onun i¢in 6nemli olan tek sey, bir seyin
derin, harekete gegirici, gerekli, glizel - ki onun i¢in agag1 yukar: bunlarin hepsi benzer seydir -
veya ikna edici olup olmadigini fark etmektir. Ikna olma konusunda iki sanatgidan érnek verir.
Her ikisi de bir ¢esit disavurumcu figiiratif resim yapmasina ragmen bir Lucian Freud resmi ile
ikna edilebilecegini ama bir Eric Fischl resmi ile ikna edilemeyecegini ileri siirer. Birincisinin
arkasinda ahlaki bir o6fke, bir kars1 ¢ikis oldugu igin ilging buldugunu, ikincisinde ise kabullen-
me ve sug ortakligi buldugunu diisiiniir. Ikisi de benzer gériinmelerine ragmen birgok bagka

soyut resimde oldugu gibi tizerindeki etkisinin farkli oldugunu ileri siirer (Scully, 2006:133).

Scully i¢in 6nemli olan ne giiniin gegerli, popiiler anlayisina uygun resimler yapmak ne de
salt bicimsel 6zellikler ya da salt goriiniis ile ugrasmaktir. Inandiricilik ve samimiyet sanatgi
i¢in vazgegilmemesi gereken bir 6zelliktir. O daha ok sanatin tinsel yoniiyle ilgilenmektedir.
Kandinsky’nin yiizyil énce ‘Sanatta Tinsellik Uzerine’ yazdiklarindan bu yana sanatg1 ve sanat
yapit1 baglaminda tinselliin varlig1 sorgulanir hale gelmis, kii¢iilen kiiresel diinya, insan bilin-
cini degistirip, doniistiiriirken Kandinsky’nin ‘igsel ihtiya¢’ dedigi olguya bugiin ne olmaktadir?
Bu konuda Kristeva, teknolojinin insan duyarligini azalttig1 diisiincesiyle insanin i¢ diinyasinin
uzun bir karmasa déneminden sonra yok olusa dogru gittigini ileri siirer. “Kimin hala bugiin
bir ruhu var? ...Modern insan ruhunu kaybetme yolundadir. Ama bunun farkina bile vara-
mamaktadir, ¢linkil 6zne i¢in temsilleri ve anlamlandirici degerlerini kaydeden tam da psisik
aygittir. Karanlik oda bozulmustur, artik ¢calismamaktadir” (Kristeva, 2007: 16-17).

Psikanalizin bugiin ele aldig1 insanin, ruhunu kaybetmekte oldugunun bile farkina varama-



yan bir insan haline geldigini savunarak duygu boyutuna dikkat ¢eken Kristeva gibi Scully de
sanatin manevi, agkin yoniiniin tekrar 6n plana ¢ikarilmasina, hiimanist degerlere, giizele ye-
niden anlam kazandirilmasi konusuna vurgu yapar ve bunu ¢agin 6nemli bir gerekliligi olarak
goriir. Bu nedenle resimlerinde sert geometrik bigimler yerine, fir¢a vuruslarina kattig1 duygu
ile onlara diizensiz kolayca yapilmis izlenimi vermeyi tercih ederek, ¢cagin makine zevkine eles-

tirel bakisini yansitir.

Insanin duygu y6niiniin bu ¢agda ugradig: degisim iizerine bir bagka agidan yaklasan Mest-
rovic; “Duygular gercekte kaybolmamustir, 6yle ki duyguétecilikte duygusal olan hala 6nemlidir.
Ancak yeni bir entelektiiellestirilmis, mekanik, seri tiretilmis duygular melezi diinya sahnesine
cikmistir” (Mestrovic, 1999: 98) saviyla, bugiiniin mekaniklesen diinyasin1 “Duygudétesi Top-
lum” tanimu ile agiklamakta ve bir sahtecilige, en ¢ok da duygularda yaratilan sahtecilige dikkat
gekmektedir. Bu baglamda Scully’nin resimlerinde yansitmaya galist1i1 insani duyarligin izleri

daha da anlam kazanmaktadir.
‘Postsanat’la birlikte estetik karsit1 bir yaklasimla sanatin anlam ve tinsellik yoniiniin iti-

bar kaybettigini diisiinen Donald Kuspit ise, “Yeni Eski Ustalar’ tanimlamasiyla degerlendirdigi
sanat¢ilardan biri olarak kabul eder Scully’i. Bu ‘Usta’larin diinyaya elestirel olarak estetik bir
askinligin gozliigiiyle de bakabilmeyi ger¢eklestirdiklerini diistiniir. Kuspite goére; “Yeni Eski Us-
talar postsanatin yasami seylestirerek anlamsizlagtirmasina karst durup sanatin derin anlamini,
glindelik yasamin siradanhigindan otelere, yiiksege ulasan yoniinii yeniden ortaya ¢ikarmakta-
dirlar” (2006 a, 190-191).

Soyut resimde hiimanizmi tartistig1 makalesinde Scully’yi Eski Ustalarin resimlerinin ev-
rensel anlam ve manevi derinligine sahip bulan Kuspit, ilk bakista onun Clement Greenberg
anlayisinda bir bicimci gibi gériinmesine ragmen hem yogun, hem de ¢ok renk kullanmas: ile
farkli bir anlayis sergiledigini diisiiniir. Scullyde ruhsal deneyimin goriintii ve ikonografi yo-
luyla degil, niians ve yogunluk yoluyla ve biiyiik bir etkiyle resme tagindigini belirtir. Kuspite
gore geleneksel sanat, kiiltiirel semboller yoluyla manevi anlama aracilik etmesiyle yaganmig
deneyimden ¢ok, 6grenilmis bir iletisim olarak ele alinir, ancak Scullyde dogmatik karakterini
kaybeder ve dogrudan algisal bir hayat verilir ve bdylece yasanmis, deneyimlenmis bir anlam
olur (Kuspit, 2004).

Nesnelerin evrensel ritmini arayisinda ve resmini son derece kisisel bir goriiniime doniis-
tiirme yoluna olan inanci ile yiice duygusallig: yakalamada 6nemli ¢agdas ressamlardan biri
olarak ele alan Robert Enright ise Scully’i, direngen ve zor bir giizellik anlayisinda kararli olu-
sunu ‘sokak kavgacisr’ gibi bir ressam olarak tanimlar. Ve onun resimlerinin Motherwell, Barnet
Newman ve Brice Marden gibi ressamlarin yapitlarindaki gibi bir anitsalliga sahip oldugunu
diistiniir. Enright, bir ressam olarak Scully’nin biitiin yasamin1 “olabildigi kadar fir¢a vurusunu
kisisellestirmek” icin harcadigini ifade eder. Sonug olarak resimlerindeki kaba geometrik bi-
¢imlerde onun kisisel anlatiminin izlerine iliskin ¢ok belirgin ipuglar1 olduguna dikkat ceker.
Gergekte onun resimlerinde “Higbir sey soyut degildir: o kendi kendisinin portresidir, kisinin

kosullarmin portresidir”. O resimlerini “bir ¢esit i¢ten ice kaynama” olarak kabul eder ki orada
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“duygu ve yapi, glizellik ve zorluk, 151k ve karanlik, ytikselis ve diisiis her nasilsa bir ¢6ziim, ka-
rarlilik noktasinda birakilmigtir (Enright, 2007).

John Haber, Sean Scullye “Resmi bir nesne olarak mi veya tamamen bir gorsel sanat ola-
rak m1 gérmek gerekir?” sorusunu yoneltir. Sanatin anlaminin bilinmezligi tizerine Formaliz-
min sanatgilar i¢in bir direktif halini aldigini ileri siirer ve iki boyutlu yanilsamaci gortiniimiin
mitkemmelliginde ilk Minimalist ve Postmodern kirilmalardan beri bu direktifin eskimis gibi
goriindigiini ve soyutlamanin o6ldiigiinden s6z edildigini yazar. Ancak soyutlamanin bu ‘ki-
rilmalarr’ konusu olarak ele aldigini ve bu yolla ayakta kaldigini belirtir. Brice Marden ve Sean
Scully’nin eserlerinde farkli bicimlerde bunlar1 gérmenin miimkiin oldugunu ve tarih gibi sa-
natin da asla kendi kendisini tekrar etmedigini ifade eder (Haber, 2007). Ornegin, Scully salt
bigimsel yaklagimlardan farkli olarak “Wall of Light” (Istk Duvari) adli resim serisinde
(Resim 3) bir duvar fikrinden yola ¢ikar ve tiim deneyimlerini adeta bir duvar icerisine sizdirir.
Duvar onun yasanmisligini, ruhunu emer ve izleyene bu ruhu aktarir. Hayatinin icerisinden
¢ikarir konularini. Onun igin her fir¢a vurusunda, elinin her hareketinde bu yasanmishigin iz-
lerini gérmek olasidir. Ayni zamanda resimlerinde boyut olarak da duvar etkisini yakaladig1

goriiliir.

Scully, seyahat ettigi yerlerin mimarisinin yani sira gece, deniz, gokylizii veya ¢ol atmosfe-

rinden etkilenmis (Resim 4) ve bu atmosferdeki 15181n onun tizerinde biraktig1 duyguyu resim-

Resim 3. Isik Duvari, Tuval Uzerine Yaghboya, 274.3x335.3 cm, 2003, Avustralya Ulusal Galeri, Canberra



lerinde yansitmak istemistir. “Col Gecesi Isik Duvar1” veya “Isik Duvarr” adli resim serilerinin

bu seyahatlerin sonucunda yapilmis resimler oldugu anlagilir.

Scully, soyut bigimleri duyguyu yansitma araci olarak goriirken ayni zamanda bu bigimlere
firca vurusuyla kendisinden aktardig: ruh, kattig1 duygu ile izleyeni resmin yiizeyinden sanki
daha derinlere ¢ekebilmeyi amagladig sezilir. Geometrik soyut bicimlerde samimiyetle siirselli-
¢i yakalayan Scullye gore; “Bir resmin giicii disaridan degil iceriden gelmek zorundadir. Resim
sadece yiizeyde bir goriintii degildir. Resim bir biitiin kiitle- olarak resmin ruhunu igermelidir.
Nasil baglayacag: nasil bitecegini belirler. Her seyi belirleyen, insanin i¢cinden gelen amacin ve
niyetin 6nemidir” (Scully, 2006: 122). Sanat¢inin bireysel yasanmislik, alg ve sezgilerinin sanat
yapitinin olusumunda yaraticiligina bir zemin olusturdugu goérilir. Ayn1 zamanda sanatginin
kisiligi, diinya karsisindaki durusu, yapitinin ruhunu da yansitmaktadir.

Sanat¢inin diinya karsisindaki durusu konusunda Giorgio Morandinin (1890-1964) kisiligi ve
yapitlar: tizerine diisiincelerini aktardig1 yazisinda Scully, soyutlamaya yénelik genel egilimin
oldugu bir déonemde Morandinin bir figiir sanat1 yapiyor olmasini tam bir meydan okuma
olarak degerlendirir. 20. ylizyllin modernist sanat ortaminda, elestirmen ve koleksiyonerlerin
gormezden gelmelerine ragmen, Morandi'nin bu genel egilimden kagisini ve kisisel karst koyu-
sunu, direncini saygin bulur. Bu durusun onu bizim i¢in biiyiik sanat¢i yaptigini ve resimlerinin
renk ve boyutunun, konuyla felsefi olarak tam bir uzlagma i¢inde olduklarini belirtir. (Scully,

2006: 9). Bu baglamda, Scully’nin ge¢misi kendince derinlere inerek okumaya ¢aligmasinin 6r-

Resim 4. Aran Isik Duvari, Tuval Uzerine Yagliboya, 183x213cm. 2002, Reina Sophia Ulusal Sanat Miizesi, Madrid

SANAT & TASARIM DERGISI ) 9



ANADOLU UNIVERSITESI

negi olarak, popiiler kiiltiire kars1 durusunda Morandi’ye hayranlik duydugu anlagilmaktadir.

Donald Kuspit de Scully i¢in benzer ifadeler kullanmigtir. Bir anlamda Rothkodan daha
dstiin ve dokunakli bulur sanat¢iy1. Ciinkii Rothko resimlerini resmin saygin-gecerli oldugu
bir donemde yapmustir. Scully ise resmin krizde oldugunun diisiintildigii bir dénemde resim
yapmakta ve Postsanatin etkisinden uzak ve inandig sekilde resme devam etmektedir. (Kuspit,
2006 b).

Bob Hughes'in ‘Bir resim neye benzer?’ sorusuna karsilik olarak Scully, resmi bir kitaba
benzettigini belirtir. Rafta duran bir kitab1 adinin sirt kisminda yazili oldugu bir heykel gibi
gordiglint ve acildiginda kanatlariin onu tuttugunu ve onun ancak agildigi zaman ¢6ziimle-
nebilecegini anlatir. Resimleri de kapali kitaplara benzetir ve agilip okunabileceklerini ve kendi
kendilerini agiklamadiklarini ama gosterdiklerini, ancak acik¢a her seyi gosteren grafikler ol-
madiklarini ve agmak igin insani tesvik etmeleri gerektigine inandigini ileri siirer (Scully, 2006:
41). Bu yaklagimlari ile Scully soyut resmin gizemine yeniden dikkat ¢eker. Her seyin ylizeyde
bir gériiniisten ibaret olmadigini, derin anlamlarin ve iligkilerin resmin biiytileyici 6zellikle-
rinden biri oldugunu yeniden diisiindiirmeye sevk eder. Onun resimlerindeki bi¢imin altinda
kendini kolayca ele vermeyen ayrintilar (Scully’nin ifadesiyle ‘kapali kitap’) insanda onu agip
okuma arzusu uyandirarak estetige ve derin diisiinmeye yoneltir. Ozellikle ekonomik agidan
varolma savagindan baska hig bir seye yeterli zamanin olmadig diigiincelerinin kabul gordiugi
ve her seyin agik¢a ve hipergercekgi gorsellikle ortaya kondugu bir ¢agda, sanat¢inin resimle-
rindeki bu ayrint1 bitytik 6nem tasir. Scully’nin resimlerindeki bu 6nemli ayrinti, renk bloklarini
andiran bicimlerin arasindan, arka plandan 6ne dogru firlayacakmuis gibi goriinen 15181n etkisiy-

le ayni zamanda bir gizem, bir umut duygusu da uyandirmaktadir.

Anti-estetige, kolayciliga ve siradanlagsmaya, cagin hizina, sanat diinyasinda genel egilimin
ileri teknolojinin kullanimi yoniinde olmasina ve insan giiciinii agan bunca olanaklar sunma-
sina karsin yine de Scully’ye gore; “Resim, duyguyu ve deneyimi yogunlastirmak ve zamani

durdurmak igin essiz bir potansiyele sahiptir” (Scully 2006: 148).

Cagn cok cesitliligi iceren sanat ortaminda sanat fuarlari, bienaller veya sergi diizenleyici-
leri tarafindan belirlenen, 6ngoriilen veya sinirlandirilan iceriklerden bagimsiz olarak varola-
bilmek zor bir yoldur. Bu zor yolda donemin moda sanat anlayislarinin akintisina kapilmadan,
oOzgiirce, kendi deneyimlerine dayanan samimi, insani, i¢sel yaklagimi ile geometrik soyut bi-
¢imlerde yakaladig: siirsellik, Scully’nin sanat¢ kisiliginin ve resimlerinin 6nemli 6zelligidir.
Sanat ortaminin ilgi ya da ilgisizliginden veya yargilamalarindan daha ¢ok ge¢misin bugiin i¢in
de gegerligini koruduguna inandig1 insani degerleri (siirsellik, mecaz yaratma, duygu, tinsellik)
one ¢ikarir. Biiytik sabir ve inangla, kendini —insani olani- var etme ¢abasi, Scully’nin ¢agin
popiiler kiiltiiriine elestirel baktiginin bir kanitidir. Onun unutulan ya da unutturulan insani
degerleri yeniden kesfetme yolundaki tutkusu ve kararliligi, yatay ve dikey ‘renk tuglalar1’ iz-
lenimi uyandiran motiflerindeki yogun ve ilk bakista kolayca goriilemeyen kii¢iik ayrintilarla
Ozgiinlestirdigi resimlerini, popiiler olani ve gelip gecici ya da yiizeysel olani degerli bulma yak-

lagimindan ayr1 bir yere koymak gerekir.
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ABSTRACT

This research aims to analyze the originality in which Sean Scully caught using
geometrical abstract forms with the details and his contemporary approach in see-
king for humanistic values. The artist believing that it is impossible to escape from
abstraction for our age draws attention of the art critics with the density of details
in his paintings and the emphasis upon humanistic values in recent years. He con-
siders it necessary to reflect human sensation, human sensibility in mechanizing
world more than absolute formal elements such as color, form, line. His approac-
hing to the horizontal-vertical quadrangle forms adding an extraordinary amount
of sensational density and his highlighting the spiritual side of the art which has
become complicated nowadays with the help of his paintings and writings are of

the important reasons for analyzing him.
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Having changed the priority of the life, which is going to be more and more mechanic as a
result of the conflict of nature-human-technology, which escalates more speedily than last years,
having occured the new values and understandings are the realities that can be clearly observed.
This changing affect the values that connected with art, which are in the world of art like all
tields of the life.

After interrogations are made in context of the object-subject and spectator of the art, follo-

wing the changes, which came to eliminate the difference between art-life, the way, which has
been taken towards the imaginary reality, which can be entered in the images —that it has been
seen that the most of the artists turned to this- on the point, that is evaluated as the end of the
art, with the expression of the Baudrillard the art “has resembled to the technological activity”
from now on (Baudrillard,2010: 90). On the point such as this, to examine the artists, who are
staying out of the majority, who are staying out of the being accepted, being valid with the ot-
her exposition, who are looking for the humane values on settling outstanding accounts with
himself and with the global newworld order, which is under the front technology is founded
meaningful. It has been seen that changing and connecting tightly with the expression forms,
which is based on the accumulation and experience of the past these artists have been aiming to
approach critically today. Sean Scully’ has been evaluated as one of the artists who are looking

for the humane values in the world, which is going to be mechanic.

Sean Scully has taken the tradition of rich abstract painting behind himself, which is reac-
hing from abstract paintings of Kandinsky, who thinks that all that stems from inner necessities
can be art, to Kazimir Malevich’s world without object, from Piet Mondrian’s pure geomet-
rical color surfaces, which is based on settling outstanding accounts between inside-outside
and spirit-nature to the Jackson PollocK’s action paintings and Mark Rothko’s painted surfaces
paintings. The artist, enriching this abstract tradition with different search and thougths has

contituted his language.

On this context, it is thought that Sean Scully, who is not really known in our country, ex-
hibited a determined artist personality with his original approach on his taking the geometrical
abstract forms of the past, his effort passing further on abstract tradition and his patience, espe-
cially with his stress on the mystery and the spiritual dimension of art. which is a thought that

has been undervalued, nowadays.

Scully has also written his thoughts about topics like art, politics, criticism, creativity, color,
form, death, life besides his paintings and photograps. Researchs about changes, interaction
or similarity in his paintings and examining the relations between the artists of his period and
the previous period and his understanding, that has brought the artist’s, who has been seen

continuing with the abstract geometric painting to his art life, which he started mostly with the

ISean Scully, has born in Ireland (Dublin) in 1945. He has taken his art education in England in 1960s . He has gone
to USA in 1975, he had attended his education and he had been an American citizen then he had turned to the London
again. His paintings have been exhibited in a lot of museums of the world and he hes taken awards. He has taken John
Moore’s Awards and in 1989 he has been presented candidates to the Turner Award. He has been living and working in

New York, Barcelona and Muenchen.
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figurative paintings, look deeply at the life and the art to the era, which is going to be mechanic.

It has been understood from his writings and his paintings that Scully is affected from the
natural structure and architecture of the geography, in which he lived or traveled. The stones
and walls, the doors and windows, bridges are the starting point of his vertical and horizontal
quadrangles which are the leithmotive of his paintings and the subject of his photographs. The
effect of the light and shadow on the stone walls, the horizantal and vertical contrasts on the do-
ors and windows are between the elements, which affect the Scully and not only with the formal
peculiarities these subjects attract his attention with the angles of the silence in the atmosphere,

inactivity, strongness.

Scully believes in expressing the moral values of the human who is going to be mechanic by
tecnology and in importance of the humane details. It can be seen that he brings these details
with the way of forming his paintings. He is interested in the problems of the paintings itself and
in necessity of paintings to carry emotion. It has been understood that he has settled outstan-
ding account with the subject of the necessity of how to use these elements to reflect the human
emotion more than the elements which are only formal as color, form, line.

Scully thinks that modernism has not been completed yet. He had examined a lot of previous
artists when he constituted his original expression in the tradition of abstract painting. Henri
Matisse, Piet Mondrian and Mark Rothko besides Velazquez, Kandinsky and Van Gogh are the
first artists who he has been affected from. But, the traces of these effects are not a repetition or

imitation, they have reflected as an original changing.

In all periods, the search of innovation has directed the artists to conflict with the traditional
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Painting 1. Backcloth, Acryclic on canvas, 198x304.8 cm. 1970, Private Collection



and to change the tradition in a creative manner. To look at the past because of revitalizing and
changing the future in his opinion besides the complexity of the abstract painting tradition and
wideness the directions has required to look at today deeply and to intensify and to interrogate
for Scully too. Arthur Danto, has attracted attention to the evaluations about the deep meaning
and the intensity of the artist’s abstract paintings that he has added from himself saying if Sean
Scully is underconsideration, “..it is possible to fill the abstract paintings, even graphical pain-
tings, with the most deep ethical and personal meanings” (Danto, 2010:185).

Being constructed in a grid order of the horizontal-vertical forms which Scully has filled with
the personal meanings have had a lot of changes pass which has connected to the interrogations
that he has made from his youth years to now. Previously, he is seen that he tends to paint in a
very smooth shape, closing with tapes the sides of the thin color strips which he used in a grid
order (Painting 1). He paints paintings which are composed of the color surfaces in a strip ap-
pearance which painted again and again with the one right after the other plans like a cage knit,

which are based on the vertical-horizontal or horizontal-vertical relations.

Although Rosalind Krauss has defended that the ‘grid”* order (vertical, horizontal, crosswise
added forms that one right after the other), which is seen that it used usually by a lot of artists,
restricts the freedom and after one point it can not be further creative, Scully has realised cont-
rary. The artist has been able to constitute a painting language, which is peculiar to himself,
paralel to the process of the interrogation of painting, using freely the important detailes that he
cathced by using this system with the changes that he made insistently. There are a lot of influ-
ences of the cities, in which he lived, on artist in constituting his original painting language by
using the geometric abstract forms. Especially in 1975 when he went to New York from London,
the order and color understanding that exists in his painting has been seen that they have an
important change pass, that it has been virtually a turning point for the artist.

Scully, in New York in his process of interrogate on painting, considers Ad Reinhardt and Ro-
bert Ryman important and stays under their influence. In that period he throws all things, that
existed previously in his paintings, behind him and he paints paintings that create the resonance
of color with brown-grey-black and blue-black on the surfaces which are divided equally bet-
ween two colors which are almost completely horizontal. However, he thinks that leaving the
color out of the painting Ryman has reached to the zero point that it has been a reason for the
death of the painting and he finds this as a disaster. These causes to think on painting again
and when he went to New York he decides to put again all things that he removed, this time in
a different way. If a person wants to go further in painting, he must consider again his talent of

creating relations by the poetic, spritual metaphor that belong to his nature (Scully, 2006: 47).

*Krauss; ... is being extremely restricting in content of being used of the freedom in real meaning, although it’s being
very influential as a symbol of freedom. Unsuspecting, the grid as the most formulary structure which will be able to be
mapping on a surface of a plane is innocent of flexibility at the same time. Thus, as a person can not defend that he had
explored the grid, when he wants to establish it, to benefit from it gets difficult. As a result, when we examine the professi-
onal proficiency of the artists who depend on grid, we can say that, from the moment that they submited to this structure,
their works almosts stops and becomes a repetition The artists who can be examples are Mondrian, Albers, Reinhardt and
Agnes Martin” (Transformer: Yilmaz, 2009: 267-268).
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The changes, which the artist has decied to do on his paintings is seen New York’s architecture,
atmosphere, life and psychological effect, which created on human, are characteristic. It can be
evaluated as a sign that skyscrapers, ways, lights of the night, network of the electric etc. the life
of the urban which is equipped with magnificent technologies have brought the human to a
mechanized situation and have taken human away from his nature, have made human spiritless
that this important point explains the basic thought, which lies down behind Scully’s paintings.
The effort of adding an humane sensitiveness to the known geometric abstract forms and catc-
hing the forgotten being poetical helps to understand the reason of emotion intensity, which

come out in his paintings.

The artist has given up closing the sides of his forms, painting with mechanic, sharp and
clear borders and using a little color, he has started to leave the track of natural motion of his
hands in his paintings, together with the experience of New York. He has noticed that the he-
sitation of the hand when it is moving during painting have more humane peculiarity gained
to his paintings. For this reason Scully brings to a clear situation his brush strokes leaving his
hands motions to their nature when he paints the sides of the vertical and horizontal narrow
color strips. His leaving without closing smoothly the sides of the forms, without making sharp
borders is evaluated as a reflection of his personal sensitiveness that he added to his painting. It
is understood that for Scully, this process, which aims to reflect an emotion, is a long way that

enriched with the effort of understanding the other artists and based on intensive examinations.

Scully clarifies that when he paints the vertical and horizontal color surfaces, he doesn't
want to paint exactly smooth, the sides and corners of this surfaces like describing or bringing
something to mind and he makes contact with his seeing the brush strokes in Velazquez’s pain-
tings that can be felt clearly. He sets forth that brush strokes add subjectivity and intensity to the
surfaces -like in Velazquez’s and Manet’s paintings (Scully, 2006: 26).

Besides his composing the composition and the surfaces in Scully’s paintings, it is seen that
he makes contact with the works of previous abstract painters with the moral dimension. For
example, he mention about Kandinsky’s compositions peculiar to the place and Mondrian’s sur-
face paintings as a presentation of two dynamics probability of development of the abstract
painting up to now. He expresses that he agrees with Kandinsky’s opinion that bringing out into
the open the thing that moral in art and he finds Mondrian close to him more (Scully 2006: 21).
However, he finds Mondrian’s vertical and horizontal forms close to perfection, but he finds his
paintings close to the ‘life’ (street life) which includes the faults and mistakes. He clarify that he
examines them with an approach that has not perfection (Scully, 2006: 24). With other words,
he associates the street life with seeming to be carelessly done and randomly the colored forms,
which are composed the effect of light-color, which appear from below in patches without clo-
sing diligently and completely with the brush strokes painted superposingly. Actually, his giving
permition consciously to this careless appearance, which is seen as a detail becomes the most

distinguishing feature of his paintings in the length of time (Painting 2).

Scully express clearly his view about today’s art and artist while he analyzing from direction



Painting 2. Red Ascending, Oil on canvas, 259.1x355.6 cm. Private Collection

relations between the approachs of his period and previous period and his paintings about con-
tent and form in a manner that it is hard to encounter frequently as an artist personality

The Scully’s paintings, which evaluated as a inheritor of American Abstract Expressionists of
1950s makes us rethink a lot of questions about contemporary art. Because interrogating the
concepts like the artwork and beauty, traditional and new brings together a serious confusion
today, he also attracts the attention of a lot of art critics with his stressing on deep meanings of
art and the dimension of spirituality with his paintings and with his writings patiently and in

stability and with consistency of his posture.

Eric Davis, in a conversation with Scully, asks him his thought about ‘beauty, which has
been discovered before a few century, in an environment which the word of ‘beauty’ is minimi-
zed today. Scully reveals that if something attracts his attention and moves him, he finds it bea-
utiful and he accepts the concept of ‘beauty’ not minimizing but as a positive thing. He explains
clearly that beauty is not only a problem of an appearance and there is not a standard beauty
from now on. He says that in this way or that way, an understanding which all things is possible
in art grows up nowadays. The only important thing for him is to realize that if one thing is
deep, making someone moved, necessary, beautiful —that for him all of this almost resembling
things- or convincing or not. He gives examples from two artists in subject of being persuaded.
He puts forward that he can be convinced with a Lucian Freud painting but he can not be con-
vinced with an Eric Fischl painting although two of them make a kind of expressionist figurative

painting. He thought that he finds interesting the first because behind him there is a moral an-
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ger and an objection but on secondary there is an appropriating and being accomplice. He puts
forward that although two of them seem to be resembling their effects are different like being in
a lot of abstract paintings (Scully, 2006:133).

The important thing for Scully is neither doing paintings suitable for the valid and popular
understanding of the day nor struggling with the formal features or only appearance. Persuasi-
veness and sincerety are features that they are necessarry not to be given up for the artist. He is
more interested in the spiritual side of art. Before a century, from Kandinski’s writings ‘On Spri-
tualism On Art until now in concept of art and artist, the existing of the stpritualism has come
to a situation that being interrogated, when the minimized global world changes and makes
human concious turned, what has been going on today to the fact which Kandinski calls ‘inner
requirement’? In this subject Kristeva put forward that the humans inner world is going towards
the dissappearing after a long confusion period in thought of the technology makes humane
sensitivity decrised. “Who has had still a soul? ...The modern human is on the road to losing
his soul. But human even has not noticed this, because he is exactly a psychic tool that saves the
representations and the values of giving meaning for the subject. The darkroom is damaged, it
doesn’t run now” (Kristeva, 2007: 16-17).

Like Kristeva, who attracts attention to the dimension of the emotion, defending the human,
who the psychoanalysis has examined today, does not realised even losing his soul, Scully also
stress making the spiritual and excessive sides of art come to the fore plan again and to the
subject of giving meaning to the humanist values and beauty again and sees this as the most
important necessity of the era. For this reason instead of using the hard geometric forms in his
paintings, preferring to give an impression as if they are made unsystematic and easily with the
emotion which he added to his brush strokes he reflects his critical look to the machine pleasure

of era.

Mestrovic, who approached from another aspect to the changing of the human’s emotional
side in this era with his thesis of “Emotions have not lost in fact, so being emotional has been
still extrasensoriness. But the hybrid of serial manifactured which is mechanic and made intel-
lectualized has taken to the stage of the world.” (Mestrovic, 1999: 98) he explains with today’s
world, which becoming more mechanic, with his description of “Extrasensory Society” and he
attracts the most attention to a forgery of being created with emotions. In this context, the track

of humane sensitivity which Scully endeavors to reflect in his painting gains meaning more.

But Donald Kuspit, who thinks that meaning and spiritual sides of the art falled from este-
em with an approach that opposite of aesthetics together with ‘Postart, accepts Scully as one of
the artists that he evaluates with his description of ‘New Old Masters. He thinks these ‘master’s
realised being able to loot to the world uncritically with the eye of aesthetical transcendence.
According to Kuspit, “Standing against to the postart’s making life became meaningless and
became a thing, New Old Masters have exposed again the side of the deep meaning of the art,
the side which reaches to the further side of the ordinariness of daily life, which reachs to the
high” (2006 a, 190-191).



Kuspit, who finds Scully has the universal meaning and deepness of spiritual paintings of
Old Masters in his article, which he debates the humanism in abstract painting, thinks that he
exhibits a different conception with using the intensive and much color he appears at first glance
as if a formalist as in understanding of Clement Greenberg. He specifies that the spiritual expe-
rience has not been carried to the painting by image and iconoghraphy, but it has been carried
by nuance and intensity and with a big effect. According to Kuspit the traditional art is taken in
hand as a learned connection more than the experience which is lived with mediating to a moral
meaning via cultural symbol but it loses it’s dogmatic character and it is given a perceptual life

directly and thus it becomes a meaning which is lived and experienced (Kuspit, 2004).

Robert Enright, who is one of the important contemporary painters in looking for the uni-
versal ritm of the objects and in catching the lofty sentimentality with believe in converting his
painting to an exceeding personal outlook, describes as a painter like a ‘street fighter’ to Scully’s
being decided about tenacious and a hard beauty understanding. And he thinks that his pain-
tings have a monumental feature like Motherwell’s, Barnet Newman’s and Brice Marden’s works.
Enright expresses that Scully spends his all life to ‘make his brush stroke personalize’ insofar
as possible. As a result he attracts attention that there are very clear clues about his personal
expression in the rude geometric form which are in his paintings. Essentianlly in his paintings

“Nothing is abstract: He is his portrait, the portrait of conditions of a person”. He accepts his

Painting 3. Wall of Light, Oil on Linen, 274.3x335.3 cm. 2003, Canberra, National Gallery of Australia

SANAT & TASARIM DERGISI ) 19



ANADOLU UNIVERSITESI

paintings as “a kind of concentric boiling” that he has been left somehow at the point of solution
and determination “emotion and structure, beauty and difficulty, light and darkness, increase
and decrease” there (Enright, 2007).

John Haber, asks the question of “Is it necessary to see the painting as an object or as a visual
art exactly?” to Sean Scully. He sets forth on the mean of art is not known, Formalizm becomed
a directive for artists and this directive seemed to be out of date for the first Minimalist and
Postmodern breaking at the two- dimensional illusionist perfection of the outlook, and he wri-
tes that being mentioned about the death of abstraction. But he specifies that the abstraction
takes in hand this “breaking” as a subject and clarifies that it stands by this way. He express that
it is possible to see these in Brice Marden and Sean Scully’s works in a different forms and the art
never repeats itself like history (Haber, 2007). For example, Scully starts from an idea of a wall
(Painting 3) on his painting series called “Wall of Light” different from absolute formal approach
and he oozes all his experiences as it were in a wall. The wall swallows his being lived, his soul
and it transfers to this soul to the tracker. He finds his matter from the inner of life. That's why it
is possible to see the traces of being lived in every motion of his hand and in every brush stroke.

At the same time it is seen his catching a wall effect as a dimension too in his paintings.

Scully affected from the architecture of places he visited besides the atmosphere of the night,
sea, sky or desert (Painting 4) and he wanted to reflect on his paintings the emotion which the
light of this atmosphere left on him. It can be understood that the paintings series called “Night
of Desert Wall of Light” or “Wall of Light” were made after this travels.

While Scully sees the abstract forms as a tool to reflect the emotion, at the same time it is
detected his aiming to be able to absorbe the spectator deeper from the surface of the painting
the soul which he transformed from himself with his brush stroke and with the emotion which
he added. According to the Scully who catched the poetry with sincerety in geometric abstract
forms; “The power of a painting has to come from inside not outside. Painting is not only an
image on the surface. Painting has to contain the spirit of the painting as a complement —mass-.
How he will start determines how he will finish. It is the importance of the aim and intent that
comes from inside the human that determines all things” (Scully, 2006: 122). It is seen that the
artist’s individual being lived, perception and intuitions contitutes a base to his creativeness on
composing the art work. At the same time the artist’s personality, his posture in front of the

world reflects also the spirit of the work.

Scully, in his writing which he transformed his thought on Giorgio Morandi’s (1890-1964)
personality and works on subject of the artist’s posture in front of the world, evaluates Morandi’s
making figurative painting as an exact challenge in a period which there is a general tentency
on abstraction. Although the art critic and art collectors ignores in 20th century’s modernist
art atmosphere, he finds respectful Morandi’s escaping from this general tendency, his personal
objection and his resistence. He specifies that this posture makes him a big artist for us and the
color and the dimension of his painting are in an exact accordance as a philosophical (Scully,

2006: 9). In this content, it has been understood that he admired Morandi’s posture opposite of



Painting 4. Wall of Light Aran, Oil on Canvas, 2002, Madrid, Nacional Centro de Arte Reina Sophia

popular culture as an example Scully’s attempting to read the past getting at the deepness.

Donald Kuspit also has used a similar expression for Scully. He finds the artist in a sense
more excellent and emotional than Rothko. Since Rothko has made his paintings in a period
which the painting was respectful-valid. Scully, on the other hand, was painting in a period
where painting was thought to be in a crisis and he kept painting, far from the effects of Postart
and in a way he believes. (Kuspit, 2006 b).

In response to the Bob Hughes’s question “What is a painting like?” Scully says he resembles
painting to a book. He explains that he sees the book as a sculpture with its name written on its
back, when open its wings holds it and it can only be analized when it is open. He resembles the
paintings to closed books, he believes they can also be opened and read, they cannot open but
they show themselves, but they are not open graphics which show everything clearly and they
need to encourage the person to open them (Scully, 2006: 41). With this approach, Scully calls
the mystery of abstract art into attention. He encourages us to think that nothing is merely an
appearance, and deep meanings and relations are one of paintings enchanting properties. The
underlying, subtle details in his paintings (‘closed book in Scully words) creates a desire to open

it up and read, encouraging the person towards aesthetics and deeper thinking. This detail in
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the artist’s paintings is very important, especially in an age where the thought that there is not
time for anything but the economical struggle for survival is widely accepted, and everything is
explicitly and hyper-realistically exposed. This crucial detail in Scully’s paintings, with the effect
of the lighting that seems to pop up from the background among shapes that resemble blocks of

color, also creates an air of mystery and hope.

In spite of Anti-aesthetics, easyness and mundaneness, the speed of the age, the general trend
in the art world towards usage of advanced technology which facilitates possibilities beyond hu-
man capacity, Scully says; "Art contains a unique potential to enhance emotion and experience,
and to stop time” (Scully 2006: 148).

It is a difficult path to try and survive in the art enviroment of this age which includes many
varieties, independent of the content determined, envisioned or limited by the organisers of art
fairs, biennials or art shows. In this difficult path, the poetry of Scully’s geometric abstract sha-
pes, that he catches without getting caught in art trends, freely, and with an intimate approach
based on his own experience is the most important aspect of his artist personality and paintings.
He underlines the human values (poetry, metaphor, emotion, spirituality) of the past which he
believes are stil valid, instead of the attention or lack of attention or opinions of the art world.
His struggle to create himself —the human- with great patience and faith is proof that Scully is
sceptical of contemporary popular culture. His passion and determinance to rediscover forgot-
ten human values and his paintings, authenticated with subtle details on patterns which create
an impression of horizontal and vertical “bricks of color”, should be put apart from the approach
to value whatever is popular or fad or superficial.

Translater/Ceviren: Serap Emmungil
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“TARIHSEL SUREG iGERISINDE OYUNCAGIN
GELISiMi VE SERAMIK OYUNCAKLAR”

Yrd.Dog. Cemalettin SEVIM™ Elif GONDL™*

OZET

Hayatin her asamasinda insanla birlikte var olan seramik, insanlarin ihtiyagla-
rin1 gidermek icin iirettikleri en 6nemli buluglardan biridir. Insan hayatina, 6nce
kap-kacak olarak girmis sonra insan hayatim kolaylastirmak igin ¢esitli yapilara
biirtinmiistiir. Kap kacak iiretiminin yan sira bazen kiremit bazen de uzay araci-
nin bir pargasi olmustur. Bu denli insan hayatinda olan seramik, kesfinden sonra
kolay sekillendirilmesi, tiretilmesi ve elde edilmesinden dolay1 tarih igerisinde de-
gisik asamalardan gegerek ¢ocuklar igin oyuncak olarak da tiretilmislerdir. Antik
Caglardan giiniimiize kadar ¢ocuklar igin seramikten oyuncaklar yapilmistir. Ta-
rihsel siireg icerisinde orneklerine rastlanan seramik oyuncak arabalar, bebekler,

yemek takimlar1 bu tiir oyuncaklara giizel 6rneklerdir.

Giiniimiiz teknolojisinin gelismesi ile oyuncaklar plastik, dijital gibi farkli malze-
melerden tiretilmis olup seramik oyuncaklarin yerini almistir. Bu degisim ¢ocuk-
larin diinyasina ¢ok farkli oyun ve oyuncaklar kazandirsa da seramik oyun ve
oyuncaklarin yok olma siirecine girmesine sebep olmustur. Bu arastirmada oyun-
cak tarihi incelenecek, seramikten iiretilen oyuncaklarin gegmisi ile giiniimiizdeki

yeri anlatilacaktr.

Anahtar Kelimeler: Oyuncak, Pismis Toprak, Seramik Oyuncak

*Anadolu Universitesi, Giizel Sanatlar Fakiiltesi, Seramik Béliimii, Eskisehir / TURKIYE

**Anadolu Universitesi, Giizel Sanatlar Enstitiisii, Seramik Anasanat Dal Tezli Yiiksek Lisans Ogrencisi, Eskisehir / TURKIYE
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GIRIS

Ovyuncak, ¢ocuklarin oyun oynamak amaci ile kullandiklar: her tiirli nesneye verilen isim-
dir. Bu bazen ¢ocugun ¢evresindeki objelerden kendi hayal giiciiyle iirettigi bir nesnedir bazen
de satin alinan hazir oyuncaktir. Tiirk Dil Kurumuna goére oyuncak;. Oyun araci: “Cocugun
elinde oyuncak bir kopek seklinde tanimlanir. Dilek Akbuluta gére oyuncak tanimi: Cocuk-
lar1 eglendirmek, oyalamak, egitmek amaciyla ortaya ¢ikan oyuncak, yapildig1 déneme iliskin
onemli ipuglar1 veren bir nesnedir. Ister halk sanati {iriinii olsun, ister endiistriyel olarak iire-
tilmis olsun yapildig1 donemin toplumsal ve kiiltiirel 6zelliklerini yansitan oyuncaklar, olustu-
rulduklar1 dénemin yagsam bigimlerinin énemli birer kayitlaridir “Akbulut(2009)”. Ingiliz bir
oyuncak tasarimcisi ise oyuncag ‘elimdeki nesne her ne olursa olsun, eger onunla yaptigim

eylemi oyun olarak tanimlamami sagliyorsa o nesne oyuncaktir’ seklinde tanimlamaktadir.
Ak ( 2006)”

Seramik, ¢aglar boyunca insanoglunun hayatinda her zaman yer almistir. insanoglu kap ka-
cak, taky, silah gibi egyalar tiretmek igin ilk defa kile sekil verirken, siisleme bezeme teknikleri
gelistirerek, estetik kaygilar giitmeye baslamistir. Zaman iginde ¢amuru sekillendirirken kulla-
nim egyalar1 disinda oyun ve toren, iletisim amaclh ¢esitli objelerin yapiminda da kili kullanarak
seramigi bir ifade aracina da dontistiirmeye baglamistir. Oyuncak bu ifade araglarindan biridir.
Insanin dogasina en yakin malzeme olan kil oynama ve kegfetme giidiisii ile yiizyillardir farkl

medeniyetlerde ve cografyalarda sekillenmis ve oyun eyleminin temel arac1 olmustur.

TARIHSEL SUREC ICINDE OYUNCAGIN GELiSIMi

Seramik oyuncaklar, Bilgi Avernin tezinde belirtildigine gore Neolitik Cagdan itibaren kar-
simiza ¢ikmaktadirlar. Bu déonemde oyuncak yapimu i¢in deri, ahgap, kemik, fildisi gibi malze-
meler kullanilsa da kilin plastikligi, kolay sekil verilebilir olmasi, tekrar tekrar kullanilabilmesi
gibi sebeplerle kil en ¢ok tercih edilen malzeme olmustur. Fakat bu malzemenin kolay kirilmasi,
pargalanmasi sebebiyle ¢ogu giiniimiize ulasamamigtir. Giiniimiize ulagan ve arkeolojik kazi-
lardan elde edilen seramik oyuncaklar hareketli kol ve bacaklara sahip bebekler, ¢ingiraklar,

oyuncak arabalar, topaglar ve yoyolardur.

Pigmis toprak oyuncak bebekler, ilk olarak M.O. 3000 yillarinda Misirda bulunmustur.
Bununla birlikte Yunan ve Roma donemlerinde de oyuncak bebek 6rneklerine rastlanmustir.
Roma ve Yunan Donemi 6rneklerinde erkek figiir tasvirli 6rnekler de bulunmaktadir. Yunan
doneminde yapilan oyuncak bebekler hareketli kol ve bacaklara sahip bebeklerdi. Bu bebekler,
ayakta duran ve oturan bebekler olarak iki gruba ayrilmaktadirlar. Ayakta duran pismis toprak
bebeklere, kol ve bacaklari ip veya telle gévde, kalca ve omuzlardaki deliklere baglanip hareket
ozelligi kazandirilmigtir. Bu bebeklerin iiretimi M.O. 4. Yiizyila kadar devam etmistir. Tkinci
tip ayakta duran bebekler ¢iplaktir ve kol ve bacaklar1 eklem yerlerine kadardir. M.O. 5. yiizyil
ortalarinda ortaya ¢ikmis ve M.O. 4. yiizyila kadar siirmiistiir. Oturan bebekler ise bacaklar
birbirine bitisiktir. Kollar gévdeye bitisik veya hareketli olmak iizere iki gesittir. Kollarin gov-
deye bitisik oldugu orneklerde eller bacaklar1 kavramistir. Oturan tip bebekler ayakta duran



bebeklere gore daha uzun siire var olmuglardir “ Ay¢a(2003)” Bebeklerin bir¢ogu elle sekillen-
dirilmistir fakat ¢can seklinde carkta sekillendirilmis olanlar1 da vardir. Ayrica tiim viicudu ya da
sadece bag1 kalipla sekillendirilmis olan érnekler de bulunmaktadir. Uretim yapilan kaliplarin
bazilar1 glintimiize kadar korunabilmistir. Kalip islemi su sekilde uygulanmigtir: ‘Oyuncak ha-
zirlandiktan sonra, her iki ytizden de kil kaliplar alinir ve kaliplar firinlanir. Bu kalip icine birkag
tabaka kil dosenir, bu kil kuruyup ¢ektikten sonra kolaylikla kaliptan ayrilir. Deri sertliginde
kuru duruma gelen yapita gogu zaman piiriizsiiz birakilmis ve firmnlama sirasinda olusan nemin
disariya ¢ikip yok olmasi iin, {izerine bir hava deligi acilmis olan arka yiiz takilir. Delikler ve bi-
tisme yerleri stv1 kil ile 6rtiilmekte, son diizeltmeler bir heykeltiras kalemi ile yapilmaktadir. Son
olarak firmnlanmadan énce yapitin yiizeyi beyaz, kirecli, sulu bir kil astar ile kaplanir. 750-950
derece arasinda degisen bir 1s1s1 olan firinlamadan sonra, beyazims: astar tizerine kirmizi, mavi,
sar1 renklerin agir bastig1 toprak boyas siiriiliir. Ornekler iizerinde toprak boyasi yok olsa bile,
beyaz astarin izleri goriilmektedir. “Avcr (2005)”. Tipki gliniimiizde oldugu gibi antik caglar-
da da bebekler kizlarin annelerini taklit edebilecekleri oyuncaklardi. Kiigiik kizlar annelerinin
yaptig1 isleri, onlarin ev islerinde aldiklar1 sorumluluklar pismis topraktan yapilmis oyuncak

mutfak aletleri, masalar, gay setleri, tabaklar1 kullanarak kendileri uygulamaya ¢aligirlardi.

Arkeologlarin buldugu oyuncaklar ¢cogunluklar bebeklerdir ve ¢ocuk mezarlarinda bulun-
muglardir. Bu durum oyuncak bebeklerin ¢ocuklarin 6liimden sonraki hayatlarinda eslik etme-
leri amaciyla mezarlara konuldugunu distindiirmektedir. Ayrica ‘tapinak kazilarinda bulun-
mus olan figiirlerin ¢ogu oyuncak ve adak egyas1 olarak ¢ift amaca hizmet etmektedir. Yunan
kizlarinin evlenmeden 6nce bebeklerini Artemis, Aphrodite, Athena ve Demetere adadiklarini
anlatan antik yazarlarin kanitlarini destekleyen ¢ok sayida buluntu vermektedir. Romali kizlar
da evlenmeden 6nce Yunan gelenegine uygun olarak Venuse adiyorlardi.

“Ozcan (2003)”.

Ahsaptan ve madenden de Orneklerinin olmasiin yaninda, pismis topraktan yapilmis
oyuncak bebeklerin diginda bir¢ok oyuncak kilden yapilabilmistir. Bu oyuncaklar arasinda
cingiraklar, kuklalar, yoyolar, minyatiir atl arabalar ve yaris arabalar1 da vardir. Giintimiizde
oldugu gibi Antik Caglarda da kizlar evde bebeklerle oynamaktan hoslanirken, erkek ¢ocuklar:
da arabalar veya hayvanlariyla oynarlardi. Bu ¢aglarda kullanilan oyuncak arabalar, biiytikle-
rin kullandig arabalarin taklidiydi. ‘Onde genellikle iki at ya da katirin ¢ektigi arabalar tipki
biiylik boylu 6rneklerinde oldugu gibi yolcu, asker ya da amforalar i¢inde yiik tasirken tasvir
edilmistir. Arabalarin yani sira kopek, tavsan, maymun, binicili ya da binicisiz at erkek ¢ocuk
oyuncaklarindandir. Cingiraklar ise bir bebegin ilk oyuncag olarak nitelendirilebilir. Hayvan
bi¢imindeki formun i¢gine tohum ya da boncuk doldurulurdu. Bu sekilde ses ¢tkarmasi saglanir-
ken bebegi dikkati ¢ekilirdi “Ozcan (2003)”

Pismis topraktan yapilan ¢ingiraklarin gecmisi oldukea eskilere dayanir. 3000 yildan fazla
gecmisi ile Eski Yunanlilarda ve Eski Misirhlarda oldugu bilinmektedir. Biiyiisel degerlere sahip bir
obje olarak ortaya ¢ikmustir. Bir goriise gore ¢ingirak bir oyun arac degil, kotii ruhlar: korkutup

kagirmak igin kullamilmistir’ Giiniimiizde kullanilan oyuncaklarin tarihi de ¢ok eskilere dayanir.
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Resim 4,5: Pismis Toprak Arabalar, http://tywkiwdbi.blogspot.com/2011/07/ancient-pulltoys.html,07.06.2011
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‘Anadolu medeniyetleri Miizesinde goriilen eserlere bakildiginda testi ve hayvan formundaki eser-
lerin i¢i pisirilmeden once kiigiik taslarla doldurulmus ve hava ¢ikisi saglamak igin kiiciik delikler
birakilarak agzi kapatilmustir. Pisirimden sonra da taslar formun icinde kaldig1 icin sallandiginda
ses ¢tkarmaktaydi. “ Avci, (2005)”

‘M.O. 3000-2000 ve 1000’lere tarihlenen pismis topraktan yapilmis topag¢ kalintilart bulun-

mugtur. M.O. 500’li yillarda, ¢omlekgilik sanatimin gelismesiyle, Yunanistanda oyuncak amach

Resim 6: Pismis Toprak Cingirak http://inspirationalmessage.blogspot.com/2010/10/7-major-benefits-of-therapeutic-singing. html
Resim 7: Pismis Toprak Topag, Ezgi Hakan Arsivi

kullamlan topaglarin iizerine sekiller, islemeler yapildigi goriilmektedir.
 Avci,(2005)” . Seramikten yapilan topaglarin ayni zamanda dinsel

amagl ve tanrilar1 onurlandirmak i¢in yapildig1 goriilmiistiir.

Seramik diidiikler de oyuncak olarak kullanilan nesnelerdir.

Ses ¢ikarma 6zelliginden dolay: Neolitik Cagdan giiniimiize
kadar siklikla kullanilan seramik diidiik tarihi 12000 yil
oncelerine kadar dayanir. Her ¢agda, uygarhikta ve
cografyada degisik isimler almis ve farkli amag-

lara kullanilmigtir. Kimi zaman dini torenlerde

tanrilarla kimi zaman da insanlar aras1
iletisim arac1 ayn1 zamanda ¢ocuklar
i¢in eglenceli bir oyun-
cak olmustur.

Tung Cagy, Asur, Frig,
Roma dénemlerinden
gliniimiize ulagan oyuncaklar
arasinda malzemesi seramik olanlar

donemlerine gore Bekir Onur 'un makalesinde soyle siralanmigtir:

Resim 8,9: Pismis Toprak Diidiikler, Eskisehir Eti Arkeoloji Miizesi, Fotograf Elif Goniil
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“Cingirak: Pismis toprak, seramik (Tun¢ Cagi, Asur, Roma)
Bebek: Pismis toprak (Roma)

Topag: Pismis toprak (Asur)

Minyatiir Kap: Pismis toprak, seramik (Tung Cagi)
Minyatiir Testi: Pismis toprak (Tung Cag1)
Oyuncak Kus: Pismis toprak (Frig)

Oyuncak Tavuk: Pismis toprak (Roma)

Oyuncak Horoz: Pismis toprak (Frig, Roma)
Oyuncak Giivercin: Pismis toprak (Roma)
Oyuncak Domuz: Pismis toprak (Tung Cagi, Roma)
Oyuncak Ayz1: Pismis toprak (Tung Cag)

Oturak: Pismis toprak (Roma)

Kukla: Pismis toprak (Roma)

Oyuncak Teker: Pismis toprak (Roma)”

Oyuncagn tarihi incelendiginde malzeme, teknik ve ustalik degisse de oyuncak olgusunun

degismedigi gorillmistiir. Yasamin kiigiik birer kopyalar1 olmalar: sebebiyle her oyuncak yapil-

Resim 10: Yunan Dénemi Pismis Toprak Kus Ornegi, www.chrislee.org.uk, 07.06.2011
Resim 11: Oyuncak araba 6rnegi, http://www.flickr.com/photos/juliepics/3254267621/,07.06.2011
Resim 12: Tarihi Yunan Oyuncak At M.O. 950-900, http://en.wikipedia.org/wiki/File, 07.06.2011
Resim 13: Yunan Dénemi Pismis Toprak Yoyo Ornegi, www.yoyolady.com, 07.06.2011



dig1 donemi gliniimiize yansitan tarihsel belge niteligindedir. Sule Ersan’in tezinde belirtildigine
gore tarihte bilinen ilk oyuncaklar Misirlilara aittir. Arkeolojik bilgilere gore Misirli ¢ocuklar tahta
atlar, topag ve misket ile oynamuslardir. Yine aym donemlere ait firavun mezarlarinda oyuncak
bebekler bulunmustur. Eski Yunan, Roma ve Cinde kilden yapilip pisirilmis, kol ve bacaklar: ha-
reketli bebekler yapildigi da arkeolojik bulgulara gore bilinmektedir. “ Ersan (2006)” Prof. Dr.
Adnan Diler, oyuncak tarihinin M.O. 3000 yillarina kadar dayandigini belirtmistir. Prof. Diler’

e gore oyuncagn ortaya ¢ikist avciliga, dinsel motiflere ve savunma sanatina baghdir.

Aile iliskilerinin son derece iyi oldugu Antik dénemde, ailelerin gocuklarin egitimine gok
onem verdikleri tarihi kaynaklardan bilinmektedir. Aileler ¢ocuklarina egitimin yaninda ya-
sadiklar1 donemin geregi olarak savunma sanatlarini da 6gretiyorlardi. Bu sebeple kullanilan
oyuncaklar ¢ocuklarin 6grenme ve anlama yetilerini gelistirdigi gibi savunma ve saldir1 kabili-
yetlerini de gelistirmistir. Savasta ve avlanmada kullanilan beceriler gocukluk doneminde oyun-

caklar ile kazanilmigtir.

Mezopotamya, Misir, Yunan ve Roma uygarliklarinda oyuncaklarin ve oyun kiiltiirtiniin
birbirlerine benzer 6zelliklerde olduklar: gériilmiistiir. Ancak Roma Doneminden sonra yagam
standartlar1 diigmeye baslamis, yasam daha ¢ok ¢alismaya ve savasa yonelmistir. Bu ylizden
¢ocuklar ailelerine yardim etmek i¢in ¢aligmak zorunda kalmiglardir. Vakitleri kalirsa kendi
iirettikleri oyuncaklar veya ailelerinden kalan eski oyuncaklarla oynamislardir. Fakat burjuva
kesimin ¢ocuklar giizel ve pahali oyuncaklar alabilmislerdir. Bu oyuncaklar genellikle savasa

yonelik oyuncaklard.

Oyuncaklar donemin ve iginde yasanilan ortamin érnegini tegkil etmektedir. Ornegin hay-
vancilikla ugrasan bir ailenin ¢ocugunun oyuncaginin kegi, koyun gibi hayvan figiirlerinden
olustugu tahmin edilmektedir. Daha sonraki dénemlerde oyuncaklar degismeye ve ¢agin gelisi-
mine paralel hizda gelismeye baslamis ve minyatiir oyuncaklar ortaya ¢ikmustir. Minyatiir evler,
mutfaklar kiz gocuklari igin egitici oyuncaklar sinifina girmislerdir. Bu oyuncaklarin amaci ¢o-

cuga toplum yagamini 6gretmek icin oyun oynatmaktu.

Resim 14,15: Minyatiir Mutfak Ornekleri, Bursa Tofas Tiirk Otomobil Fabrikas: A.S. Sanat Galerisi Oyuncak Sergisi,
(Fotograf Elif Goniil)
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Daha sonra yap-boz haritalar ve resimli alfabe kartlar1 kullanilmaya baglanmistir. Bu oyun-
caklar da egitim amaghdir. Yap-boz haritalar cografya bilgisi gelistirmek icin, resimli alfabe
kartlari ise harf ve okuma yazma egitimin ilk basamag1 olmustur. Yine bu dénemde kullanilma-

ya baglanan bebek arabalarinin ardindan oyuncak bebek arabalari ortaya ¢ikmigtir.

16

Resim 16,17,18: Giiniimiizde Kullanilan Yap-Boz Harita, Resimli Alfabe, Oyuncak Bebek Arabasi. www.staroyun.com

19. Yiizyila gelindiginde sanayi devrimi anne babalar1 ¢alismaya yoneltmis bu sebeple ¢o-
cuklar kreslerde ve anaokullarinda vakit gecirmek zorunda kalmiglardir. Bu durum maddi du-
rumu iyi olan aileler i¢in gegerlidir. Anaokuluna gidemeyen ¢ocuklar oyuncaklarini kendileri
yapmak zorunda kalmiglar, gidebilen ¢ocuklar ise hazir oyuncaklara sahip olabilmislerdir. Bu
nedenle oyuncaklarda zengin ve yoksul aile farki gézlemlenebilmistir. Sanayi devrimi ile oyun-
cak cesitliligi seri tiretim yapabilme imkan ile artmistir. Bu durum oyuncak ticaretini gelitir-
mistir. On dokuzuncu yillarin sonlarina dogru ilk otomobilin iiretilmesiyle birlikte ilk oyuncak

otomobil de ortaya ¢ikar. Yiizyilin icadi olan tren de ayni bigimde oyuncak trene hayat verir.
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Resim 19,20,21: Minyatiir Araba Ornekleri, Bursa Tofas Tiirk Otomobil Fabrikas: A.S. Sanat Galerisi Oyuncak Sergisi,
( Fotograf Elif Goniil )



Oyuncak toplumsal ve kiiltiirel bir tiriindiir. Oyle ki her oyuncak iiretildigi donemin ve kiil-
tiirin degerlerini yansitir. Glintimiizde her tiirli malzemeden yapilabilen oyuncaklar gegmisi
binlerce yil 6ncelerine dayanan ilkel oyuncaklarin gelistirilmesi ile olusmustur. Bu oyuncaklar
kolayca gekil verilebilme 6zelliginden dolay1 seramikten yapilan oyuncaklardir. Ornegin sera-
mikten yapilan kol ve bacaklar1 hareketli bebekler giiniimiiziin Barbie bebeklerinin temelini
olusturmaktadir. Teknolojinin gelismesi, ¢ok ¢esitli malzemelerin kullanilabilmesi ve ¢ocukla-
rin eglence aract olan oyuncak anlayisinin degismesi ile giinéimiizde artik seramik oyuncaklara

pek rastlanilmamaktadur.

SONUC

Sonug olarak, giiniimiizde dogal oyunlarin yok olmasi, serbest oyun zamanlarinin kalma-
masi, oyunun dogadan ve insanlardan yalitilmasi, oyun kiltiiriiniin zayiflamasina yol agmugtr.
Bir¢ok arastirmaci sokak oyunlarinin ortadan kaybolmasini, ¢cocuklugun yok olusunun kaniti
olarak gormektedir. En 6nemli degisim ¢ocugun artik bagkalariyla birlikte degil, tek bagina oy-
namasi oyunda insanin yerini nesnenin almasidir. Her ne kadar oyun ve dolaysi ile oyuncak
kiltiri zayiflasa da hangi malzemeden yapilirsa yapilsin oyuncaklar ¢ocuklar i¢in vazgecilmez
nesnelerdir ve ¢ocuk gelisiminde 6nemli bir yere sahiptir. Oyuncaklar yapildig1 donemin kiil-
tiirinil de yansittig1 icin gegmise 151k tutan nesnelerdir. Bu nedenle giiniimiize kadar gelebilen
kilden yapilan ilk oyuncaklar miizelerde sergilenerek tarihi eser niteliginde varliklarini siirdiir-

mektedirler.
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“DEVELOPMENT OF TOYS IN HISTORICAL
PROCESS AND CERAMIC TOYS”

Assit. Prof. Cemalettin SEVIM™ Elif GONOL™™

ABSTRACT

Ceramics, that have existed along with human beings in all stages of life, is one of the
most important inventions produced by people to meet their needs. They have entered
people’s lives first in the form of pots and pans and later have taken various forms to make
life easier for people. They have sometimes taken the form of pots and pans, sometimes
roof tiles and sometimes a part of a spacecraft. Ceramics, which has existed in people’s
lives to such an extent, after its invention have also served as an entertainment and edu-
cation tool for children after going through various stages throughout history due to being
easily shaped, produced and obtained. As a result of this characteristic of theirs, toys for
children have been made for their entertainment from ceramics since antiquity and these
toys have also developed their creativity. Ceramic toy cars, dolls, dinner sets made from

ceramics that have been seen throughout history are good examples of such toys.

With the advancement of today’s technology, toys have begun to be produced from ma-
terials such as plastic, digital materials etc., and these have replaced ceramic toys. While
this change has contributed many different games and toys to children’s world, they have
caused ceramic games and toys to enter a process of disappearance. In this study the child-
toy relationship, history of toys, the past of ceramic toys and their place in today’s world

will be explained.

Keywords: Toys, Terracotta, Ceramic Toys
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ENTRY

Toys is name of any subject for children used to play with them. This is sometimes produced
by the imagination of children around the objects and sometimes purchased as a ready toy.
According to the Turkish Language Institution toy is ‘Game tool ‘A dog toy in the hands of the
child .According to Dilek Akbulut toy is; appeared to amuse, entertain and education for child-
ren ; at the same time it gives important clues about its period. Whether it’s folk art products,
whether manufactured industrially toys reflect the social and cultural characteristics of the
era also record of an important period of life forms. “Akbulut(2009)”.An English toy designer
defines toy:‘Whatever I have in my hand if its provides me describe a game with my action its
atoy. Ak (2006)”

Ceramic is a material we use every where and all periods in our life. Throughout the exis-
tence of humanity useful and important material produced with ceramics. Previously, the use
of ceramics from the Neolithic Age started with product pots and pans after that its used for
different aims in life for sculpture, pottery and roof tiles. Therefore today we use it functional
material in our life it has also artistic effect. We use ceramic for dinnerware, vitrified, mug, box,

trinket, electro-porcelein and etc. Furthermore 1t was used in ancient times as a toy material.

THE DEVELOPMENT OF THE HISTORICAL PROCESS IN TOYS

Ceramic toys appears from Neolitic Age. In this age, Eventhough wood, leather, bone and
ivory was used to toy product, clay became the preferred material in order to easy to be shaped,
reused and plasticity. But it is not survive due to easy breakage. Which has survived from the
archaeological excavations and ceramic toys are babies with moving arms and legs, rattles, yoyo,

spinners and ceramic cars.

First clay dolls was found in Egypt in B.C. 3000 years. However, samples of baby toys were
found in Greek and Roman times. Discovered dolls mostly depict female figures, in spite of
Greek and Roman samples are depict male figures. The dolls were in Greek period were moving
arms and legs. That dolls separate two different group; Terra cotta dolls standing rope or wire
in the arms and legs, trunk, hip and shoulder to connect the holes and given the move. These
infants production continued until 4. Century. The second type of babies standing naked babies
and arms and legs till the joint parts. They appeared at Mid-5th century and continued until the
B.C 4th century. The legs of sitting babies next to each other. The body adjacent to the arms are
two types of motion. Seated babies have been standing there for longer than standing babies.
‘Ayca(2003)” Most of these babies shaped by hand but there is bell-shaped wheel-shaped ones.
Also there are examples of the whole body or just the head formed by pattern. There are examp-
les of the patterns of production to this day preserved. Molding process is applied as follows:
After the preparation of toys, are both dies and molds, so the baked clay. Several layers of clay
is laid into this mold. After taking the dry clay dries separated out easily from the mold. The
artwork is often left to make a smooth dry skin hardness and moisture during baking to go out
there, which opened onto the rear face attached to an air hole. Holes and catch locations filled

with liquid clay. Final adjustments are made with the pen of a sculptor. Firing with a tempera-
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ture ranging between 750-950 0C and then coat with red, blue, yellow color on white surface’
“Avcr (2005)” Tust like today, as can the imitation of ancient toys of girls moms of babies. Little
girls from his works, their responsibilities of baked clay toys they receive a domestic kitchen

appliances, desks, tea sets, plates themselves by using the application.

The archaeologists found majorities baby toys in children’s graves. It means they believed life
after death and placed these toys in graves in order to accompany life after death. And also ‘Most
of the figures found in the excavations of the temple dual-purpose toy and serves as a votive.
Greek girls votive their toys to Artemis, Athena, Aphrodite and Demeter and Roman girls votive
to the Venus. “Ozcan ( 2003)”

Wood, ore and clay as well as being examples of the many toys made out of clay dolls up was
conducted. There are also rattles, puppets, pull reels, miniature horse-drawn cars and racing

cars. Today, the girls enjoy with dolls and boys enjoy with cars and animals in Ancient Times as

1

Figure 1,2,3: Ancient Times To The Present Day Terrecotta Dolls, www.google.com, images, 12.04.2011



4 5
Figure 4,5: Terracotta Toy Cars, http://tywkiwdbi.blogspot.com/2011/07/ancient-pulltoys.html,07.06.2011

well today. Toy cars, used in these ages were imitations of used cars of adults. ‘Cars are usually
drawn by two horse or mule in front, carrying troops or cargo amphoras. As well as cars, dogs,
rabbits, monkeys, ride horses or rider boy toys. The rattles can be characterized as a baby’s first
toy. Seeds or beads were filled in to animals form. This ensures that the baby makes noise are
seen at attention. “Ozcan (2003)”

Terra cotta rattles the very old history. ‘It is know that with more than 3000 years old history
of the Greeks and the ancient Egyptians. It has emerged as a magical object. According to this
idea it is not a toy, it used to drive away evil spirits’ The history of toys in use today are based
on very old. ‘In Anadolu Medeniyetleri Miizesi pots and works in the form of animal filled with
small stones before kiln. They made small holes to allow air out.This small Stone made sound
when it shake’ “Avci, (2005)”

Clay spinners were found in the 3000-2000 and the 1000s. B.C. 500 years, the development

of the art of pottery in Greece spinners used for toys on the shapes, machining was performed.

Figure 6: Terracotta rattle - http://inspirationalmessage.blogspot.com/2010/10/7-major-benefits-of-therapeutic-singing. html

Figure 7: Terracotta spinner, Ezgi Hakan Archive
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Avci,(2005)”. Spinner made from ceramics and religious purposes but also to

honor the gods were made.

Ceramic whistles is being used as a toys. Ceramic whistles

history based on 12000 years and it has been used from
Neolithic Age to today due to the sound. It has used
every ages, every civilization and took different names

also used differnt purposes.

Sometimes the gods during religious ceremonies

and sometimes a communication tool between

people. Besides, it has been a fun toy

for children.

Ceramic toys form Bronze,
Asur, Frig and Roman Age
to the present ordered in

Bekir Onur’s article:
8

“Rattle: Terracotta, (Bronze Age)
Baby: Terracotta (Roman)
Spinners: Terracotta (Asur)
Miniature Bowl: Terracotta (Bronze Age)
Miniature Pot: Terracotta (Bronze Age)
Bird Toys: Terracotta (Frig)
Chicken Toys: Terracotta (Roman)
Cock Toys: Terracotta (Frig, Roamn)
Pigeons Toys: Terracotta (Roman)
Pig Toys: Terracotta (Bronze Age, Roman)
Seat: Terracotta (Roman)
Puppet: Terracotta (Roman)
Toy Wheel: Terracotta (Roman)

Examination of the history that begins with toy toy ceramic material, technical and tricky
changes seen in the toy does not change the fact. So much so each toy reflects the history to
present as a documentary evidence. ‘History of toys, researched and studied by many historians.
Based on these studies, the first known toys belong to the Egyptians. According to the archae-
ological informations children of Egyptian have played with marbles wooden horses, spinning.
Pharaoh tombs belonging to the same periods were dolls. Its known according to archaeological
findings Ancient Greek, Roman and in China made of clay baby the moving the arms and
legs.“ Ersan (2006)” Prof. Dr. Adnan Diler expres the history of the toy, that was based on BC
Until around 3000. According to Prof. Diler the emergence of toy hunting, religious motifs, and
depends on the art of defense. The cave paintings on the walls of the toys used by the adults.

Figure 8,9: Terracotta Whistle, Eskisehir Eti Archaeological Museum, Photo by Elif Goniil



Family relationships are extremely good, very important people in ancient times on the edu-

cation of children in families with known sources. At the same time period as required by their
defense as well as arts education and taught. For this reason, learning and comprehension skills
developed are used as toys for children had also developed defensive and offensive capabilities.
With the skills gained during childhood toys used in war and hunting.
Mesopotamian, Egyptian, Greek and Roman civilizations of toys and game features are similar
to each other. Living standards began to decline after the Roman period, however, turned to
work hard and war. This is why children have had to work to help their families. If the times they
played with their own produce toys or the families old toys. But the children of the bourgeois
could buy beautiful and expensive toys. These toys are usually the war toys.

Toys made in the time and represents an instance of the living environment. For examp-
le, estimated that a family’s child’s play goat animal husbandry, animal figures, such as sheep.
Change in later periods, toys, and age started to develop in parallel with the development speed.
and miniature toys appeared. Miniature houses, kitchens, girls’ educational toys entered the
class. Because the purpose of this period, the life of the community to teach children.

Examination of the history that begins with toy toy ceramic material, technical and tricky

changes seen in the toy does not change the fact. So much so each toy reflects the history to

Figure 10: Greek Period Terracotta Bird, www.chrislee.org.uk, 07.06.2011

Figure 11: Terracotta Toy Car, http://www.flickr.com/photos/juliepics/3254267621/, 07.06.2011
Figure 12 : Greek Toy Horse B.C. 950-900, http://en.wikipedia.org/wiki/File, 07.06.2011
Figure 13 : Greek Terracotta Yoyo, www.yoyolady.com, 07.06.2011
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Figure 14,15: Miniature Kitchen Samples, Bursa Tofas Turkish Car Factory. Art Galery Toy Exibition, Photo by Elif Goniil

present as a documentary evidence. ‘History of toys, researched and studied by many historians.
Based on these studies, the first known toys belong to the Egyptians. According to the archae-
ological informations children of Egyptian have played with marbles wooden horses, spinning.
Pharaoh tombs belonging to the same periods were dolls. Its known according to archaeological
findings Ancient Greek, Roman and in China made of clay baby the moving the arms and
legs.“ Ersan (2006)” Prof. Dr. Adnan Diler expres the history of the toy, that was based on BC
Until around 3000. According to Prof. Diler the emergence of toy hunting, religious motifs, and

depends on the art of defense. The cave paintings on the walls of the toys used by the adults.

Family relationships are extremely good, very important people in ancient times on the edu-
cation of children in families with known sources. At the same time period as required by their
defense as well as arts education and taught. For this reason, learning and comprehension skills
developed are used as toys for children had also developed defensive and offensive capabilities.
With the skills gained during childhood toys used in war and hunting.

Mesopotamian, Egyptian, Greek and Roman civilizations of toys and game features are similar
to each other. Living standards began to decline after the Roman period, however, turned to
work hard and war. This is why children have had to work to help their families. If the times they
played with their own produce toys or the families old toys. But the children of the bourgeois

could buy beautiful and expensive toys. These toys are usually the war toys.

Toys made in the time and represents an instance of the living environment. For examp-
le, estimated that a family’s child’s play goat animal husbandry, animal figures, such as sheep.
Change in later periods, toys, and age started to develop in parallel with the development speed.
and miniature toys appeared. Miniature houses, kitchens, girls’ educational toys entered the
class. Because the purpose of this period, the life of the community to teach children.

Then puzzle maps and illustrated alphabet cards started to used. These toys are for educati-
on.The geography puzzle maps to improve knowledge, illustrated alphabet cards has been the
first step in education to read and write the letter. About this time baby toy cars emerged after

baby carriages.

19. Century, the industrial revolution led parents to work so had to spend time with children

in kindergartens and preschools. But the true financial status was good for families. Children



can not go to kindergarten have been forced to make their own toys, children that might have
been able to have the toys ready. For this reason, the difference observed in toys rich and poor
families. With the opportunity to make serial production with the industrial revolution has inc-
reased the variety of toys. In this case, trade has developed toys. The first production of the car
towards the end of the nineteenth also occurs with the first toy car. The invention of the century,

which gives life to a train toy train in the same manner.

Toy is a product of social and cultural. So much so that toys are produced each period ref-
lects the values and culture. Today, toys can form all kinds of material that based on thousands
of years directly before the history of toys. These toys, toys made of ceramics due to the easy
shape. For example, ceramic dolls with movable arms and legs form the basis of today’s Barbie
dolls. The development of technology, be used in a wide variety of materials, understanding of
the change of means of entertainment for children toys ceramic toys does not use nowadays. Be
described with a single ceramic toy, the stage of stopping the production of whistles from the
Kinik. Kinik village of whistles produced by a single master is about to stop production because

of residual income fails.

Figure 19,20,21: Miniature Car, Train Samples, Bursa Tofas Turkish Car Factory. Art Galery Toy Exibition,
(Photo by Elif Goniil)
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RESULT

As a result, no natural games today, no time to play, isolated game from nature and people,
has led to weak culture of the game. Many researchers see it as evidence of the extinction of the
street games of disappearance of childhood. The most important change child is not play a game
with others no longer a, location of the man is an object. Although the game and thus the toy
culture become weak, No matter what material is made toys indispensable objects for the child-
ren and have an important role in child development. Toys are objects that shed light on the past
to reflect the culture of the period. For this reason, the first toys made of clay that survived to the

present day nature of historical artifacts are exhibited in museums.
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OZET

Bu arastirmanin amaci, Anadoluda eski bir gelenek olan ve Osmanlidan giiniimiize
kadar siiregelen kusevlerini arastirmak, degisen diinya ile beraber kusevleri gelenegin-
de Tiirklerin bakis agilarindaki degisimleri ortaya koymak ve seramik sanatindaki ku-
sevlerini ve kugsevi iizerine ¢alismalar yapan seramik sanatgilarini incelemektir. Gegmisi
13. yiizyila kadar giden kusevlerinin tarihi ve gelisiminin yani sira, degisik malzemelerle
yapilan kugsevleri ve kusevi yapim teknikleri ve ayrica kusevi iizerine eser veren Tiirk ve
yabanci seramik sanatgilari ve bu sanatgilarin eserleri incelenmistir.

Anahtar Kelimeler: Kusevi, Kus, Yapi, Seramik, Seramik Sanat

ABSTRACT

The reason of this research is to study birdhouses which comes through out Ottoman to
nowadays as an old Anatolian tradition, to display the changes of Turkish point of view
to birdhouse tradition with the changing world and to investigate birdhouses and ceramic
artists who works on birdhouses in ceramics art. Besides the history and development of
birdhouses which comes from 13th century, birdhouses are investigated which are made
in different techniques and different materials and it also investigated that native and

foreign ceramics artist and their works who has works about birdhouses.

Keywords: Birdhouse, Bird, Structure, Ceramics, Ceramics Art
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GIRIS

Vahsi veya evcil kuslarin yuvalamasi, konaklamasi, barinma ve beslenmesi i¢in 6zel olarak
tasarlanmis yapilara “kusevi” denir. Bir delik, oyuk veya ev seklinde olabilir. Daha ¢ok serge,
saka, glivercin, kirlangi¢ ve leylek benzeri kuslarin barmmasi i¢in yapilir. Osmanl geleneginde
siklikla goriiliir; Sercesaray, giivercinsaray, kus koskii olarak da adlandirilir. Kuslar i¢in tasarlan-

mis olsa da sincap ve yarasa gibi bazi1 memeli hayvanlarin da kullandig1 gériilmektedir.

Kusevleri genellikle insan elinin ulasamayacag, kuslarin kendilerini giivende hissedebile-
cekleri yerlere yapilirlar. Giines goren, yagmur ve riizgar almayan korunakl yerlere konuslan-
dirilirlar. Giizel 6tisleriyle bulunduklar: yeri cennetten bir kdse haline getiren, ayni zamanda
cennette bulunduguna inanilan birka¢ hayvan tiiriinden biri olusundan dolay: kuslara bizim
kiltirtiimiizde ayri1 bir 6zen gosterilmistir. Kugevlerinin Tiirk kiltiiriindeki yeri de bu yiizden,
Bat1 kiiltiiriindekinden ¢ok degisiktir. Tiirkler, hayirli bir is yaparak gii¢siizli koruma a¢isindan
ele alirken; Batililarin amaci yasam alanlarini dekoratif olarak zenginlestirme; park ve bahgele-
rinde farkl: tiirden kuslarin dolasmasiyla goz zevklerini tatmin etmektir. Yabanci kiiltiirlerde de
kuglar i¢in tasarlanan yapilar vardir. “Eski Mezopotamyada kushaneler, italyada eski ¢aglarda
kimi evlerin tepe pencerelerinin i¢ béliimiinde kurulmus giivercinlikler gibi 6rneklere diinya-
nin pek ¢ok yerinde rastlanabilir. Bu yapilar kus digkisindan tarimda giibre olarak yararlanmak
i¢in yapilmuslardir”. ! Tiirklerin almay1 diisinmeden, vermeyi amaglayan sergesaraylar1 gibi bir

amaglar1 yoktur.

Hayvanlara barinak olmasinin yani sira, Tiirklerin kusevleri yapmasinin altinda bazi inang-
lar yatar. Ornek vermek gerekirse;” Kumrularin asiklari koruduguna, kirlangiglarin yuva yaptigt
yeri yangindan koruduguna inanilir. Ayrica leylek ve deniz kirlangici gibi kuglarin kutsal yerlere

gittigi diisliniilerek, burada iyi bir himaye altinda olmasina 6zen gosterilmistir” 2

Malik Aksele gore, “Giivercinlerin, kumrularin cami ve sadirvanlar etrafinda, sundurma-
larda hu hu diye dem ¢ekip bas egmeleri halk arasinda Tanrrnin adin: zikretmeleri, anmalar1
manasina geldiginden, kutsalliklarina inanilir, bunlarin avlanmalar: giinah sayilirds..”. 3 Ayrica
mimari ve restorasyon konularinda yetkin bir isim olan Lemi S. Merey de Tiirk Sanat1 hakkin-
daki bir konferansta kuslarin Islam dinindeki yeri hakkinda; Kur'anda giivercin ve sergenin
Islamiyet’in yayiligt sirasinda Hz. Muhammede bazi olaylarda yardimci olduklarinin yazilmas
olmasi dolayisiyla, bu kuslarin Tiirklerce de kutsal ve dokunulmaz yaratiklar olarak kabul edil-
digini belirtmistir. 4

Bu ifadelere gore Tiirklerin kugevleri yapmalarinin altinda yatan sebep Islam inancidir. Ama
sadece dini inang, bunu agiklamaya yetmez. Clinkii Cengiz Bektagin “Kusevleri” kitabinda da
belirttigi gibi, eger sebep sadece Islam olsaydi, Misirda veya Pakistanda da giivercinlerin kutsal

sayilmalar1 gerekirdi. Ama bu iilkelerde giivercin ve kumru yenmektedir. Hatta Misirda tavuk

IBEKTAS Cengiz (2003), “Kusevleri”, Literatiir Yaynlari: Istanbul, s.51

2Haluk Ozézlii, Osmanl fmpamtorlugu: Osmanlida Kus Evleri,
http://www.sihirlitur.com/belgesel/kus_saraylari/index.html (erisim tarihi 04-04-2010)

3BEKTA$ Cengiz (2003), “Kusevleri”, Literatiir Yayinlari: Istanbul, 5.23
BEKTAS Cengiz (2003), “Kugevleri”, Literatiir Yaymnlart: Istanbul, s.15



kiimesi gibi, giivercin kiimesleri vardir ve burada giivercin ve kumrular yenmek i¢in beslenirler.
Buna gore Islam, Tiirklerin kuslara olan sevgisini ve saygisini agiklamaya yetmez. Bunun igin
daha da geriye, Tiirklerin Islam éncesi inanislarina donmek gerekir. Islam'dan 6nce ki Tiirklerin
Gok Tanri inancinda, kuslarin ayri bir yeri vardir. Bunun sebebi “kuglar ugabilen hayvanlar
oldugu igin ayricalikli bir konuma sahiptirler. Yiikselebilmek, Gok Tanrr'ya ulagabilmek, yer ile
gok arasinda serbestce dolasabilmek” 3 gibi 6zellikleri yiiziinden, kusglar kutsal kabul edilmisler
ve saygt duyulmuslardir.

Resim 1: Ayazma Camii - Uskiidar
Resim 2: Topkap: Saray: - Darphane

5BEKTA$ Cengiz (2003), “Kusevleri”, Literatiir Yaynlar:: Istanbul, 5.27-28
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Ayrica Anadoluda Tiirklerden énce yasamus kiiltiirlerin de, Osmanl kiiltiirii tizerindeki et-
kisi vardir. Orneklersek; Hititlerde kus adamlarin, Eski Yunanda Zeus'u temsil eden kartalin,
Perslerde ve Selguklularda gii¢ simgesi olan ift basli kartalin, Hiristiyanlikta giivercinin kutsal

olmasi; Osmanl kiiltiiriindi direk olmasa da, dolayl: yollardan etkilemistir.

Resim 3: Hitit Kus Adamlar1 imitasyonu

Tiirklerin hayvanlara, 6zellikle kuslara, boyle sefkatle yaklasmasy; bircok yabanciy: sagirt-
mistir. 18. yiizyilin baglarinda Ingiliz biiyiikelgisinin esi olan Lady Montagu, Istanbul ve Tiirk-
lerin yasamlari tizerine yazdig1 mektuplarda, Tiirklerin kuslara verdigi 6nem {izerine gozlemle-

rinden soyle bahsetmistir:

“Burada masumiyetlerinden dolay: giivercinlere dindarca bir hiirmet besliyorlar. Bu yiizden
sayilart giin gegtikge artiyor. Leyleklere de aym saygi gosteriliyor. Ciinkii bunlarin Mekke'yi ziya-
rete gittiklerine inaniyorlar. Velhasil, bunlar Tiirk Imparatorlugu’nun en bahtiyar tebaasi. Zaten
onlar da imtiyazlarin fark ettikleri icin sokakta rahatca dolasiyor, evlerin iist katlarina yuva yapi-
yorlar. Evlerine yuva yapilan halk kendilerini sansh sayiyor. Biitiin sene ne yangina ne de vebaya
ugramayacaklarina inanyorlar. Odanin penceresinde bu ugurlu yuvalardan bir tane bulundugu

icin ben de bahtiyarim.” 6

6Monmgu, Lady Mary Wortley (1973), Tiirkiyeden Mektuplar 1717-18 (Cev. Aysel Kurutoglu), Terciiman Yaynlari, s.70-71



Cogu yazar en eski kusevlerinin 16. yiizyil-
da yapilmaya bagladigini iddia ederler. Oysa
Cengiz Bektagin “Kugevleri” kitabinda belirt-
tigine gore, Sivas Izzeddin Keykavus Sifaha-
nesinde bulunan o6rnekler 13. yiizyildan, Coban
Kopriisirndeki  kusevi 14. yiizyilldan, Cengiz
Bektagin Karadag Deglede bir kilisede buldugu
kusevleri ise ¢ok daha eskilerden kalmadir. 7
Istanbuldaki en eski érnekler ise Mimar Sinandan
yani 16. ylizyildan kalmadirlar. Mimar Sinanin
hemen hemen her yapitinda kusevlerine ayr1 bir
onem verildigi gozlenmektedir. Bu da Mimar
Sinanin biiyiik bir sanatgi olmasinin yaninda,
insani yoniiniin ne kadar gelismis oldugunu,
kendinden giigsiizleri diisiinerek yapitlarina onlar

i¢in de yer verdigini gostermektedir.

FARKLI MALZEMELER KULLANILARAK YAPILAN KUSEVLERI

Kugsevleri ahsap, beton, tag (mermer, kiifeki tast...), plastik ve seramik gibi pek ¢ok degisik
malzeme kullanilarak yapilabilir. Bunlar arasinda ahsap en sik kullanilanidir. Yagmur ve riizgar
yalitimu iyi olan herhangi bir malzeme kusevi yapmaya uygundur. Tabi ki, bazi istisnalar vardur.
Ornegin; metal bir kusevi 1s1y1 ileteceginden, sicak yaz giinlerinde yuvadaki yavru kuslari
astr1 sicak yiiziinden oldiirebilecegi gibi, soguk havalarda da soguk hava ytiziinden, donarak
olmelerine neden olabilecektir. Metal, kusevi yapiminda kullanilsa bile minimum diizeyde ve

dekor amagl kullanilan bir malzemedir.

Resim 5: Plastik Kugevi *
Resim 6: Ahsap Kusevi

7BEKTA$ Cengiz (2003), “Kugevleri”, Literatiir Yaynlar:: Istanbul, 5.67
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Malzemenin rengi de kusevlerinde diger bir 6nemli ayrintidir. Bir¢ok kus tiirti parlak
renklerden hoglanmazlar. Onun yerine daha dogal goriiniimlii ve toprak tonlarinda mat renkler
kuslar1 cekmek icin elverislidir. Buna ragmen tam tersine ¢ok renkli kusevlerini 6zellikle tercih
eden birka¢ kus tiirii vardir. Boyamak i¢in kullanilan materyallerin de kimyasal karigimlari
dikkatle segilmelidir, ¢iinkii birgok boya malzemesi kus gibi ufak hayvanlar icin olduk¢a

zehirlidir.

Seramikten yapilan kusevleri, ahsap malzemeye gore ok daha kullanighdir. Oncelikle
seramik, ahsap gibi sizint1 yapmaz veya uzun vadede onarima ihtiya¢ duymaz. Ayrica seramik
kusevleri daha kolay temizlenir. Kuslar tagindiktan sonra, tazyikli su sikilarak rahatlikla

temizlenebilir.

Seramik kugevlerinin sirlanmasinda kullanilan sirin, siilyen gibi zehirli maddeler
icermemesine dikkat etmek gerekir. Sirsiz seramikler, kuslar icin daha g¢ekici olsa da, estetik
kaygilar icerisinde sirlama yapan sanatgilar da vardir. Dis yiizeyinin sirli olmasi yagmur
suyundan ve diger dogal agindiricilardan korumasi agisindan yararli olacaktir. Hemen her
seramik teknigiyle kusevi yapilabilir. Torna ile sekillendirme, plaka teknigi, sucuk teknigi ve
dokiim yontemi ile sekillendirme en ¢ok kullanilan tekniklerdir. Ulkemizde 6zellikle ¢omlekgi

kéylerinde torna ile sekillendirilmis, degisik pek ¢ok seramik kusevine rastlamak mimkiindir.

Resim 7: Menemen Yoresinden Kugsevi
Resim 8: Menemen Yiresinden Kusevleri

SERAMIK KUSEVI CALISAN SANATCILAR

Tiirkiyedel3. Yiizyilldan gliniimiize degin yapilan ¢esitli mimarilerde kusevlerinin yeraldig:
goriilmektedir. Bununla birlikte, yurtdisinda yapilan mimarilerde kugevi gelenegi olmasa
da kusevleri ¢aligan seramik sanat¢ilarina rastlamak miimkindir. Bir kismi sadece estetik
kaygilarla, fonksiyon beklentisi olmayan ¢aligmalar olsa da, kullanim amagh seramik kusevi

tasarlayan sanatcilar da vardir.



Yabanci Seramik Sanatcilar:

Douglas Fey: Amerikali sanatci, hayvanlar ve fantastik yaratiklarin biistlerinden kusevleri
tasarlamaktadir. Tasarimlarina “kus gargaracisi” (bird gargler) adini vermistir. Internet sitesi
tizerinden siparis alarak caligmaktadir. Caligmalar1 arasinda kediler, kopekler, siiriingenler,
dinozorlar, fantastik yaratiklar ve “goon” adini verdigi giines, ay ve riizgar gibi seyleri temsil
eden kafalar yer almaktadir. Dekoratif amaglar i¢in sirli ve ¢ok renkli, fonksiyonel amaglar

i¢inse sirs1z ve toprak renklerinde seramik kusevleri yapmaktadir. 8

Resim 9: Kedi Cikislh Kugsevi
Resim 10: Douglas Fey Atélyesinde Calisirken
Resim 11: Ay Cikisli Kugevi

Jim Schatz: Bir diger Amerikali sanat¢i olan Schatz, sanat egitimini San Francisco Devlet
Universitesinde almistir. Kendi deyimiyle “miimkiin olan her sanat dersini alan” sanatc1, bir
seramik sirketinde calisirken seramige gonliinii kaptirmigtir. 2000 yilinda Manhattan’a tasinan
Schatz, ufak bir atolye acarak tasarim diinyasina adim atmustir. Gegen yillarla beraber minimal
formlar1 kullandig1 seramik tasarimlari oldukga popiiler olmustur. Ozellikle yumurta sekilli ve
parlak kusevi tasarimi dikkat cekmistir. Degisik renklerde sirlanmig olan kusevleri, fonksiyonel

olarak kullanish olmasa da estetik olarak doyurucudur. ?

12 _- . 5 -“._.‘r_‘..-.-..

Resim 12,13: Yumurta Kusevleri, Jim Schatz

8 http://douglasfeypottery.com (Erisim Tarihi: 30-05-2010)
http://www.jschatz.com (Erisim Tarihi: 30-05-2010)
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Michael McDowell: Denver, Coloradoda iki asistaniyla beraber calisan sanat¢i, sade
tasarimlariyla dikkat cekmektedir. Beyaz, zehirli maddeler icermeyen bir sirla igini, yine

beyaz ve toplanmali bir sirla da disini sirladigt mantar sekilli kusevi tasarimi oldukea popiiler

olmustur. Bunun disinda ayrica beyaz ve kiire sekilli bir kusevi tasarimi vardir. 10

l

15

Resim 14: Kiire Sekilli Kusevi, Michael McDowell
Resim 15: Mantar Sekilli Kusevi, Michael McDowell

Stan Bitters: Californiada ikamet eden sanatgi, sanat egitimini farkli konularda ve farkli
okullarda tamamlamistir. Los Angeles Ottis Sanat Enstitiisi'nde basladig egitimi, San Diegoda
3 y1l daha devam ettikten sonra UCLA'da sona ermistir. Resim ve heykelin yani sira seramik ile
de oldukga ilgili olan Bitters, mimari seramik konusunda uzmanlagsmistir. Kusevleri de ¢alisan
sanat¢inin bu eserleri South Willard Koleksiyonundadir. Renk renk kiireler ve ilkel gortiniimlii

taglara benzeyen kusevleri fonksiyonel olmaktan oldukg¢a uzaktir. 1

16 17 18

Resim 16: Kiire Sekilli Kusevi, Stan Bitters
Resim 17: Ilkel Kusevi, Stan Bitters
Resim 18: Renkli Kiire Kugsevleri, Stan Bitters

10 http://www.etsy.com/people/mudpuppy# (Erisim Tarihi: 30-05-2010)
http://www.stanbitters.com/articles.htm (Erisim Tarihi: 30-05-2010)
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Tiirk Seramik Sanat¢ilar:

Cihat Burak: Seramik kusevleri tizerine ¢alisan Tiirk sanatcilar arasinda ilk akla gelen isim-
lerdendir. Ressam, mimar ve yazarlik disinda, ayrica seramik konusunda da pek ¢ok caligmasi
olan sanatg1; 1943 yilinda Istanbul Giizel Sanatlar Akademisi’nden (simdiki adi Mimar Sinan
Giizel Sanatlar Universitesi) mezun olmustur. Yapitlarinda geleneksel degerleri 6ne ¢ikaran
sanatgy; kusevlerinde de geleneksel Tiirk mimarisinden yola gikmistir. 1994 yilinda Istanbulda
kaybettigimiz sanatgi, kusevlerini mimari 6nemi biiyiik tiirbe ve kosk gibi yapilar i¢in 6zel yap-

12
muigtir.

Resim 19: Beylerbeyi Saray: Deniz Koskii Kugevi. Cihat Burak (Sol)
Resim 20: Laleli Mustafa III Tiirbesi Kusevi, Cihat Burak (Sag)

Ayrica Tiirkiyenin ilk kadin seramikgisi ve Tiirk cagdas seramik sanatinin 6nciisii Fiireya
Koral'in dogumunun 100. yil1 anisina yapilan “Fiireya’ya merhaba” Sergisi Rabia Capa’nin kat-
kilar1 ile (11 Mayis- 5 Haziran 2010) olusturulmus, sergi biiyiik ilgi toplamustir. Yiizli askin
sanatginin katildig: serginin amaci, kus sevgisi bilinen Fiireya Koral1l anmaktan bagka ayrica
giiniimiizde unutulmaya yiiz tutan kusevlerine insanlarin dikkatini ¢ekmek ve yapilarda yeni-
den kusevlerinin var olmasini saglamaktir” Sergi kapsaminda, kendi yorumlariyla kusevleri
yapan seramik sanat¢ilarindan bazilari, Sadi Diren, Candeger Furtun, Ayfer Karamani, Mustafa
Pilevneli, Melike Abastyanik Kurtic, Sevim Cizer, Ferhan Taylan Erder, Beril Anilanmert, Tii-
ziim Kizilcan, Giingdr Giiner, Binay Kaya, Zehra Cobanli, Oya Uzuner, Emel $olenay, Soner
Geng, S. Sibel Sevim, Irfan Aydin ve Lerzan Ozerdir. Ayrica mimar Cengiz Bektas, heykeltrag
Seyhun Topuz, yazar Ferit Edgii ve ressam Aysen Urfalioglu gibi sanatin diger alanlarindan da

sanat¢ilarin seramik kusevleri sergide yer almustir.

12 http://tr.wikipedia.org/wiki/Cihat_Burak (Erisim Tarihi: 05-04-2011)
http://www.devadim.com/pagelist/konu.php?id=10341¢sayfa=1#lastMessage (erisim tarihi:14-04-2011 )
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Resim 21: Ilgi Adalan
Resim 22: Zehra Cobanl
Resim 23: Sadi Diren
Resim 24: Emel Solenay
Resim 25: Giingor Giiner
Resim 26: S. Sibel Sevim

SONUC

Tiirk kiltiirtinde gligstizii koruma gtdistiyle hazirlanan, gesitli mimarilerde rastlanan ku-
sevleri, serce saray ad1 verilen kisimlar giintimiizde de halen islevselligini korumaktadir. Tekno-
lojinin gelisim gostermesiyle, insan dogadan koparak sehir yasantisina dénmiistiir. Bu kosus-
turma ile insan gevresinde ki olup biteni gozlemleyemez duruma gelmistir. Ekolojik dengenin
giderek bozulmasi ve Tiirk kiiltiiriiniin, Bat1 kiiltiirii ile etkilesimi sonucu, Tiirk toplumunun
bakas agis1 degisim gostermis, boylelikle kugevi anlayis1 degismistir. Onceleri mimaride yer alan
kusevleri daha sonralar1 dekoratif amaglarla yapilan, i¢ mekanda kullanilan objeler haline gel-
mistir.

Bu degisim, sanatsal anlamda iyi gibi goziikse de, kiiltiirel ve dogal anlamda biiyiik bir ka-
yiptir. Kugevlerinin bu yogunlukta kullanildig: bir kiltiriin miras¢ilar: olarak, glinimiiz Tlirk
tasarimci ve sanatgilarinin bu konunun iistiine daha yogun egilmeleri, unutulan degerleri giin-
lik hayatimiza tekrar sokabilmek agisindan 6nem verilmesi gereken bir konudur. Yagantimi-
zin bir pargasi olan u¢gmalart ile goziimiize, sesleri ile kulagimiza hitap eden canlilara insanlar
tarafindan saglanacak kiigliciik bir duyarlilik ¢evreye oldugu kadar insan yasamina da deger
katacaktir.
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OZET

Istanbul’un fethinden sonra Tiirk resim sanatinda gelisimi izlenen minyatiir sanat, 17.
yiizyildan itibaren konusunu agirlikli olarak giinliik yasamdan almaya baslamistir. 18.
yiizyil Tiirk sanati o yillarin toplumsal yapisiyla paralel bir sekilde Dogu- Bati ikilemi
icinde bulunmaktadir. Dénemin énemli minyatiir ustas: Levni ve ardindan Buhari, bu
donemin diinya goriisii ile Istanbul'un gérkemli yasam tarzim yansitmiglar ve dénemin
sanatim yonlendirmislerdir. Ayrica 18 ve 19. yiizyillarda, Osmanli topraklarina gelen res-
samlarin artiglar1 dikkat ¢ekicidir. Bu sanatcilarin eserleri, o donemin Istanbul'unun giin-
liik yasamini giiniimiize tasiyan belgeler niteligindedir. Tanzimat sonrasinda ise Osmanl
resmi, Bat1 anlayisina yonelik egitim veren askeri okullarda yetismis ressamlar veya sivil
sanatgilarin iiriinii olarak ortaya ¢ikmustir.

Anahtar Kelimeler: Giinliik Yasam, Istanbul, Tanzimat, Osmanli Dénemi, Resim Sanat

ABSTRACT

The art of miniature of which growth can be traced back in Turkish art of painting after
the conquest of Istanbul, from 17th century on, starts to acquire daily life more often as
its subject. 18th century Turkish art, in parallel with the social structure of the age, was in
the dilemma of East vs. West. Major miniature master of the period Levni and Bukhari
who came after him reflected the world view of this period, that on its own represents the
whole age, spectacular life style of Istanbul and they lead the art of the period. Rise in the
number of artists coming to Ottoman soil in 18th and 19th century is a remarkable point.
Works of these artists qualify as documents carrying the daily life of Istanbul to present.
And with Tanzimat (a series of reforms), Ottoman painting emerged as works of artists
who were raised in military schools with Western education or civilian artists.

Keywords: Daily Life, Istanbul, Tanzimat, Period of Otoman, Painting Art

*
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Sahneleri'nin Tiirk Resim Sanatina Yansimalari, Mimar Sinan Giizel Sanatlar Universitesi Sosyal Bilimler Enstitiisii
Resim Anasanat Dali Sanatta Yeterlik Tezi kaynak alinmustir. Canakkale / TURKIYE



GIRIS

Roma, Bizans ve Osmanli Imparatorluklarina bagkentlik yapmis olan Istanbul, birgok tarihi,
kiltiirdi, yagam tislubu ve her seyden 6nemlisi giinliik hayat dedigimiz insan seriivenlerini bin-
lerce yil 6teden giiniimiize tasimaktadir. 1453 yilinda Fatih Sultan Mehmet tarafindan fethedil-
mesi ile Hiristiyan Dogunun biraktigi miras Islami geleneklerle bulugsmus, Osmanl kimligine
uygun bir yonetim merkezi konumuna déniiserek giinliik hayat yeniden inga edilmigtir. Fakat
yonetim bazinda Bizans ile Osmanli arasindaki benzerlik ilgi ¢ekicidir. Osmanlida imparato-
run yerini padisah ya da halife, patrigin yerini seyhiilislam almigtir. Osmanli padisahlari kentin
emperyal ge¢misini 6zetleyen “Konstantiniye” adini kullanmaktan rahatsizlik duymamuglardir.
Istanbul Yunanca “kente” ya da “kentte” anlamina gelen “eis tin polis” adindan tiiremis bir ke-
lime olarak iki dilin ortak iirtinti seklinde ortaya ¢ikmistir. Osmanlida da en gozde sanat Dogu
Romada oldugu gibi mimari iken Bizans’in ikonalar1 yerini Osmanli minyatiirlerine birakmistir.
Gerek perspektifin olmayisy, figiirlerin bireysellikten arindirilarak betimlenmesi, gerekse mane-
vi onemin biitiin fiziksel 6zelliklerin oniine gegmesi bakimindan bu iki sanat arasinda da biiyiik
benzerlik kurulabilir. Dolayist ile yiiksek kiiltiiriin, emperyal bir bagkentte emperyal bir kiiltiir
akisinda devam etmekte oldugu goriiliirken, halkin giinliik yagami nasild1 diye incelendiginde,
‘Tanzimattan Once’ ve ‘Tanzimat'tan Sonra’ olmak iizere bir birini izleyen ve kiiltiirel, ideolojik
ve estetik anlayislar1 birbirinden farklilik gosteren iki dénem ele alinmalidir. Tanzimat'a kadar
Istanbul'da giinliik yasam; ticaretten kiiltiire, dinden estetige kadar her seyin belirli kaliplarda
yasanmasi ve ¢ok merkezli kiiltiirel boliinmiisliigiin yarattig1 bir yan yana olma durumundan,
Tanzimat'in ilanindan sonra tarihsel kisiligini kazanmus, bircok uygarliktan eriterek olusturdu-

gu zengin bir mozaik yapiya kavusmustur.

OSMANLI DONEMINDE iISTANBUL DA GUNLUK YASAM

Tanzimat’a Kadar Istanbul'da Giinliik Yasama Genel Bir Bakis

Fethin ardindan, dini biitiinliigiin korunmasina yo6nelik bir énlem plan: olarak ve giinlitk
hayatin temel 6gesi olan niifus dengesinin saglanabilmesi adina Osmanlinin daha énce Rumeli
ve Anadoluda uyguladig: niifus politikasi (bagka bélgelerden goc ettirilme) ile Miisliimanlarin
say1s1 arttirilmistir. Boylelikle cogunlugunu Hiristiyan ve Miisliimanlarin olusturdugu Osmanl
ahalisi ayr1 ayr1 mahallelere yerlestirilerek bu yillarda giinlitk hayatin temelini olusturan “ma-
halle kiiltiiri” niin dogmasina vesile olunmustur.” Bu mahalleler cami, kilise ya da sinagoglarin
cevresinde sekillenmis (Resim1) ve biiyiik dlctide bu dinsel merkezler kiiltiirel 6rgiitlenmeleri
etkilemistir. Giinliik hayata mahalle 6lceginde dahil olan halk, go¢ ettirildigi bolgelerden ge-
tirdigi yerel kiiltiirii ile sehrin dil, duygu, diisiince ve yasam tislubuna zenginlik kazandirmus,
ancak Osmanli mozaigine 6zgii kiiltiir yapilanmasi heniiz giinlilk hayat1 kusatmamigtir. Bir
mahalleden digerine gecildiginde, bir kiiltiirden digerine gegiliyormus kanis1 uyanmaktadir.
Mahallelerin sahip oldugu bu homojen yapinin bozulmamast i¢in ¢esitli 6nlemler alinmakta,
ornegin; bir mahalleye yerlesebilmek icin Istanbulda en az bes y1l yagamig olmak ve o mahalle

halkindan bir kefil bulmak gerekmektedir. Bu donemde yaymlanmis olan fermanlardan devlet
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otoritesinin de mahalle homojen yapisini korumaya yo6nelik bir tavir sergiledigi gézlenmekte-
dir. Bu dénemde giinliik hayatin topografik sinirlar1 mahalle 6l¢eginde belirlendikten sonra,
bu hayat1 sehir 6l¢egi ile bulusturan iki nokta ortaya konabilir. Bunlardan biri ¢ars1 ve hanlarla
sembollestirilebilecek olan iktisadi kurumlar, digeri ise camiler ve tekkelerden olusan dini ku-
rumlardur. 16. yiizyilin ortalarina kadar siradan bir Istanbullunun giinliik hayati, bu sembolle-
rin siirladig1 yasam alani iginde gec;migtir.z Kurulus dénemi olarak tanimlayabilecegimiz bu
dénemde Osmanli yagamina iliskin tablo s6yle tanimlanabilir: “Cok biiyiik bir ordu ve donanma
iissti, harp sanayileri ile hasir nesir, fabrikalarin degil esnaf localarimim bulundugu, o ince minare-

lerin ve muazzam kubbelerin zarafeti, giizelligi disinda hicbir seyin yasamdaki siddeti ve yogun-

lugu barindirmadigi bir tablo” 3

Osmanlida ‘6teki’ ad1 konmus bir sis-
temi ifade etmektedir. Bu “millet” olarak
ifade edilebilir. Bir milletin mensubu ol-
mak i¢in ayni dili konugsmak degil, ayni
dini paylasmak gerekmektedir. Miisliiman
milleti icinde Tiirk, Kiirt, Bosnak, Arnavut,
Cerkez, Pomak bulunmaktadir. Bunlarin
hepsi ayni dili konugmazlar ama ayni mil-
letten kabul edilirler. Fakat belirtmek gere-
kir ki Osmanlida Miisliimanlik ¢cogunlukla
Turkliikle, Tirk kilturiiyle bagdagsmigtir.
Sozii edilen mahalle sisteminde birbirle-
rine Oteki olarak bakmuislar, fakat giinlitk
hayatlarinda mutfaktan giyime ayni kiiltii-
rit benimsemislerdir. S6zgelimi bir Miislii-
man ile Ermeni’yi ayirt etmek son derece
giic;tﬁr.4 Bir¢ok Bat1 Avrupa kentinde sinif
ilkesi giinlikk hayat1 diizenlerken, Osman-
Iida giinlik hayatin normlarini bu ¢ok

uluslu yapi belirlemektedir. Insanlar fakir

Resim 1: Osmanli Dénemi’nde Bir Miisliiman Mahallesi . ya da zenginliklerine gore degil, milletleri-
ne gore mahallelere ayrilmislardir ve bu yap1 iginde gettolasmaya olanak yoktur. Fakat tek bir
istisnadan soz edilebilir; Cingeneler ki onlar da uzun zaman sisteme déhil olmak gibi bir kaygi

tastmamiglardir. 3

Bu dénemde halkin yasadig1 konutlar hakkinda, ancak 16. yiizyilin ilk yarisinda Istanbul’a
gelen gezginlerin anlattiklarindan bilgi sahibi olunabilmektedir. Anlatildigina gore derme cat-
ma evlerde yagayan halk, 1509 yilinda gerceklesen ve ‘Kiyamet-i Sugra’ yani ‘Kii¢iik Kiyamet’
olarak adlandirilan depremden sonra konutlarini ahsaptan inga etmistir. Ancak bilinmektedir

ki bu defa Istanbul’un kiigiik kiyametlerine depremlere ek olarak yanginlar da neden olacaktur.

I Burada da Oratagag Bizans sehir yonetimi anlayisiyla paralellik goze carpmaktadir.



16. ve 17. yiizyillarda gerek askeri @istiinliigiin, gerekse Akdeniz liman sehirlerinin Istanbul’a
olan ticari baglar1 dolayisiyla sehrin biiyiiyerek, zenginlestigi ve bir diinya sehrine dénistiigii
gozlenmektedir. Bu durum hizli bir niifus artisini beraberinde getirmistir. Bu bir sorun tes-
kil etmis ve alinan 6nlemler sonucunda 17. yiizyilin ilk yarisinda artis dengede tutulabilmistir.
Bu dénemde tutulan kayitlara gore niifusun %57.7 sini Miisliimanlar, %42.3 iinii Hiristiyanlar
olusturmaktadir. Halkin yogun olarak istihdam ettigi yerler, ticaret ve liman kesimi olan Halig,
ardindan da Galata, Tophane ve Salipazarrdir. Kasimpagada burada kurulan tersanenin can-
landirdig: bir bagka yerlesim yeridir.6 Galata ve Peranin giinliik hayattaki etkin rolii de burada
kurulan yabana elcilikler ile giin gectik¢e artmaktadir. Kendi icine kapali kdy topluluklarini
barindiran Bogazici, 17. yiizyilin bagindan itibaren Osmanli sehir biinyesine katilmis ve 6nemli
sayfiye yerlerinden birini olusturmustur (Resim 2). Ticaret bélgelerinin yani sira bahge ve me-
sire yerlerinin de gehrin giinliik yasaminda yer almaya baslamasi, Istanbul’u bir askeri garnizon
sehri goriiniimiinden, eglence kiiltiiriine dayali kamu etkinliklerinin sergilenebildigi ¢ogulcu

bir yapiya kavusturmustur.

1683’teki Viyana bozgununun ardindan Bat1 sinirlarinda pes pese yenilgilere ugrayan ve bir
dizi bozgun felaketi yagayan Osmanli Devletinin bagkenti Istanbul da bu olumsuzluklardan na-

sibini almis ve uzunca bir siire baskentligi askiya alinarak, padisahlar Edirnede oturmay tercih

Resim 2: 17. Yiizyil sonras: Bogaziginden bir goriiniim

2 ISIN, Ekrem (2006); Istanbulda Giindelik Hayat, YKY:1240, 4. Basks, Istanbul, Subat, s.21

JOHNSON, Clarence Richard (Ed.), M.A., Cev. Sénmez Taner (1995) Istanbul 1920, Tiirkiye Ekonomik ve Toplumsal Tarih

Vakfi Yaynlars, Nisan, 23.01.2008, Istanbul, 5.66
ORTAYLI, ilber (2007); Son Imparatorluk Osmanh, Timas Yaymlari/1570, 5. Baski, Ocak, Istanbul, 5.87-89

ATAMAN, Sadi Yaver (1997); Yayina Hazirlayan: Siileyman Senel, Tiirk Istanbul'u, Istanbul Biiyiik Sehir Belediyesi Kiiltiir

Isleri Daire Bagkanlg: Yaynlart No:39, Istanbul, s.14
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etmiglerdir. 1703 yilinda Edirnede tahta ¢ikan III. Ahmed’in Istanbul’a déniisii yarim yiizyil
kadar siiren bu iki bagkentlilik olayinin son bulmasini saglamis ve bu bunalimli ortam ve olum-
suz sonuglar1 1718 Pasarofca Anlagmasr’nin imzalanmasi ve Nevsehirli ibrahim Paga-nin sadra-
zamlia getirilmesine kadar devam etmistir. Bu sorunlu dénemde Osmanli Devleti topraklarini
genisletmek yeni iilkeler kesfetmek yerine, komgulari ile diplomasi agirlikli bariger bir siyaset
izlemeyi tercih etmis ve Viyana, Paris gibi biiyiik Avrupa baskentlerine el¢iler gon-derilmistir.
1721 yilinda Sultan III. Ahmed’in 6zel elgisi olarak Fransa'ya giden Yirmisekiz Celebi Mehmed
Efendi’nin yurda doniisii Batr'ya acilmanin en 6nemli adimi olarak gosterilebilir. Paris’te saray-
lar1 gezen, tiyatro, opera ve konserlere giden, ressamlara poz veren (Resim3) Yirmisekiz Celebi
Mehmed Efendi gezi doniisii hazirladig: raporda krallik ¢evresinin yasam bi¢imine ve bu yaga-
mi ¢evreleyen yapi ve diizenlemelere genis 6lgiide yer vermistir. Ayrica bu dénemde Avrupanin
taninmig sanatcilari ve yazarlari Osmanl topraklarina davet edilmis ve Bat1 sanat1 ve yasam

bi¢imine duyulan hayranlk giin gectikce artmigtir.

Bu hayranligin bir sonucu olarak, 1718-1730 yillar1 arasinda yasanan Lale Devrinde
Kéagithanede Sadabad adiyla taninan kiigiitk bir kentsel diizenleme yapilmistir (Resim 4).
Paris’ten getirilen saray ve bahge planlari ile resimlerinden esinlenerek ITI. Ahmed ve sadrazami
Nevsehirli Damat [brahim Paga tarafindan gerceklestirilen Sadabad bu dénemde, yarattig1 yeni
yagam tarzi ile Istanbul’'un kentsel ve toplumsal tarihinde son derece énemli bir yere sahiptir. 12
yil stiren, kent halkina disa agilma ve titkketime yonelme aligkanlig1 getiren bu dénemin berabe-
rinde dans, miizik, edebiyat, siir, ¢cicek ve bahge kiiltiirii yayginlasip, gelismis, minyatiirlerde ilk
defa kirda eglenen kadinlar resmedilmeye baslanmistir (Resim 5). Dénemin {inli sairi Nedim
gehresi degisen kenti, bir tek tasinin tiim acem miilkiine bedel oldugunu séyleyerek yiiceltmek-
tedir.

“Bu sehr-i Stanbul ki misl-ii bahadir

Her sengine yekpare Acem miilki fedadir

Resim 3: Yirmi Sekiz Celebi Mehmet Efendinin Paris’te Bir graviir ustasina yaptirdigi portresi
Resim 4: Sadabad’tan bir goriiniim

GISIN, Ekrem; A.g.e., 5.40,41



Her bahgesi bir gemenistan-1 letafet
Her gtisesi bir meclis-i piir feyz-ii safadir”

Sadece Istanbul'un segkinlerinin degil, halkin da ayni tip edebiyatla ilgilenmeye bagladigi, bu
donemde ¢ok genis kitlelerin Mevlevi tekkelerinden ve Rufailerden musiki ve tezhip 6grendigi,
Mevlevi okudugu anlagilmaktadir. Nedin’in yaninda Tayyarzade, Hancerli Hanim ve Sahmeran
masallar1 halkin bityiik ilgi gésterdigi masalimsi halk hikayeleri olup, kahvehanelerde meddah-
larin dilinden nakledilmektedir. Ayn1 zamanda Ayvansarayi Hafiz Hiiseyin'in Hadikat’iil Cema-
vi ve Ermeni Inciciyan'in Istanbul iizerine yazdig1 eserler okutulup dinletilerek insanlar kendi

sehirlerini tanimaktadir. 7

Bu dénemde Istanbul'da bir yandan trigonometri ve balistik 6greten miihendishaneler, askeri
cerrah ve veteriner yetistiren okullar acilmaktayken, bir yandan da tekkelerde egitim, tifiiriik-

¢iillik devam etmektedir.

Yenilesme déneminin en énemli etkinligi olarak Istanbulda matbaanin kurulmasi ve agilma-
st gosterilebilir. Bdylece Istanbul Tiirkgenin yani sira Rum, Ermeni, Arap ve Bulgar basinin da

merkezi olmustur.

Ticaretten kiiltiire, dinden estetige kadar her seyin belirli kaliplarda yasandig1 bu donemde
Istanbul'un ¢ok merkezli kiiltiirel béliinmiisliigii bir yan yana olma durumundan, tarihsel ki-
siligini kazanmus, giinlitk hayatini birgok uygarliktan eriterek olusturdugu zengin bir mozaik
yapisina yaklagik iki ytiz yillik bir siire¢ icinde ge¢mistir.

e

Resim 5: Kagithanede Kadinlar, Zenname (IUK, TS502)
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Tanzimat’in {lanindan Sonra Istanbul’un Giinliik Yasaminda Gézlemlenen Degisim

Niifus artistyla kiigiik yerlesim birimlerinde iktisadi yetersizliklerin ortaya g¢ikmasi ve
Tanzimatin ilaniyla iskan kisitlamalarinin biiyiik bir boliimiiniin ortadan kalkmasi 19. yiizyilda
glinlitk hayatin sinirlarini mahalle 6l¢eginin digina tagimigtir. Marmara ve Hali¢ arasindaki,
sur i¢i bolgesinde niifusun asir1 artigryla Miisliiman halk, gayrimislimlerin yerlestigi Gala-
ta-Pera bolgesine tasinmig, boylece giinliik hayatin kiiltiirel igerigi ¢ok merkezli bir goriinti
kazanmigtir. Yasalarin tanidigy serbestlik de farkli yasanti tisluplarinin birbirleriyle karigarak
glinliik hayatin renkli dokusunun olusmasina katkida bulunmustur. Bu dénemin kozmopolit
yapisinin olugmasinda bir bagka etken de niifus artisinin neden oldugu iktisadi yetersizligin
ortaya ¢tkmasidir. Bizans doneminden beri 6nemli bir ticari merkez olan Galata-Pera bolgesi
ve Unkapani-Sirkeci ekseni tizerinde yer alan diger ticaret merkezi, bu déonemde farkli etnik
gruplari etraflarinda toplamugtir. Ayrica gelisen ulasim imkanlar: da Istanbul'un giinliik hayatini

biitiinsel bir ¢erceveye sokmustur. 8

Diger bir yandan Imparatorluk idaresi iyiye gitmemektedir ve ¢6kmeye baglayan bir impara-
torlugun giiclendirilmesi i¢in siyasal, sosyal ve ekonomik alanda alinan bir énlemler programi
olan Giilhane Hatt-1 Himayunu 3 Kasim 1839da halka okunmustur. Bununla birlikte Osmanl
Imparatorlugu resmen Batr'ya agilmig ve tiim imparatorlugu temsil ettigi sdylenebilecek olan
Istanbul'da giinliik yasam ve kiiltiir hayat1 neredeyse bir anda degisime ugramistir. Batili ya-
sam tarzi taklit ve moda yoluyla tiim Istanbul’a hikim olmaya baglamus, sehrin degisen kiiltiirel
yapisina paralel olarak mimari yapisi da yenilenmis, caddeler, sokaklar tekrar insa edilmistir.
Bogazicinde, iist tabaka degerleriyle bicimlenen bir eglence kiiltiirii ortaya ¢ikmuis, yalt hayati-
nin maddi olanaklariyla gelisen bu yagant: gelenegin tizerine modernlesmenin getirdigi yenilik-
lerden olugmustur. Bu yeniliklere bir érnek, tabiki sur igi Istanbul’unda yayginlasmamis olsa da,
kadinlar ve erkeklerin bir arada eglenmesidir. Elgilik kokteyllerine katilmak ya da birkag ailenin
bir araya gelerek dénemin taninmis bir sanatgisini davet ederek eglenmesi bu dénemin giinlitk
yagaminda yeni ortaya ¢ikan diger eglence sekilleridir. Bu yenilikler 19. yiizyilda din faktoriintin

giinliik hayat lizerindeki etkisinin azalmasiyla ilintilidir.

Aile yagantisina bakildiginda, alt tabaka aile, gelenegin izinde yasantisin siirdiiriirken, mo-
dernlesme yine iist kesimde etkilerini gostermektedir. Bu dénemde aile buiyligiiniin sembolize
ettigi otorite, tiim aile fertlerine dagilmis durumdadir. Cerkez hizmetgi, zenci dadi, Fransiz mii-
rebbiye gibi toplumda islevleri belli yardimci elemanlar aile niifusuna katilmis, kosk ve konak
hayat1 agirhigint daha ¢ok duyumsatmaya baglamistir. Bu donemde {ist sinif toplum hayatina
giren bir diger yenilik de yazlik yasantisinin baglamas: olmustur. Késk ve konaklarda yasayan
aileler yazlar1 6zellikle Bogazici sahilleri, adalar ve Yesilkoy'de bulunan yazliklarina taginmiglar-
dir. Bir mekandan bagka bir mekéna gidilmesiyle ortaya ¢ikan bu hareketlilik farkli mekéanlarda

degisik yasant: isluplarinin ortaya ¢tkmasina neden olmustur.

Kugkusuz tist sinifin giinlitk hayatini bu derece etkileyen yeniliklerin merkezi saray gevre-

7 ORTAYLI, ilber (2007); Son Imparatorluk Osmanh, Timas Yaymlari/1570, 5. Baski, Istanbul, 5.71
8 ISIN, Ekrem; A.g.e., 5.85



sidir. “Yeni Istanbul hayatinin ideologu Sadrazam Resit Pasa’ydi, ama en dnde gelen canli érnegi
Sultan Abdiilmecid’in kendisiydi.” ® Franszca bilen, piyano calan ve resim yapan Abdiilmecid,
Dolmabahge Sarayrnin yanina 6zel bir tiyatro agmis ve Avrupali miizisyenler tarafindan yone-

tilen Mizika-y1 Hiimayun'u kurmustur.

Sultan Abdiilaziz’in oglu olan Abdiilmecid, yetistii donemin Osmanli sarayinda sanata,
oOzellikle de resim sanatina verilen énemin de biiyiik katkisiyla bu konuda iyi yetismis ve bu-
nun sonucunda basarili bir ressam olmugtur. Sanat¢inin “Sarayda Beethoven” (Resim 6) isimli
tablosu gerek figlir-mekan agisindan uyumu, gerekse Osmanli Sarayr'nda dénemin giinliik ya-
santisini yansitmasi agisindan son derece dnemlidir. Resimde saray erkdninin resme, miizige
ve heykele duydugu ilgi tiim agikligiyla ortaya konmaktadir. Ayni anlayisla sanatci tarafindan
yapilmis olan bir diger resim de “Haremde Goethe” (Resim 7) adl1 galismadir. Bu resim i¢in Ha-
life Abdiilmecid’in cariyelerinden biri olan $ehsuvar Kadiefendinin model oldugu bilinmekte
ve dogu-bat1 sentezi bir mekan iginde Goethe’nin Faust'unu yabanci bir dilden okuyan kadinin
vurgulanan entelektiiel kimligi donemin farklilagan giinliik yasam1 hakkinda fikir edinmemizi

saglamaktadur. 10

19. ylizy1l Avrupasinin Ronesans ve Reform hareketlerinden baglayarak Sanayi Devrimi so-
nunda daha da cesitlenen ve degisen diisiince ve toplum yapist ile Osmanlinin ¢ok dinli, ¢ok
dilli ve ¢ok kiiltiirlii yapisinin uyusmuyor olmasi nedeniyle, Kirim Savasi'nin baglamasiyla artan
temaslar sonucunda daha da yayginlagan Batili yasam tarzi basit birer taklit olmaktan geri du-
ramamuistir. Bu durum geg¢mis ile gelecek arasinda bir bocalama yasanmasini ve ayni zamanda
tiretim kaynaklar1 olmadan bu islere kalkisildig: icin beraberinde kapitalist, asir1 tiiketimcilik
tarzini da getirmistir. Adim atilan yeni¢agin gerektirdigi yeni binalar, yeni silahli kuvvetleri,
yeni donanma gibi bir¢ok alanda biiyiik miktarlarda paraya ihtiya¢ duyulurken, dis bor¢larla

edinilen bu paralar Sarayin giinliik harcamalari i¢in kullanilmaktadir.

Bu donemin kokstizliigi kiiltiir hayatinin da agir bir darbe almasina neden olmustur. Divan
edebiyatindan uzun siiredir ses ¢tkmamakta, mimari bir yiizyildir batiy: taklit etmekte, Dede
Efendinin yetenekli birka¢ 6grencisi diginda miizikte de sahicilikten uzak maniyerist bir duy-

gusallik icinde kaybolan isler tiretilmektedir. 1

Bu yeni olusumlarin toplum {izerinde yaratti§1 bir bagka durum,; ilericiler ve gelenekgiler
olarak bir kutuplagma dogurmasidir. Bu ikili yaklasim kendi i¢inde de ortaya ¢ikmakta, her ne
kadar bat1 tarzi bir yasam siiriilse de geleneklere bagli davranislar kendini birgok yerde gos-
termektedir. Bu yozlasma kavgas: ve kimligini koruma miicadelesine donemin edebiyatinda,

ornegin Ahmet Mithat'n Felatun Bey ile Rakim Efendi ikilemesinde de ortaya konmustur.

1839 yilinda kabul edilen Hatt-1 Humayun ile sultanin kendi gii¢leri kisitlanmis, mutlaki-

yetci monarsi yerini devlet adamlarinin birlikte karar aldig1 bir kolektif yonetime birakmigtir.

9ARSAL, Oguz (2000); Modern Osmanli Resminin Sosyolojisi, Yap: Kredi Yayinlari, Istanbul, 5.53
UZUNOGLU, Meryem (2008); Yayimlanmams Sanatta Yeterlik/Doktora Tezi, Cumhuriyetten Giiniimiize Toplumsal
Degisimin Tiirk Resim Sanatrnda Kadin Imgesine Yansimasi, Mimar Sinan Giizel Sanatlar Universitesi-
Sosyal Bilimler Enstitiisii, Istanbul, s. 43

SANAT & TASARIM DERGISI » 59



60 {ANADOLU UNIVERSITESI

1856 Fermanrnin ilan edilmesi ile toplumsal durum daha da degismis, gayrimiislim Osmanli-
lara Miisliimanlarla ayn1 haklarin taninmasi ve bunun bir ilke olarak Paris Antlasmasi’na dahil
edilmesi, dis gliclerin sik sik siyasi miidahalesine neden olmustur. Bu durum da imparatorluk
icinde Megrutiyetcilik, Osmanl Milliyetgiligi, Pan-Islimizm gibi ideolojik boliinmeler yasan-
masina yol agmistir. Ali ve Fuat Pagalar'n Kirim Savasi yillarinda olusturdugu daha sonra Na-

mik Ismail ve Ahmet Midhat Efendi'nin kusursuzlastirdigi Modernist ve Batict Osmanli Mil-

Resim 6: Halife Abdiilmecid, Sarayda Beethoven, 1915
Resim 7: Halife Abdiilmecid, Haremde Goethe, 1917

liyetciligi de bu donemin bir bagka diisiinsel hareketi olmustur. Bu diisiincenin kargiti olarak
dogan Pan-Islamizm Abdiilaziz'in hiikimdarhigmnin son yillarinda iyice alevlenmistir. Dogan
bu karmaga ortaminda modernist mesrutiyetgilerin Abdiilaziz yonetimine son veren ayaklan-

malari, kurulan parlamentonun II. Abdiilhamid tarafindan kapatilmasi ile sona ermistir.

II. Abdiillhamid’in tahta ¢ikmasini izleyen on yil siiresince ¢ok sayida bilim kitab: terctime
edilmis, Sultan, Bat1 medeniyetinin faydali taraflar1 ve zehirli diisiinceleri oldugu diisiincesini
benimsemistir. Ancak bu hoggorii ortami 1895 yilinda imparatorlugun kurtulusunun buradan
gelecegine inanilan Islami muhafazakarligin egemen konuma gelmesiyle sona ermistir ve sonug
olarak Abdiilhamid saltanatinin temel ideolojisi Pan-Islamizm olarak belirlenmistir. Bu dénem-
de giindemde olan diger kavramlar “milliyet” ve “vatan” kavramlaridir. Ancak s6z konusu olan
milliyetgilik, Tiirk milliyetciligi degil, Pan-Islamik bir milliyetgilik anlayisidir. Kiiltiir olarak da
Arap kiltiirti benimsenmektedir ve buna bagli olarak ‘arabesk’ giinlitk hayata 6zellikle mimari
ve mobilya gibi alanlarda girmeye baslamustir. Tiirk milliyetciligi 1897 Tiirk-Yunan Savasrndan
sonra alevlenmis, Abdiilhamid’i tahttan indirip Ittihat ve Terakki Firkasi adiyla iktidar1 ele ge-
giren Jon Tiirkler tarafindan da siyasi birligi korumak amaciyla bir ideoloji olarak benimsen-
mistir. 12

I. Diinya Savag: sonrasinda miitareke ile birlikte isgal edilen Istanbulda iki farkli kent yagamu
gortilmektedir. Cok sayida ticari geminin yanastigi limanda, o yillarda yabanci savas gemileri de
demirlidir. Kabatas sirtlarinda, Galata ve Beyoglunda kagir yapilarin arasindan tek tiik apart-
manlar yiikselmekte, is hanlar1 ve yabanci el¢ilik binalari bulunmaktadir. Tarihi yarim adada ise

camiler, kiilliyeler ve ¢arsilarin olusturdugu sikisik yapi icinde ahsap konutlar yer almaktadir.

1 ARSAL, Oguz (2000); A.g.e, s.54



Cogunlukla Tiirk ve Miisliiman aileler burada geleneksel yasam bi¢imini siirdiiriirken, Beyoglu
modern ve Batili bir yasam tarzina sahne olmaktadir. 19. yiizyilin ortalarindan beri, sahiller ve
demiryollar1 boyunca gelisen sayfiye mahalleleri de bu dénemde biiyiimeye devam etmektedir.
Zaman zaman geleneksel semtlerde yagayan halk da buralara piknige gelmekte ya da Beyogluna
piyasa yapmaya ¢ikmaktadir. Mahalle aralarinda faytonlarin yaninda tek titkk otomobiller dolas-
maya baglamis, calismaya baslayan ilk elektrikli tramvay biiyiik bir térenle kutlanmistir (Resim 8).

OSMANLI DONEMINDE iISTANBULDA GUNLUK YASAMIN
RESIM SANATINDAKI YANSIMASI

Tanzimat’a kadar Tiirk grafik sanatlarini Islami ve gayri Islami olarak iki grupta toplanabilir.
[slami inaniga gore diinya fani, ahret ise baki oldugundan birey ve sorunlar1 énemsiz goriiliir.
Bu temele dayanan inan¢ dogrultusunda insan ve hayvanlarin dogalci bir gozlemle yeniden
tiretilmesi Siinni-Islami gelenek tarafindan yasaklanmustir. Bu bir nevi yaraticiya serh kogmak-
tir. Ancak Emeviler doneminden beri hitkiimdarlar siradan fanilerden ayricalikli olduklarini
gostermek icin sarap ve tasvir yasagini ihlal etmislerdir. Okul defterlerine yaptig1 ¢izimlerden,
sehzadeliginden beri Bat1 Sanatina ilgi duydugu anlagilan 13 Fatih Sultan Mehmet bu ayricalig
sik sik kullanmus, Italyadaki iinlii yoneticilerden portre sanatgilari istemistir. 1470’li yillarda
Istanbul'da bir siire kalan Venedikli madalya ustasi Costanzo da Ferrara Fatil'in portreli ma-
dalyalarini yapmugstir (Resim 9). 1479 baris anlasmasindan sonra Venedik ile girilen siki siyasal
ve kiiltiirel aligveris sonucunda Istanbul’a gelen Gentile Bellini de Fatih’in portrelerini yapmig
(Resim 10), ayni zamanda bu dénemde sanatgiya duvar freskolar1 ve Istanbul manzaralari da
siparis edilmistir. Bu dénemde Istanbul topraklarinda alisan Italyan sanatgilar kuskusuz Tiirk
sanatgilar1 da etkilemis, Sinan Bey ya da Siblizade Ahmed gibi yerli sanatgilarin yaptig1 Fatih

portrelerinde Bat1 anlayisina olan yakinlik gézlenmistir (Resim 11, 12). Ancak en 6nemlisi bu

Resim 8: I. Diinya Savast Sonrast Beyoglu'ndan bir goriiniim

12 ARSAL, Oguz (2000); A.g.e, 5.55, 56, 57

SANAT & TASARIM DERGISI) 61



donemde Istanbul topraklarina gelen Batili ressamlarin, Avrupanin ilgisinin Istanbul’a gevril-
mesine neden olmalaridir. Bu dénemde basta Venedikli ressamlar olmak tizere resimlerde Tiirk
giysili figiirler, Tiirk halilar1 gibi motifler kullanilmaya baglamistir.

II. Beyazid Avrupa resmine pek ilgi duymamis olsa da, Avrupadaki teknik gelismelerle ya-
kindan ilgiledigi, bu ilgiden haberdar olan Leonardo da Vinci ve Michlangelonun da Halig {ize-

rine bir koprii 6nerisi ile bu donemde Istanbul’a gelmek istedikleri sanilmaktadir.

16. yiizyilda, Kanuni Sultan Silleyman doneminde Avrupanin ortalarina kadar genisleyen
Osmanli Imparatorlugu, Avrupa gii¢ dengesinde 6nemli bir rol iistlenmistir. Kanuni Sultan
Siileyman seriat kurallarina siki sikiya bagl olmakla taninsa da, bu donemde saraydaki kabul
torenlerini, 6zellikle de kazandig: askeri zaferleri kalic1 kilmak tizere minyatiirler yaptirmigtir
(Resim 13,14). Ayn1 dénemde Avrupada Tiirklerin fetih politikasi ve ezici giiciine karst bir tepki
niteliginde, 6zellikle Germen cografyasinda olumsuz Tiirk imgeleri tagiyan yayinlar ve resimler
tretilirken, bir yandan da ¢esitli diplomatik gorevlerle Osmanl topraklarinda bulunmus olan
ressamlar tarafindan tiretilmis olan ve Osmanlilari daha iyi tanimay1 amaglayan nesnel yayinlar
ortaya gikmistir. Ozellikle 16. yiizyildan sonra yayginlasan bu kitaplarda Istanbul manzaralars,
ginliik yasama iliskin resimler belgesel nitelikli kaynaklardir ve birgok Avrupali ressama esin
kaynag1 olmuglardir. Kanuni Sultan Siilleyman da Avrupada resimlere en fazla konu olmus pa-
disahtir. Unlii ressam Albert Diirer’in de 1526 tarihli bir Kanuni portresi bulunmaktadir (Resim
15). Bunun yani sira Avrupada donemin bir¢ok edebi eseri, opera ve baleleri de Kanuni’nin ki-

sisel yagsamini, Hiirrem Sultan ve Sadrazam Damat Ibrahim Paga’y1 konu olarak ele almiglardir.
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Resim 9: 1. Costanzo da Ferrara, Fatih Sultan Mehmet Portresi
Resim 10: Gentile Bellini, Fatih Sultan Mehmet Portresi

13 Ortak Kiiltiirel Miras: Birlik Icinde Cokluk (Sergi Katalogu), Istanbul Tiirk Islam Eserleri Miizesi,
16 Eyliil-11 Ekim 2009, Istanbul, 5.91
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Resim 11: Sinan Bey, Fatih Sultan Mehmet Portresi, Resim 12: Siblizade Ahmed, Fatih Sultan Mehmet Portresi
Resim 13: Nis Limani, Siileymanname, Resim 14: Zigetvar Kalesi, 1568-69
Resim 15: Albrecht Diirer, Kanuni Sultan Siileyman Portresi, Resim 16: Matrak¢: Nasuh, Istanbul
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15. yiizy1l sonrasinda saraya ulagmig olan ¢ok sayida Portekiz, Katalan ve italyan haritast,
Tirk minyatiir sanatini etkilemis ve ayr1 bir dal olarak gelisecek olan topografik resim gele-
neginin ortaya ¢ikmasini saglamistir. Kanuni doneminin 6nemli tarihgisi ve ressami Matrakgt
Nasuh’'un bu baglamdaki eserleri Osmanli resim sanat1 agisindan biiyiik 6nem tagimaktadir.
Sanat¢inin tasvirlerinde kentin gériilmeye deger olan suyollari, harabeleri ve meydanlar: gibi

yerler bilimsel bir nesnellikle resmedilmistir (Resim 16).

II. Selim (1566-1574) ve II1. Murad (1574-1595) déneminde Osmanli minyatiir sanatinin en
verimli olan “Klasik Dénem”ini yagamis oldugu bilinmektedir. Ozellikle III. Murad’in sanatgi-
larla yakindan ilgilenmis olmasi ve tiretimleri i¢in hi¢ bir masraftan kaginmamasi bu sonucu
hazirlamistir. Bu donemde Osmanli minyatiirii diger Islam minyatiirlerinin kalip¢1 ve bezemeci
anlayisindan uzaklasarak yalin bir anlatim diline kavusmugstur. Bu tislubun yaratilmasindaki en
biiyiik etkinin sahibi de Nakkas Osmandir. Nakkas Osman’in ¢aligmalar1 bahsedilen bu tslup-
sal ozelliklerle Kanuni dénemi minyatiirlerinden hemen ayrilmaktadir. Bu dénemde Nakkag
Osman’in bagkanlhigindaki bir ekip tarafindan resimlenen III. Muratin oglu i¢in yapilmis olan
stinnet senlikleri “Stirname” adindaki yeni bir tiiriin baslangic1 olmugtur (Resim 17). 1582 yilin-
da yapilmis olan bu térenin minyatiir 6rneklerinden bazilar1 gerek bahsedilen tislupsal iistiin-
lukleri, gerekse donemin giinliik yasantisi i¢inde yer alan ¢algicilar, kogekler, hokkabazlar, esnaf

localarindan 6rnekler, ddnemin siradan halk sahnelerini barindirir.

II. Osman’in saltanat donemine gelindiginde (1618-1622) Ahmed Naksi ile birlikte klasik

islubun ¢oziilmeye basladig gozlenmektedir. Kalender Paga tarafindan hazirlanmig olan ve
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Resim 17: Nakkas Osman, Stirname



Resim18:“Bir kadin ile erkegin saraplarini derede sogutmus icmek iizere iken Yeniceriler tarafindan sugiistii
yakalanmasimn tasviri” I Ahmed Albiimii (TSM, B408)

“I. Ahmed Albiimii” olarak adlandirilan muakkanin ortaya ¢ikmasi da, 17. yiizyil baslarinda
minyatiir sanatinda konularin saray yagantisindan siradan insanlarin hayatina ve toplumun
glinlitk yasamina yonelmesinde 6nemli rol oynamistir. Bu albiimde bagka konularin yan: sira
giinliik yasamla ilgili qok sayida minyatiir yer almaktadir (Resim 18, 19, 20).

Resim19: Mirasyedi Meyhanede Egleniyor, Terceme-i Miftah Cifriil'l Cami
Resim19: Kadinh Erkekli Kir Eglencesi, Hiibanname (IUK T5502)
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Ayrica Evliya Celebi bu dénemde faaliyet gosteren ii¢ farkli esnaf grubundan bahsetmekte-
dir. Metin And tarafindan “Cars1 Ressamlar1” olarak isimlendirilen bu ressamlar 14, o donemde
saraym disinda da 6nemli bir sanat ortami olustuguna isaret etmektedirler. Minyatiirden farkli
olarak carsida ditkkani olan ressamlar tarafindan yapilan bu resimler, miisterilerin siparisleri
dogrultusunda, konularini daha ¢ok siradan insanlarin giinliik yasamlarindan alan ¢aligmalar-
dir (Resim 21). Ayrica Cars1 Ressamlar1 o doneme kadar yapilmis minyatiirlerin tersine kadin
konusuna 6zel bir 6nem vermis, sarayli kadinlarindan, sokak kiligiyla kadinlara, hacca gitmis
kadindan, zenci cariyeye, Rum, Ermeni, Tiirk gibi farkli etnik kokenden kadinlardan, evli ve
bekér kadinlara kadar ¢ok gesitli halleriyle kadin konusunu ele almislardir. Bunun yaninda aile
i¢i siinnet, cenaze, okula baglama, ¢eyiz serme gibi giinliik yasamdan sahneler de bu grup tara-
findan sik¢a resmedilmistir. Cirit, ok¢uluk, giires gibi Tiirk sporlari, donemin meslek gruplari,
Istanbul’'un ¢esitli yerlerini ve binalarini gosteren resimler yaninda cesitli cezalarin da resme-
dilmis olmasi son derece ilging ve donemin giinlitk yagamini anlayabilme agisindan son derece

onemlidir (Resim 22). Cars1 Ressamlari, Istanbul’a gelen yabancilar igin tek figiirlii olarak Ki-

Resim 21: Carst Ressamlari: Sarap Figisi Tagiyanlar

Resim 22: Carst Ressamlari: Ceza

yafet Albtimleri de hazirlamigtir. Donemin farkls statiideki insanlarinin, meslek gruplarinin,
etnik koken ve cinsiyet ayrimi gozetmeksizin resmedildigi bu albiimlerin Cars1 Ressamlarinin
yaninda sarayda faaliyet gosteren nakkaslar tarafindan da hazirlanmis olmasi dénemin modasi-
nin etkisi ile olabilecegi gibi, artik bir sonraki kusaklara aktarilmasi istenen zafer hikayelerinin

olmamasindan da kaynaklanmaktadir (Resim 23).

Ayrica 16. yizyildan itibaren Osmanli topraklarini ziyaret ettikleri bilinen yabanci gézlem-
cilerin bu cografyada gordiiklerini ve yasadiklarini kendi tilkelerinde aktarmak {izere, gogu za-
man gravir teknigini tercih ederek yaptiklar: resimler arasinda da Osmanli’nin gesitli kadin
portrelerine (Resim 24, 25) ve Istanbul'un giinliik hayatin1 yansitan ¢ok sayida resme rastlan-
maktadir (Resim 26, 27). Her ne kadar Batili bir bakis agisiyla viicuda getirilmis olsalar da bu
resimlerin bircogu donemi oldukga gercekei bir sekilde tasvir eden ve sayilar: binleri bulan
belgeler niteligindedir. Ayni zamanda Bat1 anlayisina yonelik Tiirk resim sanatinin olusumunda

biiyiik katkilar1 olmas: bakimindan da son derece énemli bulunmaktadirlar.

4 AND, Metin (1985); “17. Yiizyil Tiirk Cars: Ressamlar1”, Tarih ve Toplum, S.16, Nisan, s.40-45



18. ytizyilin baglarinda siyasi nedenler ve iktisadi iligkilerin artmasi ile Avrupa kiltiirtiniin
etkisi Osmanli toplumunun {izerinde gittik¢e artmaya baslamistir. Bu durum hayat tarzin: etki-
ledigi gibi, estetik anlayislar bakimindan da Bat1 tarzi bir egilimi beraberinde getirmis, saraydan
baglayarak toplumun alt kesimlerine kadar etkisini gostermistir. Bu siirecte Bat1 Avrupada da
‘turquerie’ olarak adlandirilan yagam tislubunu benimsenmesi bu etkilenmenin iki tarafl oldu-
gunun gostergesidir. Bu donemde yogunlagan karsilikli diplomat aligverisiyle Istanbul’a gelen
yabanc elgiler imparatorlugun kendine 6zgii cografi 6zelliklerini ve yasam tarzini resmetmek
tizere yanlarinda sanatcilar getirmeye devam etmisler, boylece Osmanli sanat¢ilar1 Bati tarzi

resimle daha yogun bir sekilde karsilagmiglardir. Bu dénemde Osmanl: topraklarina gelen res-

Resim 23: Bir kiyafet albiimiinden

Resim 24: Miisliiman Kadinlar,D’Ohsson, 1820
Resim 25: Rum Kadn, Gouffier, 1782

Resim 26: Joseph Schranzi Sekerci, 1855

Resim 27: A.Bayut, Arzuhalci, 1855
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samlar arasinda 6zellikle Pierre Désiré Guillemet, Ayvazovski (Resim 28), Fausto Zonaro (Resim
30) ve Stanislavs Von Chelabowski (Resim 31), Osmanl padisahlarinin biiyiik 6l¢tide 6vgiilerini
almglardir. Istanbul'dan giinlitk hayatin gesitli yonlerini yagliboya ve graviirlerle resmeden Van

Mour’un da bu alanda 6zel bir yeri vardir (Resim 29).

Diger bir yandan bu donemde Selimiyeli Resid, Silleyman Celebi, Abdullah Buhari (Resim
32) ve Levni gibi (Resim 33) Tiirk ressamlari biiyiik 6lciide geleneksel yonde sanatlarin: stirdiir-
meye devam etmektedirler. Levni ve Buhari bir 6l¢iide Batili ressamlardan etkilenmisseler de bu
koklii bir etkilenme degildir. Sunu da belirtmekte yarar vardir ki; 6rnegin Levni ile Van Moor’u
karsilagtirdigimizda, Levninin tek basina ¢agini temsil edebilen ¢ok daha iistiin bir sanat¢1 ol-
dugu soylenebilir. Gerek renk begenisi, gerekse kurulusunun zenginligi ile Lale Devri olarak
adlandirilan bu dénemin (1718-1730) diinya goriisiinii ve gorkemli yagam tarzini yansitan Lev-
ni (Abdiilcelil Celebi) Osmanli kiiltiiriinde derin iz birakmis ve bir dénemin sanatini yonlen-
dirmistir. 18. yiizyilin ikinci yarisinda Osmanli Sarayrnin hizmetine giren Refail ve Kapidagl
Kontsantin, Osmanl minyatiir geleneginin son érneklerini tirettikten sonra, tuval tizerine yagh

boya teknigini kullanmaya basglamalariyla Osmanli tasvir sanatinda yeni bir déneme girilmistir.

Refailin 1745 tarihli “Hamamda Anne ve Kiz1” adli resminde dénem itibariyle figiirlerde
ve mekanda Bati sanatinin etkileri gozlemlenmektedir (Resim 34). Ciplaklig: ele alisiyla da
Buhari’nin ¢aligmas: gibi sagkinlik yaratmaktadir. Bu donemde Bati sanatiyla etkilesimin sadece

tislupsal olarak degil, ¢iplaklik konusunda da kendini gosterdigi izlenmektedir.

18. yiizyilda Tiirk resim sanat1 o yil-
larin toplum yapisi ile paralel bir sekilde
Dogu ve Bat1 ikilemi iginde bulunmakta-
dir. 19. ve 20. yiizyillarda bu ikilem top-
lum hayatinda devam etse dahi, resim
sanat1 bagka hicbir alanda goriilmemis
bir sekilde gelenegi bir kenara birakila-
rak Avrupa anlayigina yonelecektir. Bu
yonelisin nedeninin minyatiir resim ge-
lenegine kars1 duyulan bir tepkiden degil,
¢agin degisen kosullarina uyum saglama
- ¢abasindan kaynaklandigini burada be-
lirtmekte fayda vardir. Konu bakimin-
dan incelendiginde de 16. yiizyilda kent
panoramalari, senlikler, klasik yazarlarin
eserleri, Hz. Muhammed’in hayati, padi-
sahin zaferleri ve seferleri resmedilmis-
ken, 17. yiizyildan itibaren giinliik hayat
minyatiirlerin konusu olmaya baglamuis,
18. yiizyilda da 6zellikle ev yasantisi te-

Resim 28: Ayvazovski, Bogazi¢inde Mehtap o
Resim 29: Van Mour, Sultanahmet Camii ve At Meydam malarina llgl duyulmu$tur.



Abdiilhamid déneminin ardindan, 20. yiizyilin baslarinda fotograf makinesinin yayginlas-
masl, artan demir yollar1 ve deniz tasimaciliginin gelismesi sonucu seyahat etmenin kolaylas-
mast ile otantikligini yitiren ve Batr'ya ayak uyduran Osmanli toplumu ve hayat tarzi yabanci
ressamlar i¢in yavas yavas cazibesini yitirmeye baslamis ve artik Tiirk sanat¢ilarin s6z sahibi

olmaya bagladiklar1 bir déneme girilmistir.

IS T —_

Resim 30: Fausto Zonaro, Istanbul

Resim 31: S.Chelabowski, Istanbulda Kole Al
Resim 32: Abdullah Buhari, Hamamda Yikanan Kadin
Resim 33: Levni, Cengi, TSM- H2164
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Resim 34: Refail, Hamamda Anne ve Kizi, Resim 35: Muazzez Bey, Orta Oyunu
Resim 36: [brahim, Ihlamur Kasrt, Resim 37: Salih Molla Aksi, Yildiz Saray: Bahgesinden

Tanzimat sonrasi Osmanli resmi, Bati anlayisina yonelik egitim veren askeri okullar-
da yetismis ressamlar ve sivil sanat¢ilarin @iriinii olarak ortaya ¢ikmigtir. 1773 yilinda kuru-
lan Mithendishane-i Bahri-i Humayun ve 1775te kurulmus ve daha organize bir kurum olan
Miihendishane-i Berri-i Humayun, Bati tarzi askeri egitim verme amacli kurulmus, ayni za-
manda Bat1 anlayisinda resmin 6gretildigi ilk kurumlar olmuglardir. 1834 yilinda kurulmus
olan Harbiyede de 1840 yilindan itibaren resim dersleri verilmeye baglanmistir. Daha sonra
bu kurum resim egitimi i¢in Batr'ya 6grenci gonderen ve askeri ressamlar yetistiren en 6nemli
kurum olmustur. Bir siire sonra Bat1 tarzi resim derslerini miifredatlarina d4hil eden sivil ku-
rumlar da agilmistir. Bunlar; Istanbul Galatasaray Sultanisi (1868), Dariigsafaka Lisesi (1873),
Guillement tarafindan agilan Pera Ozel Sanat Akademisi (1874), Tibbiye Mektebi ve nihayet en
onemlisi sadece sanat alaninda egitim veren Sanay-i Nefise Mektekteb-i Ali’si (1883)dir. Sivil
okullar i¢inde Dartissafaka Lisesi burada gerceklestirilmis olan yapitlarla Tiirk resim sanat1 icin-
de bugiin “Dartiigsafakali Ressamlar” olarak soz edilen kendine 6zgii bir donem olugturmustur.
Bu d6éneme bir 6rnek olusturabilecek Muazzez Bey’in “Orta Oyunu” adli tablosu, ayn1 zamanda

donemin giinliik yasaminda 6nemli bir yere sahip olan bir konuyu islemektedir (Resim 35).

Ozellikle kentlerde yayginlasmis olan ve donemin Istanbul’'unun giinliik yasamindan bahse-
dildiginde mutlaka deginilmesi gereken orta oyunu, mevsime gore agik ya da kapali mekéanlarda

gergeklestirilen, galgili, dansly, taklitli, giiliing oyunlardir. Bugiin bilinen bigimini 19. yiizyilda



almis olsa da Anadolu Selguklular1 déneminde karsilikli konugmaya dayali oyunlarin varlig
bilinmektedir. II. Megrutiyet'in ilaninin ardindan olugan sosyal ve kiiltiirel zeminde Cagdas

Tiirk Resim Sanati adina atilmis 6nemli adimlardan bir digeri 1908 yilinda “Osmanli Ressamlar
Cemiyeti’nin kurulmasidir. Daha sonra iilkenin genel durumu ve sosyal yapida ortaya ¢ikan
yeni yapilanmalarda daha da yogun bir ilgi odag: haline gelen birlik 1919 (ya da bazi kaynaklar-
da 1921) yilinda “Tiirk Ressamlar Cemiyeti”, 1926 yilinda da “Giizel Sanatlar Birligi” adiyla uzun

yillar faaliyetlerine devam etmistir.

Askeri okullardan yetiserek Avrupa’ya resim egitimi almak iizere gonderilmis ilk kusak res-
samlar: Ibrahim Pasa, Tevfik Pasa, Galip ve Hiisnii Yusuf’tur. Bu ressamlarin resimlerinden
giiniimiize ulasanlar yok denecek kadar azdir yada imzasiz olduklar: i¢in onlara ait oldugu
tespit edilememistir. Ibrahim Paga’ya ait bir resim (Resim 36) ve donemin bir bagka ressami,
Dariiggafakali oldugu tespit edilmis ve giiniimiize kalan tek bir resmi ile tanidigimiz Salih Mol-
la Aksi'nin resmine yer verilmistir. (Resim 37) Kaynaklarda Tiirk Primitifleri, Dartigsafakalilar,
Tiirk Foto-yorumcular ya da Erken Dénem Tiirk Ressamlar1 olarak adlandirilan bu ressamlar,
bigimsel ve bicemsel duyarliklariyla birbirlerine ¢ok yakinlik gostermisler, fotograftan sectik-
leri konularini kartpostal oranlarina uygun olarak biiyiiterek, cizgisel bir yaklagimla ii¢ boyutu
verme kaygisi tagimislardir. Resimleri dokusal tatlarin en aza indirgendigi, olduk¢a yalin bir
etkiye sahip manzaralardir. Bityiik bir ogunlugunda insan figiiriine rastlanmaz. Nadiren gorii-
len 6rneklerde de figiir son derece zayif bir sekilde ele alinmistir. Bu durum yeterince yetkinlige
ulagilmamig olunmasi agiklamasinin yaninda, daha biiyiik oranda hala Islimda suret yasaginin
yaptiriminin siirmesi olarak aciklanabilir. Fotograftan yararlanarak manzara resmi yapmuslar,
fotografta insan figiirii yer aliyorsa da ¢cogu zaman figiir yokmus gibi resmetmislerdir. Dolayisi

ile bu donemde Istanbul’'un giinlitk yasamini sadece manzara tiiriinde resimler yansitmaktadur.

Osmanlrnm Batililasma girisimlerinin sanat tizerindeki etkileri, bir anda kendini goster-
medigi gibi dizgesel tutarlilikla da ortaya ¢ikmamustir. Dolayisiyla sonraki kusaklar: etkileye-
meyen “Erken Dénem Tiirk Ressamlarinin ¢aligmalarinda degil, bu kugak ressamlarla hemen

hemen ayni yaslarda olsalar da resimsel 6zellikleriyle tiimiiyle farklilasan “Kurucu Kusak Asker

Ressamlar”in® caligmalarinda etkilerini gosterir.

Seker Ahmet Paga (1841-1907) (Resim 38), Osman Hamdi Bey’in (1842-1910) (Resim 39),

38

e a

Resim 38: Seker Ahmet Pasa, Erenkéyden, Resim 39: Osman Hamdi Bey, Cami Oniinde Kadinlar

5 Aydin Ayan’in “Bir Seki Iki Sergi: 70+70” Sergi Katalogu'nda yer alan yazisindan bir boliim.
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Siileyman Seyyid (1842-1910) (Resim 40) olusturdugu bu kusak, resimlerindeki Bat1 anlayisina
dayal1 bigim ve bigemlendirmeleriyle Cagdas Tiirk Resim Sanatinin temellerini atmiglar ve pek

¢ok alanda ilk ve 6ncii olmuglardir.

Resim 40: Siileyman Seyyid Bey, Fenerbahgeden

SONUC

Istanbul’un fethinden Tanzimat'in ilanina kadar olan siirecte ticaretten kiiltiire, dinden este-
tige kadar her sey belirli kaliplarda ¢ok merkezli kiiltiirel boliinmiislitk durumunda yasanma-
sina bagl olarak Osmanlrnin bir¢ok uygarliktan damitarak olusturulmus kendine 6zgii zen-
gin bir mozaik yapiya sahip giinliik yasami henitiz meydana ¢ikmamustir. Ayrica bu dénemde
dinin etkisi ile minyatiirlerde glinlilk yasam sahnelerine pek rastlanmamaktadir. 17. Yiizyila
kadar ¢ogunlukla saray yasantisini konu alan klasik tislupta iiretilen minyatiirlerin ardindan II.
Osman’in doneminde, “I. Ahmed Albiimii” adli eserle konularin saray yasantisindan siradan

insanlarin hayatina ve toplumun giinliik yagamina yoneldigi gorilmiigtiir.

18. yiizyilin baglarinda siyasi nedenlerle artan iktisadi iliskilerle Avrupanin ilgisi Osmanl
topraklarina, ozellikle de Istanbul’'un giinliik yasamina ydnelmistir. Birgok yabanci ressam ve
graviir ustast Dogu'nun 6zeti olarak tanimlanabilecek olan Istanbul’a gelerek, cami ve saraylari,
Dogunun her tirli malinin alinip satildig: carsilari, her tirli irktan insanlar ile kendileri-
ne son derece farkll ve ilging gelen bu sehri ve giinliik yagamini resmetmislerdir. Bu resimler
Istanbul'un Avrupada taninmasini saglarken bir yandan da 19. yiizyil Avrupa resmi igindeki
Oryantalist etkilerin olugmasina ve gelismesine katkida bulunmuslardir. Ozellikle Dogu’yu hig
gormemis olan sanatgilar biitiinsel bir Dogu atmosferini bu resimlerden tanimiglardir. Batt
anlayisina yonelik Tiirk resminin gelisimi de bu siirecin ardindan yasanmustir. Avrupa ilgisini
Dogu’ya yoneltince, onlarin kiiltiiriiniin etkileri de Osmanli toplumunun tizerinde gériilmeye
baslamistir. Bu durum giinliik yasamu etkiledigi gibi, estetik anlayislar bakimindan da Bati tarzi
bir egilimi beraberinde getirmis, saraydan baslayarak toplumun alt kesimlerine kadar etkisini
gostermistir. 18. yiizyilda o yillarin toplum yapist ile paralel bir sekilde Dogu ve Bat1 ikilemi
icinde bulunan Tiirk resim sanati, 19. ve 20. yiizyillarda bu ikilem toplum hayatinda devam etse
dahi, bagka hicbir alanda gériilmemis bir sekilde gelenegi bir kenara birakilarak Avrupa anla-
yisina yonelmistir. Bu yonelisin nedeni minyatiir resim gelenegine kars: duyulan bir tepkiden

degil, cagin degisen kosullarina uyum saglama cabasindan kaynaklanmustir.
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OZET

Pismis toprak, insanligin var olusuyla birlikte en ilkel malzeme olarak her tiirlii

guinliik ihtiyaci karsilayacak esya yapiminda kullamilmistir. Bu esyalardan biri de
eglence, iletisim ve gelisim araci olan oyuncaklardir. Insanin dogasinda bulunan
kesfetme ve oynama giidiisii farkli medeniyetlerde gesitli sekiller almus, pismis top-
rak oynama eyleminin temel araci olan farkly oyuncaklara dontismiistiir. Tarih
oncesi ¢aglardan giiniimiize kadar Avrupadan Asya’ya, Kolomb oncesi kiiltiirler
ve Amerika’ya kadar yaygin bir oyuncak tiirii olarak rastlanan pismis toprak dii-
diikler, iiflemeli aletler olarak cesitli medeniyetlerde torenlerde kullanilan ritiiel
objeler olarak da karsimiza ¢ikmaktadir. Endiistri devrimiyle giiniimiizde oyun-
cak tiirlerinin ¢ok cesitlenerek gelismesi ve degismesi nedeniyle artik ¢ocuklarin
dikkatini cekmeyen pismis toprak diidiikler ozellikle iilkemizde kaybolan degerler
arasinda silinmeye yiiz tutmustur. Artik nostaljik birer oyuncak ve hatira objesi
olan bu diidiikler, giintimiizde simirl sekilde tiretilmektedir. Bu arastirmada sera-
mik diidiiklerin tarihine deginilerek, giiniimiize gelisi ve tiirleri diinyadan ornek-
lerle anlatilmg, giiniimiizde el sanati olarak iiretimleri 6zellikle geleneksel yoniiyle

irdelenmistir.

Anabhtar kelimeler: Diidiik, oyuncak, pismis toprak, seramik, ritiiel

*
Anadolu Universitesi, Giizel Sanatlar Fakiiltesi Seramik Boliimii, Eskisehir / TURKIYE



GIRIS

Bu arastirmanin konusu en ilkel miizik aleti ve oyuncak tiirlerinden olan 1slik ¢alan diidiik-
lerin, malzeme olarak kil ile sekillendirilen, ¢esitli iilke ve yorelerde 6zel isimleri olan, pismis
toprak diidiik olarak adlandirilan tiiriidiir. Ortaya ¢ikisy, tarihgesi tiirleri, nasil ¢alistig1 6zellikle

oyuncak tiirlerinden olmasi yoniiyle aragtirilarak giiniimiizdeki iiretimi diinyadan 6rneklerle

karsilastirmali olarak ele alinmistir.

OYUNCAGIN TANIMI ve TARTHTE SERAMIK OYUNCAKLARIN ORTAYA CIKISI

Zihinsel, fiziksel ve sosyal gelisim i¢cin 6nemli rol oynayan ve bir tiir eglence ve iletisim eyle-
mi olan oyunun baslica araci olan oyuncaklar, gocuklari ileriki yasamlarina hazirlama niteligi
tasiyan, hayal giiciinii gelistiren 6nemli bir isleve sahipken, ait olduklar: kiiltiirleri ve gagini
temsil eden nesneler olduklari i¢in 6nem tagirlar (Akbulut, 2009, 182). Uygulama, bilgi, beceri,
cesaret ve kuvvet gerektirdiginden kiltiiriin gelismesine katkida bulunan oyun ve oyuncaklar,
ait oldugu donem, yore ve toplumun bilgi-kiiltiir diizeyi, sosyal yasamsal 6zellikleri ve gelenek-
leri baglaminda ipucu verdikleri igin de degerlidirler. insanoglunun en eski ¢aglardan beri oyun
nesneleri kullandig1 ve oyuncaklar iirettigi diisiintildiiglinde, oyunun insanin dogas: geregi or-

taya ¢ikan bir eylem olarak insanlik tarihi kadar eski oldugu goriilmektedir.

Pismis toprak, insanligin var olusuyla birlikte kullanilmaya baglanan en ilkel malzeme ola-
rak her tiirli giinlitk yasami destekleyici esya yapiminda kullanilmistir. Kap kacak, silah, taki
ve benzeri tiirde esyalarin bir grubunu da oyuncaklar olusturmaktadir. Giinéimiize kalan ve
tarih 6ncesi ¢aglarda oyuncak olarak kullanildigi tahmin edilen pigmis toprak nesneler M.O.
4-5 bin yillarina tarihlenmektedir. Bunun yaninda arkeolojik arastirmalara gore tarihte bilinen
ilk oyuncaklar Misirda M.O. 5. yiizyila ait tahta atlarken, diinya genelinde arkeolojik kazilarda
kemik tas, agag kil, kuru meyveler, deniz kabugu gibi malzemelerle tiretilmis daha eski tarihli

ok cesitli oyun nesnelerine de rastlanmistir (Ak, 2006, 41).

Resim 1: Pismis Toprak Bebek, Roma Dénemi, Iznik Arkeoloji Miizesi

Resim 2: Tekerlekli Pismis Toprak Kuglar Frig Donemi, Kiitahya Arkeoloji Miizesi
Resim 3: Kog Bicimli Sirli Pismis Toprak Diidiik Sadberk Hamim Miizesi, Istanbul
Fotograflar: Ezgi Martinez
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OYUNCAK ve DINSEL NESNE ILiSKiSI

Ovyuncak ile dinsel iligkisi baglaminda Eski Misir ve bir¢ok kiiltiirde goriilen 6liilerin oyun-
caklariyla birlikte gomiilmesi gelenegi oyun kavramini din ile iligskilendirmektedir. Eski gocuk
oyuncaklarinin Tanrimin giiciinii temsil etmek ve onu bedenlestirmek i¢in tasarlanmig ikonlar
ile benzerlikler gostermesi, bu tiir nesnelerin dinsel térenlerde kullanildiktan sonra oynamalari
i¢in ¢ocuklara verildigini akla getirmektedir (Ak, 2006, 42).

Antik Yunan ve Romada yetigkinlige adim atan ¢ocuklarin oyuncaklarini tanrilara adadiklar:
bilinirken, ¢ocuk mezarlarinda oyuncaklara rastlanmistir. Bu oyuncaklarin arasinda ¢ogu pis-
mis toprak olmak tizere ¢ingiraklar, diidiikler, bebekler, arabalar, atlar, gesitli hayvanlar, topag-
lar, yoyolar dikkat ¢ekmektedir (Avci, 2005, 20). Tam tarihleri bilinmemekle birlikte giintimiize
tarih oncesi ¢aglardan kaldig: tahmin edilen bu tiir oyuncaklarin tapinma sirasinda dinsel iglev
de gordigi bilinmektedir. Ciinkdi ritiiel kavraminda da oyunun varligindan bahsedilmektedir.
Hollandali tarih¢i Johan Huizinga ritiieli agiklarken bahsettigi giinlitk yagami askiya alan kutsal,
toplu senlik havasi igeren torenlerin, tipki oyun oynar gibi davranislar icerdigini soylemekte-
dir (And, 2003, 25). Kutsama, kurban, cenaze, evlilik, gosteri, dans, yarismalar gibi eylemlerde

oyuncaklarla benzesen miizik aletlerinin ¢alindig1 bilinmektedir.

Bu miizik aletleri diidiik olarak adlandirilan, iiflendiginde 1sliga benzer sesler ¢ikaran ob-
jelerdir. Bu anlamda insanin var olusunu saglayan nefesi, kutsal bir eyleme doniistiiren bu tiir
objeler, diinya lizerinde yaygin olarak antik kiiltiirlerin torenlerinde, tanrisal bir eylem gibi
biiyiili giici olduguna inanilan miizik kavrami ile bagdastirilmistir. Antik Meksikada, Maya
kiltiriinde kafatas: seklinde ve hayvan sesi, riizgar sesi ¢ikaran pismis toprak diidiikler bunun
ornegidir. Oliim diidiigii olarak adlandirilan bu diidiik tiirii kurban edilen kélelerin torenlerin-
de kullanildigini diisiindiirecek bulgulara rastlanmuis, bazi 6rnekler antik mezarlarda 6linin

elinde gomulii olarak bulunmustur (The Death Whistle).

Resim 4: Aztec Florentin Kutsal Kitabi (The Death Whistle)
Resim 5: Tlatelolco tapinagimda bulunmus gomiiler (The Death Whistle)

Ozellikle miizigin tanrilarla iletisim kurmay1 saglayan, iyilestirici 6zellik tasiyan, sonsuzluk
simgesi olduguna inanan toplumlarda tiflemeli miizik aletlerinin basit atas1 olan diidiikler do-
gay1 ses ve form olarak taklit etmis, ¢ikardiklari sesler, boyut ve bi¢im olarak zaman i¢inde

cesitlenmis ve gelismislerdir. Japonyada i¢ine hava tiflenerek tanriy: temsil ettigine inanilan ve



bereket ¢ekmek i¢in kullanilan 1slik ¢alan diidiiklerin, daha sonra ¢ocuklara oyuncak olarak
verildigi bilinmektedir. Bigimine goére hastalig1 tedavi ettigine, mutluluk servet getirdigine ina-

nilan diidiiklerden de bahsedilmektedir (A not so simple instrument).

OYUNCAK OLARAK TOPRAK DUDUKLER ve TANIMI

Diidiikler teknik olarak miizik aletleri icinde Aerophones sinifindan yani igine iiflenerek si-
kisan havanin titresmesi ile farkli tonlarda yiiksek ses ¢ikaran aletlerdir (Kura, 2005, 332). El ile
rahatlikla tutulabilecek ya da kavranabilecek bigimlerde ve biiyiikliikte iiretilirler. Boyutlarinin
3 ile 20 cm arasinda degistigi gorillmektedir. Govdeye bagl iiflenecek bir mekanizmasi bulu-
nan ve genellikle i¢ boslugu olan diidiikler yapildig1 malzeme, sekilsel 6zellikleri ve ses ¢ikarma
bicimine gore cesitlenirler. Ses ¢ikardiklar: i¢in ¢ocuklarin ilgisini ¢ekmeleri nedeniyle antik
oyuncaklar tiirleri arasinda sikqa rastlanan diidiiklerin, malzeme bakimindan 6zellikle yaygin
olarak topraktan yapildig: dikkat ¢ekmektedir. Diinyanin hemen hemen her yerinde bir¢ok
kiiltiirlerde goriildiigii icin evrensel bir boyut kazanan toprak diidiikler basit ama yaygin olmasi

nedeniyle her yoreye ait farkli dillerde farkls bir¢ok isim ile anilmaktadir.

ITALYA: Fischietto, Fiscaletto, Cuculo, Cucco, Ocarina, Supioto, cuchi,cucari
PORTEKIZ: Boneco, Boniereco, Cantilharia, Assobito o Apito, Rouxinol, Cuco.
ISPANYA: Pito-fischio- Silbato, Botijo-brocca ad acqua-, Rusinor,-usignolo- Canario,
Pito tortolo, Siurel, Siulet, Xiulet. botijito

FRANSA: ‘vase sifleur’ ‘rossignol, Subiet, Siblet, -uccello con il fischio- Sifflet a eau -ad
acqua- Mariuneto, cui cui

LUXEMBURG: Pickvillercher, -cuculo con fischio-.

ALMANYA: Tompfeife, -fischio di argilla- Kuckuck, Natchtigall, -usignolo-.
AMERIKA INGILTERE Whistle bird whistle

DANIMARKA: Pipirovhest, -cavallo che fischia- Svallerhone.

NORVEC: Gauk

FINLANDIYA: Savikukko, -gallo di argilla- Kukkopilli, -gallo col fischio.

CEK REPUBLIC: Pistalka, Klinena-Pistalka, -di argilla- Utacik Pistalka, dsbanok.
MACARISTAN: cserépsip

YUGOSLAVYA: Pissak, -ad acqua-

YUNANISTAN: Sfirichtra, Kanataki.

RUSYA: Savi piilu, -in ceramica- Swilpe, Molinukas, Svistulka, Svistun, Schunschushpyk,
bul bul, Kawalkal, Pepuk, Tam-scachlvtscha, -di argille-

(NOMI E DENOMINAZIONI DI FISCHIETTO)

TOPRAK DUDUK TURLERI

Aerefon miizik aletleri siniflandirmasi icinde diidiikler fliitler grubunda airduct- yani hava
kanalindan iiflenen grubuna dahildirler. Diidiikte, aperture iifleme deligi ve bitis kenar1 arasin-
daki bosluktur. Koseli yuvarlak ya da oval olabilir. Bityiidiik¢e perdeyi yiikseltir. Ne kadar genis
ve kisa olursa ses o kadar keskin olur. Uzun ve dar ise ses daha nefesli olur ve daha fazla iifleme

kuvveti gerektirebilir. (Hall, 2006, 59) Bu agiklik ses titresiminin ¢inlamaya doniismesini saglar.
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Edge

Aperture
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Windway

Resim 6: Diidiigiin Ufleme Mekanizmas: (Hall 2006, p57)

Bi¢im Olarak Siniflandirma:

Kiiresel Diidiikler
Form olarak kapalidir ve gévdesi kiiresel i¢ bosluga sahiptir. Sesi ¢ikaran ugtaki agiz kismidir.
Ses siddeti zayiftir. Bat1 ve Orta Avrupada yaygin oldugu sdylenebilir. 19. yy. Fransiz 6rnekleri
iiretimin en ¢ok oldugu dénemdir. Uzerinde 1 ya da 2 delikli olan tiirleri yaygindir, bunlar ses
cesitliligi yaratir ya da pisirim sirasinda sikigan havanin basing yapmasina engel olur.

(A not so simple instrument)

Resim 7: Kiiresel Diidiik Kesiti
Resim 8: Kiiresel Diidiik Ornegi

Boru Bigimli Diidiikler

Uflenen formun tabanina ya da govdesine digaridan bagl olan bu diidiik tiiriinde ses tonu bu
ifleme borusunun uzunluguna bagldir. Borusal diidiikler tiz sese sahipken kiiresel diidiikle-
rin daha derin ve yumusak sesi vardir. Ustten i¢ haznesini doldurmaya yarayan deligi varsa su
ile calistigina isaret eder. Ancak tfleme deliginden doldurulanlar da bulunmaktadir. Kaideli

ey ise, zemini varsa tubular olabilir. Baz1 dudiklerde
] li

pisirim sirasinda igerde kalan basingh havay: atma
ve ¢atlamay1 engellemek i¢in delikler acildig1 da go-
rilmektedir. Pencere agiz kisminda hava akimini
durduran yere agilir. Tubular ise iifleme borusuna
acilir, kiiresel ise govdeye agilir. Genelde su diidii-
glinde govdenin istiine sadece globular ise altina
acilir. Teknik bir nedenden ziyade genelde estetik ve

Resim 9: Boru Bigimli Diidiik Kesiti 10 pratik agisindan Gyledir.
Resim 10: Boru Bicimli Diidiik Ornegi
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Su Diidiigii

Bunlara gesitli dillerde nightingale biilbiil testisi botijito denilmektedir. Kiiresel diidiiklerle
boru bi¢imli diidiiklerin karmasidir. Farki icine su doldurulmak suretiyle i¢ bosluga tiip kis-
mindan iiflenen havanin duvar yerine suya ¢carpmast ve su seviyesinin yiikselerek ses ¢ikarma-
sidir. Su hareket ettigi icin ¢ikan ses de galkanarak rezonansi uzun olur. Spesifik 6zelligi sesin
perde 6zelliginin cesitli olmasi ve kusa benzer ses ¢ikarmasidir. Su konulan delik agzi1 agik testi
bi¢imli formlarda iistte olabilecegi gibi, kus gibi kapali formlarin ¢esitli yerlerinde agilmis 1 ya
da 2 delikten de su doldurulabilmektedir. Ikinci delik genelde su doldurulurken havanin digari
kolay atilmasini saglamak ve iiflenirken suyun hava ile temasindaki hareketin kontrol edilmesi
icindir (A not so simple instrument). Sulu diidiiklerde iifleme borusu sonradan eklenir, gévde-
nin hizasindan asagida yer alir. Ekleme yeri iyice kaynastirildigi icin ayr1 bir parca gibi durmaz.
Peru 6rneklerinde genelde tizerindeki kus formunun orijinal sesine yakin sesler ¢cikardig: tespit
edilmistir. Ayrica denizaslani ya da su kopiirmesi gibi ses ¢ikaranlara da rastlanmaktadir. Bu
animistik, yani bu tiir ses ¢ikaran aletlerin canlilarin ruhunu tagidigina olan inancin bir uzantisi
olabilecegini akla getirmektedir. Bu inangla bu konuyu uzmanlik alan: haline getirmis ve haya-

tin1 buna adamis seramik sanatgilar: bulunmaktadir.

Resim 11: Su Diidiigii Kesiti

Resim 12: Su Diidiigii Ornegi

Cok Odali Su Diidiikleri

Bin, iki bin y1l 6ncesinden bu yana 6zellikle Meksikadan Peru’ya kadar uzanan cografyada
yaygin olarak rastlanmakta olan bu 6zel formlarin tiirleri 6 bélmeye kadar ¢ikmaktadir. Cift
odalilar1 yaygin olanidir. Bunlar tabandan birlesik ve iistten kulp ile baglhidir. Ses kiigiik bir de-
ligin bir iist odacigindan ¢ikan havayla olugsmaktadir. Bir tarafinda heykelsi formlar yer alirken,
ikinci oda genelde daha sade ¢émlek formunda olmaktadir. Bunlar totemik semboller olabile-
cegi gibi kutsal hayvan ozelligi de tastyabilir
(Cosar, 2008, 34). Normal diidiikler 10-15 cm
boylarindayken bunlarin boylari 20 cm’e ka-

o f
E

dar cikabilir. Bunlar ¢ogunlukla diiz tflenen

aerofon grubundandur.

Resim 13: Cok Odali Su Diidiigii Ornegi (Abrashev, 2000,p. 41)
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Okarina

Kiigiik kaz anlamina gelen oca kelimesinden tiiremis olan okarinanin 1860 yilinda Italyan
Guiseppe Luigi DONATT tarafindan icat edildigi bilinmektedir. Eski Misir, Meksika medeni-
yetlerinde goriilmiis ancak bu tarihe kadar bu isimle anilmamistir. Alman Meissen firmasinin
porselen iiriinler arasinda da bu tiir aletlere rastlanmaktadir (Kura, 2004, 334). El yapimi ya da
kalipla sekillendirilebilecegi gibi, farkli boyutlarda da iiretildikleri bilinmektedir. 4 cmden 20
cme kadar gesitleri bulunabilmektedir. On ve arka yiizeyinde parmaklarla kolay kapatilip agila-
cak delikleri bulunan diatonik bir miizik aleti olarak literatiire ge¢mistir. Ozellikle Uzak Doguda
ve Amerikada {ireten ve ¢alan sanat¢1 ve miizisyenlere ¢ok rastlanirken bunlarin diginda iilke-
lerde de goriilmektedir. Ayrica miizik ve seramik alanindan bir¢ok arastirmaci da bu konuda tez

ve uygulamali arastirma yapmaktadir. (A not so simple instrument).
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Resim 14: Okarina, Sergio Garcia, Sili
Resim 15: Okarinalar, Alp Cam (Prof.Sevim Cizer Koleksiyonu)

DUDUK URETIMINDE MALZEME OLARAK SERAMIK

Diidiikler basta deniz kabugu, tas, aga¢, kemik gibi ¢ok ¢esitli malzemelerden oyularak tire-
tilmigtir. Pismis topragin ses ¢tkarma ve iletme a¢isindan daha uygun ve dayanakli bir malzeme
oldugunu kegfeden ilkel insanlar, miizigin 6nemli rol oynadig: ¢esitli térenlerde kullanilan mii-
zik aletlerinin ve gocuklarin ¢aldig: diidiik gibi oyuncaklarin yapiminda seramigi de kullanma-
ya baglamuslardir (Hall, 2006, s:4).

Kil plastikligiyle sonsuz bir sekillendirme imkani sunarken pisirim sonrasi yap: degistir-
mesiyle de yiizyillar boyu dis etkenlere karsi dayanabilen bir malzeme olarak kalicy, iistiin bir
ozellige sahiptir. Sonraki hayatlarinda calacag diistiniilerek 6liilerin mezarlarina konmus olan
Muisir antik diidiikleri giiniimiizde hala ses ¢ikarmakta ve o ¢agda ¢ikarilan sesin aynisini giinii-
miize tagiyarak bize fikir vermektedir (Hall, 2006,S:3-4). Bu anlamda dayaniklilik ¢ok énemli

rol oynamaktadur.

Kolay sekil alan toprak ¢ok ¢esitli formlarin elde edilmesine olanak veren bir malzemedir.
Insanoglu éncelikle gevresini inceleyerek camurdan basit sekiller olusturmus, daha sonra bu

formlar cesitlenerek gelismistir.

Toprak, i¢ bosluk olusturmak, birlestirmek, delik agmak i¢in de ¢ok kolay bir malzemedir.
Deliklerin boyutu sekillendirme sirasinda degistirilebildigi ve geri doniisii oldugu icin de kil
toprak diditk yapiminda tercih edilmistir. Diger malzemelerden farkli olarak oymak yerine,

temelden i¢ boslugu ile sekillendirilen toprak, ayrica giizel ses ¢ikartmas: ve farkli tonlar: elde



etmek icin elverisli olmasi gibi 6nemli 6zellikler tagimaktadir. Pisirdikten sonra ¢ikaracagi sesi,

¢amur yasken ¢ikarmak zor ama miimkiindiir.

TOPRAK DUDUKLERIN ORTAYA CIKISI ve TARTHI GELISIMI

Cesitli dudiik tiirlerine tarih 6ncesi ¢aglardan giiniimiize kadar Uzakdogudan, Okyanus iil-
kelerine, Avrupadan (Roma, Yunan) Asya’ya (Anadolu- Pers), Kolomb oncesi kiiltiirler dahil
gliney Amerikadan (Meksika, Peru) Afrika’ya kadar yaygin bir cografyada oyuncak tiirii olarak
rastlanir. Paleolitik cagda kemikten, tastan yapilmis drneklerine rastlanirken, neolitik cagdan

itibaren topraktan yapilanlari goriilmeye baslanir.

Diidiiklerin ilk ortaya ¢ikistyla ilgili olarak oyun mu yoksa haberlesmek amaciyla m1 dog-
duklar: tahmin edilememekle birlikte zaman iginde farkli medeniyetlerin térenlerinde kullani-
lan ritiiel objelere doniistiigii bilinmektedir. Sadece sesi armoniye gevirmek i¢in degil yagmur
ve iyi hasat getirmek, hastalari iyilestirmek ya da gesitli toplumlarin atalarini anip giiglerini

toplamaya yarayan bir Gifleme eylemi yaratmak i¢in de kullanilmislardir.

Cinde 6000 y1l 6ncesine kadar uzanan diidiiklerin (xun) varlig bilinirken, Giiney Amerikada
Inka Maya, Aztek kiiltiirlerinde M.0.1400’lere kadar uzanan eski 6rneklere miizelerde rastlan-
mak ta, M.O. 800de Iran, M.O. 400 Yunan, daha ilerde Roma, Bizans ve 14. yy. civarinda Os-

manli Donemi 6rnekleri bulunmaktadar.

Rivayete gore Cinde xun olarak adlandirilan didiiklerin, “mete adli bir av aletinden kay-
nakl olarak dogdugu séylenmektedir. Eski caglarda insanlar, iple baglanan bir tas ya da camur
topu firlatarak kus ve diger hayvanlar1 avlarken, bazi toplarin ici bos oldugundan atildiginda ses
¢ikardigini fark etmis ve bu sese ilgi duyarak topu tiflemeye caligmiglardir. Béylece bu topun,

adim adim xun haline geldigi diisiiniilmektedir (Toprak Oyuncaklar).

Miizelerdeki 6rnekler, kazi ¢alismalari ve yazili kaynaklar bu tiir oyuncaklarin, Anadolu Me-

deniyetlerinde oyuncak geleneginde yer aldigini gostermektedir. Antik Yunan, Roma ve Bizans

Resim 16: Chimu Kiiltiiriine ait Diidiik Comlek,1470 (Hall, 2006, p2)
Resim 17: Kore Xun Diidiigii (Ezgi Martinez koleksiyonu,)
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Resim 18: At Bicimli Pismis Toprak Diidiik, Amorium (Bener, 2008)

Resim 19: Pismis Torak Diidiik, Antik Yunan, Antalya Miizesi (Bener, 2008)

Dénemlerinde pismis topraktan yapilmis diidiiklerin varligi saptanmistir. Amorium (Afyon)
kazilarinda Bizans donemine ait at bi¢imli 5 cm boyunda toprak diidiik ele gegirilmis, i¢ boslu-
gu oldugu ve sirtindaki delikten tiflendigi tespit edilmistir. Agiz kisminda 1 6n yiiziinde 2 delik
bulunan diger diidiik 6rnegi ise Antik Yunan dénemine ait olabilecegi diistiniilmektedir (Bener,
2008, 150).

Kog, koyun ve at gibi figiirler Orta Asya toplumlarinda ekonominin temel tas1 olan hay-
vanlar olarak c¢ok cesitli sekillerde karsimiza ¢ikmaktadir. Cocuklara da hayvanlar: tanitmak
amaciyla yapildigini diisiiniilebilecegimiz, 15-18. yy.a ait Kiitahya ve Iznik iiretimi olan seramik
diidiiklerin form olarak bu hayvanlari ¢agristirmasi da bu sosyal ve kiiltiirel etkilesime isaret
etmektedir (Sahin, 1992, 117). Mutfak kap kaca-
&1 treten atolyelerde iiretildigi ortaya ciktigindan
bunlarin pazaryerinde satis sirasinda miisterilerin
¢ocuklarina y6nelik driinler olabilecegi soylenebi-
lir. Akkoyunlu ve Karakoyunlulara ait gelenekler-
de Samanist yaklagimda cennete gidecegine inani-
lan kogun, mezar taglarinda kullanilmasinin yani
sira ¢ocuklara verilen oyuncaklara form olmasi
dikkat ¢ekmektedir. Bu tiim medeniyetlerde go-

riilen genel bir egilimdir. Ornegin 6kiiz formu da

o .. cogu medeniyette rastlanilan ilk kaba formlardan
Resim 20:15. yy. Osmanl Donemi, Kog Bigimli Diidiik

(Sadberk Hanim Miizesi) Fotograf Ezgi Martinez olmustur.

Avrupada toprak diidiiklere neredeyse her ¢agda rastlamak miimkiindiir. Ispanyada Siurell
ad1 verilen diidiikler en tipik 6rneklerdir. Siurell'lerin ilk ortaya ¢ikis tarihinin bilinmemesine
ragmen, kaynaginin Akdeniz kiiltiiriinden Balearic adalar1 (Mallorca, Ibiza,...) olduguna inani-

lir. Uretimleri giiniimiize kadar siire gelmistir.

Antik ¢aga ait kazilarda ortaya ¢ikan bulgular diidiiklerin Cordoba, Almeria Granadada
ok daha eski tarihlerde yapildigini kanitlamaktadir. Ispanya topraklarinda Miisliimanlarin da
bulundugu dénemlere ait Arapga yazitlardan, hayvan formunun bu sekilde térenlerde kulla-
nilmasimin Misliiman inancindan uzak bir olgu oldugu vurgulanmistir. Bu nedenle 6zellikle
Cordobada 12-13.yy.da yasaklanana kadar yapildig: bilinmektedir (Ortega, 2006, 75).



Resim 21: 16 . yy. Ath Figiir
Pismis Toprak Diidiik, Almeria
(Ortega, 2006, 218)

Resim 22: 16.yy., Pariste Uretilmis
Pismis Toprak Diidiik,

Sevr Miizesi,

(Fotograf Ezgi Martinez)

12.yy.da boga (Almeria), horoz (Jaen), 15. yy.a kadar
ata binen figiir, 14.yy.da testi Nazari medeniyetine ait sii-
riingen, at, horoz, kadn figiirlerinin yaygin olan formlar
oldugu soylenebilir. 17.yy.a dogru farkl kus tiirleri ve in-
san figiirlerinin arttig1 goriilmektedir. Gitar ya da fliit alan
erkek figiirleri ayakta ve geleneksel kiyafetlidir. Eli belinde,
basinda, karninda ya da elinde bebegi olan geleneksel ki-
yafetli kadin figiirleri de Granadada yaygin goriilmektedir.
Bunlarin ¢ogu boru bigimli diidiiklerdir. Baz:1 diidiiklerin
ise testi bi¢imli olup agiz kismi a¢ik ve insan yiizlii mask
biciminde boyundan yukar: uygulanmis sekildedir. 18.yy.a
ait sagirmis insan kopek ya da canavara benzer formlarin

Jaen bolgesinde bulundugu bilinmektedir.

Bunlarin ¢ogunda iifleme borusu arka kisimlarindadir
ve tubular yani boru bi¢imli diidiiklerdir. Boyutlar1 formu-
na bagli olarak 3 ile 14 cm. arasinda degismektedir. Teknik
olarak genelde el yapimi olan bu diidiiklerde hayvanlar, el
yapimy, testiler torna ve el ile miidahale edilmis, figiirlerin
atli olanlar1 el yapimi, kiyafetli ve mask bi¢iminde olanlar
kalipta sekillendirilmigtir. Duidiiklerin astar ve oksitlerle
renklendirilmis olduklar: tespit edilirken sirsiz ve az renk-
li olduklar: dikkat gekmektedir. Giiniimiize kadar bu ge-
leneklerin devamui olarak gesitli tilkelerde iiretimi stirmiis
ve gesitlenmis olan toprak diidiiklerin ozellikle Ispanya
Mayorkada iiretilenleri ayni o6zelliktedir. En ¢ok rastlanan
form ata binen figiirdiir ve yiikseklikleri 20 cre kadar ¢ik-
maktadir. Karakteristik renkleri beyaz tizerine mavinin ton-
lar1 ya da kirmuzi, sari, yesil dekordur. Ronesans Donemin-
de 15-16. yy triinlerine bakildiginda, Avrupada insan basi
ve yine cesitli hayvan formunda iiretilmis 6rnekler dikkat

¢eken bir diger grup diidiiklerdir.

17. yy. Avrupa’sinda goriilen ilk seramik diidiikler baykus bi¢iminde ve su ile iiflenen tiirden-

dir. Bunlar Hollandada elle sekillendirilmistir. Ayn1 donemde Delft'te de arkadan iiflenen kopek

bigimli diidiiklere de rastlanmaktadir. Ingilterede ilk 6rneklerine 18. yy.da rastlanan diidiikler

form olarak basit ve kalipta sekillendirilmistir. 19.yy érnekleri kugu, kus bigimlidir. Cogunlugu

kalipta sekillendirilmis bu diidiiklerin 6nceleri ¢ok renkli tiretilirken, 20. yy.a dogru daha az

renkli olmaya bagladiklar1 dikkat ¢ekmektedir. Uzerlerindeki sirlama tiirii yapildigi bélgenin

karakteristik 6zelligini yansitmaktadir. 20. yy 6rneklerinde kalipla sekillendirilmis insan figiirii

ve tarihi figiirler gorillmektedir. Daha sonra daha az maliyet ve zahmetli tiretim arayis1 iginde

bunlarin malzeme olarak metal, plastige doniistigli gorilmektedir.
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Sevr Miizesi, 19-20. yy Fransada yapilan pismis toprak oyuncak diidiik tiretimlerine dair top-
tancilara dagitilan izahnamede tiretimin o dénemde ne kadar ¢ok olduguna isaret etmektedir.
(Artistes et Potiers). Rusyada da en eski el sanatlarindan oldugu bilinen pismis toprak diidiik
tretimi, 19. yy.da goriilmeye baslanmistir. Dymkovo figiir-
leri bahar1 ve giinesi kutlamak i¢in diizenlenen tdrenlere
oOzel uretilmeye baslandig diigiiniilen megshur bir gelenek-
tir. Hayvan totemlerden olusan formlar zamanla ¢ok ¢esitli
insan figiirlerine dontismustiir. Zigzag, benek ve ¢izgiler 10
renge kadar gesitlenirken kirmizi ¢amur ile yapildiklar: ve

beyaz sir tizerine dekorlandiklar: bilinmektedir. Giintimiiz-

de kopyalari yapilirken hediyelik esya olarak yaygin bicim-

Resim 23: 16.yy. Dymkovo Serami Diidiik, ~ de tiretilmektedir.
Rusya (Dymkovo Toys)

ANADOLU’DA TOPRAK DUDUKLER ve GUNUMUZDEKI DURUMU

Anadoluda antik ¢aglarda goriilen toprak diidiik geleneginin uzantis: olarak gesitli ¢gomlekei
koylerinde oyuncak olarak seramik diidiiklerin yapildig: bilinmektedir. Yoresel isimleri Aydin
biilbiil testisi, biilbiil ibrigi, Avanos diidiiklii bardak, Istanbul Eyiip diidiiklii testi, Ordu Unye
diidiiklii ibrik olarak bilinmektedir.

[zmir (Bornova) 1skirik, Kinik diidiik, Denizli toprak diidiik iiretimi giiniimiizde yok olmaya
yiiz tutmustur. Yapimi zor oldugu ve eskisi kadar ¢ocuklarin ilgisini ¢ekmedikleri i¢in, ¢ogun-

lukla hediyelik esya olarak az miktarda tiretilmekte ve satilmaktadir.

Teknik olarak Anadolu ¢émlekgiliginde genellikle form, torna ya da elle sekillendirildikten
sonra 6nceden hazirlanmis 6zel bir kamis ve acili ¢ita ile agiz boglugundan 30 derece, agik-
lik penceresinden de dik bir aciyla delinmektedir. Delme esnasinda sesin netliginde bozulma
olmamasi i¢in ¢itada kalan kil parcasinin tekrar deligi ka-
patmamasina dikkat edilir. Bu geleneksel iiretimler yapan
ustalarinin tek tek vefat etmesiyle kaybolmakta onceden
yapilmis orneklere bile zor ulasilirken, ¢ocuklar: tarafin-
dan iretimi siirdiiriilmemektedir. Gliniimiizde bu gelene-
gi siirdiiren nadir atdlye ve ustalar bulunmaktadir. Bilecik
KiniK'ta tiretim eskiden 150-300 bin iken giiniimiizde 8-10

arasinda yapilan tiretimler artik neredeyse son bulmaktadir.

Fevzi Kubat ve Emrullah Sen bilinen son ustalaridir. Testi
Resim 24: Astar dekorlu Sirls bigimli, sirli ve akitma dekorlu bu diidiikler yoéreye hastir

Pigmis Toprak Diidiik, Kinik ve giiniimiizde Eyiip oyuncakgilarinda da rastlanmaktadur.
Fotograf Ezgi Martinez

Denizli Saraykoyde Ali Cintemir ve ailesi tarafindan tiretilen civciv bigimli diidiikler, yéreye
has kirmizi gamurun renginde ya da yapay dekorludur. Pamukkale, Serinhisar ve Denizli civa-
rinda genis bir pazar1 bulunmaktadir. Aydin Karacasu yoresinde iiretilen horoz ve civciv dii-

diikler Saraykoydeki ile benzer olup ¢gamur renginden ayirt edilebilmektedir. Karacasu ¢amuru



Resim 25: Kirmizi Camur, Kus Bigcimli Pismis Toprak Diidiikler, Sirsiz, Denizli Saraykdy
Resim 26: Kalipta Sekillendirilmis Horoz Bicimli Pismis Toprak Diidiik, Sirsiz, Aydin, Karacasu, Fotograf Ezgi Martinez
Resim 27: Testi Bigimli Pismis Toprak Diidiik, Avanos / Tiiziim Kizilcan koleksiyonu

diger yorelere gore daha kirmizidir. Bilinen son ustas1 Hamdi Kiris artik iretim

yapamasa da oglu az miktarda diidiik tiretimini devam ettirmektedir.

Avanos'ta liretile gelmis ama giiniimiizde bitmis olan testi bicimli boyunlu diidiikler yoreye
hastir. Ibrik¢i Hasan Usta ve Ahmet Kilig ustalarin iiretmis olduklar tiirlere ancak koleksiyon-
larda rastlamak miimkiindiir. Giiniimiizde izniK'te de antik 6rneklere benzer diidiikler iiretmis
olan Tamer Canber, Menemende uzun boyunlu testi bigimli diidiikler iireten Hasan Ursavas,
Canakkalede Osmanli dénemi testileri bi¢ciminde diidiikler tireten Serafettin Benek, Antalyada
yine testi bicimli diidiikler iireten ve turistik bolgelere satis yapan Ayhan Donmez ustalara ula-

silmistir. Bu ustalarin iiretimlerini siirdirmekte olduklar: tespit edilmistir.

Resim 28: Kog Bicimli, Dekorlu Seramik Diidiik, Tamer Caner, Iznik / Prof. Aysegiil Tiiredi Ozen koleksiyonu
Resim 29: Testi Bicimli Pismis Toprak Diidiik, Sirsiz, Serafettin Benek, Canakkale / Reyhan Giileg koleksiyonu
Resim 30: Kus Bicimli, Boyali, Pismis Toprak Diidiikler, Denizli Saraykdy Ali Cintemir / Fotograf Ezgi Martinez

Canakkaleli Ali Ustanin 1930’larda baglayarak Anadoluda
bir¢ok ¢omlek¢i yoresini dolasip diiditk yapimini 6grettigi ve
boylece yayginlastig1 ve en son Kiitahyada vefat ettigi bilgisine
ulagilmigtir. Kiitahyada Tahir ustanin da benzer diidiik form-
lar1 direttigi bilinirken, giiniimiizde bu gelenegi devam ettiren
Kiitahya atolyesine rastlanmamustir. Ayrica 2006 yilinda Kiiltiir
Bakanlig1 hediyelik esya yarismasinda sergilenen “parayi veren

diudigi calar” isimli diidiik tasarimini, daha sonra Aksehir

j senlikleri icin iiretmis olan Ilker Egi, tasarim boyutunda bu ge-
Resim 31: Nasrettin Hoca Bicimli Diidiik, Ilker Egi, Demir oksit, Seffaf Sir
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leneksel konuya farkli bir yaklasim sunmugstur. Béylece geleneksel bir form olarak seramik dii-
diiklere yorum getirilebilecegi ve yeniden canlandirilmasi igin ¢aba sarf edilmesi gerekliligine
dikkat cekmistir.

CESITLI ULKELERDE TOPRAK DUDUKLER

Uzakdogudan Afrika’'ya, Avrupadan Amerikaya kadar genis bir cografyada, giiniimiize
ait seramik diidiiklere ¢okea rastlanmaktadir. Cin'in Henan eyaletine bagl Junxian ilgesinde

yaygin olan toprak oyuncaklar, yore halkinin gelenegi olup “Toprak Gugular”, “Cici Gugu” ve
“Gugulayan Civcivler” olarak adlandirilmaktadir. Geleneksel Cin takvimindeki Yuanxiao Bay-

rami1 ve Ruh Bayrami sirasinda Junxian ilgesindeki
geleneksel panayirlarda ¢ok sayida toprak diidiik ve
Gugulayan Civciv satildig: bilinmektedir. . Bunla-
rin alicilari, genellikle ¢ocuk sahibi olmayan veya
¢ok cocuk isteyen evli koylii kadinlar1 oldugu séy-
lenmektedir. Elle sekillendirilen gamur, genellikle
kiil siyahi, koyu kahverengi ve kirmiziya boyanip,
tizerine giil kirmizisy, sari, yesil ve beyaz renklerle
desen ¢izilmektedir. Bu oyuncaklarin konusu ise
genis bir yelpazeyi kapsamaktadir (Toprak Oyun-
caklar).

Neolitik ¢agda goriilen xun genellikle tas ve ke-
mikten, sonralar1 da topraktan yapilmistir. Xunun
bir¢ok formu vardir. Oval, yuvarlak, yumurta, balik
ve armut formui bunlardan bazilaridir. En yaygin

olani armut formudur. Baslangigta yalnizca tek bir

Resim 32: Dekorlu Seramik Diidiik,
Guizhou Bolgesi, Cin

ses deligi olan xun sonra birkag delikli hale gelmis
olup, Milattan 6nceki ¢aglarda alt1 ses ¢ikaran ¢ok

delikli xun yapilmaya baslandig1 ve ¢ok yaygin bir calgiya doniistiigii, imparatorluk sarayinda
da galindig1 bilinmektedir. Konfiigyiis ritielleri igin kullanildig: gibi giinlikk yasam nesnesi ola-
rak da Cinde goriilmiis, benzerlerine Kore, Japonya ve Vietnamda da rastlanan yumurta bi¢cim-
li kapali formdur. Ufleme deligi iist duvarindadir. Cin Devlet Konservatuarrndan profesrler
xunun tasarimi tizerinde ¢alismis ve delik sayisini 10a kadar ¢ikarirken delikleri daha diizenli
bicimde dizmeye baslamislardir. Boylece daha kolay ve yiiksek sesle ¢alinmasini saglamiglardir.

Giiney Amerikada Meksika, Peru, Kiiba, Bolivya, Honduras, Guatemala, Kolombiya, Kosta
Rica, Ekvator, Panama gibi Orta ve Giiney Amerika iilkelerinin ¢ogunda goriilmektedir. Cok
odali tiirleri yaygindir ve ritiiel ¢agrisimi kuvvetlidir.

Okyanus otesi iilkelerde goriilen diidiik tiirleri yaygin olarak meyve kabuklarindan yapilan-
lardir ve seramik olanlar bunlarin taklidi seklinde karsimiza ¢ikmaktadir (Abrashev, 2000, 60).

Giiniimiizde Avrupada Polonya, Ispanya, Portekiz, Romanya, Bulgaristan, Litvanya, Letonya,
Estonya, Slovenyada ¢ok yaygin iiretimleri oldugu bilinirken, Romanya, Bulgaristan, Tiirkiye’
deki 6rnekler arasinda teknik ve form olarak benzerlikler yakalamak mimkiindiir. Bu da tarih
icinde etkilesimlere isaret etmektedir.
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Resim 33: Sgrafitto dekorlu Pismis Toprak Diidiik, Meksika, Tuzum Kizilcan koleksiyonu

Resim 34: Pismis Toprak Diidiik, Meksika, Kamuran Ak koleksiyonu

Resim 35: Bolivia whistle with 4 chambers, Tuzum Kizilcan koleksiyonu / Fotograf Ezgi Martinez

Resim 36: Anonim pismis toprak kus diidiik,Sirl, Bulgaristan

Resim 37: Sirsiz kus bgimli pismis toprak diidiik, Menemen

Resim 38: Anonim Diidiik, Sirli dekorlu, Bulgaristan

Resim 39: Sirsiz testi bigimli pismis toprak diidiik, Grit Adast Manolis Usta, Margarides kdyii / Prof. Sevim Cizer koleksiyonu

40 41

Resim 40: Boyal: Pismis Toprak diidiik, Portekiz, Elif Toprak

Resim 41: Sirli pismis toprak diidiik, Polonya, Duygu Kahraman
Resim 42: Testi bicimli diidiik, Strl, Ispanya, Manises, Kemal Uludag

44 45

Resim 43: Boru Bicimli Pismis Toprak Afrika Diidiigii, Tuzum Kizilcan koleksiyonu
Resim 44: Pismis Toprak Diidiik, Astar dekorlu, Turkmenistan, Zehra Cobanli
Resim 45: Sirsiz Pigmis Toprak Diidiik, Iran, Sadettin Aygiin
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Avrupada iiretilen diidiiklerin ¢ogunun testi ya da kus biciminde oldugu dikkat cekmektedir.
Bunlar, iizerlerindeki dekor, renk ve tiflendigi agiz kismi gibi detaylarda farklilik gostermektedir.

Kiiresel fliitler Giiney Afrikada ¢ok goriilmektedir. Hala kabile toplumlarda kullanilan 6nem-
li bir miizik iletisim ve isaret aract olduklar1 bilinmektedir. Boru bi¢cimli olanlar da ¢esitli hayvan
formlarinda kargimiza ¢ikmaktadir.

franda da goriilen pigmis toprak diidiik iiretimi tarih éncesi gaglardan beri siirdiiriilen bir
gelenek olarak dikkat ¢cekmektedir.

Ingiltere, Almanya, Fransada da geleneksel iiretimlere nadir de olsa rastlamak miimkiindjir.
Cogunlukla kiiresel diidiiklerde, hayvan form, bunlar arasinda da kus formunun yaygin oldugu
sOylenebilir.

Bu tiir geleneksel tiretimlerin gesitli atolyeler tarafindan 6zel olarak yapilmasinin yani sira
geleneksel el sanatlarini gelistirmek adina yerel yonetimler ve kalkinma ajanslar: tarafindan
agilan bir takim dernekler tarafindan da tiretim ve satislarinin desteklendigi bilinmektedir. Bu
anlamda Macaristan Kechkemet Oyuncak Miizesi giizel bir 6rnektir. Macaristan ve ¢evre
tilkelerden 200'den fazla diidiigiin bulundugu koleksiyon Kechkemet Uluslararasi Seramik Atol-
yesinde ¢alisan sanat¢ilarin katkilariyla cok cesitli tiretimler yapilarak gelistirilmekte, ayrica bu
atolye tarafindan diinyada bu konu ile ilgili ¢calisan seramik sanat¢ilarinin biraraya geldigi Kil ve
Ses Sempozyumu diizenlenerek diinyanin ilgisi bu konuya gekilmektedir.
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Resim 46: Kechkemet Oyuncak Miizesi, Macaristan,
Resim 47: Kog bigimli pismis toprak diidiik, sirsiz, Macaristan / Sercan Filiz

SONUC
GUNUMUZ URETiMi, DEGERLENDIiRME ve ONERILER

Bu arastirmada seramik diidiiklerin tarihine deginilerek, giiniimiize gelisi ve tiirleri diin-

yadan 6rneklerle anlatilmig, giinimiizde el sanati1 olarak tiretimleri 6zellikle geleneksel yonii
irdelenmistir.

Didiikler el ile kavranan tiirde oyuncaklardir. Bu grupta iiflenerek ses ¢ikaran, el, agiz ve
kulak es giiddiimlii oyuncak tiirii olarak nitelendirilebilir. Kendi i¢inde farkl tiirleri bulunan dii-
diikler, fonksiyon olarak oyuncak, torensel esya, hediyelik hatira esyas: ve miizik aleti okarinalar
seklinde 4 grupta toplanabilir. Boyut olarak 3 cmmden 20 cmée kadar 6rnekleri bulunmaktadir.



Form olarak siniflandirilacak olursa hayvan, kap kacak, ibrik, bardak, testi, insan ve digerleri
seklinde gruplanabilir. Hayvan bigimleri arasinda kus gesitleri, at, boynuzlu hayvanlar, kopek
baslicalaridir. Bunlar arasinda gogunlukla kus sesi ¢ikarmak amaciyla tiretildikleri i¢in en yay-
gin formu kuslardir. Figiiratif olanlar ise farkli pozisyon ve boyutlarda karsimiza ¢ikmaktadir.
Renkler dikkat gekici ve forma uygundur.

Insanin dogasinda bulunan kesfetme ve oynama giidiisii yine insanin dogasina en yakin
malzeme olan topragin kullanimiyla farkli dsnemler ve medeniyetlerde farkli oyuncaklara d6-
nismils, oyun ve seramik kavramlari boylece biraraya gelmistir. Cesitli medeniyetlerde dinsel
torenlerde kullanildig: bilinen diidiik tiirlerinin varligindan da bahsedilmekte, bu da diidiikle-
rin ses ¢ikarma Ozelliginin yani sira bicimsel 6zelliklerini de ritiiel anlamlar taisidigina isaret
etmektedir.

Giiniimiizde yok olmanin egiginde bir oyuncak olan pismis toprak diidiikler, endiistri devri-
minden sonra teknolojik gelismelerden etkilenerek tercih edilmez olmustur. Endiistri devrimi
tabii ki bu tiir el sanatlarina dayal1 geleneklerin yok olmasina etki etmistir; ama giiniimiizde bazi
sanatcilar ve zanaatkarlar konuyu yeniden ele alarak ¢alismaktadirlar. Diinyada bir¢ok ¢cagdas
seramik sanatgisinin bu geleneksel formdan etkilendigi ve kendilerini ifade edebilecekleri etki-
lesimli bir eser ortaya koymak i¢in ilham aldig1 goriilmektedir. Bir taraftan form olarak sera-
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Resim 48: Selin Toprak, Tavuskusu Bicimli Toprak Diidiik Tasarimi, yas:9,
Resim 49: Selin Toprak, Pismis Sirli Stoneware Diidiik
Resim 50: Tiff Cobb, Cocuk Atélyesi, Luisiana

mik heykel anlaminda formlar iretirken, diger taraftan da bu formlarin ses de ¢ikararak ortaya
konmak istenen ifadeyi kuvvetlendirecek ikinci bir duyuya hitap etmesi giiniimiiz ¢agdas sanat
anlayisina uygun, farkli bir yaklagimdur.

Kiiltiirel degerlerimize gosterecegimiz duyarlilik ile bu tiir gelenekleri yasatmak gereklili-
gi ortaya ¢ikmaktadir. Giiniimiizde teknoloji ¢aginda yetisen gocuklarin diidiik gibi nostaljik
oyuncak tirleri ile tanigmasi, kiiltiirlerine ait birer degeri tanimlarini saglarken diger taraftan
yaraticiliklarini gelistirecek bir atélye ¢alismasina dontistiiriilebilir. Toprag: bigimlendirerek ses
¢ikaran bir obje iiretme fikri, cocuklar i¢in egitici bir oyuna dontistiiriilebilir.

Ornegin Korede, Fransada ya da Italyada dernek ve birlikler cesitli etkinlikler ve dayanis-
malarla bu kiltiirel degeri ayakta tutarken, Anadoluda da eski bir gelenek olan diidiikleri ko-
ruyacak ve yasatacak girisimlerde bulunmak miimkiindiir. Koleksiyonerleri, bu alanda ¢aligan
seramik sanatcilarini ve ustalar1 sergiler ve festivaller diizenleyerek bir araya getirmek 6nemli
bir girisim olabilir. Béylece glintimiizde iiflemeli miizik aleti olarak siniflandirilan ve ¢esitli iil-
kelerde 6zellikle kabile toplumlarinda hala kullanildig: bilinen etnik tiirde seramik diidiiklerin
kaybolmas1 da engellenebilir.
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ABSTRACT

Clay, along with humanity’s existence has been used as the most primitive material
in making all kinds of goods to meet daily needs. One of these daily use objects is
the toy that carries great importance as tool of entertainment, communications
and development. The human instinct to explore and play has been shaped in va-
rious ways with the clay in different civilizations. Terracotta has become the basic
material of the different toys as the main tool of act of playing. Ceramic whistles,
widely seen from Prehistoric times to the present day from Europe to Asia, Ame-
rica, pre-Columbian cultures, also appeared in various civilizations as a type of
whistling instrument as the ritual objects used in ceremonies. In this sense, cera-
mic whistles began to lose attention, especially in Turkey started to disappear with
missing values due to diversity, changes and the development of toys within the
industrial revolution. They are being produced as nostalgic toys, souvenir objects
with limited edition. In this study, reference to the history of ceramic whistles, the
arrival of the present day is being explained, as handicraft production, particularly

by means of traditional aspect.

Keywords: whistle, toy, terracotta, ceramic, ritual

x*
Anadolu University Faculty of Fine Arts, Eskisehir / TURKEY
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INTRODUCTION

The subject of this research is the type of wind whistles referred to as a terracotta whistle,
being the most primitive musical instrument and variety of toy, which was given shape with clay
as a material and had special names in various countries and regions. Its emergence, its different
types in history, how it is played, and especially because of its disappearance in Anatolia, the

production of whistles at present times has been comparatively discussed.

DEFINITION OF THE TOY AND EMERGENCE OF CERAMIC IN HISTORY

Playing, which has an important role in mental, physical and social development and is a
type of amusement and communication act, is an important practice which carries the proper-
ties of preparing children for their future lives, developing their sense of possession and imagi-
nation (Akbulut, 2009, 182). Games and toys, which contribute to the development of culture
due to requiring practice, information, ability, courage and strength, are also important as they
give clues in the context of the information-culture levels of the times, societies and regions they
belong to. When it is considered that mankind has used objects for games and produced toys
since ancient times, it becomes apparent that games are as old as the history of man, emerging

as an activity necessary to human nature.

Clay, as the most primitive material used since the beginning of humankind, was used in the
production of all kinds of goods supporting daily life. Toys constituted a group of such goods as
well as pots and pans, weapons, accessories and similar kinds of wares. Terracotta objects which
have survived to present days and are believed to have been used as toys in prehistoric ages,
date back to 4000-5000 BC. According to archaeological researches the first toys discovered in
history belong to the throne of Egypt in the 5th century BC. However, across the world, many
more types of toy objects dating back to much older times in history have been encountered

produced from materials such as bone, Stone, wood, clay, dry fruit and sea shells (Ak, 2006, 41).

THE RELATIONSHIP BETWEEN TOYS AND RELIGIOUS OBJECTS

In the context of toys and its relationship to religion, a tradition seen in ancient Egypt and
many other cultures of the dead being buried with their toys links the concept of games with
religion. The fact that ancient children’s toys have similarities to icons designed to represent the
strength of God and give him form leads to the belief that objects such as these were given to
children so they could play with them after they had been used in religious ceremonies
(Ak, 2006, 42).

While it is known that children in Ancient Greece and Rome dedicated their toys to the gods
when they reached adulthood, the toys encountered in child graves points towards the notion
of games being associated with children. Amongst these toys, rattles, whistles, dolls, carriages,
horses, various animals, dreidels and yo-yo’s stand out, mostly made from terracotta (Avci, 2005,
20). Though their exact historical dates are not known, these objects speculated to have survived
to present times from prehistoric ages are known to have also functioned as objects of worship.

Since the presence of games is also mentioned in the concept of rituals. The holy ceremonies



the Dutch historian Johan Huizinga explains, comprising of an air of collective festivities which
temporarily suspended daily life, is said to have comprised of behaviours exactly the same way
as games are played (And, 2003, 25). It is known that musical instruments, similar to types of
toys in appearance, were played in activities such as blessings, religious sacrifices, funerals, wed-

dings and dance competitions.

-
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Figure 1: Terracotta Doll, Roman Period, Iznik Arceology Museum

Figure 2: Terracotta Birds With Wheel, Frig Period Kiitahya Arceology Museum

Figure 3: Glazed Terracotta Whistle in the Form of Aries Ottoman, Sadberk Hanim Museum, Istanbul
(Photograph: Ezgi Martinez)

These tools are objects named as whistles, emitting voices similar to a whistle when blown
upon. In this sense, these objects transformed the act of breathing, which humans depend on
for their existence, into a holy act and were associated with music. The notion of music was
widely believed in the ceremonies of ancient cultures across the world to have had magical
properties much like a godly act. In Ancient Mexico, terracotta whistles in the shape of skulls
which emit sounds of animals and the sound of the wind are typical in Mayan Culture. Evidence
has been encountered leading to the belief that this type of whistle, which was named the Death
Whistle, was used in ceremonies where slaves were sacrificed, and some examples of it have
been found in the hands of the buried (The Death Whistle).

Especially in societies where music was believed to have enabled communication with the
gods, possessed medical specialties, and symbolised eternity, the whistle which is the ancestor
of simple wind instruments has imitated nature in sound and form. Due to the noise the whistle
makes, its size and shape, over time it has become varied and developed. It is known that in
Japan, the whistle pipes, which when blown upon were believed to be a representation of god
and were used to gather blessings, were given to children as toys once they had served their
purpose. Whistle pipes which were believed to cure certain types of diseases, bringing fortune

and happiness are also mentioned (A not so simple instrument).

THE DEFINITION OF CERAMIC WHISTLES AS TERRACOTTA TOYS
Amongst musical instruments, whistles are technically in the Aero-phones class, in other
words instruments which when blown upon emit loud voices at differing notes due to the vib-

ration of the air trapped within them (Kura, 2005, 332). They are produced in shapes and sizes
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Figure 4: Aztec Florentin Codex (The Death Whistle)
Figure 5: Burrial Findings at Tlatelolco temple, (The Death Whistle)

which enable them to be comfortably held or grasped by hands. Their dimensions vary between
3 cm to 20 cm. The whistles, having a blowing mechanism inserted to the body and generally
having an inner cavity, are divided into types according to the material they are made of, and
according to their figurative characteristics (shape) and the sound they create. The whistles; of-
ten encountered among the antique toy types as they attract the attention of children because of
the sound they make and their production survived until present days, material-wise draws the
attention of commonly being made especially from ceramics. Gaining a universal dimension
as they are encountered in all cultures worldwide, terracotta whistles are called with different

names in different languages peculiar to every region because of being simple but popular.

ITALY: Fischietto, Fiscaletto, Cuculo, Cucco, Ocarina, Supioto, cuchi,cucari
PORTUGAL: Boneco, Boniereco, Cantilharia, Assobito o Apito, Rouxinol, Cuco.

SPAIN: Pito-fischio- Silbato, Botijo-brocca ad acqua-, Rusinor,-usignolo- Canario,
Pito tortolo, Siurel, Siulet, Xiulet. botijito

FRANCE: ‘vase sifleur’ ‘rossignol, Subiet, Siblet, -uccello con il fischio- Siftlet a eau -ad
acqua- Mariuneto cui cui

LUXEMBURG: Pickvillercher, -cuculo con fischio-.

GERMANY: Tompfeife, -fischio di argilla- Kuckuck, Natchtigall, -usignolo-.

USA and UK: Whistle bird whistle

DANMARK: Pipirovhest, -cavallo che fischia- Svallerhone.

NORVEY: Gauk

FINLAND: Savikukko, -gallo di argilla- Kukkopilli, -gallo col fischio.

CHEK REPUBLIC: Pistalka, Klinena-Pistalka, -di argilla- Utacik Pistalka, dsbanok.
HUNGARY: cserépsip

YUGOSLAVYA: Pissak, -ad acqua-

GREECE: Sfirichtra, Kanataki.

RUSSIA: Savi piilu, -in ceramica- Swilpe, Molinukas, Svistulka, Svistun, Schunschushpyk,
bul bul, Kawalkal, Pepuk, Tam-scachlvtscha, -di argilla-.

(NOMI E DENOMINAZIONI DI “FISCHIETTO)



TERRACOTTA WHISTLE TYPES

Whistles in the classification of aerophone musical instruments are counted in the group of
instruments which are blown through an air-duct. Aperture is the cavity between the blowhole
and finishing edge. It can be square, round or oval. As it gets bigger, the tone gets higher. Howe-

ver wide and short it is, the sound becomes that much higher-pitched. If it is long and narrow,

the sound becomes more winded and requires more blowing strength. This cavity transforms
the sound into resonance (Hall, 2006, 59).

Windway

Figure 6: Whistling Mechanisms (Hall 2006, p57)

CLASSIFICATION OF WHISTLES BY MEANS OF FORM

Globular Whistles

It is enclosed as form and their bodies have a globular inner cavity. The sound is created by
the mouthpiece located on the edge. Their sound intensity is weak. It can be said that they are
common in Western and Central Europe. The types with 1 or 2 holes on them are widespread,
and these holes create sound variation or prevent the air, compressed during firing, to create

pressure. (A not so simple instrument).

Figure 7: Globular Whistle Section
Figure 8: Globular Whistle Sample (Tiiziim Kizilcan Collection)

Tubular Whistles

Its tonality depends on the length of the pipe in this whistle type, where blowing form is
connected to the base or body from outside. While tubular whistles have high-pitched sound

whereas the globular whistles have deeper and softer sound. If it has a pedestal and a base, it
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may be tubular. In some whistles it is also seen
that holes are bored to let the compressed air
out and prevent cracking. Window is bored on
the mouthpiece where the air flow breaks. If it
is tubular, window is cut on the blowing pipe,
and if it is globular it is opened on to the body.
In water whistles, generally it is opened on the

body, and only if it is globular it is opened un-

derneath. This is done so, in aesthetical and
Figure 9: Tubular Whistle Section 10 practical terms rather than a technical reason.
Figure 10: Tubular Whistle Sample

Water Whistles

These are called nightingale, botijito pitchers in various languages. It is a combination of glo-
bular whistles and tubular whistles. The difference is that the air blown through the pipe hits the
water rather than the wall by filling water into the cavity, and the water level raises and creates
sound. As the water moves the sound also swashes and its resonance becomes longer. Its specific
characteristics are that the tonality of the sound is diverse and it creates a sound similar to that
of a bird. If a whistle has a hole facilitating filling of the inner cavity from the top, this indicates
it is working with water. However, there are also the types, which are filled through the blowing
hole. The water hole may be on the top in open-mouthed pot shaped forms and water can also
be filled through 1 or 2 holes bored in various places in enclosed forms like a bird. Generally the
second hole is for facilitating the air to go out easily while filling the whistle with water, and to
control the movement of the water when contacting with air while blowing.

(A not so simple instrument).

11

Figure 11: Water Whistle Section
Figure 12: Water Whistle Sample / Ezgi Martinez Collection

Multi-chambered Water Whistles

The types of these special forms commonly encountered in a geography extending from Me-
xico to Peru since one, two thousand years ago until now, go up to 6 chambers. The types with
double chamber are the most common ones. These are jointed from the bottom and connected

with a handle from the top. The sound is created by the air coming out of upper chamber of
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a small hole. While sculptural forms take place
on one side, generally the second chamber is in
the form of plain terracotta. These as well as be-
ing totemic symbols may also carry the charac-
teristics of a sacred animal while the length of a

normal whistle is 10-15 cm, it length may be as

mush as 20 cm. These are often included in stra-
Figure 13: Multi-chambered Water Whistle

(Abrashey; 2000,p. 41) ight blown aerophone group (Cosar, 2008, .34).

Ocarina

It is known that ocarina, derived from the word oca meaning “Little Goose”, invented by Ita-
lian Guiseppe Luigi DONATI in 1860. It was encountered in ancient Egypt, Mexico civilizations
but was not referred with this name until the said date. This type of instruments is also found
among the porcelain product of German Meissen Company (Kura, 2004, 334). It is known that
as well as being shaped as handmade or with moulds, they are also produced in different sizes.
There are types ranging from 4cm to 20 cm in length. They are found in literature as a diatonic
musical instrument having holes on the front and back surfaces, which can be easily opened ad
closed with fingers. While producing and playing artists and musicians are encountered especi-
ally in Far East and America, it is also found in countries outside these. Also, many researchers
in music and ceramic fields write up thesis and carry out applied research on this subject

(A not so simple instrument).

Figure 14: Ocarinas by Alp Cam
Figure 15: Ocarina by Sergio Garcia,Chili Collection of Prof.Sevim Cizer

CERAMIC AS A MATERIAL IN PRODUCTION OF WHISTLE

It is known that the whistles produced from various materials in history are also produced
by carving from materials especially like sea shells, stone, wood, bone, etc. Primitive people dis-
covering that terracotta being more appropriate and durable material in terms of creating and
transmitting sound, also began using ceramic in production of musical instruments used in va-
rious ceremonies where music play an important part, and in production of toys such as whistle
played by children (Hall, 2006, 4). While offering infinite shaping means with its plasticity, Clay

has a permanent superiority as a material remaining durable against environmental conditions
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for centuries through its structural change after firing. Egyptian antique whistles, placed into
the graves of the death by believing that they would play in their life beyond, still creates sound
today, and gives us ideas by carrying the same sound made in those era to present days (Hall,

2006, 3-4) In this context, durability is very important.

Clay, easily taking shape, offers opportunity to obtain a great variety of forms. Human being
initially adapting the crude forms of animals such as ox and roosters as they examined their

surroundings and created shapes from clay, afterwards diversified and developed these forms.

Clay is also an easy material for creating the inner cavity, for joining the pieces and for ope-
ning holes. Clay is always preferred as the dimension of the holes could be changed and reversed
during shaping. As distinct from other materials, instead of creating by carving from the exis-
ting material, it can be built from the beginning with inner cavity. Creation of beautiful sound
and lending itself to be suitable for obtaining distinct tones is its important characteristics. Whi-

le wet, it is very difficult, but possible to create the post-firing sound.

EMERGENCE and HISTORICAL DEVELOPMENT of TERRACOTTA WHISTLES

Various whistle types are sighted as toy type in a geography extending from Far East to Ocean
countries, from Europe (Rome, Greece) to Asia (Anatolia-Persia), and including pre-Colomb
cultures, from South America (Mexico, Peru) to Africa. While examples made up of bone and
stone are sighted from Palaeolithic era, clay examples are begun to be sighted from Neolithic
era. Although it can not be presumed whether the whistles are created with the objective of be-
ing a toy or a communication instrument with respect to their emergence, it is known that they
transformed into ritual objects used in the ceremonies of different civilizations in the course of
time. They are used not only for turning the sound into harmony, but also used to create blo-
wing action lending itself to bring rain and good harvest, cure the patients or gain strength by

commemorating the ancestors of various communities.
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Figure 16: Whistling Pot, Chimu Culture, 1470 (Hall, 2006, 2)
Figure 17: Xun whistle from Korea / Collection of Ezgi Martinez
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Figure 18: Horse shape terracotta whistle, Amorium (Bener, 2008)
Figure 19: Terracotta whistle, Antalya Museum (Bener, 2008)

While it is known that the history of whistles (xun) can be dated back 6000 years ago in
China, ancient examples are sighted in the museums dating back to 1400 BC in Inca, Maya,
Aztec cultures in South America and 800 BC in Mesopotamia Cultures like Persia (in figure
forms). Rumour has it that the whistles known as xun in China are emerged as originating from
a hunting tool called “meteor stone”. In ancient eras, while the people were hunting birds and
other animals by throwing a stone or clay ball tight to a rope, they realized that some of the balls
created sound as their inside were hollow, and they tried to blow the ball by taking interest in

this sound. Thus, it is believed that this ball gradually became xun (Toprak Oyuncaklar).

Examples in the museums, excavation works and published sources indicate that these type
of toys taking place in toy tradition of Anatolian civilizations. Existence of terracotta whistles
made in ancient Greece, Rome and Byzantine periods is determined. In Amorium (Afyon) exca-
vations, a terracotta whistle of Byzantine period, in the shape of a horse and 5 cm in height was
found, and it is determined that it has an inner cavity and is blown through the hole on the back.

It is believed that the other whistle example, having 1 hole on the mouthpiece and 2 holes on
the front surface, belongs to Ancient Greek (Hellenic) era (Bener, 2008, 150).

Figures such as ram, sheep and horse often appear in many forms as animals of cornersto-
ne of economy in Central Asian communities. 15-18th century ceramic whistles produced in
Kiitahya and Iznik, which may be thought as being produced to familiarize the children with

animals, resembling these animals in form, refers to this social and cultural interaction (Sahin,

1992, 117). As it is found out that these are produced in the workshops producing kitchenware, it

T ) =]

can be said that these are products aimed towards
the children of the customers at the marketplaces.
Ram, believed to go to heaven in shamanistic app-
roach in Akkoyunlu and Karakoyunlu tradition,
being used in grave stones as well as being the
form in toys given to children also draw attention.
This is a general trend encountered in all civiliza-
tions. For example, ox form is also the first rough

form encountered in many civilizations.

Figure 20: Clay whistle in the Form of Aries from Ottoman Period 15th century.
(Sadberk Hanim Museum) Photograph by Ezgi Martinez
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It is possible to encounter with terracotta whistles in Eu-
rope in almost every era. Whistles called “Siurell” in Spain
are the most typical examples. Although original emerging
date is unknown, it is believed that the Balearic Islands
(Mallorca, Ibiza, etc) originate from Mediterranean culture.

Their production has been continuing until today.

Findings emerged in excavations pertaining to ancient
era, prove that the whistles in Cordoba, Almeria, Granada
produced much earlier. In Arabic inscriptions pertaining
to the periods of Muslim reign in Spanish territories, it is
emphasized that using animal form in ceremonies in this

way is a state of affairs far from the Muslim belief. Therefo-

re, it is known that they are produced especially in Cordo-
ildgeurr;frla Cf)ftt;z fve}zzll? Almeria horse ba until their prohibition in 12-13th century (Ortega, 2006,
(Ortega, 2006, 218) 75). It can be said that bull (Almeria) and rooster (Jaen) in
12th century, rider on a horse until 15th century and repti-
lians, horse, rooster, woman figures pertaining to Nazari ci-
vilization in 14th century were the most common forms. It
is seen that different bird species and human figures shown
an increase towards 17th century. Male figure playing gu-
itar or flute is standing and in traditional clothing. Female
figures with hands on the hips or head, or bearing a baby or
holding a baby in her hands with her traditional clothes are
commonly seen in Granada. Majority of these are tubular
whistles. Some whistles have a jug shape with mouth part

open, and the human face is applied in a manner starting

-

from the neck upwards as a mask. It is seen that the astonis-
Figure 22: 16th century Paris Producton, . .
Sevr Museum / Photography by hed human, dog or monster-like forms pertaining to 18th

Ezgi Martinez . :
S ! century are commonly found in Jaen region.

Blowing pipe in most of them are located at the back and are tubular whistles.Their lengths
vary from 3 to 14 cm depending on their form. Technically being often produced as handmade,
the figures with clothes and in the shape of a mask are shaped in moulds.While it is determined
that they are coloured with primers and oxides, being unglazed and having few colours also
draw the attentions. Terracotta whistles, production of which has been continuing and diversi-
fied until today in various countries as extension of these traditions, those produced especially
in Spain Mallorca are very typical. Most commonly encountered one is the rider on a horse and
their height goes up to 20 cm. Characteristic colours are shades of blue on white background
or red, yellow and green decors. When examining the 15-16th century products in Renaissance
period, examples produced in the form of human head, and again in various animal forms in

Europe are another group of whistles drawing the attention.



Earliest ceramic terracotta whistles sighted in 17th century Europe have owl figures and are
of the type blown with water. These are shaped by hand in Holland. Dog shaped whistles blown

from the back are encountered also in Delft in the same period.

First examples were also found in England in 18th century; these whistles are simple in shape
and are shaped in mould. 19th century examples have the shape of swan and bird. While these
whistles, which were shaped in moulds, were produced in multi-colour initially, it draws the at-
tention that they begun to become less coloured towards 20th century. Glazing on them reflects
the typical characteristics of the region, where they were made. Human figure and historical
figures shaped with mould are seen in 20th century examples. It is seen that these are transfor-

med into metal and plastic later on in search for less costly and more convenient production

Sevres museum refers to abundance of production of terracotta whistles in 19-20th century
France, in the prospectus distributed to wholesalers with regards to fired terracotta whistle toy
production (Artistes et Potiers).

It is known that it is also the most ancient handic-
raft also in Russia. Coloured Dymkovo figures are the
known examples. It is believed that they are produced
for the ceremonies to celebrate the Spring and the sun.
Forms made up of animal totems began to transform
into wide variety of human figures in 19th century. Whi-
le the zigzag speckles and lines have varied up to 10 dif-

ferent colours, it is known that these are made from red

mud and decorated on white glaze. While reproductions
Figure 23: 16th Russian Clay Whistle from

Russia_(Dymkovo Toys) are made today, they are widely produced as souvenirs.

TERRACOTTA WHISTLES IN ANATOLIA AND THEIR STATUS TODAY

It is known that ceramic whistles are produced as toys in various pottery villages as an exten-
sion of terracotta whistle tradition encountered in Anatolia in ancient era. Terracotta whistle
production, with their local names Aydin biilbiil testisi, biilbiil ibrigi, Avanos Diidiiklii bardak
Istanbul Eyiip Diidiiklii testi, Ordu Unye diidiiklii ibrik,
[zmir (Bornova) iskirik, Kinik diidiik, Denizli toprak dii-
diik is facing extinction today. They are produced and
sold in small quantities as souvenirs as they do not att-

ract the interest of the children as in the old days.

After being built technically and generally by form
lathe or by hand, they are bored at 30 degrees with a

pre-prepared special cane and angled lath from the mo-

uth aperture and with an acute angle from the aperture

Figure 24: Slip decorated Terracotta whistle window. Care is taken during boring for the clay pieces

with glaze, produced in pottery village Kk remaining on the lath not to block the hole again, to pre-
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vent the deterioration of the sound. These disappearing examples are reached with great diffi-
culty as the master making them pass away one by one in the course of time, their production is
sustained by their children. Today there are rare workshops and masters still trying to maintain
this tradition. While the production was between 150-300 thousand in Bilecik Kinik in the
past, the productions made between 8-10 thousand today are almost ending. Fevzi Kubat and
Emrullah Sen are the last known masters. Jug shaped, glazed and flux decorated these whistles
are peculiar to the region and are also sighted in Eyup toy shops today which used to be the first
center of Ottoman in 17th century to make and sell toys for children and is famous with the

terracotta whistles which the boys were mostly interested in.

25 26
Figure 25: Denizli Saraykoy red chick whistle, unglzed wheel thrown
Figure 26: Mould shaped hen whistle Karacasu / Photograph Ezgi Martinez

Chick shaped whistles produced by Ali Cintemir and his family in Denizli Saraykoy are in
the colour of red clay or are artificially decorated. There is a big market for these in Pamukkale,
Serinhisar and Denizli and surroundings. Rooster and chick shaped whistles produced in Aydin
Karacasu region are similar to those produced in Saraykoy, and are distinguished with their clay
colour. Karacasu clay is redder in colour. Although its known last master Hamdi Kiris does not

produce any longer, his son maintains the production in lesser quantities.

Jug shaped whistles with neck, which had been produced in Avanos but extinct today are
peculiar to the region. The types produced by the masters Ibrikci (pitcher granit maker) Hasan
Usta and Ahmet Kilig are only sighted in the collections.

Masters Tamer Canber producing whistles in Iznik similar to ancient whistles, Hasan Ur-

savas producing jug shaped whistles with long neck in Menemen, Serafettin Benek producing

Figure 28: Tamer Caner, Whistle in the Form of Aries, slip decorated, Iznik, Collection of Prof. Aysegiil Tiiredi Ozen
Figure 29: Unglazed terracotta whistle made by Serafettin Benek, Canakkale, Collection of Reyhan Giileg
Figure 30: Denizli Saraykoy red chick whistle made by Ali Cintemir, wheel throw, painted / Photograph Ezgi Martinez



whistles in the shape of Ottoman period jugs in Canakkale, Ayhan Donmez again producing
chick shaped whistles in Antalya and selling to touristic regions were reached, and it is determi-

ned that they carry on with their production.

Information obtained about Ali Usta from Canakkale who had travelled to may pottery vil-
lages in Anatolia and tough whistle making and hence helped its spreading starting from 1930s
and eventually passed away in Kutahya. While it is known
that Tahir usta produces similar whistle forms in Kutahya, no
workshop maintaining this tradition could be found today.
Also, Ilker Egi, whose whistle design called “pay the piper and
play the whistle” exhibited in the State souvenir competition,
produced this design afterwards for Aksehir festival presen-
ted a distinct approach to this traditional topic. Thus, draw
the attention to the fact that interpretations can be brought to

ceramic whistles in a traditional form, and to the necessity of

exerting efforts for them to be brought back to life once again.

i

Figure 31: Nasrettin Hoca Whistle by Ilker Egi, Ironoxide, transparent glaze

TERRACOTTA WHISTLES IN VARIOUS COUNTRIES

Ceramic whistles of today are commonly sighted in a wide geographical area extending from
Far East to Africa, and from Europe to America. Terracotta toys, being common in Junxian
town of Henan province in China, are tradition of the local community, and are called “Clay
Cuckoos”, “Beautiful Cuckoo” and “Cuckooing Chicks”. It is known that great many terracotta
whistles and cuckooing chicks are sold in the traditional fair in Junxian town during Yuanxiao
Holiday and Spirit Holiday in traditional Chinese calendar. It is rumoured that the buyers of
these are generally married country women not having any children or wish to have children.

Hand built clay is generally painted with ash black,
dark brown and red paint, and pattern is drawn on
these in rose red, yellow, green and white colours. The
theme of these toys covers a wide spectrum (Toprak
Oyuncaklar).

Initially sighted in Neolithic age, xun is generally
made up of stone and bone, and later on from clay. The-
re are many shapes of xun. Some of these are oval, ro-
und, egg, fish and pear shapes. The most common one
is the pear shape. Initially having only one sound hole,
xun transformed into a whistle with few holes, and it is
known that xun with six sound hole began to be pro-
duced in eras before Christ, and turned into a common

musical instrument and also played in the imperial pa-

lace. It is the egg shaped enclosed form, which is as well

Figure 32: A decorated whistle from Huangping ,China’s Guizhou Province (Huangping clay whistle in China’s Guizhou)
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33 34
Figure 33: Sgrafitto decorated Terracotta whistle Mexico, collection of Tuzum Kizilcan
Figure 34: Terracotta whistle from Mexico, collection of Kamuran Ak,

Figure 35: Bolivia whistle with 4 chambers, collection of Tuzum Kizilcan

Figure 36: Glazed anonym chick whistle, Bulgaria

Figure 37: Chick whistle from Menemen, unglazed

Figure 38: Bulgaria Anonym Whistle, glazed

Figure 39: Glazed pitcher whistle, Grit Island Master Manolis from Margarides village collection of Prof. Sevim Cizer

40 41 42

Figure 40: Portuguese painted whistle contribution of Elif Toprak
Figure 41: Whistle from Poland, glazed, contribution of Duygu Kahraman
Figure 42: Pitcher shaped whistle from Spain Manises contribution of Kemal Uludag

43 44

Figure 43: Tubular Whistle from Africa, collection of Tuzum Kizilcan

Figure 44: Whistle from Turkmenistan, painted, contribution of Zehra Cobanl
Figure 45: Whistle made in Iran, unglazed, contribution of Sadettin Aygiin



as being used for Confucius rituals it is also seen as a daily life object in China, and the likes are
encountered in Korea, Japan and Vietnam. Blowing hole is located on the upper wall. Various
professors from Chinese State Conservatory worked on design of xun, and while increasing the
number of holes to 10, they began to align the holes in a more orderly manner. Thus it is ensured

that it is played easier and with louder noise.

They are seen in majority of Central and South American countries such as Mexico, Peru,
Cuba, Bolivia, Honduras, Guatemala, Colombia, Costa Rica, Ecuador and Panama. Multi-

chamber types are common, and its ritual association is strong.

The types sighted in transoceanic countries are those made up of fruit shells, and the ceramic

ones appear as imitations of those (Abrashev,2000, 60).

While it is know that their production is widespread in countries such as Poland, Spain Por-
tugal, Romania, Bulgaria, Lithuania, Latvia, Estonia, Slovenia in Europe, it is possible to catch
similarity in the examples in terms of techniques and form in Greece, Romania, Bulgaria and

Turkey. This refers to interactions in the course of history.

Most of these productions in Europe are seen in the shape of birds and pitchers. They differ
in details like decorations and colors and the body. The whistling parts of these whistles are also

quite different just as in the following examples of Poland and Portugal.

Other unexpected forms can be seen in different countries. Globular flutes are commonly
sighted in South Africa since there is tubular whistle production as well. It is known that they
are still an important musical communication and sign instrument among tribal societies. And

the tubular types appear in various animal forms.

In Iran making clay whistles comes from the traditions of primitive times date back to BC.
Traditional production, although rarely, is also encountered in UK, Germany and France. It can
be said that among these largely the animal forms and the bird forms of globular whistles are

common. Besides studio productions it is also possible to find that traditional products are fi-
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Figure 46: Whistles at Toy Museum in Kechkemet Hungary
Figure 47: Whistle from Hungary, unglazed, contribution of Sercan Filiz
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nancially supported the local development agents or local managements. Toy Museum in Kech-
kemet Hungary is a good example for such encouragements where there is a big collection of
terracotta whistles over 200 from the country with the contributions of International Ceramic

Studios in Kechkemet which organizes Sound and Clay Symposium.

CONCLUSION: PRODUCTION TODAY, EVALUATION AND SUGGESTIONS

In this research, history of the ceramic whistles are mentioned, and their evolution and types
today are explained with examples from various parts of the world and their production as han-

dicraft today and especially its traditional aspect are examined.

Whistles are toys of the types which can be touched and grasped. In this group, sound ma-
king hand and mouth together with ear can be qualified as a type of coordinated toy. Whistles,
having different types between each other, may be gathered under 4 groups as toys, ceremonial

article, souvenir and musical instrument ocarinas.

There are examples from 3 cm to 20 cm in size rarely over 20 cm. If they had to be classify
as form, they can be grouped as animal, utensils, pitcher, glass, jug, human and others. The fact
that the inherent discovery and playing instinct in human nature turned into various toys in dif-
ferent periods and civilizations, with the usage of clay which is the closest material to the human
nature brought the play and ceramic concepts of the clay together. Terracotta whistles being an
object on the brink of extinction as toys today, became unfavourable after the industrial revolu-

tion by being affected also by all technological developments.

Naturally the industrial revolution has affected the extinction of these kinds of tradition-ba-
sed handicrafts but today some artists and craftsmen handling the subject once again and work
on it. It is seen that many contemporary ceramic artists in the world are affected from this tra-
ditional form, and inspired to bring forward an interactive art piece to express them. While on
the one hand forms in the context of ceramic sculptures are produced, on the other hand these
forms also addressing a second sense strengthening expression desired to be put forward by

creating sound is a different approach appropriate to contemporary art comprehension of today.

Necessity of keeping these types of traditions alive by showing sensitivity to our cultural
values comes into forefront. Our children’s familiarization with primitive toy types may lend
assistance in preventing them being brought up as insensitive individuals in this technological
age. This also can be an opportunity to develop their creativity while providing fun with inte-

ractive facilities.
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Figure 48: Selin Toprak peacock whistle design , Figure 49. Selin Toprak peacock whistle made of clay, Figure 50. Tiff Cobb Children Studio, Luisiana
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While, in France, Italy or Korea for instance, associations and chambers keeping this cultural
value alive through various activities and solidarities, it is possible to make initiatives to protect
and keep these whistles alive in Anatolia, which are an ancient tradition. Bringing the collectors,
active ceramic artists, masters and even children together by organizing fairs and festivals can
be an important initiative. In this day and age, still being used in tribal societies, disappearance
of the ethnic types known to be still used in various countries as a type classified as wind mu-
sical instrument may be prevented in this way. By means of this the artists can lead the potters
giving ideas and new information about forms glazes and colours, and more people can learn
to make whistling objects which is not easy and requires patience. Such organizations held in
the content of projects of economically supported would ignore the economic concern and

concentrate more on aesthetics and conceptual ideas.
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“TURKIYE'DE; SORKUN KOYU, GOKEYUP KASABASI,

USLU KOYUNDE AGIK ATESTE PISIRIM ve
KONU UZERINE YENI BIR ONERI”

Ogr. Gor. Hasan BASKIRKAN

OZET

Firinlarin icadina kadar insanoglu ¢amurdan sekillendirdigi formlari, yanic
maddelerle birlikte pisirmistir. Eski ¢omlekgiler, seramik teknolojisinin gelisiminin
tamamlanmasina kadar, zorunlu olarak agik ateste pisirimi kullanmuglardir. Ilkel
agik ateste pisirim, diinyanmn bircok bolgesinde hala kullanilmaktadir. Tlkel ¢om-
lek¢ilik yontemlerini kullanan seramikgileri agik ateste pisirime sevk eden durum,
simirli teknolojik olanaklara sahip olmalaridir. Agik ateste pisirimin temel yakitla-
r1, tarim atiklaridir. Sorkun kéyii, I¢ Anadolu Bolgesinde Eskisehir’in Mihaliggik
ilcesine baghdir ve koyde geleneksel yontemlerle ¢omlek iiretimi yapilmaktadir.
Pisirimin sonunda iiriinlerin icleri siyahlasmaktadir. Bu siyahlasma bir kimyasal
olay sonucunda meydana gelir ve iiriin iizerinde sabitlenir. Siyahlasmis goriin-
tiideki tiriinler, Sorkun kéyiinde yapilan giiveglerin ¢ok tipik bir ozelligidir. Yine
Tiirkiyede Ege Bolgesindeki Manisa ilinin Salihli ilgesine 40 km. uzakliktaki Go-
keyiip kasabasinda, ilkel tiretim yontemi ozelligi korunarak iiretim yapilmaktadir.
Tiirkiyede bulunan bir diger agik ateste pisirim uygulayan bolge ise; Elazigin Siv-
rice ilgesine bagl olan Uslu Koyiidiir.

Bu arastirmada; Tiirkiyede agik ateste pisirim teknigini kullanarak ¢alisan sera-
mik merkezlerinden; Sorkun Koyii'ne, Gokeyiip Kasabasina ve Uslu Koyiine yer
verilmistir. Son olarak, bu konu tizerinde yeni bir Oneri verilmis ve deneysel ¢alis-
malar gerceklestirilmistir.

Anahtar Kelimeler: Seramik, A¢ik Ates, Sorkun, Gokeyiip, Uslu.

*
Anadolu Universitesi, Giizel Sanatlar Fkiiltesi, Seramik Boliimii, Eskisehir / TURKIYE
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GIRIS
Sorkun kéyii, I¢ Anadolu Bélgesinde Eskisehir'in Mihaliggik ilgesine baglidir ve Mihaliggik’a

12 km. uzaklikta olan kéyde geleneksel yontemlerle ¢omlek iiretimi yapilmaktadir.

Sorkun kéyii ¢omleklerinin pisirilme islemi acik havada yapildig: icin zeminin kuru olmasi
gerekmektedir. Ayrica riizgarin tek yonde ve kuvvetli estigi giinler tercih edilmektedir. Kiillitk
denilen yerde yapilan pisirim isleminde bazen birkag ailenin ¢cémleklerinin bir arada pisirildigi
de gozlenmektedir. “Yaklasik 500 kadar ¢dmlegin bir arada pisirildigi bu islemde; yere 6nce
kuru saman ve odun talag serilir. Bunlarin tizerine tek sira halinde ¢émlekler ters kapatilarak
ve iclerine saman konularak yan yana dizilir (Giiner, 1998)”. Comleklerin agizlarinin yere tam
olarak oturmasina 6zen gosterilir. Comleklerin {izerine odun yerlestirilir ve riizgarin geldigi
taraftan ateglenir. Hafif egimli arazide ates bir ugtan baslatilip sonuna kadar adim adim yiirii-
tilir. Pisirme iglemi sirasinda ates, stirekli kontrol edilir. Pigirimin sonunda irtinlerin igleri

siyahlagmaktadir. Bu siyahlagsma bir kimyasal olay sonucunda meydana gelir ve {iriin izerinde

sabitlenir. “Siyahlagmis goriintiideki tiriinler, Sorkun kéytinde yapilan giiveglerin ¢ok tipik bir

Resim 1: Sorkun Koyiinde Agik Ateste Pisirim.



ozelligidir. ‘Ceykel’ diye adlandirilan ucunda kancalar bulunan sopalarla pigmesi tamamlanan
¢omlekler geri alinir. Bu arada atesin zayif oldugu bolgelere de odun ilave edilir. Riizgarin etki-
siyle kisa stirede soguyan ¢comlekler 2 - 3 saat icerisinde atesin i¢inden alinacak duruma gelmek-
tedir (Geng, vd., 2001)”. (Resim 1).

MANISA / GOKEYUP KASABASI’NDA ACIK ATESTE PiSiRIM

Ege Bolgesindeki Manisa ilinin Salihli ilcesine 40 km. uzakliktaki Gokeyiip kasabasinda, ytiz-

yillardir ilkel iiretim yontemi 6zelligi korunarak tiretim yapilmaktadir.

“Kap pisirecegi yeri ad1 verilen ve evin bahgesinin ya da avlusunun belirli bir yerinde, a¢ikta
¢al1 ¢irp1 ve odunla, giineste iyice kuruyan giivegler iist iiste dizilerek, riizgarl bir havada yaki-
lan ateste bir saat siireyle pisirilir. Riizgarsiz havaya rastlayan pisirime ‘tonuk’ denir ve bu kaplar
cabuk aginir. ‘Ugiiniir’ denilen, riizgarin siddetli estigi zamanlarda yapilan pisirimde, kiimenin
disinda, oksijenden dolayi sicaklik arttig1 icin riizgérla daha fazla temas eden kaplar, parlar; bu
olaya ‘silak’ ad1 verilir (Cizer ve Yarol, 2005)”. (Resim 2).
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Resim 2: Gokeyiip Kasabasinda Agik Ateste Pisirim.

Kuru odunlarin toprak zemin tizerine yerlestirilmelerinden sonra, tiriinler odunlarin tizerine
orta kisitmdan baglayarak dairesel bicimde bag agagiya ve birbirine dayanarak dizilir. Giiveglerin
i¢ kistmlar1 digariya, yan kisimlari yere gelecek bi¢imde dizilmeye devam edilir ve iistlerine bir
sira odun yerlestirilir. Odunlar dizildikten sonra ¢ali ¢irpilarla tiriinler kapatilarak, riizgarin gel-
digi yonden odunlar ateslenir. Yaklagik 15-20 dakika siire i¢inde ¢omlekler tizerinde pisirimin
tamamlandig1 anlamina gelen renk degisimleri olugmaya baslar ve uzun kancali sopayla yanan
odunlar yan tarafa taginir. Pismesi tamamlanan {iriinler ates icerisinden alinarak esek diskisi,
talag veya samandan olusan mekan iizerine atilir. Uriinlerin yaldizli agik saridan, yaldizli koyu
sartya doniigmesini saglayan dumanl (rediiksiyonlu) ortam en iyi esek diskisi ile saglanmakta-
dir. “Pigirimden sonra kaplar, sicakken kiimeden alinarak giibreyle karistirilmig samana atilir.

Bu arada kabin yiizeyinde meydana gelen indirgenme olay1 nedeniyle kaplarin rengi koyulasir

ve piriltili bir gériiniim alir (Tiiredi Ozen, 2001)”. (Resim 3).
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ELAZIG / USLU KOYUNDE ACIK ATESTE PiSiRIM

Uslu Kéyii, Elazig 1li Sivrice ilgesinin 25 km giineybatisinda yer almaktadir. Kéy, Anadolu'nun
onemli bir seramik merkezi olarak bilinir. Tiirkiyedeki diger ¢omlekgilik merkezlerinde oldugu
gibi, tipik bir sekilde bu kdyiin iiretiminde de azalma vardir ve giiniimiizde sadece iki aile tireti-
me devam etmektedir. Uslu Kdyiiniin ekonomisi tarim ve hayvanciligin yani sira ¢canak-¢omlek
tiretimine de dayanmaktadir. Mevcut kaynaklara gore, ¢dmlekgilik 100 y1l 6ncesine dayanur.
Koyiin ¢evresinde benzer herhangi bir ¢anak ¢omlek gelenegi yoktur. Genellikle ¢anak ¢omlek
tiretimi haziran ayinda, bahar yagmurlarindan sonra baslar ve eyliil ayina kadar devam eder.

Pisirim siireci ise, agustos ay1 ortasinda baslar ve ekim ay1 baglarinda biter.

“Koy civarinda acik hava pisirimine uygun riizgirin oldugu bes yer vardir. Bu yerler, harman
yapma alanina benzeyen ve ‘¢comlek harmanr’ adi verilen, pisirme amaciyla diizlestirilmis yu-
varlak alanlardir. Evlerine yakin bu alanlardan birinde, bir, bazen iki aile ¢dmleklerini birlikte
pisirir. Pisirim i¢in lazim olan odunu temin etmek, ¢émlek yiginini pisirime uygun sekilde istif-

leyip, dizmek ve pigirme isini yapmak evin erkeklerinin gorevidir.

Erkekler pisirimden bir giin 6nce odunu, tutusturuculari, kuru yapraklari ve tezegi getirir.
Comleklerin tasinmasina ve istiflenmesine, pisirme siireci tam olarak baglamadan 6nce, safak-

tan biraz sonra baglanir ve 1,5-2 saat siirer. En gencinden en yaslisina kadar biitiin aile tiyeleri

¢omleklerin depodan pisirme yerine taginmasina yardim eder ve ailenin en yashs1 ¢émlekleri
agir agir dizer. (Ertug, 2004)”. (Resim 4).
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Resim 4: Uslu Koyde Agik Ateste Pisirim.

Baz aileler ¢omleklerini pisirme yerine bir gece 6nceden getirir. Comlekler ters gevrilir ve
bu sekilde birbirlerinin iistiine sirayla konur, sonra da odunlar bu siralarin arasina dikey olarak
yerlestirilir. ‘Yigma’ denen bu ¢omlek yigin1 3-4 m. ¢apli ve 120-140 cm. yiikseklige varabilen

bir alani kaplar.

Aile buyigt erkek, sicaklik ve havanin ¢omlekler arasinda esit bir sekilde dagilacagindan
emin olana kadar ¢émlek yiginini yerlestirir. Ortasina oldugu kadar tepeye ve kenarlara yer-
lestirilen ¢omleklere de esit sekilde sicaklik saglamak amaciyla; pisirim Oncesi tepe ve kenar
kisimlarina 6nceki pisirimlerden kalmis ¢émlek kiriklar: yerlestirilir ve yigmanin tepesine ve
dis tarafina daha fazla yakacak konur. Daha sonra da tepe kismu dallar, kuru yapraklar ve kalin
bir tezek tabakasiyla ortiiliir. Geven gibi ¢abuk tutusan bitkiler alta yerlestirilir ve cesitli yerler-
den y181n tutusturulur. Ates biitiin bir giin ve gece boyu yanar ve miiteakip giiniin sabahi biitiin

aile yigmanin ¢evresinde toplanir. Istifleme isini yapan aile biiyiigii sokiim iglemine baslar ve
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Resim 5: Uslu Koyde Agik Ateste Pisirim.

her bir pargay: catlak ve pisme hatasi olup olmadigini gozleriyle ve eliyle vurarak kontrol eder.

Comleklerin bir kismi hala sicak oldugundan yigmay: sékme islemi birkag saat stirer (Resim 5).

Siyah lekeler pisirimin iyi oldugunun isaretidir ama tamamen siyahlagsmis olanlarin iyi pis-
medigi distiniiliir ve bir kenara ayrilir. Kirtk ¢dmlekler, ya bir sonraki pisirimde kullanilmak
tizere ya da baca veya bina ingasinda faydalanmak amaciyla saklanir. Kalani da tepeden asag1

atilir. Cogunlukla ¢émleklerin neredeyse yarisi ya kirilir ya da iyi pismez (Resim 6).

Resim 6: Uslu Koyde Agik Ateste Pisirim.

ACIK ATESTE PISIRIM TEKNIGININ UYGULAMALI OLARAK ARASTIRILMASI

Acik ateste pisirim teknigi i¢in, ¢ok fazla duman ¢ikisi olacagindan dolay: sehir merkezinden
uzakta iyi riizgar alan sakin bog bir alan se¢ilmistir. Bos alanda zemin temizlendikten sonra
zemin lizerine ince aga¢ dallarindan olusan ¢ali ¢irpilar serilmistir. Yanmayi kolaylastirmak i¢in
¢ali cirpilarin arasina burusturulmus gazete kagitlari, bunlarin tizerine de seramik formlar yer-
lestirilmigtir. Biskiivi pisirimi yapilmis seramik formlarin tizerine, renk efekti vermesi icin bakir
siilfat ve nikel siilfat serpilmis, metal tuzlarin tizerine de ince ¢am talag1 dokilmistiir. Talagin
tizerine ikinci bir kat ¢ali ¢irpidan olusan yiginlar konmus ve ¢alilarin arasina en iiste gelecek
sekilde ciralar yerlestirilmistir. Bir gazete kigidi pargasiyla tist kisimdan ¢iralar tutusturulmus
ve pisirim baglatilmistir. Tutugan ¢iralar hizli bir sekilde yanarak gazete kagitlarini tutusturmus,
gazete kagitlarinin hizli yanan alevleri ise talas ve galilarin yanmasina sebep olmustur. Ik iki
saat hizl1 bir yanma gerceklesmis, sonrasinda ise yiginin yavag yavas yanmast i¢in beklenmistir.
Yaklasik dort saat siiren pisirim sonunda, tizerlerinde kiil parcalar: kalan formlar agiga ¢ikmis-
tir. Kl yigininin icinden masayla dikkatli bir sekilde alinan formlar, sogumaya birakilmistir.
Soguyan formlar yikanarak tizerlerinde olusan kalintilardan temizlenmistir. Tamamen kuruyan

formlar seffaf ayakkabi parlaticisi ile cilalanarak parlatilmistir (Resim 7-8).
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Resim 7: Acik Ategte Pisirim Teknigi ile Uretilmis Formlar ve Pano, Hasan BASKIRKAN, 2009
Resim 8: Agik Ateste Pisirim Tekniginin Uygulamali Olarak Arastirilmas:.
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Dumanl: Pisirim Tekniklerinden biri olan A¢ik Ateste Pisirim Teknigi, sirsiz seramik yiizey-
lerde sir etkisi elde etme olanaklar1 sunmaktadir. Agik Ateste Pisirim Tekniginin her asamasi
zahmetli ve uzun siiregler almasina ragmen, yiizey tizerinde olusturdugu dokusal etkiler nedeni

ile elde edilen sonuglar oldukea ilgi ¢ekicidir.

Agik Ateste Pisirim Tekni8i ile denemeler yapilirken, uygulama i¢in bu konuda tretilmis
olan drnekler incelenmistir. Bu ¢alisma icin, elde edilen bilgiler dogrultusunda pisirime uygun,
yalin formlar tasarlanmistir. Pisirim tekniginin dogallig da géz 6niinde bulundurularak amorf,
tag goriinimiinde formlarin tasarlanmasina dikkat edilmistir. Dékiim yontemiyle sekillendi-
rilen formlarda, vitreous china ¢gamuru kullanilmustir. Biskiivi pisirimlerinden sonra formlara

akitma yontemiyle beyaz opak sir uygulanarak 10000C sicaklikta sir pigirimi yapilmigtir.

Yapilan bir ¢ok denemenin sonucunda Agik Ateste Pisirim Tekniginde, ¢gamurun pisirim
rengi, pisirim derecesi, biskiivi pisiriminin hangi sicaklikta yapildigs, ateg alaninin 6l¢iisti, odun
parcalarinin, dallarin, talagin, metal tuzlarinin miktari, tane boyutlar1 ve atesin yanma siiresi
gibi parametrelere dikkat edilmesi gerekmektedir. Farkli agag talaglari ile yapilan denemelerde,
her aga¢ talaginin farkli etkiler verdigi ve dumanli pisirimler i¢in en uygun talas cinsinin mese
agacindan elde edildigi gézlemlenmistir. Insanoglu eski donemlerde dumanl pisirimi seramik
triinlerine belirli bir dayaniklilik kazandirmak amaciyla uygulamistir. Giinéimiiz seramik sa-
natcilar1 ise dumanli pigirim tekniklerini sanatsal bir gértiniim elde etmek i¢in, biskiivi pisirim-
leri yapilarak dayaniklilik kazandirilmis seramik formlar {izerine uygulamaktadir. Giintimiizde,
yurtdisinda ¢ok sayida seramik sanat¢isi dumanli pigirim tekniklerini kullanarak ¢alismalarin
stirdiirmektedir. Yapilan aragtirmalarda, iilkemizde yakin tarihe kadar dumanl pisirim teknik-
lerinin ¢ok sik kullanilmadi8y, ancak son yillarda raku ve sagar pigirim tekniklerinin yayginlag-
t1g1, fakat Acik Ateste Pisirim Tekniginin, zorunlu olarak kullanan ¢dmlek¢i merkezleri disinda
¢ok fazla kullanilmadig: goriilmektedir. Teorik arastirmalara dayali uygulama ¢alismalari, du-
manli pisirim tekniklerinden A¢ik Ateste Pisirim Tekniginin, iiriinlere sanatsal bir ifade kata-

bilmek amaciyla, alternatif bir pisirim teknigi olarak kullanilabilecegini ortaya koymaktadir.
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“OPEN-FIRING IN SORKUN VILLAGE,
GOKEYUP TOWN, USLU VILLAGE IN TURKEY and
A NEW PROPOSAL ON THIS SUBJECT”

Lect. Hasan BASKIRKAN™

ABSTRACT

Until the invention of kilns, human beings have fired their clay forms with com-
bustive materials. The ancient potters necessarily used smoke firing until cera-
mics technology completed its development. Primitive open-firing are still in use
in many regions in the world. The reason why potters using primitive pottery met-
hods prefer open firing techniques is having limited facilities. Open-firing tech-
nique and simple kiln firing technique’s basic fuel is agricultural waste. Sorkun
Village locates in Central Anatolia Region in Turkey, 12 km away from town of
Eskisehir Mihallic¢ik. In this village pots are produced by traditional methods. At
the end of the firing interior of the products are becoming black. This blackness
results from a chemical incident and fixes on the product. These black casseroles
are typical produced in Sorkun. For centuries in Aegean region of Turkey, 40 km.
far from the town of Manisa Salihli Gokeyiip, production continues preserving
the primitive production methods. Another region in Turkey applying open firing

technique is Uslu locates in Sivrice-Elazig.

In this study, some pottery centers was told (such as Sorkun Village, Gokeyiip
Town and Uslu Village In Turkey) using open-firing technique was established.

Finally, experimental studies and a new proposal were carried out on this subject.

Keywords: Ceramic, Open Firing, Sorkun, Gokeyiip, Uslu.

*
Anadolu University Faculty of Fine Arts, Eskisehir /| TURKEY
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INTRODUCTION
OPEN-FIRING IN SORKUN VILLAGE / ESKISEHIR

Sorkun village is located at Eskisehir’s Mihaligcik town, which is at Central Anatolia region,
and production of pottery is still made with traditional methods at this town that is 12 km far
from Mihaliggik.

The ground must be dry since the process of pottery firing at Sorkun village is made at outdo-
or. Only in one direction of the strong windy days are selected for firing. Sometimes it is obser-
ved that several families’ potteries are fired together at a place called “killik” “At this process;
around 500 potteries are fired together, firstly dry straw and sawdust are laid on ground. On
those, potteries are set upside down in single fire, some straw are put inside of them and potte-
ries are placed side by side (Giiner, 1998)”. 1t is important to place the opening part of potteries
as sit on the ground completely. Some wood are placed on the potteries and fired from the side

that wind blows. A fire started and end-to-gently sloping land is carried out step by step until

the end. During the firing process fire is controlled consistently. At the end of firing inner parts

Figure 1: Open Firing in Sorkun Village.



of the products are turned into black. This blackness occurs as a result of a chemical process and
is fixed on the product. Blackened products are very typical features of the stews, which are pro-
duced at Sorkun village. When firing is completed, potteries are taken back with “seykel” that is
a kind of sticks with hooks at the end. “Meanwhile some wood is added to the parts where fire
burns out. Potteries get cold in a short time, within 2 or 3 hours by the effect of wind and can be
taken from the fire (i.e. Geng et al., 2001)”. (Figure 1).

OPEN-FIRING IN GOKEYUP TOWN / MANISA
The village of Gokeyiip governed by Karatas Settlement 40 km from District of Salihli in Ma-

nisa, has been maintaining the technique of primitive production over the centuries.

“The pots which are thoroughly dried in their words “tepinen” are fired for one hour in a fire
started in windy weather by piling the pots on top of each other in the open with pieces of sticks
and wood at a certain place in the garden or the yard of the home called “kap pisirecegi yeri”
Firing on unwindy weather is called “tonuk” and these pots are worn out (iigiiniir) quickly. In
firings carried out under strong winds, the pots that come into contact with the wind outside
the pile shine. Temperature increases because of oxygen. This phenomenon is called “silak” (i.e.
Cizer and Yarol, 2005)’. (Figure 2).

Figure 2: Open Firing in Gokeytip Town.

After placing the dry woods on the ground, products are set on woods beginning from the
middle part with circular form upside down and touching each other. Stews are placed by tur-
ning inside parts to outside, side parts to the ground and then a row of woods is set on them.
After woods are placed and products are covered with sticks and twigs, the woods are fired by
the way wind blows. In 15-20 minutes time, some color changings are formed on the potteries
which means the firing process is nearly finished and with long hooked sticks, fired woods are
carried to side. After completing the firing stage, the products are taken from fire and throwed
to the area where a combination of sawdust, straw and donkey faeces is found. The best smoky

(reductioning) platform is provided with donkey faeces, which turns the products from gilded

light yellow to gilded dark yellow. “After firing, the pots are taken from the pile when hot and
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are thrown into hay mixed with manure. In the meantime, the color of the pots becomes darker
due to the reduction occurring on the surface of the pots and the pots take on a glittering appe-
arance (Tiiredi Ozen, 2001)”. (Figure 3).

OPEN-FIRING IN USLU VILLAGE / ELAZIG

The village of Uslu, is located 25 km southwest of the town of Sivrice in Elazig Province. In
this village, is known as an important pottery center in Anatolia, the number of manufacturer
family members have decreased into just two families unfortunately a typical situation in other
traditional pottery centers in our country. The economy of Uslu village was based on agriculture
and animal husbandry as well as pottery production. According to available sources pottery da-
tes back to 100 years ago. There is no pottery tradition at the surrounding area. Usually pottery
production starts “after the spring rains’, in June and continues until late September. The firing

process starts in mid-August and ends in early October.

“There are about five places around the village where the wind is sufficient for open-air fi-
ring. These are round spaces flattened especially for firing, and called ‘pottery threshing’ areas,
similar to cereal threshing. One, and sometimes two, families fires their pots together in one of
these places, close to their home. It is the men’s task to find the necessary firewood, arrange the

pile of pots for firing and to do the firing. The men bring the wood, tinder, and loads of dried

leaves and dung cakes a day before firing (Ertug, 2004)”. (Figure 4).

Figure 4: Open Fir-ing in Ul-ukijy Village. -

The carrying and piling of the pots is started just after dawn and took nearly 1.5 to 2 hours
before the firing process actually starts. All family members from the youngest to the elders
help to carry the pots from storage to the firing area, and usually an elderly man slowly places
the pots in a pile. Some families carry the pots to the firing area the night before. The pots are
turned upside down and superimposed one on top of another, and firewood is placed vertically
in between these rows. The piles of pots cover an area 3- 4 m in diameter, and up to 1.20 to 1.40
cm high. The man of the family arranges and re-arranges the pile until he is satisfied that the air

and heat can reach all the pots evenly. To provide even heating for the pots, those stacked on the
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Figure 5: Open Firing in Uslukoy Village.



sides and top as well as in the center, the top and sides are covered with broken pots of previous

tirings and more fuel-wood is put on the outside and top of the pile (Figure 5).

The top is then covered with branches, dry leaves, and a heavy layer of pieces of dung. Tinder
plants, such as Astragalus, are placed at the bottom, and set fire in several places. The fire is kept
burning for a day and a night, and the following morning, all the family gather around the pile.
The man who made the pile started to take it down, and checked each piece by eye and by tap-
ping it for cracks and melting faults. As some of the pots are still warm, it takes a few hours to
take the whole pile down. Black spots are an indication of good firing, but totally black vessels

are considered not well fired and put aside. Most of the broken items are saved, either to be used

in the next firing or for reuse in chimneys or in the buildings. The rest are thrown away down
the hill. Most of the time about half of the pots are either broken or not well fired (Figure 6).

Figure 6: Open Firing in Uslukoy Village.
EXPLORING THE OPEN-FIRING TECHNIQUE BY PRACTISING

For open firing technique because there would be a smoky output, an empty, quiet and windy
area was chosen far from city center. After cleaning the ground at the empty area, sticks and
twigs which are formed from thin tree branches were laid on the ground. To ease the firing,
some crinkled newspapers were put between sticks and twigs, and then ceramic forms were
placed on them. To give a color effect, cooper sulfate and nickel sulfate was perfused on biscuit
ceramic forms and thin pine sawdust was poured on metal salt. A chunk made of sticks and
twigs were put on sawdust as a second layer and between them firewoods were placed on the
top. With a piece of newspaper firewoods were kindled from top and firing was started. Flamed
firewoods kindle newspapers quickly and the flame of them caused sawdust sticks and twigs
burn. For two hours a rapid firing was occured and then it was excepted that the chunk to be
burned slowly. At the end of firing, lasting nearly four hours, forms came oft with ash pieces on
them. Forms were taken from ash chunk carefully with the help of a tong and were leaved for
cooling down. After cooling process, forms were washed to clean from residuals. Forms that

were totally dried and became shiny by polishing with a transparent shoes paints (Figure 7-8).

RESULTS and DISCUSSION

As one of the smoke firing techniques, open firing technique provides possibilities of gaining
glaze effects on the ceramic unglazed surfaces. Although each step of open firing technique
needs labor and takes long time, obtained results are quite interesting due to the textural effects,

which are formed on the surface.

While experimenting open firing technique, examples that are produced on the concept for
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Figure 7: Open Firing Technique Forms and Wall Panel, Hasan BASKIRKAN, 2009.
Figure 8. As an Applied Research of Open Firing Technique.
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the application were examined. For this study, towards the information obtained, simple forms
were designed suitable for firing. It was paid attention to design amorphous forms that look like
stone with considering the matureness of firing technique. Vitreous China clay was used for the
forms designed with moulding method. After bisque firing, white opaque glaze was applied to

forms with pouring method, and glaze firing at 10000C was done.

As a result of many experiences, some important points about open firing can be ordered
like this; firing color of clay, temperature of firing, temperature of which bisque firing is done,
measurement of fire area, amount of wood pieces, branches, sawdust, metal salts, size of pieces
and duration of burning fire. At the practices which were done with different types of tree saw-
dust, it was observed that each type of tree sawdust has different effects and the most suitable
sawdust type for smoke firings was obtained from oak tree. At past, human beings were used
to apply smoke firing to ceramic products in order to gain strength to them. Today’s ceramic
artists apply smoke firing techniques to get artistic appearance to ceramic forms, which are gai-
ned strength by doing bisque firing. Nowadays, many ceramic artists abroad, keep on executing
smoke firing techniques at their designs. At the researches done, it can be observed that; smoke
firing techniques was not used so often in our country recently, but at last years raku and saggar
firing techniques becomes widespread as open firing technique is not applied too much except
pottery centers which are using this technique as an obligation. For the applications based on
theoretic researches, as one of the smoke firing techniques, open firing technique can be used as

an alternative firing technique to gain an artistic expression to the products.
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OZET

Hindistan / Mumbaide, Asyanin en biiyiik varoslarindan biri olan Dharavide
bugiin, hayalleri zorlayacak kadar ilkel kosullarda “yasayan” ve ¢omlek yaparak
gecimini stirdiiren yaklasik 1500 aile vardir. Burada, daracik bir mahallenin icine
stkismigs dev boyutlarda bir seramik endiistrisi yasar. Geleneksel temellere dayansa
da, yapilan tiretim tamamen giiniin ihtiyaglarina yoneliktir. Bu bélgenin iiretimi-
ni incelenmeye deger kilan ise, ortaya ¢ikan iiriinler degil, insani hayrete diisiiren

calisma sistemi, kosullari ve ortamidir.

Boylece Dharavi ¢omlekgiligi, insanoglunun seramik ile kurdugu ilk birlikteligin
ilkel dogasinin ¢agimizda belli toplumsal yapilara nasil uyarlandiginin tekrar tek-

rar incelenmesini gerektiren bir “durum” sunmaktadir.

Anahtar Kelimeler: Dharavi, Kumbharwada, Mumbai, Geleneksel Comlekgilik.
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GIRIS

DHARAVI

Dharavi, Hindistan'in Maharastra Eyaleti'nin bagkenti Mumbaide, yer almaktadir. 19. ytizyil-
da sadece “Koli” balik¢ilarinin yasadig1 ada cografyasindaki bu bolge, tizerinde tropik bitkilerin
yeserdigi bir batakliktir. Dogusunda yer alan Sion bdélgesinde bir baraj kurulmasinin ardin-
dan kurumaya ve balik¢ilik giderek yok olmaya baglamstir. Patlatilan tepelerden elde dilen tas
toprak, ev ve fabrika atiklari ile doldurulmus, hizla artan niifusa ve yeni topluluklarin buraya
go¢ ederek yerlesmesine uygun bir alan haline getirilmistir." Bélgeye ilk go¢ edenler, Gujarat
eyaletinden gelen ¢émlekgiler ile Maharastra eyaletinin Charmarkar kastina ait deri tabaklayi-
cilar1 olmugtur. Ardindan, Uttar Pradesh’ten gelen nakis ustalar1 buraya yerlesmistir. Ayni za-
manda bu bélgeye Andra Pradesh, Karnataka ve Kerala bolgelerinden gelmis olan ¢émlekgiler
de yerlesmis ve bélge ayrica Bihar ve Orissa eyaletlerinden de yiiksek oranda go¢ almugtir.”
19. yiizyilin sonlarinda ise Tamil Nadu boélgesinden genis sayida deri tabaklama is¢isi ve tath
imalatcis1 gogii olmu§tur.3 Ancak bolge, gercek anlamda yogun bir niifus akisini 1920 yilinda
yasamigtir. Bolgede, basta geri doniisiim, deri boyama, tibbi dikis ipligi tiretimi, nakigli/nakigsiz
tekstil, camagirhane ve ¢omlekgilik olmak tizere yaklasik 5.000 i alan: vardir. Ancak bu dev ma-
halle, hiikiimet tarafindan goz ard1 edilmesine ve yeterli hizmeti alamamasina kargin, yaklasik
15.000 atolyesi, yogun is kapasitesi ve ekonomik 6nemi dolayisiyla yerel yonetimler tarafindan
desteklenmektedir. Mumbaideki plastik atiklarin % 80’i Dharavide geri doénistiiriilmektedir
ve bu sektérde, bityiik cogunlugunu ¢ocuklarin olusturdugu yaklasik 10.000 is¢i ¢aligmaktadir.
Hastanelerin tibbi atiklar1 dahil, eritilip tekrar degerlendirilebilen her tiir hammaddenin geri

= =

g _ =y donustiiriildigi Dharavi, bu konu-

= yu sagirtic1 boyutlarda gelistirmesi
ve yogun is kapasitesi dolayisiyla da
- sehrin “yesil cigeri” olarak adlandi-

rilmaktadir.

Cok detayl1 istatistiksel bilgi-
ler olmamasina karsin kaynaklar-
da Hindistan niifusunun yarisi ile
4/3’tinlin gecekondularda, sokakta,
_ _ _ barinaklarda veya diisitk standartl
Resim 1 . mekanlarda yagadiklar1 belirtil-
mektedir. 2011 yili niifus sayimina gore iilkede 1.21 milyar kisi yasamaktadir. Bu da diinya nii-
fusunun %17’sine isaret etmektedir. Diinyanin en kalabalik ilk ii¢ tilkesi arasinda kabul edilen
Hindistanda niifus yogunlugu elbette 6zellikli olarak 6n plana ¢ikmakta ve iilkenin genel yapist
tizerinde belirleyici bir rol oynamaktadir. Gecekondular ise toplam sehir alaninin % 8’ini kap-
lamaktadir. (Resim 1)

1
ENGQVIST, J. H. ve LANTZ, M. Ed., (2009), Dharavi Documenting Informalities, The Royal University College Of Fine Art &
Architecture Academic Foundation, Yeni Delhi, Hindistan, s. 44-52.

2
SHARMA, Kaplana (2000), Rediscovering Dharavi, Yeni Delhi, Hindistan, s. xxxi.
SHARMA, Kaplana (2000), s. xxii.
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Bir metropol olarak toplam niifusu 21 milyon olan Mumbai * halkinin %67’si Hindu, %18,5’i
Miisliiman, %5’i Budist, %4’ii Cayna ve %3,7’si Hiristiyanidir. > Dharavide ise, her biri kendi
icinde karmagik farkli sosyal yapilara ve hiyerarsik sistemlere sahip 85 kiigiik topluluk yasa-
maktadir. Dharavi niifusunun biiyiik cogunlugu ‘paraiyar’ ¢ kastindandir ve Hiristiyanlar, Miis-
limanlar ile Budistler azinliktadir. Sion, Bandra, Kurla ve Kalina banliydleri arasinda yer alan
Dharavi, diinyadaki en biiyiik gecekondu mahallelerinden biridir ve hatta birka¢ yil dncesine
kadar da Asyadaki en biiyiik gecekondu mahallesi olarak kabul edilmistir. Ismini, sehrin balik¢1
halkini koruyan Ana Tanriga “Mumba-Deviden alan Mumbai'nin (Ingilizlerin 1800’lerin orta-
sinda inga ettikleri) en 6nemli iki demiryolu hatt1 olan Bat1 ve Merkez tren istasyonlar1 arasinda
bulunan Dharavi, bir gecekondu mahallesi olmasina karsin son derece merkezi bir konuma

sahiptir. (Resim 2)
r Bolgenin kuzeyinde bulunan “Mithi” nehri, “Mahim” deresi

aracilifi ile Arap denizine dokiilmektedir. Bu dar drenaj sistemi
dolaysi ile Dharavi, 6zellikle Muson dénemi gibi yiiksek yagis
alan sezonlarda sik¢a yasanan su baskinlarindan zarar gormekte-
dir. Toplam 210 hektar alana yayilan, saptanabilen niifusu en az 1
milyonun tstiinde olan ve genis is kollari ile dikkat ¢ceken bir yer-
lesimdir. ” Niifusunun % 80’i Dharavideki atélyelerde caligirken,
sadece % 20’isi mahallenin disinda bir is yerinde ¢alismaktadir.
Diinyanin birgok yerinde bu oran tam tersidir.

Ev kiralar1 Dharavide 2006 yilinda aylik 4$ iken, konumu dolay1-
siyla giintimiizde aylik 30$ ile 80$ arasinda degismektedir. Ayni
zamanda evlerinin odalarini kiraya verenlerin sayis1 da olduk¢a
tazladir. Boylece, ev kiralar1 diinyadaki en yiiksek kira seviyele-
rinde olan bagkent Mumbai'nin merkezinde yer almasina ragmen
diisiik kira rayicine sahip olan Dharavi, i§ aramak i¢cin Mumbai'ye
gelen fakir kesime oldukga cazip bir yerlesim alani olugturmak-

tadir. 8

Danny Boyle'un diinya ¢apinda iin yapan ve 2009 yilinda sekiz
dalda Oscar 6diiliine layik goriilen “Slumdog Millionare” adli filmi ile tiim diinyanin dikkatle-
rini tizerine geken Dharavi, Mumbai’deki 2000 gecekondu mahallesi arasinda en biiyiik ilk dort
igerisinde yer almaktadir. Aslinda Dharavi, Hindistan'in genel toplumsal yapis ile birebir ortii-
sen kiiciik 6lgekli ancak gok anlatimli bir yagam alani 6rnegi sayilabilir. 1440 kisiye bir tuvaletin
ve bir metre kare alana yaklagik 4 kisinin diistiigi, tek bir devlet hastanesinin bile olmadigy,
sadece 12 mahalli okulun yer aldig1 bu endiistriyel gecekondu mahallesinde, aritilmamis insan

ve endiistri atiklar1 agik kanalizasyonlardan akmakta, sular sik sik kesilmekte ve kolera, tifo,

ENG http://www.indiaonlinepages.com/population bai-population.html, erisim tarihi 03 Haziran 2012.

YUKSEK, Ozcan (Agustos 2009), Miicevher Yolu Hint Hazinesi, ATLAS-Aylitk Cografya ve Kesif Dergisi, Say1 197,s. 96
Hindistan'in Tamil Nadu ve Kerala eyaletleri ile Sri Lankada bulunan, atalar: dokumacy, ¢ift¢i, biiyticii ve astrolog olan bir sosyal grup.

SHARMA, Kaplana (2000), a.g.e., s. xxvii.
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sitma gibi hastaliklar yaygin olarak goriilmektedir. Bolgenin yasal olmayan konumu dolayisiyla
devletten yardim alamayan halk, toprak mafyasi, su ve elektrik kesintilerinden dolay: biiyiik
zarar gormektedir. ° Ayrica, tehlikeli olusu dolaysiyla polisin giremedigi Dharavide 1980’lerin
ortalarinda sug orani zirveye ulagmistir. Kagak igki iireticilerinin kapsamli bir baskin sonucu
dagitilmasi, bolgede radikal kutuplagsmalar: beraberinde getirmis ve ilk defa Miisliimanlar ile

Hindular arasinda anlagmazlik ve ayrilik ortaya ¢ikmistir.

Evden ¢ok, “yigint1”lar1 andiran baraka “ev”lerin hemen yani basinda yiikselen modern bi-
nalar, Dharavideki biiyiik degisimin habercisidir. Kagak, derme ¢atma yapilarin gelisen sehrin
merkezinde kalmasi ile birlikte, 2004 senesinde sehrin 6nde gelen yoneticileri, Hintli mimar
Mukesh Mehta'min " onderliginde bu merkezi yerlesim alaninin kontrol altina alinmasini plan-
lamiglardir. Bu proje ile bolge sakinlerinin 2013 yilina kadar daha uygun alanlara yapilacak olan
toplu konutlara tasinmalari ve is merkezi, plaza ve aligveris merkezi niteligindeki gokdelenlerin
bu bolgeye insa edilmesi gerektigi kararina varmistir. Ancak ekonomik kriz dolayisiyla bu plan
o donemde kismen askiya alinmig, fakat ayn1 donemde bu plan dogrultusunda Mumbai oto-
riteleri bolgenin ilk etapta Ganpat Patil kismindaki izinsiz yapilarin yikimina baslamis ve bu-
radan tahliye edilen yaklasik 10.000 kisinin nerede yasayacag: belirlenmemistir. Bu gelismeler
Dharavi sakinlerinin ig yasamlarini hizli bir gekilde etkilemis ve ters go¢ baslamistir (yaklagsik
100.000 go¢gmenin Dharavi'yi terk ederek Uttar Pradesh ile Bihar bilgelerine go¢ ettigi tahmin edil-
mektedir). 2010 yilina gelindiginde ise projenin uygulanmasi i¢in tekrar ¢alismalar baslatilmis-
tir. Ancak SRAnin (Slum Rehabilitation Authority) ' Dharavi sakinlerini yerlestirilmek iizere
tasarladig1 ¢ok katli binalar, aralarinda gegisin ve ¢apraz havalandirmanin olmadigi, herhangi
bir sosyal yapinin dikkate alinmadig1 son derece iptidai bir ¢6ziim olarak goriilmiis ve yatay
gecekondularin yerine dikey gecekondularin inga edilecegi sorunu giindeme gelmistir. 2

Aslinda tiim bu rehabilitasyon planlar1 yapilirken goz ardi edilen en énemli nokta, bura-
da nesillerdir yasayan, ayni zanaat: siirdiiren, sanatini ¢ocuklarina aktaran ve ailecek caligarak
kiigiik atolyelerinde ¢ok yiiksek miktarlarda {iretim yapan Dharavi sakinlerinin yeni yerlesim
planlarinin da yasam tarzlarina uygun olmasi gerektigidir. Dharavide yasayanlar, atélye isle-
rini yapmay siirdiiremeyeceklerini, tim aile 20 m” ’lik evlerde yagsamaya zorlanacaklarini ve
tretimlerinin sekteye ugrayacagini bildikleri i¢in herhangi bir “gelistirme” planina ilgi goster-
memektedirler. > Bugiine kadar hiikiimetlerinin onlara destek olmamasi, onlar1 problemlerini
kendi kendilerine ¢6zmek zorunda birakmis, boylece “tek baglarina ayakta durabilme” yetenegi
gelistirmislerdir. Bu nedenle bu kez de kendilerinin uygunsuz alanlara yerlestirerek, topraklari-
nin daha karli islere yatirim yapilmak i¢in kullanmasinin amaglanmas: Dharavide yasayanlarin

tepki gostermesine neden olmaktadir.

9
THOMPSON, Harvey, 13 Haziran 2009, “The Reality of Life in Mumbai’s Dharavi”, ICFI (International Committee of the Fourth
International). http://www.wsws.org/articles/2009/jun2009/mumb-j13.shtml, erisim tarihi 03 Haziran 2012.

10

JACOBSON, Mark (May:s 2007), Golge Kent Dharavi, National Geographic, Say: 73, s. 114.
11

Gecekondu Islah Dairesi

12
TIRANI, Neha (12 Aralik 2010), “The SRA is further slumming the city”, Sunday Times of India, http://dharavi.org, erisim tarihi 03 Haziran 2012.

01/07/2009 tarihinde ¢omlekgilerle yapilan goriisme, Dharavi.
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DHARAVI-KUMBHARWADA COMLEKCILIGI

Comlekgilik, Hindistandaki en eski zanaatlardan biridir. Hatta diinya iizerindeki en erken
¢comlekgilik 6rnekleri ve Antik donemin ilk sirli ¢omlekleri de “Hint Vadisi’nde bulunmustur.
O dénemlerden bu zamana, kendilerine has teknik, dekor ve bigimleri ile diinyaca taninmig
baslica Hint seramik iiretim merkezleri, Delhi ve Jaipur (mavi turkuaz ¢omlekler), Alwar (kagit
inceligindeki “Kagazi” ¢omlekler), Kashmir (yesim rengi ¢omlekler), Nizamabad (giimiis bezemeli
vazolar), Chunar (kirmizi ¢omlekler), Kangra Vadisi (isli pisirilmis kirnmizi terra kotta iizerine
beyaz astar bezemeli ¢émlekler), Burhanpur (koyu kahve zemin iizerine agik sar1 bezemeli ¢Om-
lekler), Vellore- Kuzey Arcot-Kumbhakonum (mat koyu kahverengi ve berrak ziimriit yesili sirli
kaplar), Madura (sar1 toprak astar ile bezenmis siyah ¢omlekler), Harappa (pismis kilden oyuncak
ve figiirinler) " vb.dir. Tiim bu iiretim merkezlerine kdyler ve kasabalar da dahil edilerek ¢cok

genis kapsamli bir liste olusturmak miimkiindiir.

Bir Hint efsanesine gore Tanr1 Siva ilk esi Tanrica Sati ile evlenirken, téren i¢in ¢ok gerekli
olan seramik kaplarimin olmadigini fark eder. Bunun iizerine kolyesinden iki tane boncuk ¢ika-
rir ve birini erkek, digerini de kadin ¢omlek¢iye doniistiiriir. Boylece kumbhar adini verdigi ilk
¢omlekeiler dogmus olur. Bu efsaneye gore ¢comlekgiler, tanrilar kadar eski bir gegmise sahiptir.
"> Bagta evlilik olmak iizere pek cok festival, kutsal toren ve kutlamada kil ¢omlek kullanmak
Hindistanda geleneksel bir aligkanliktir. Dolayisiyla, her ne kadar kirilgan, tiretimi maliyetli ve
zahmetli ¢omleklerin yerini plastik ve metal gibi malzemelerden yapilmis alternatifleri her giin
biraz daha fazla aliyorsa da, geleneklerine son derece bagh Hintlilerin kiiltiiriinde “seramik’,

hayatin ayrilmaz bir pargasidir.

Hindistan cografyasi incelendiginde, ister biiyiik sehirlerde, ister kasaba ve koylerde olsun,
tilkenin pek ¢ok yerinde ¢omlekgi kolonilerinin var oldugu goriiliir. Bunun nedeni ise, gelis-
mekte olan Hindistanda, ¢émlege hala geleneksel bir ilgi duyulmasidir. Ozellikle, kuru yiyecek
saklamak, yogurt mayalamak, yemek pisirmek, su saklamak, tapinaklarda i¢inde kandil yag:
yakmak, tek kullanimlik ¢ay-kahve bardag: olarak, saksi, vazo ve dini torenlerin/festivallerin
objesi olarak kullanmak i¢in kil iirtinler halen tercih edilmektedir. Her ne kadar kagit bardaklar,
aliiminyum yogurt kaseleri, plastik su giiglimleri, suyu soguk tutmak i¢in buzdolaplari tercih
edilse de, gelismis tilkelerin mutfak malzemesi aligkanliklar: ile kiyaslandiginda ¢émleklerin

Hindistan mutfaginda hala yaygin olarak kullanildig: goriiliir.

Hindistanda karayolu ile yapilan seyahatlerde sik sik, yolun kenarina ¢dmleklerini dizmis
satig yapan ¢omlekgeiler gormek miimkiindiir. Bunlar, ufak topluluklar halinde bir araya gelmis
ve is birligi icinde ¢alisip yasayan belki de yiizlerce kii¢iik ¢émlekgi kolonisinden sadece bazi-
laridir. Comlekgilik toplum ile ici ice gegmis en yaygin ve gegerliligini inatla koruyan Hint el
sanatlarindan biridir. Geleneklerine, atalarindan gelen birikime ve alt yapilarina bagli olarak,
degisken yapr ve niifuslara sahip bu koloniler igerisinde Dharavi-Kumbharwada kolonisi en ¢ok

dikkat ¢ekenlerden biridir. Sadece ¢omlekgi sayis1 binin istiinde oldugu i¢in degil, daha 6nce

14
SWARUBP, Shanti (1968), 5000 Years of Arts and Cratfs in India and Pakistan, D.B. Taraporevala Sons & Co. Private Ltd. Mumbai, s. 227-228.

15
COOPER, 1. ve GILLOW, J. (1996), Arts and Crafts of India, Thames and Hudson Ltd., Londra, s. 15.



bahsedilmis olan mahallelerinin akil almaz giriftliginin yani sira, yasam ve {iretim kosullar1 da
benzersiz oldugundandir (Resim 3). Kumbharwada ¢omlekgilerini 6zel kilan diger bir ayricalik
ise; Dharavide biiyiik cogunluk herkesin sokaga attigini kullanmast ile tinliiyken, ¢gémlekgilerin

“yeni” bir seyler iiretiyor olmalaridur.

Resim 3 Resim 4

Yaklagik 80 yillik bir ge¢mise sahip olan bu koloni, Giiney Gujaratin Saurashtra bolgesin-
den go¢ eden ¢omlekgilerden olusmustur. Bugiin, “Kumbharwada” 16 olarak adlandirilan bol-
gede yasamaya ve caligmaya baglamadan 6nce, yasa dis1 yerlesimleri gerekge gosterilerek Gii-
ney Mumbaide iki kez yer degistirmeye zorlanmis ve daha sonra kendilerine Dharavide yer
gosterilmistir. Bugiinkii Kumbharwada da boylece, buraya ilk defa 1930 yilinda gelip ortak
¢amur havuzlarini ve firinlarini kuran ¢omlekgilerin yerlestigi, Mumbai'nin en biiyiik ¢dmlekgi
kolonisi haline gelmistir (yaklasik 30.000 kisi Kumbharwadada yasamaktadir). 4 nesildir ¢om-
lekgilik faaliyetleri devam eden Kumbharwada, Dogu Ekspres Karayolu ile biiyiik sirketlerin
biirolarinin yer aldig1 Bandra-Kurla Is Merkezi’nin yakininda bulunmaktadir.'”” Dharavinin
tiim kesimlerinde oldugu gibi Kumbharwadada da Mukesh Mehtanin “islah” planlarina sid-
detle kars1 ¢ikilmaktadir. Bolgenin sakinlerini yerlerinde ziyaret ederek zaman zaman onlarla
toplanti yapan ve yeni ¢oziim Onerilerinde bulunan Mehta, Kumbharwada ¢émlekgilerini ikna
etmek icin yilmadan ¢aligmaktadir. Bazen 500 kisinin bir araya geldigi bu toplantilarda yone-
timi temsil eden Mehta ile ¢émlekgiler arasinda sik sik tartigma yaganmaktadir. Mehta'ya gore,
Kumbharlarin 1948 6ncesinde ingilizler ile imzaladiklar1 “Sahipsiz Arazilerin Kullanim1 Yasas1”
artik gegersizdir, ¢linkii 1974’te bu yasa iptal edilmistir ve dolayisiyla Kumbharlarin kira kont-
ratlar1 da gegerliligini yitirmistir. Ayrica ¢dmlekgilerin faaliyetleri cevreye zarar vermektedir:
(Resim 4) devasa tugla firlarindan her giin tiiten kesif duman havay1 bityiik 6l¢iide kirlet-
mektedir, hatta yakindaki Sion Hastanesi, bu dumanin hastalarinin akciger sagligini olumsuz

etkilediginden yakinmaktadir.

16
Kumbhar: Comlek¢i, Wada: Yer/Bolge anlamina gelmektedir. Kumbharwada: Comlekgilerin yasadigi alan.

17
http://dharavi.org/index.php?title=G._Surveys,_Projects,_Designs_%26_Plans_for_Dharavi/Projects/Columbia/Khumbarwada,
erisim tarihi 03 Haziran 2012.
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Sehrin merkezinde yriittiikkleri bu fa-
aliyetlerin yankisi bir yandan devam eder-
ken Kumbharwada ¢omlekgileri maddi ve
manevi ihtiyaglar1 dolayisiyla, tiretimlerini
hiz kesmeden siirdiirmektedirler. Ozellik-
le festival donemlerinde ailecek yogun bir
sekilde calisgan Kumbharwada kolonisinin
iiriin yelpazesi; diyalar ', kiiciik kandiller,
vazolar, saklama kaplari, heykeller, biblolar,
kumbaralar, dev su giiglimleri, s1§ kaplar,
tabaklar, Matla Navrati’ler 19, mumluklar,

. 20 I .
tulsi saksilar1 *, ¢anlar, duvar stsleri vb. bi-

¢imlerden olugmaktadir. Sekillendirme tek-

nikleri ise o anki duruma, ihtiyaca ve aligkin

s,

Resim5 dir. Ornegin bir su kab1 yapmak i¢in iki veya

olduklar1 yonteme bagli olarak degismekte-

daha fazla parca yapip bunlar1 sonradan birlestirmek veya tornada kalin bir kap cekip biraz
kuruduktan sonra bunu aletler yardimui ile déverek biiylitmek gibi farkli yontemler kullanabil-
mektedirler. (Resim 5) Kaba hem yuvarlak bir form vermek, hem de ¢okmesini ve ¢atlamasini
onlemek i¢in {izerine kumas sardiklar1 eski bir ¢émlek pargasini veya genis, yuvarlak ytizeyli bir
tahtayi kabin i¢inden vurduklar: bélgeye destek yaparlar. Bylece distan vurduklar: palet camu-
run incelerek disa dogru biiylimesini saglar. Atdlyelerinde kullandiklar: belli bash aletler ise;
(elle dondiiriilen veya elektrikli) tornalar, tas kaliplar, sekillendirme malalari, tahta latalar ve ge-
killendirmeye, perdahlamaya yarayan her tiir ara¢ gerectir. Bitmis tirtinlerini ise sehirdeki esitli
diikkanlarda, satig magazalarinda veya kendilerine ait kiiciik ditkkanlarinda satarlar >, Haziran
ile Agustos arasinda yaklasik {i¢ ay siiren Muson sezonunda {iretimleri, dolayisiyla da kazanglar1
oldukga diisen her bir ¢omlekgi ailenin (atolyenin) aylik kazanci genel olarak 250-300$ civaridir.

Kumbharwada ¢émlekgileri camurlarini yakinda bulunan Mumbra Diva ve Biwandi adl: iki
ayr1 bolgeden satin almaktadirlar. 7-8 saat siiren ve 850-900°C’ye ulasan pisirimin ardindan,
driinlerin sogumast igin 10 saat beklerler. Acik tuglali firinlarinin Gstiini 1s1 yalitim igin gelik
plakalar ile, deliklerini ise pamuk ile kapatirlar. Festival ve giinliik iretimlerinin diginda ¢ogu si-
paris tistiine caligmaktadir. Yemek pigirmek i¢in daha 6nce kullanmakta olduklar1 Chulha adin:

[ . . L e 22
verdikleri portatif seramik ocaklarin yerini ise kisa bir siire 6nce gazli ocaklar almigtir™.

Kumbharwadada dini festivaller ¢ok 6nemlidir. Ornegin fil gériiniimiindeki Tanr1“Ganesh”

in Dharavide ayr1 bir yeri ve 6nemi vardir. Ciinkii Ganesh, “engelleri yok etme” tanris: olarak go-

8 Tapinaklarda ve dini torenler sirasinda kullamlan yag kandilleri.
Matla, Urdu dilinde “toprak ¢omlek” anlamina gelir ve Matla Navrati, Navrati Festivali icin iiretilen seramik kaplara verilen isimdir.
Ocimum Sanctum: Kutsal feslegen
2 RANJAN A. ve RANJAN M.P. (2007), Crafts of India / Handmade in India, Council of Handicraft Development Cooperations, Yeni Delhi, s. 456.
01/07/2009 tarihinde ¢omlekgilerle yapilan goriisme, Dharavi
23 Ganesh'in modeli.
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riilmektedir (dolayisiyla Dharavi ve Kumbharwadanin en ¢ok ihtiyaci olan tanridir) ve Agustos/
Eyliil aylarinda 10 giin boyunca biiyiik bir cosku ile kutlanan “Ganesh Chaturthi Festivali’nin
son giiniindeki gegit téreninde, al¢1 veya camurdan yapilmig Murti Ganesh?’ davullarin ve ka-
dinlarin “fudgi” danslar egliginde Dharavi sokaklar1 boyunca omuzlarda taginarak Mahim sa-

hiline getirilip denize birakilmaktadar. **

Yilda iki defa (Mart-Nisan, Ekim-Kasim) kutlanan Navratri Festivali Z°, Ana Tanrica Shakti/
Devinin dokuz bi¢imine -Durga (savasg¢: tanriga), Kumari, Parvati ve Kali (ana tanricanin reen-
karnasyonlar), Lakshmi (varlik ve refah tanrigasi), Saraswati (bilgelik tanrigasi) vb.- tapinilan bir
Hindu torenidir. Bu festival boyunca kadinlar canli orkestra egliginde “garba” dansi yaparken
kafalarinin aistiinde, kendi atélyelerinde tirettikleri ve rengarenk boya ve boncuklar ile bezedik-
leri ¢omlekleri tasirlar (Resim 6). %

Kasim-Aralik aylarinda gerceklesen ve bes giin boyunca kutlanan Diwali “isik festivali” si-
rasinda bolge gene ¢ok hareketlidir. Tim
tretim agirlig farkli sekil ve renklerdeki
diyalara ve kil kaplara verilir. Tavus kusu
seklinde olanlar ve cicekli veya karisik
desenli kaplar ile kandiller bu dénemin
en popiiler tiriinleridirler. Tornada ceki-
len kandiller, 6zellikle festival zamanlar1
biiyiik bir 6zenle dekore edilir ve sirlanir.
Insanlar bu festivalde evlerini ve her biri
koseyi yaktiklar: kandiller ile donatirlar.
Varlik tanrigasina tapindiklari ve tanri-
¢anin 151k ile karanhg, iyilik ile kotili-
g1, dogruluk ile sahteyi yenmesini temsil
eden bu torenin sonunda herkes sevdik-
lerine kandiller, mumluklar, evleri koru-
duguna ve bereketi arttirdigina inanilan
kapr tstii stsleri, fenerler, duvar sisleri,
Ganesh heykelcikleri, figtirinleri vb. he-

. .27 . . o
diyeler verir “*. Festival dénemlerinin bir

diger gozde iiriinii ise Shivaji Maharaj **

Resim 6

ile onun savascilarini betimleyen kiiciik
figiirinlerdir?.

Bolgede yasayan ¢omlekgiler islerini oldukga ciddiye almakta ve sevmektedirler. Onlara gore

24 JACOBSON, Mark (May1s 2007), Gélge Kent Dharavi, National Geographic, Say: 73, s. 126-127.
25 Navrati Sanskrit dilinde “dokuz gece” anlamna gelir.

26 http://festivals.iloveindia.com/navratri/, erisim tarihi 03 Haziran 2012.

27 http://www.diwalifestival.org/, erisim tarihi 03 Haziran 2012.

28 (d. 1627-6.1680) Karada ve denizde giiglii bir ordu kuran, savaglarda gerilla taktigini izleyen, her din ve kasttan insanlara esit haklar
veren bir Mogol hitkumdar:. http://hinduhistory.blogspot.com/2008/02/chatrapati-shivaji-maharaj.html, erisim tarihi 03 Haziran 2012.

29 KADAMBARI, Khaire-Ghate (2010), Kubharwada-Keeping the Traditional Art Alive, The Punekar, India,
http://thepunekar.com/2010/11/05/kumbharwada-%E2%80%93-keeping-the-traditional-art-alive/, erisim tarihi 03 Haziran 2012.
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hem Mumbai, hem de Dharavi ve Kumharwada “yoktan varolus” ile meydana gelmislerdir .
Ozverili ¢alismalari, sonraki nesillere mesleklerini aktarma istekleri ve tiiketicilerin kil iiriinlere
olan ilgisi ¢omlekgiligin bu bolgede ayakta kalmasini saglamistir.

Kumbharwada ¢omlekgilerine gére, Dharavideki sektorlerin timii i¢ ice gecmistir ve birisi
olmadan digeri var olamaz. Onlara gore, son yillarda kurulmus olan 6rgiitlerin ve Dharavi’yi 1s-
lah etmek iizere ¢aligmalar yapan sehir planlamacilarin hedefleri mantiksizdir. Sayilar: yaklasik
1200’4 bulan ¢omlekgilere gore yetkililer, simdiye kadar Dharavi halkina herhangi bir destekte
bulunmadiklar: gibi, bundan sonra da bu sistemin stirmesine izin vermeli ve su ana kadar ol-
dugu gibi bolgenin gelecegini sekillendirme isini gene Dharavi halkina birakmalidirlar. Ciinkii
sektorlerini, isleyisi ve ¢6zlimii en iyi bilen gene Dharavi halkidir. Ancak Dharavideki zanaat-
larin her birinin ne kadar émrii oldugunu tahmin etmek zordur. Ornegin yeni nesil artik okula
gitmekte, farkli alanlarda egitim almakta ve atolyeler ile ici ice gegmis, biitiin ailenin bir arada
yasadig kiigiiciik evlerde ve hicbir sosyal konforu olmayan gecekondu mahallesinde yasamak
istememektedir. Boylece evde sadece azinlik bir kesim ¢omlekgilik gelenegini siirdiirmektedir
(bu da genelde evin reisi ve onun esidir). Ancak eski geleneklerini stirdiiren ¢émlek ustalari, tek
odada 3-6, ayni1 evde ise 5-10 kisi birlikte yasamalarina karsin atolye-evlerini degistirmek iste-
memektedirler. Ciinkii sehirde ev kiralar1 ve depozitolar oldukea yiiksektir, hem de atélyelerine
ulagmak i¢in yapacaklar1 yol masrafi ¢gémlekgilerin zaten zayif olan biit¢elerini sarsacaktir. Ayri-
ca, Kumbharwadada var olan ¢omlekgilik altyapisi ve yan yana, isbirligi icinde ¢alisan atdlyeler
bolge halkinin burada daha verimli ¢aligmasini saglamaktadir. Dolayisiyla pek ¢ogu evleri ile
atdlyelerini ayirmak istedikleri halde imkanlar buna el vermemektedir *’. Tiim diinyada sanayi
devrimi ile birlikte, evler ile atolyeler birbirinden keskin siirlar ile ayrilmistir ve bu sekilde
dretimlerin zararl etkileri, pisligi ve is diizeni evlerden uzak tutulmaktadir. Elbette bu yeni
yasam tarzi Ozellikle zanaat ile ugrasan kesimi etkilemistir. Ancak Dharavide durum bunun

tam tersidir. Burada evler ile atolyeler o kadar i¢ igedir ki, basta Kumbharwadada olmak tizere,

ailelerin ge¢im kaynag: olan zanaatlarinin yataklarinin basucuna kadar ulastig1 goriilmektedir.

30 http://dharavi.org/index.php?title=C.Communities_%26_Nagars_of Dharavi/Kumbharwada/Potter’s%20Tale, Potter’s Tale,
erisim tarihi 03 Haziran 2012.



(Resim 7-8) Zaten yaklagik 20 ile 40 m® arasi olan, bazen tek odali, bazen iki, bazilarinda da
kiigiik bir ¢at1 aralig1 bulunan kii¢iik evleri, her yani ¢gamur yiginlari, kurumay: bekleyen ve/
veya pismis tirtinler ile dolu karmasgik bir fabrikay1 andirmaktadir. Dolayisiyla evlerinin her k-
sesi fonksiyonel bir 6zellik kazanmakta, meslekleri ugruna degerlendirilmektedir 3! Evlerinin
bir diger ilging 6zelligi ise iki girisli olmasidir: Bu girislerden birisi {iretimin yapildig: kiigiik
avluya, digeri ise komsular ile birlikte pisirim yaptiklar1 kii¢iik mahalle meydanina agilmakta-
dir*. Ayni zamanda mahallelilerin ortak alanlar1 da ¢6mlekgilik @iriinleri ile dolup tagmakta-
dir. Ortak firinlari, pisirim esnasinda yaydigi duman ile tiim bolgede hakimiyetini sergileyerek

Kumbharwadanin yerini isaret etmektedir. (Resim 9-12)

SONUC:

Sonug olarak, giintimiiz Dharavi-Kumbharwada ¢omlekgiligi, benzeri diger ¢omlekgilik
merkezlerinden, gelistigi bolgenin cografi ve ekonomik 6zellikleri nedeni ile ayrilmaktadir. Bu
nedenle Dharavi ¢comlekgiligi, tiretimi yapilan triinlerin bicimleri ya da teknik 6zellikleri ile

degil, tiretim ve yasam kosullarinin elverigsizligi ile 6n plana ¢ikmaktadur.

Geleneklerine bagli olarak yasamlarini siirdiiren toplumlarin sosyal birlikteliklerinde, dini
torenlerinde ve yagsamlarinin her aninda ¢omlekler hem manevi hem de fonksiyonel olarak bii-
yiik 6neme sahiptir. Dharavi-Kumbharwada ¢omlekgileri de bu ihtiyaca cevap veren bir iiretim
yapmaktadirlar. Ancak toplum ile o toplumun ihtiyaclarina gore iiretim yapan iiretici arasin-

daki karsilikli ve giiclii iliski giintimiiz ekonomik anlayislari, politik yaklagimlar1 ve sehircilik

Resim 9 Resim 10

31 01/07/2009 tarihinde Dharavide comlekgilerle yapilan goriisme ve
http://news.bbc.co.uk/2/shared/spl/hi/world/06/dharavi_slum/html/dharavi_slum_5.stm, “Life in a Slum”, erisim tarihi 03 Haziran 2012.

32 Ed., ENGQVIST, J. H. ve LANTZ, M. (2009), a.g.e, .186
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Resim 11

planlamalar: gibi sebepler ile goz ard1
edilmektedir. Dharavideki diger sek-
torlerde oldugu gibi, Kumbharwada
Comlek¢i Kolonisindeki iiretimler
de ¢agdas standartlara uymasa da,

diilnya ve Hindistan ekonomisin-

de inkar edilemez bir is hacmine ve

oneme sahiptir. Dolayisi ile buradaki

sorunun ¢6ziimil Dharavide yasayan e

halk: standartlara uygun yeni evlere
yerlestirmek degil, onlarin yasam-
larina entegre olmus mesleklerini
insani kosullarda siirdiirebilecekleri
alan ve mekanlarda konuglandirmak

olmalidir.

Resim 12
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ABSTRACT

Today, in Mumbai / India, Dharavi is one of the largest gettos of Asia, there is
approx. 1.500 families, which “live” within unimaginably primitive conditions and
earn their living through pottery. Here, jammed into a tiny neighbourhood, lives an
enormously large ceramic industry. Though relying on traditional basis, the pro-
duction is entirely oriented to daily want. The main idea that makes this regions
production worth examining is rather than the originality of the end-product, the

amazing working system, milieu and conditions.

Dharavi pottery offers a “case”, indicating how one customizes the primitive natu-
re of the first encounter of human being with ceramic to certain social structures
in our era and should be re-interpreted under varying subtitles.

Keywords: Dharavi, Kumbharwada, Mumbai, Traditional Pottery.

*
*I*)okuz Eyliil University, Faculty of Fine Arts, Ceramic and Glass Department, Izmir / TURKEY
Ordu University (ODU-GSF), Faculty of Fine Arts,, Ceramic and Glass Department, Ordu / TURKEY



INTRODUCTION
DHARAVI
Dharavi is located in Mumbai, the capital of India’s Maharashtra State. In the 19. century,

this area, inhabited merely by “Koli” Fishermen, was a mangrove swamp. After setting a dam
in Sion, which is located east of the area, this swamp started to dry up and one began to fill
in this area with the stone and soil coming from blew-up hills and domestic, industrial waste.
Consequently it provided enough space for the increasing population and new communities
moving in there to settle’. The first migrants moving to Dharavi were the potters from Gujarat
and tanners belonging to the Charmarkar caste of Maharashtra. Then after, embroidery workers
coming from Uttar Pradesh settled here. In the meantime also the potters from Andhra Pra-
desh, Karnataka and Kerala immigrated to this area and it let in many immigrants from Bihar
and Orissa’. At the end of the 19. century this region witnessed a dense immigration of many
tanners, who started ready-made garments trade, and many sweet and savory makers’. But
in real terms this area encountered the actual population movement in 1920. The district has
about 5000 businesses the majority consisting of recycling, tanning, surgical thread production,
embroidered/unembroidered textiles, open air laundry and pottery. This huge quarter has cons-
tantly been ignored by the government and could not receive a proper service, however -due to
its approximately 15000 workshops, dense business capacity and economical significance- it has
been supported by local authorities. 80 % of Mumbai’s waste has been recycled in this area and
in this sector some 10000 workers, with a great majority of children, are working. Including the
medical wastes and all sorts of meltable and utilizable materials has been recycled in Dharavi.
In consequence of Dharavi’s astonishing creativity on recycling and dense business capacity this

area clai

med to be the “green lungs of the city”
T ahii e Although there is no detailed
statistical information, one state
that one-half or 4/3 of Indian po-
pulation live in the slums, under

shelters, on the streets and in low
standard places. According to the
census of the year 2011, 1, 21 billi-
on people live in the country. And
this points to 17 % of the world’s
. whole population. Known as the
Fiure 1 o . . third populous country in the
world, India’s population density stands naturally out and plays a significant role in the general

structure of the country. And the slums cover 8 % of Mumbai’s complete surface area (Figure 1).

Mumbai as a metropolis has got a population of 21 Million * and its 67 % is Hindu, 18.5 %

1 ENGQVIST, J. H. and LANTZ, M. Ed., (2009), Dharavi Documenting Informalities, The Royal University College Of Fine Art &
Architecture Academic Foundation, New Delhi, India, p. 44-52.

2 Sharma, Kaplana (2000), Rediscovering Dharavi, New Delhi, India, p. xxxi.
3 Sharma, Kaplana (2000), p. xxii.
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Muslim, 5 % Buddhist, 4 % Jain and 3.7 % Christian.” 85 different communities live in Dharavi
and they all show in themselves complicated and different social structures and hierarchical
systems. The majority of Dharavi’s population belong to the ‘Parajyar’ ® caste and the Christians,
Muslims and Buddhists are in the minority. Dharavi spreads over parts of Sion, Bandra, Kurla
and Kalina suburbs. It is one of world’s largest slum areas and since a couple of years ago it was
been accepted as the largest slum area in Asia. Mumbai derives its name from the Mother God-
dess “Mumba-Devi’, believed to protect the fishermen community of the city and is situated
between the two main Railway stations (West and Central Railway Stations) and although being

a slum area it possesses a highly central location (Figure 2).

The Mithi River, lying to the north of the region, disem-
bogues to the Arabian Sea through the “Mahim” river. Due
to this narrow drainage system, especially during the heavy
rain seasons like the Munson, Dharavi gets harmed because
of floods. Spread over an area of 210 hectares, with its over
1 million estimated residents and wide business lines, it is a
prominent settlement.” While 80 % of its residents are wor-
king at the workshops in Dharavi, merely the 20 % is wor-
king in a place out of the neighborhood. In most places of
the world this proportion is vice versa. House rents in Dha-
ravi were $4 per month in 2006. Today, in consequence of its
location, the rents vary between $30 — 80 per month. The-
re are also many people renting the rooms of their houses.
Thus Dharavi with its low house rent rates, although being
situated in the centre of Mumbai, where rents are among the
highest in the world, is a very charming residential area for

poor communities who come to Mumbai to look for a job.?

Dharavi drew whole world’s attention with Danny Boyle’s

worldwide famous movie ‘Slumdog Millionaire, winning 8

Oscars in 2009, and is among the four largest slum areas of
Mumbai’s total of 2000 slum areas. In fact Dharavi has been a small scaled but rich in expres-
sion living space, which matches exactly with India’s general social structure. In this industrial
shantytown -where there are only one toilet for 1440 people, one square meter for 4 people, no
single public hospital, merely 12 local schools- unrefined human and industry wastes flow in
open sewages, people encounter frequent water cuts and one can witness illnesses like cholera,
typhoid and malaria very frequently. On account of the area’s illegal position the public can not

receive any government support and suffers from the land mafia and water/electricity cuts.”

http://www.indiaonlinepages.com/population bai-population.html, Access date: 03 June 2012.

YUKSEK, Ozcan (August 2009), “Miicevher Yolu Hint Hazinesi”, ATLAS-Monthly Geography and Discovery Magazine, Volume 197, p. 96.
A social group from India’s Tamil Nadu, Kerala States and Sri Lanka, whose ancestors are weavers, farmers, wizards and astrologists.
SHARMA, Kaplana (2000), ibid, p. xxvii.
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Known as a dangerous area, the police are unable to enter Dharavi and in 1980s the crime rate
reached the peak here. Right after dispersing the illegal liqueur suppliers with an extensive raid

in the region, a radical polarization, conflicts and subversions come into being.

High-rise modern buildings just next to shanties, resembling rather heaps than houses, are
the messengers of a big change in Dharavi. In the sense that these illegal hovels found them-
selves in the middle of the city centre, the city’s leading authorities reached in 2004 a decision
to subdue this central residential area under the leadership of the Indian architecture Mukesh
Mehta'®, moving its residents to mass housings built on more favorable areas and to construct
here skyscrapers like business centers, plazas and shopping malls. However, due to the eco-
nomic crisis this plan has then been suspended. Nonetheless Mumbai authorities commence
initially the destruction of the illegal buildings in the Ganpat Patil section, without determining
where these around 10000 people evacuated from these buildings will live. These events rapidly
affected the business life of Dharavi’s residents and remigrations come to being (it is estimated
that around 100000 migrants left Dharavi and immigrated to Uttar Pradesh and Bihar States). On
the year 2010 the operations restarted in order to rerun the projects. The high-rise buildings
designed by SRA (Slum Rehabilitation Authority) for Dharavi residents are considered to be
preliminary solutions, due to the lack of passages between them and cross-ventilation and dis-
regard of any social structure and become a new topic of the discussions arguing that instead of

horizontal slums, vertical ones will be built. **

In fact during all these rehabilitation plans the main point ignored is that the new settlement
plans should match the living style of Dharavi residents, who kept living here for generations,
maintained the same craft, passed their art to their children and made huge productions whole
family together in their workshops. Since people living in Dharavi are aware that they will not be
able to maintain their workshop businesses, be forced to live with the whole family in 20 square
meter houses and their productions will be interrupted, they show no interest to any “deve-
lopment” plan.’? Furthermore, until today the government gave them no support, they had to
solve their problems by themselves and thus developed the ability to ‘stand on their own legs’;
thus the current plans of the government to move them into unsuitable places and its aim to

manage their land for more profitable business investigations make the Dharavi residents angry.

2. DHARAVI-KUMBHARWADA POTTERY

Pottery is one of the most ancient crafts in India. Even the world’s first pottery samples and
ancient period’s first glazed earthenwares have been found on the ‘Indus Valley’. Since then, with
their specific techniques, décors and forms, the worldwide known main Indian pottery produc-
tion centers are Delhi and Jaipur (blue-turquoise pottery), Alwar (paperthin “Kagazi” pottery),
Kashmir (jade colored pottery), Nizamabad (silver decorated vases), Chunar (red earthenware),

Kangra Valley (smoke fired pots, decorated with white slip on red terra cotta), Burhanpur (light

9
http://news.bbc.co.uk/2/shared/spl/hi/world/06/dharavi_slum/html/dharavi_slum_intro.stm, Access date: 03 June 2012.

THOMPSON, Harvey, (13 June 2009), “The Reality of Life in Mumbais Dharavi”, ICFI (International Committee of the Fourth International).

1
http://www.wsws.org/articles/2009/jun2009/mumb-j13.shtml, Access date: 03 June 2012.
JACOBSON, Mark (May 2007), Golge Kent Dharavi, National Geographic, Volume 73, p. 114.
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yellow on dark brown decorated pots), Vellore- North Arcot-Kumbhakonum (pale dark brown
and bright emerald green glazed pots), Madura (black pots decorated with yellow slip), Harappa
(earthenware toys and figurines) etc.”’ By adding many villages and towns to these production

centers it is quite possible to create an extremely large list.

According to a Hindu legend, God Shiva was marrying Goddess Sati, he noticed the lack of
the ceramic pot, which is essential for the ceremony. Then he took two beads from his necklace
out and turns one into a male and the other into a female potter. Thus the first potters, called
kumbhar, arose. In a nutshell, according to the Indian belief the potters are as ancient as the
Gods and Goddesses."* By many festivals, holy ceremonies and celebrations, in particular by
wedding ceremonies, using earthenware pots is a traditional habit in India. Thereby, although
ceramic pots, which are fragile, costly and demanding to produce, are gradually replaced with
alternative materials like plastic and metal, by the culture of Indians, who are bound up with

their traditions, “ceramic” is an inseparable part of life.

Looking over India’s geography one will notice the existence of potter’s colonies all over the
country, in metropolitans, towns and villages likewise. The reason of this fact, India is a develo-
ping country and still takes a traditional interest in pottery. Especially to keep dry food or water
in it, to make yoghurt, to cook, to use as temple candles, disposable tea-coffee cups, vases, pots,

or objects for religious ceremonies/festivals one still prefers clay products.

Although one prefers nowadays paper cups, aluminum yogurt cups, plastic water jugs, frid-
ges to keep the water cool; comparing with the developed country’s kitchenware habits, one will

notice that ceramic pots have still been widely used in India.

While travelling over India by land it is possible to see the potters selling their pots on the

road-sides. These are may be just some of the hundreds of small potter’s colonies, which come

Figure 3 Figure 4

13
SWARUBP, Shanti (1968), 5000 Years of Arts and Crafts in India and Pakistan, D.B. Taraporevala Sons &
Co. Private Ltd. Mumbai, p. 227-228.

14
COOPER, I. and GILLOW, J. (1996), Arts and Crafts of India, Thames and Hudson Ltd., London, p.15.



together as small communities and work, live in cooperation with each other. Pottery is one of
the Indian’s widest handcrafts, which persistently survives and is in a close connection with the
public. In regard among these potter’s colonies, which depending on their traditions and back-
grounds they inherit from their ancestors exhibit variable structures and populations, Dharavi-
Kumbharwada is one of the most remarkable. Not only due to the number of around thousand
potters in this colony, but also —besides the unbelievably complex structure of this districts- be-
cause their life and production conditions are incomparable (Figure 3). What makes Kumhar-
wada potters special is: while most of the people in Dharavi are famous with using the things

that others throw away, Kumbharwada potters are producing ‘brand new’ things.

This colony, which dates about 80 years back, consists of potters, who migrated from the
Saurashtra State of South Gujarat in 1930s. Before starting to live and work in the area called
“Kumbharwada” , they have been forced to change their living places in South Mumbai twice,
stating their illegal settlement as a reason and then after one offered them a place in Dharavi.
Thus became today’s Kumbharwada the largest potter’s colony of Mumbai where potters who
migrated here first at 1930s and built their common clay pits and kilns (around 30000 people
live in Kumbharwada)"*. Kumbharwada, where pottery keeps going on since 4 generations, is
located between the East Express Road and Bandra-Kurla Complex, where large company’s
offices take place’®. As in all sections of Dharavi also Kumbharwada residents argue against
Mukesh Mehta’s rehabilitation plans. Mehta visits the community dwellers from time to time
in place, makes meetings with them and suggests them new solutions, so he persistently works
to convince the Kumbharwada potters. One witnesses frequent strong discussions between the
potters and Mehta, who represents the administration, during these meetings, where sometimes
500 people come together. According to Mehta, the “Vacant Land Tenancy Act” they signed
with the British before 1948 was invalid, because the act was repealed in 1974 and therefore the
Kumbhars’ rent contracts ran out. And additionally, the activities of the potters harm the envi-
ronment: (Figure 4) the dense smoke sent by their huge brick kilns into the air creates pollution;
itis even so bad that the nearby Sion Hospital complains that this smoke aggravates the patients’

pulmonary ailments.

As the echoes of the activities the Kumbharwada potters perform in the heart of the city
continue, due to their needs they keep producing without slowing down. Especially during the
festival periods Kumbharwada colony work all family together and their products range from
diyas '/, small candles, vases, food/water storage pots, statues, dolls, moneyboxes, giant water
jugs, flower pots, shallow pots, plates, Matla Navraties'®, candlesticks, tulsi *° pots, bells, to wall
ornaments etc. Their shaping methods vary depending on the current conditions, needs and

their habits. For instance to produce a water pot, they can shape two or more parts of the pot

15 Kumbhar: Potter, Wada: Place/Area. Kumbharwada: Potters’ settlement.

16 http://dharavi.org/index.php?title=G._Surveys,_Projects,_Designs_%26_Plans_for_Dharavi/Projects/Columbia/Khumbarwada
Date of access: 03 June 2012

17 0il candles burnt in temples and during religous festivals.
18 Matla, means in Urdu language “earthenware pot” and Matla Navrati is the name given to ceramic pots produced for the Navrati Festival.
19 Ocimum Sanctum: Holy Basil.

SANAT & TASARIM DERGISI ) 141



and then unite them or make a quite thick pot on the wheel, leave it dry for a while and then
with some tools stretch it by hitting from the outside walls (Figure 5). Both to give the pot a ro-
und shape and to prevent any crack or collapse, they use a broken fabric-wrapped pot piece or a
large, round shaped wooden tool against the inner wall of the pot. Thus the external impact they
do with the paddle tapers the clay and enlarge it. The main tools they use in their workshops
are; (manual or electric) wheels, stone moulds,
shaping paddles, wooden battens and anything
useful for shaping and finishing. They sell their
end-products in various shops in the city or in
their own small shops”’. The monthly income
of each potters’ family (workshop) is around
$250-300 and (during the monsoon season) bet-
ween June and August -nearly three months-
their productions and consequently income
decrease dramatically. Kumbharwada
potters buy their clay from

two different near areas called Mumbra Diva
and Biwandi. After a firing period of 7-8 hours
. _ the kilns reach 850-900°C temperature and the
Figure 5 cooling time is 10 hours. For heat isolation they

cover their open brick kilns with steel sheets and the holes with cotton waste. Except festival
times and daily productions they mainly work for custom-orders. For cooking purposes, short

time ago they superseded their portable ceramic stoves, the Chulhas, with gas ranges™".

Religious festivals are very important in Kumbharwada. For instance, the elephant-headed
deity “Ganesh” has a particular place and significance in Dharavi. Since Ganesh is believed to be
the “remover of obstacles” (and as a matter of fact the most needed God of Dharavi and Kumb-
harwada people). At the last day (parade) of “Ganesh Chaturthi Festival” that one celebrates in
August-September for 10 days with great enthusiasm, the Murti > Ganesh made out of plaster
or clay is carried on the shoulders among the streets of Dharavi accompanied with the drums
and the women’s “Fudgi” dance until reaching the Mahim Coast and immerse it in the water.”’

The Navrati’* Festival, celebrated four times a year (March-April, June-July, September-Oc-
tober, December-January) is a Hindu ceremony devoted to mother goddess Shakti/Devi’s nine
incarnations: Durga (warrior goddess), Kumari, Parvati and Kali (the reincarnations of mother
goddess), Lakshmi (goddess of wealth and beauty), Saraswati (goddess of knowledge) etc. During
this festival, accompanied by a live orchestra, the women perform the “garba” dance with the
pots placed on their heads, which they produce in their own workshops and ornamented with

colorful paints and beads (Figure 6).”

20 KRANJAN A. and RANJAN M.P. (2007), Crafts of India / Handmade in India, Council of Handicraft Development Cooperations, New Delhi, p. 456.
21 puterview with potters on July 1st 2009. Dharavi-India.

22 Ganesh's model.

23 JACOBSON, Mark (May 2007), Golge Kent Dharavi, National Geographic, Volume 73, p. 126-127.

24 Navrati means “nine nights” in Sanskrit.
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During the Diwali, “festival of lights”, celebrated in November-December for five days, the
region is very busy again. In this period they especially produce diya and earthenware produc-
tion in different forms and colors. Multi colored or floral decorated pots, candles and peacock
formed ceramics are the most popular products of this period. Wheel turned candles are par-
ticularly and elaborately shaped and glazed during the festival times. People ornament in this
festival their houses and they lit the candles in almost every corner. At the end of this festival,
which symbolizes the Goddess of Wealth's victory, against darkness with the light, evil with the
goodness and fakeness with the righteousness, people give gifts like candles, candle sticks, door
hangings, lanterns, wall hangings, Ganesh statuettes, figurines etc., which are believed to protect

the house and increase the wealth.”®

Another popular products of the festival
times are Shivaji Maharaj*’and the small fi-

. . . .28
gurines representing his warriors.

The potters living in this area love and
respect their job a lot. They even wish that
the next generations will learn, improve
and maintain this craft. But they complain
about the insensibility of the authorities and
the lack of their support. According to them
Mumbai arose “out of nothing’, exactly like
Dharavi and Kumbharwada. Their devoted
work-style, will of passing their job on the
next generations and the interest the con-
sumers keep showing in clay products, keep

the pottery in this area alive.

According to Kumbharwada potters in
Figure 6 Dharavi all sectors are interlocked with each
other and one cannot exist without the other one. They assert that the targets of the organiza-
tions established in the last years and city planners, working for the rehabilitation of Dharavi,
are irrational. The potters living in Dharavi, whose number is around 1200, argue that the aut-
horities, who did not support Dharavi residents till now, shall allow the system keep going and
leave the area’s destiny again to Dharavi residents. It is again the Dharavi local people that know
their sector, the process and the solutions. Though it is not easy to estimate the lifespan of each
craft in Dharavi. The new generation for instance is studying, gets trained on different subjects
and does not want to live in these slums, where workshops and homes melt in each other; all fa-

mily members live in tiny houses together and no social comfort exists. Thus merely a minority

25 http://festivals.iloveindia.com/navratri/ Date of Access: 03 June 2012
26 http://www.diwalifestival.org/ Date of Access: 03 June 2012

27 (1627-1680) A Mughal empiror, who raised a strong army and navy, used gureilla warfare tactics and gave equal treatment to the people
from all religions and castes. http://hinduhistory.blogspot.com/2008/02/chatrapati-shivaji-maharaj.html, Date of Access: 03 June 2012

28 KADAMBARI, Khaire-Ghate (2010), Kubharwada-Keeping the Traditional Art Alive, The Punekar, India,
http://thepunekar.com/2010/11/05/kumbharwada-%E2%80%93-keeping-the-traditional-art-alive/ Date of Access: 03 June 2012
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(usually the head of household and his wife) sustain the pottery tradition. Although the potters,
preserving their old traditions, have to live in a boxy room 3-6 people and in the same house 5-10
people together do not want to move from their workshop-houses. In that the house rents and
deposits in the city are quite high, in addition to that, the transportation costs to reach their work
place they have to overcome will unsettle their already tight budget. Furthermore, the existing
pottery substructure in Kumbharwada and the workshops working in cooperation with each
other enable the local community to work more productive. Thus, most potters want to separate
their houses from their workshops, but the conditions are unsuitable.”” Since the industrial revo-
lution, in order to keep the dirt of workshops and work environment away from the houses and
prevent the harmful effects, one separates the houses from the workshops all over the world with
sharp borders. Obviously this new life style affected particularly the people working in the craft
sector. However, the fact in Dharavi is vice versa. The houses and workshops here, especially in
Kumbharwada, are in such a dense connection that one can feel the existence of the craft they

rely on, in every corner of their houses (Figure 7-8).

Their tiny houses (around 20-40 m?, sometimes one, sometimes two-roomed, some with a
very narrow roof space), covered with piles of clay, unfired drying products, fired pots, remind of
a busy factory. Thus every corner of their houses become functional and is utilized for the sake of
their occupation. Another interesting feature of their houses is the double entrance: one opens
into a small backyard (production area), and the other into a neighborhood square, where pe-
ople fire their pots in common kilns. The common areas of the neighborhood are full of pottery
products as well. And the smoke billowing from their common kilns during the firing process

emphasizes its dominance in this area and points Kumbharwada’s location out (Figure 9-12).

Figure_ 7 - Figure 8

RESULT

In conclusion, due to the geographical and economical features of the area today’s Dharavi-

Kumbharwada pottery stands out amongst the other similar pottery centers. Kumbharwada

29 http://dharavi.org/index.php?title=C.Communities_%26_Nagars_of Dharavi/Kumbharwada/Potter’s_Tale Potter’s Tale,
Date of Access: 03 June 2012



pottery comes into prominence rather with the unsuitability of the production and life conditi-

ons then the shapes or production techniques of the items produced in this district.

By the social togetherness and religious ceremonies of the communities that keep living in
a more traditional way, pots are in any time of their lives both spiritually and functionally es-
sence. And the Dharavi-Kumbharwada potters perform a production that responds the needs.
However, the strong and mutual relationship between the community and the manufacturer,
who produces according to the needs of that community, is being ignored —due to today’s eco-
nomic comprehension and town-planning-. As by the other sectors in Dharavi, the production
of Kumbharwada Potters’ Colony is not complying the standards as well, but their pot making
activities possess an undeniable importance and turnover. Thus the solution herein should be to
deploy these people in places where they will be able to carry on their business that is integrated

into their lives, rather then housing them in new, standard homes.

Figure 9, Figure 10, Figure 11, Figure 12
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OZET

Yap: malzemelerinden giinliik yasamin her alanina kadar genis bir yelpazede kul-
lamilan seramik iiriinler, seramik hammaddelerinin bir araya getirilmesi ile olu-
surlar. Son yillarda Ulkemizin cesitli bolgelerinde bulunan alternatif hammadde
kaynaklarimin seramik biinyelerde kullanimu ile ilgili bircok arastirma yapilmak-
tadir. Farkly kimyasal, fiziksel ve mineralojik ozelliklere, sekillendirme, renk ve
doku karakteristiklerine sahip olan hammaddeler ekonomik anlamda da fayda
saglayacaktir. Tiirkiye ozellikle sanatsal iiretimlerde kullamima uygunluk tasiyan
mineraller, kayaglar ve ézellikle kil yataklar: agisindan ¢ok zengin bir iilkedir. Bu
calismada, kuru presleme ve plastik sekillendirme yontemlerine uygun biinyelerde

Dursunbey bélgesi kilinin kullanimi arastirilmigtir.

Anahtar Kelimeler: Dursunbey Bolgesi kili, Kuru presleme, Stoneware biinye

*

*énadolu Universitesi, Giizel Sanatlar Fakiiltesi, Seramik Béliimii, Eskisehir, / TURKIYE

leilecik Universitesi, Bozilyiik Meslek Yiiksekokulu, Seramik, Cam, Cinicilik Programu, Bilecik / TURKIYE
Bilecik Universitesi, Boziiyiik Meslek Yiiksekokulu, Seramik, Cam, Cinicilik Program, Bilecik / TURKIYE
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GIRIS

Seramik iiriinlerde, hammaddelerin belirli standartlara uygun olmas: gerekir. Ozellikle-
ri degismeyen, farkliliklar gostermeyen hammaddelerle ¢alismak, endiistriyel iiretimlerde
kaliteyi stirekli kilmak i¢in bir 6n kosuldur. Ancak, dogadan dogrudan elde edilen hammadde-
lerde, malzeme karakteristikleri agisindan her tiirlii degismenin olabilecegi gercegi her zaman
vardir. Endiistriyel {iretimin disinda, sanatsal iiretimlerde ve bireysel ¢alismalarda ise ham-
maddelerdeki bu degigkenlik ¢ok fazla sorun olmayabilir. Hammaddedeki kimyasal ve fiziksel
tarklihiklar (alkali oksit, silisyum dioksit, aliiminyum oksit ve diger oksitlerin miktarlari, pisme
rengi, sekillendirme yontemlerine uygunluklari) tiretilen formlarda ¢amur, sir ve astar biinyeleri

acisindan gorsel zenginlik olarak katki saglayabilir.

Yer kabugunda en ¢ok, en kolay ve her yerde bulunan malzeme kildir. Kilin en 6nemli
ozelligi olan plastisite, gomlekgiligin temelinde anahtar olan bu malzemenin potansiyelinin
anlagilmasini saglamistir (Rado, 1988, s.1-5). Kil mineralleri, seramikte iiretiminde gerekli olan
hammaddelerin iginde kullanim miktar: agisindan en 6nemli grubu meydana getirirler. Kil
kaynaklarina yakin yerlerde ilk seramik fabrikalar1 bu nedenle kurulmustur. insanlar killerden
Oylesine hizli bir tempoda yararlanmaktadir ki, bugiin tanimlanmamuis ince taneli bir birikim,
kullanilabilirligi anlagilinca yeni bir kaynak olarak ortaya ¢ikmakta ve isimlendirilmektedir.
Diinyada ve Tiirkiyede niifus artigina paralel olarak ingaat sektoriinde ve seramik iiriinlerin
kullanildig1 endiistri ve sanat alanlarinda gelisme oldugu her dénemde killer, en 6nemli ham-
madde olma &zelligini devaml giindemde tutacaktir (DPT, 1995, .53, Onem, 2000, s. 19-33).

Stoneware; yumusak porselen {irtinlerin disinda, 1150 ve1300 0C sicakliklar: arasinda pi-
sirilen triinlere verilen isimdir. Tasa benzerligi nedeniyle bu ismi almustir. Piirildiginde sert,
dayanikli, su gecirgenligi hemen hemen hi¢ olmayan bir malzemedir. Termal sok dayanimi
ytiksektir ve uygulanan sirlarla uyumludur (Hopper, 1984, 5.25). Orta ve yiiksek pisirimlerde,
biinye renkleri; acik fildisi veya sarimsi bejden, koyu kirmizi ve kahverengilere kadar degisir.
Rediiksiyon ortaminda pisirilmis tirtinlerin genel goriiniimi giizeldir. Renk zengin ve canly,
gorsel doku oldukga aktiftir. Cogu seramikgi, notr ortamda pisirilecek olan stoneware biinye-
lere, goriiniimlerini gelistirmek i¢in manganez ya da ilmenit gibi malzemeler ilave eder. Ancak
bunlar rediiksiyon pisirimli biinyelerin kétii kopyalarina benzerler. Genelde nétr ortamda
pisirilen biinyeler, rediiksiyon ortaminda pisirilenlerden daha zengin kil ierigine sahiptirler
(Zakin, 1990, 5.20-21). Bu galismada, Balikesir-Dursunbey bolgesinden alinan kilin tek bagina

ve stoneware biinye receteleri i¢cinde kullanilabilme olanaklar1 aragtirilmigtir.

DENEYSEL CALISMALAR

Balikesir- Dursunbey Bolgesinden alinan hammadde, aragtirmanin ilk asamasinda geneli
kiricida boyut kiigtiltme islemine tabi tutulmustur. 30 kg kuru hammadde kapasiteli bilyali
degirmenlerde, yas 6giitme sonrasi siizme ve kurutma islemleri yapilarak kullanima uygun
hale getirilmistir. Kil 6rneginin X- 1s1n1 fluoresan (XRF) ile belirlenen kimyasal analizi tablo

I'de sunulmustur.



Tablo 1. Dursunbey Kilinin Kimyasal Analizi (agirlik¢a %)

Hammadde SiOZ|A1203 Fe203| NaZOl K20 | CaO | MgO | Tio*| *ak

77,11 12,35| 1,580 | 0,523 | 2,524 1,214| 1,316 | 0,80 | 3,40

*A.K.: Ateste kayip

Dursunbey kilinin, mineralojik analiz sonucunda montmorillonit, illit ve kuvars fazlarin-
dan olustugu belirlenmistir. Resim 1de hammaddenin dogal halde ve 1200 °C sicakliktaki
pisirim sonrasi renk degisimleri ve ergime 6zellikleri goriilmektedir. Balikesir Dursunbey;,
Gugii koyii yakinlarindaki sahalardan alinan kil 6rneklerinin dogal halde grimsi beyaz, 1200

°C sicaklikta ise sarimtrak renk aldig1 gortilmektedir. Ayrica bu sicaklikta, 6rneklerde erime

olmad1g1 gozlenm1§t1r

Dogal 1200 °C
Resim 1. Dursunbey Kilinin Dogal Halde ve 1200 °C Sicakliktaki Pisme Renkleri

Dursunbey Kilinin Kuru Presleme Yonteminde Kullanimi

Balikesir Dursunbey bolgesinden temin edilen hammadde, kirma ve 6giitme islemi sonra-
s1 80 meshlik elekten gegirilerek %6 nem oraninda kuru presleme yontemiyle, el kumandali
hidrolik preste sekillendirmeye uygun hale getirilmistir. Pres basinci 90 ton/cm2dir. Preslenen
bordiirler; 252x76mm, karolar; 50x50mm, boyutlarindadir. ilk asamada Dursunbey kilinden
herhangi bir renklendirici katkis1 olmaksizin bordiir basilmistir (Resim 2). 1200 °C sicaklikta

pisirim sonrasi bordiir 6rneginin krem-bej arasi renk aldig1 goriilmektedir

B . i
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Resim 2. Dursunbey Kilinin 1200°C Sicakliktaki Sirsiz Pisme Rengi
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Renklendirme iglemi igin metal oksit ve seramik boyalar kullanilmistir. Ogiitiilen ve 80
meshlik elekten gegirilen Dursunbey kiline %1, %3 ve %5 oranlarda renklendiriciler ilave edil-
mistir (Tablo 2). Homojen hale gelen renkli karisimlar kurutulmus ve preste bordiir formunda
basilmiglardir. Bordiirler sirsiz olarak 1200 °Cde, 5x5 boyutlarindaki karolar ayni sicaklikta
Esan A.§den temin edilen, 1150-1225°C sicakliklar: arasinda gelisen saydam, fritli sir ile sirla-

narak pisirilmislerdir. Sonuglar resim 3-8 arasinda verilmistir.

Tablo 2. Renklendiriciler ve Katki Oranlar: (agirlik¢a %)

Renklendirici Katki Orani

CoO 1 3 5
MnO 1 3 5
Fe203 1 3 5
Mavi Boya 1 3 5
Mavi-Yesil Boya 1 3 5
Kirmizi Boya 1 3 5

) - - -
SIRLI
%1 %3 %5

Resim 3. CoO Katkil: Biinyelerin Sirsiz ve Sirli Pisme Renkleri, 1200°C

%3

Resim 4. MnO Katkil: Biinyelerin Sirsiz ve Sirlt Pisme Renkleri, 1200°C

SIRSIZ
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) - -
SIRLI
%1 %3

Resim 5. Fe203 Katkili Biinyelerin Sirsiz ve Sirli Pisme Renkleri, 1200°C

: - -
SIRLI
%1

Resim 6. Mavi Boya Katk:il Biinyelerin Sirsiz ve Sirli Pigme Renkleri, 1200°C

swsz. [N -
SIRLI
%1 %3

Resim?7. Mavi-Yesil Boya Katkili Biinyelerin Sirsiz ve Sirlt Pisme Renkleri, 1200°C

%5

%3

%5
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%1 %3

Resim 8. Kirmizi Boya Katkil: Biinyelerin Sirsiz ve Sirlt Pisme Renkleri, 1200°C

Dursunbey Kilinin Stoneware Uretiminde Kullanim1

Dursunbey kili; yar1 yas sekillendirmede kullanima uygunlugunun belirlenmesi i¢in stone-
ware regete harmani iginde kullanilmustir. Standart regete (STD) iginde; %10, 15 ve 20 oranla-
rinda kullanilarak (Tablo 3) kuru mukavemet, toplam kii¢tilme, deformasyon ve renk 6zellik-
lerindeki degisim incelenmistir (Tablo 4). Regetedeki sert hammaddeler (feldspat, sert kaolinler
ve Dursunbey kili) 6nceden 80 meshlik elek iistiinde bakiye birakmayacak sekilde 6giitiildiigi
i¢in killerle birlikte belirlenen recete bilesimlerine uygun olarak tartilmis, su ile karigtirilmig-
lardir. Hazirlanan ¢amur yas yontemle sekillendirmeye uygun &zellikler tasimaktadir. Ornek-

lerin pigirim sicaklig1 1200 °C olarak secilmistir.

Tablo 3. Dursunbey Kilinin Stoneware Regetesindeki Katk: Oranlar: (agirlik¢a %)

Katki Oranlar:

STD DB10 DB15 DB20

Feldspat 32,5 30 30 30
Kil 19,5 19,5 19,5 19,5
Kaolinl 34 34 34 34
Kuvars 7,5 3,5 0 0
Kaolin2 6,5 3 1,5 0
Dursunbey Kili - 10 15 20



Tablo 4. Dursunbey Kilinin Stoneware Uretiminde Kullaniminin Bazi Fiziksel Ozelliklere Etkisi

Ozellikler STD DB10 DB15 DB20

Kuru Mukavemet ( kg/cm?2 ) 21,18 20,32 20,22 20,15

Toplam Kiigtilme (% ) 10,45 10,6 11,4 12,07
Deformasyon ( % ) 5,80 5,7 5,9 6,2

Dursunbey kilinin standart 6rnege gore, biinyenin kuru mukavemetinde bariz bir farklilik
olusturmadig belirlenmistir. Ancak, stoneware biinyenin toplam kiigiilmesi ve deformasyon
degerlerinde yiikselme goriilmektedir. Ayrica renk ol¢timleri sonucunda, stoneware gamur
recetesi icinde Dursunbey kilinin orani arttik¢a beyazlik derecesinin (L) azaldig1 (Tablo 5)

gozlenmistir.

Tablo 5. Dursunbey Kilinin Stoneware Biinyenin Renk Degerlerine Etkisi

Recete No L a b

Standart Recete 84,27 0,78 8,93

DBK 10 82,39 0,95 9,00
DBK 15 79,44 0,85 9,10
DBK 20 78,73 0,68 9,24

Elde edilen biinyenin 6zellikleri; kullanilacak olan diger hammaddelerin kimyasal, fiziksel
ve mineralojik ozelliklerine bagli olarak farkliliklar gosterecektir. Uretilecek camurun regete
bilesimi i¢indeki killerin plastisite oranlarina gore, Dursunbey kilinin miktarinin %20den

daha fazla oranlara ¢tkarmanin miimkiin olabilecegi diisiiniilmektedir.
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SONUC

Sanatsal ve endiistriyel seramik iiretiminde farkli malzemelerin ve tekniklerin kullanilmas:
nihai iiriine farkl 6zellikler ve degerler katmasi agisindan her zaman 6nemli bir konu ola-
rak irdelenmektedir. Bu nedenle diinyada ve Tiirkiyede seramik tiretiminde kullanilabilecek
farkli 6zelliklerdeki hammaddelerin degerlendirilmesi ile ilgili galismalar 6nemlidir. Seramik
gamuru, sir, astar ve pigmentler; sanat¢inin kendini ifade edebilmesi veya geleneksel herhangi
bir seramik tiriiniin ortaya ¢ikabilmesi i¢in kullanilan temel bilesenlerdir. Dursunbey kilinin,
herhangi bir katki malzemesine gerek olmadan kuru presleme yontemiyle sekillendirmeye
uygun ozellikler tasidig1 belirlenmistir. Kuru presleme ile tiretilen ve 1200 °C sicaklikta pisi-
rilen 6rneklerde agir1 kiigtilme ve deformasyon olugsmadig1 gorilmustiir. Sonuglar, kilin kuru
sekillendirme yontemi i¢in uygun 6zellikler tasiyan bir hammadde oldugunu gostermektedir.
Farkli metal oksit ve seramik boyalarla renklendirilen, sekillendirilen 6rneklerde olumlu
sonuglar elde edilmigtir. Dursunbey kilinin sirli-sirsiz, dig ve i¢ mekéanlarda renkli veya renksiz
kaplama malzemesi olarak rahatlikla kullanilabilecegi, ayrica yar1 yas (plastik) sekillendirme
yontemi ile iiretilen stoneware biinyelerin recete bilesimlerinde, pisirim sicakligina ve diger
hammaddelerin katki miktarina bagh olarak alternatif hammadde kapsaminda herhangi bir

soruna yol agmaksizin degerlendirilebilecegi diisiiniilmektedir.
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ABSTRACT

Ceramic products which are being used from the construction materials to the
every field of the daily life are manufactured from different ceramic raw materials.
In recent years, many researches are being done related to the usage of alternative
raw materials, which have already exist in the several parts of our country in order
to utilize in the ceramic bodies. The raw materials which have different chemical,
physical, mineralogical properties, shaping, colors and texture characteristics will
benefit economically. Turkey is a rich country from the mineral ores, rocks and
especially clay deposits that are available for using in the artistic produces. In this
study, Utilization of Dursunbey region clay has been searched in the production of
the bodies which can be formed by dry pressing and plastic shaping methods.

Keywords: Dursunbey region clay, Dry pressing, Stoneware body

* Anadolu University, Faculty of Fine Arts, Ceramic Department, Eskisehir, TURKEY
**Bilecik University, Boziiyiik Vocational School, Ceramic, Glass, Tile Program, Bilecik, TURKEY

%

Bilecik University, Boziiyiik Vocational School,Ceramic, Glass, Tile Program, Bilecik, TURKEY

SANAT & TASARIM DERGISI ) 155



ANADOLU UNIVERSITESI

INTRODUCTION

Raw materials for ceramic products have to be proper for definite standards. Working with
raw materials of which properties do not change all the time is a prerequisite for industrial
production. However, the fact that there can be any kind of change in terms of material cha-
racteristics in the raw materials which are obtained directly from nature always exists. Apart
from industrial production, in artistic productions and individual works this variability in raw
materials may not be much problem, though. The chemical and physical differences in the raw
material (the amount of alkali oxide, silisium oxide, aluminum oxide and other oxides in raw
material, firing colour, appropriateness for forming techniques) may provide visual richness and

difference in the products in terms of clay, glaze and engobe.

The most present and the easiest found material on the earth is ‘clay; it is on everywhere.
Plasticity, the most important property of clay, has provided the understanding of the potential
of this material which is a key to the pottery (Rado, 1988, p.1-5). Clay minerals is the most
important group both technologically and in terms of amount in the necessary materials for
ceramic. The first ceramic factories were established in the places close to clay resources for
this reason. People benefit from clay so fast that today unnamed fine-grained source come out
as a new resource and named when its usability is understood somehow. As long as there is
development in construction sector and in the industry and art fields where ceramic products
are used, the importance of ceramic clay will continue and clays will be still the most important
raw material in every era in which ceramic sector exists (DPT, 1995, 5.53, Onem, 2000, p. 19-33).

Stoneware is the general name applied to most wares fired between 11500C and 1300 0C,
with the exceptions of the bone china and porcelain. Stoneware is so named because of its re-
semblance to the qualities of stone. Properly fired, it is hard, durable and almost impervious
to liquids, has high resistance to thermal shock, and develops very close bonds with its glaze
(Hopper, 1984, p.25). Body colors differentiate from light ivory and yellowish beige to dark red
and brown when it is fired in medium and high temperatures. The general outlook of the pro-
ducts fired in reduction atmosphere is beautiful. The colour is rich and lively, and visual image
is highly active. Many ceramists add elements such as manganese and ilmenite to the stoneware
bodies that will be fired in oxidation atmosphere in order to improve their outlook. But these
look like the bad copies of the bodies fired in reduction atmosphere. In general, the bodies fired
in oxidation atmosphere are richer in clay than those fired in reduction atmosphere (Zakin,
1990, 5.20-21). In this research, the clay taken from Balikesir-Dursunbey region can be used in
the bodies which can be formed by dry pressing and plastic shaping methods as a component

were investigated.

EXPERIMENTAL

The samples taken from Balikesir- Dursunbey region was subjected to pre crush- fragmenta-
tion and size reduction by jaw crusher. It was became proper for use by filtering and drying pro-
cesses after wet milling in ball mills with 30kg dry raw material capacity. The chemical analysis

of the clay sample detected by X-ray fluoresan (XRF) is given in Table 1.



Table 1. The Chemical Analysis of Dursunbey Clay (by weight %)

Raw material SiOZlAlZO3| Fe203| Na20| K20 | CaO | MgO I TiO* | *L.I.

77,1 12,35| 1,580 | 0,523 | 2,524 | 1,214 | 1,316 | 0,80 | 3,40

*L.1.: Losses on ignition

According to the results of mineralogical analysis montmorillonite, illite and quartz are pre-
sent in Dursunbey clay. In Figure 1, the natural colour of raw material, and colour alteration
after firing at 1200 °C are seen. The clay sample is grayish white naturally, it is seen that they

become yellowish at 1200°C. Also it was observed that there is no melting in this temperature.

Natural 1200 °C
Figure 1: Natural and firing (at 1200 °C) colours of Dursunbey clay

The Use of Dursunbey Clay in Dry Pressing Technique

Dursunbey clay were sieved through 80 mesh and shaped in manuel hydraulic press machi-
ne by dry pressing technique. It has a moisture content of 6 %. The pressure of the press was 90

ton/cm2 . Pressed curbs were 252x76mm and tiles were 50x50mm in size.

In the first step, the curb were produced from Dursunbey clay without any colorant addition

(Figure 2). It was observed that the sample became a colour between cream and beige.
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Figure 2: Firing color of Dursunbey clay at 1200 °C (unglazed)
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Metal oxides and ceramic pigments were used for coloring operation. Colorants at the rate
of 1%, 3% and 5% were added to Dursunbey clay (table 2). The colorful mixtures that became
homogeneous were dried, and pressed as curb with the press machine. The curbs were fired at
1200°C without glaze and tiles (5x5mm) were fired at the same temperature by glazing with the
transparent fritted glaze which was provided from Esan Ltd. Co.. The consequences are given

in the figures 3-8.

Table 2. The colorants used in the bodies and their additive rates
Colorant Additive Rate (by weight %)
CoO 1 3
MnO 1
Fe203 1
1
1
1

Blue pigment

Blue- Green pigment

5
3 5
3 5
3 5
3 5
3 5

Red pigment

%1 %3

Figure 3. Firing colors of unglazed and transparent glazed of CoO added bodies at 1200°C.

%3

Figure 4. Firing colors of unglazed and transparent glazed of MnO added bodies at 1200°C.



B - -
%1

Figure 5. Firing colors of unglazed and transparent glazed of Fe203 added bodies at 1200°C.
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GLAZED
%1 %3

Figure 6. Firing colors of unglazed and the transparent glazed of blue pigment added bodies at 1200°C.

GLAZED
%1 %3

Figure 7. Firing colors of unglazed and the transparent glazed of blue-green pigment added bodies at 1200°C.

GLAZED
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Figure 8. Firing colors of unglazed and the transparent glazed of red pigment added bodies at 1200°C

The Use of Dursunbey Clay In Stoneware Body

Dursunbey clay was used as a component of starting batches of the plastic stoneware body.
Being used in standard recipe (STD) at the rates of 10%, 15% and 20% (table 3.), dry strength,
total shrinkage, deformation and changes in color properties were examined (table 4). Raw ma-
terials were weighed according to recipe and mixed with water. These mixtures have proper-
ties suitable for wet-forming technique. The firing temperature of the samples was chosen as
1200°C.

Table 3. Composition of the standart (STD) and Dursunbey clay added recipes

Additive Rates (by weight %)

STD DB10 DB15 DB20

Feldspar 32,5 30 30 30
Clay 19,5 19,5 19,5 19,5
Kaolinl 34 34 34 34
Quartz 7,5 3,5 0 0
Kaolin2 6,5 3 1,5 0
Dursunbey Clay - 10 15 20
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Table 4. Dry strength, total shrinkage and values of the standart (STD) and Dursunbey clay added bodies

Properties STD DBI10 DB15 DB20

Dry Strength (kg/cm2) 21,18 20,32 2022 20,15

Total Shrinkage (%) 10,45 10,6 11,4 12,07
Deformation (%) 5,80 5,7 5,9 6,2

Compared to standard sample, it was determined that Dursunbey clay did not show an evi-
dent difference in dry strength. Nevertheless, there was an increase in the total shrinkage and
deformation rates of the stoneware body. Table 5 illustrates the optical parameters of fired bo-
dies. It is clearly seen that whiteness (L*)decreased with the increase of Dursunbey clay input

into bodies.

Table 5. Optical parameters of the standart and and Dursunbey clay added bodies

Recipe No L* a* b*

Standard Recipe 84,27 0,78 8,93
DBK 10 82,39 0,95 9,00
DBK 15 79,44 0,85 9,10
DBK 20 78,73 0,68 9,24

The properties of the body can be different in accordance with the chemical, physical and
mineralogical properties of other raw materials. It is thought that the rate of Dursunbey clay will
be possible to be raised to more than 20 % depending on the clay plasticity rates in the recipe

components of the mud to be produced.
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CONCLUSION

The use of different materials and techniques in artistic and industrial production has always
been discussed as a significant issue since it brings different features and values to the even-
tual product. For this reason, the studies about the evaluation of raw materials with different
features that can be used in any kind of production and that is present in Turkey and in the
world are important. Ceramic mud, glaze, engobe and pigments are of the vital materials that
are used for artistic or technical production. They are the main components used in order
that the artist can express himself/herself or any traditional product can come into being. It is
determined that Dursunbey clay has appropriate features for forming with dry pressing met-
hod without need for any additive. It is observed that the samples produced with dry pressing
method and fired at 1200 °C do not display extreme reduction and deformation. The outcomes
show that the clay is a raw material which has suitable features for dry pressing method. Posi-
tive results were obtained for the samples shaped and colored with different metal oxide and
ceramic stains. It is thought that Dursunbey clay (glazed and unglazed) can be easily used as
coating material in interior and exterior spaces and it is also thought that depending on firing
temperature and addition amounts of other materials in the recipe components, stoneware
bodies which is produced with semi-wet (plastic) forming method can be viewed within the

scope of alternative raw material with rich visual effect.
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OZET

Bu ¢alisma ile Noguchi'nin yasaminin, sanat anlayisi ve estetik tavrina etkisi ana
hatlariyla irdelenerek; onun yapitlarinin bigimsel olusumlar: ile yasam tarzi,
dogay1 yorumlayisi ve insan kavranmina yaklasimi arasindaki yakin bag ortaya
¢ikariimaya ¢ahgilmistir. Ozellikle de Noguchi’nin hem Dogu hem de Bat kiil-
tiirii tarafindan bicimlenen kimliginin, sanatina ve kendisini var etme siirecine

kattig1 ozgiinliik arastirilmigtir.

Anahtar Sozciikler: Isamu Noguchi, Dogu-Bati, 6teki, modern heykel,
devingenlik.

x*
Siileyman Demirel Universitesi Giizel Sanatlar Fakiiltesi, Dogu Yerleskesi, 32200 Ciiniir-Isparta / TURKIYE
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DOGU’YU BATI’'YA DOGRU HEYKELLE YORUMLAMAK ve ISAMU NOGUCHI

“Noguchinin yasam felsefesi ve sanatsal iiretimleri birbirinden ayri diisiiniilmesi neredeyse
olanaksiz sekilde i¢ icedir. O, siradan bir diisiiniir degildi. Kuyunun dibinden yildizlara bakmanin
bir heykel olabilecegine inands; eski amitlarin ve taslarin canli oldugundan, heykel olarak 151k ve

sesten, anilar1 - bellegi tasiyan bicimlerden soz etti” (Rubin 2009)

Gegtigimiz yiizyillin modernist sanat anlayisinin heykel alanindaki yetkin temsilcilerinden
olan Japon asilli Amerikali sanat¢1 Isamu Noguchi, ardinda biraktig1 yapitlarla kendi déne-
minin estetik siirecine 6nemli katkilarda bulunmus, Dogu ve Batr'yr hem kisiliginde hem de

sanatinda kaynastirarak iizerinde diisiince iiretilip ilgi odag: haline gelen bir sanat¢1 olmustur.

Noguchinin sanatini olusturma bi¢cimi her ne kadar Batrnin kosullar ¢ercevesinde sekillen-
se de i¢ dlinyasinin big¢imlenisi ¢ocuklugundan beri baglantili oldugu Dogunun imgeleri, du-
yarliliklari, felsefesi, yasam bicimi, dogay algilayisi, bakis acisi gibi unsurlarla gergeklesmistir.
Yar1 Amerikali yar1 Japon Noguchinin ¢ocuklugunu gecirdigi Japonya cografyas: ve ozellikle
buraya 6zgii Zen bahgeleri onun yaratici etkinliginin koklerini olugturur. Dolayisiyla onun hey-
kellerinde, bahge tasarimlarinda, sahne diizenlemelerinde ve yarattig1 objelerde Dogu’ya 6zgii
duyarliligin ve bakis agisinin izlerini bulmak dogaldir, kaginilmazdir. Dogu felsefesinin ona
kattig1 duyarlilig, yaratici siirecine etki eden kendine 6zgii bir duruma doniistiiren Noguchi,
caligmalarinda dogaya ait bicimlerle geometrik yapilar arasindaki karsithk iligkisini kullanarak,

Ozgiin bir karakter, yeni bir estetik anlayis olusturmustur.

Ancak iki uluslu kékeninin, yagaminin belli bir boliimiinde hem yasadig: iilkede hem de
ikinci vataninda ona bazi zorluklar ¢ikarmadigy séylenemez. Bu durumun yapitlarinin tislupsal
bigimlenisine, diinyay1 yorumlayigina, politik tavrina etkisi de kaginilmaz olmugtur. Ornegin,
bazi ¢alismalarindaki sokiiliip takilabilen (hareketli-demonte) tasarimlar, bir o yana bir bu yana,
hem oraya hem buraya ya da ya orasi ya burasi ikilemleri arasindaki gelgitleri yansitir bigim-
dedir.

Noguchi’nin sanat yasami neredeyse, Dogu-Bat1 sdylemlerinin yogun oldugu, ¢alkantili po-
litik tartigmalarin i¢inde ge¢mistir. Bu sylemin en etkili elestirmenlerinden biri olan Edward
Said, Noguchi’nin ¢ogu ¢alismasinin tumturakli icerigini olusturan temel 6nermelere siipheyle
yaklagmistir. Cinkii Said, Avrupalilar ve onlarin 6teki dedikleri arasinda bes yiizyil 6nce sis-
tematik bir sekilde baslamis olan aligverisin, ¢ok zor degisecek olan, kemiklesmis bir “biz” ve
“onlar” diistincesini/ayrimini yarattigini savunurken, bunun siyasi yonlerinin dikkatli bir sekil-
de sorgulanmas: halinde modernist Dogu-Bat1 sentezcisi Noguchi'nin bakis agisinin pek de ko-
lay savunulamayacagini iddia eder (Winther 1994). Ama buna ragmen Bert Winther (1994:23)
onun, artik kliselesen Dogu-Bat1 karsithginin kiiltiirel etkisi, irksal tutumlarin kendini yabanci
hissettirme durumu ve Dogu ile Batr'nin siyasal iliskilerindeki inis ¢ikiglar: karsisinda bagarili

bir terciiman olarak ortaya ¢iktigini diisiinmektedir.

Yine de oryantalist séyleme benzer bir sekilde dile getirilecek olursa, Dogu’ya ait ruhani-

lik Batrnin temsil ettigi akilcihigin potasinda bir biitiinii olusturma idealini gergeklestirmeye



dogru, Noguchinin varliginda yol almistir. Noguchinin kendi varligi, yapip ettikleri, ortaya
koyduklari, kisacasi sanati, Dogu ile Batrnin bulusmasi ve kaynasmasi konusu {izerine yapilan

pek cok tartigmaya bireysel boyutta yanit niteligi tasimaktadir adeta.

Ama Noguchi'nin, hem kisisel yasaminda hem de sanatsal yasaminda iki uluslu kiiltiiriint
kaynagtirmay: basarmis ve bunun olabilme ihtimalini de en azindan sanatiyla kanitlayabilmis
bir 6rnek oldugunun altini gizmek gerekir. Iki ayr1 kiiltiir, onun varolusunda biri digerinin gii-
diimii altina girmeden, biri digerinin i¢inde erimeden, biri digeri i¢in somiiriilen konumunda

olmadan etkili olmustur.

Sherman E. Lee'nin dile getirdigine gére, Dogu ve Batrnin bulusmas: hakkindaki kimi fikir-
ler, bu biresimin olanaksizligini savunur. Lee, bazilar1 bityitkk oranda tamamlanmig girisimler
olsa da bunlarin vasat basarilar oldugu diisiincesini 6ne siirer. Ona gére Ryusaburo Umehara,
Foujita, Zao Wou-ki, Tseng Yu-ho ve Nam June Paik gibi bazi isimler 6ne ¢ikarken, ya Dogu’yu
ya da Batr'y1 baskin kilan 6zellikte sonuglar ortaya koymaktadirlar. Bunlarin duygusuz imitas-
yonlar, teknolojik araglarin diisiincesizce adaptasyonu, dekoratif bigcimlerin bagarisiz sahte-
likleri, pek ¢ok kiiltiiriin estetik degerlerini birlestirmeyi deneyen ¢agdas sanatgilarin biiyiik
basarisizliginin fark edilir isaretleri oldugunu diigiiniir. Ama Lee, bunlarin hi¢ birinin Isamu
Noguchi’nin yaptig: isler icin gegerli olmadigini savunur. En basta ailesi araciligiyla Noguchi,
Dogu ve Batinin birlikteligini dogal yolla temsil eden bir konumdadir (Lee 1994:9). Ciinkii 17
Kasim 1904’te Los Angelas’ta Amerikali bir edebiyat¢1 Leonie Gilmour (annesi) ile Japon bir sair
olan Yonejiro (Yone) Noguchinin (babast) cocugu olarak diinyaya gelir. Ama Isamunun hem
Dogu hem de Batrya ait olma durumunu kendi varliginda birlestirmis olmasi; annesi babasiyla
bir arada yasayabilmesi i¢in yeterli ve baglayici neden olamamustir ne yazik ki. Zira kisa zaman
sonra miinzevi karakterli bir yapiya sahip, yalniz yasamayi tercih eden babas: tarafindan terk
edilmiglerdir. 1905’te annesiyle birlikte Tokyo'ya gider ve ¢ocukluk yillarini Japonyada gegirir.
Buradaki Dogu’ya 6zgii atmosfer, Japon killtiiriine 6zgii nesneler, olgular, durumlar ve iilkenin
dogas1 onun belleginde derin izler birakmistir. Japonya onun i¢in ¢ocuklugunun mutlu anilarini
temsil ederken ayni1 zamanda da ortada olmayan bir baba ile yeniden bag kurma ¢abasini iceren
bir tiir Japon kimligi arayisini simgeler. Ama diger taraftan Noguchi, kendisini her zaman ilk
genglik yillarini Indianada yagsamis, uzun sanat kariyerini New York'ta gecirmis bir Amerikali
olarak diisiinmiistiir. Buna ragmen genel durum ise onun ‘Gteki’ olarak nitelendirilmesi ile kar-
magsik bir hal almigtir. Noguchi karma etnik yapisi yiiziinden, Amerikada genellikle bir Japon
sanate1 olarak nitelendirilmis, Japonyada da son zamanlara kadar bir Amerikal1 sanatgi olarak
gortlmustir (Altshuler 1994:92).

1915 yilinda artik egitimi igin Amerikadadir. O yillar, I. Diinya Savas: yillaridir ve devam
ettigi okul, askeri egitim kampina donistirildigi igin baska bir okula gegis yapmak zorun-
da kalir. Boylece ¢ocuklugunda kitalar aras1 baslayan gecislilik, hareketlilik, gezicilik gittigi
okullar i¢inde de devam etmis; bu tiim yagaminin genel bir karakteri haline gelmistir. Anne-
si sanatla ilgili yetenegini, o yillarda fark eder ve egitiminin bu yonde devam etmesini sag-

lar. Onu Leonardo Da Vinci Sanat Okulu’na yollar. Bu okuldaki 6gretmeni Onorio Rutocodan
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heykele iliskin temel bilgileri edinir. Egitiminin ardindan 21 yasindayken gerceklestirdigi ilk
sergisindeki caligmalarini daha 6nceden gérmiis oldugu bir Brancusi sergisinin ve Irlandal gair
Yeats'in “At The Hawk’s Will” adl1 eserinin verdigi esinle bi¢cimlendirmistir. Noguchi, 6zellikle
Brancusinin sanatindan son derece etkilenmis ve onu neredeyse kendine rehber edinmistir.
1927de Guggenheim’in geng sanatgilar igin verdigi bir olanak sayesinde Parise, Uzak Dogu’ya
yolculuga cikar. Gezisinin 6zellikle Paris ayagi, hayrani oldugu Brancusi ile tanismasi, onun
deneyimlerinden faydalanmasi i¢in bulunmaz bir firsat olmustur. Ondan 6grendikleri, hayati
boyunca uygulayacag ilkeler haline gelir. Noguchi, sanat diinyasinda kendini var etme stire-
cinde ilerlerken, Brancusinin bigim ve tin anlayisini1 benimseyip onun olusturdugu izlegi takip

etmistir. Onu hep bir yol gosterici olarak gormiistiir.

Baraz (2008)’in aktardigina gére; Noguchi, Brancusi atolyesindeki kisa egitiminden sonra
artik kendini ¢ok daha iyi ifade edebilecegi eserlerini yaratacagina inanir. Bu dénemde, Paris
Montparnasseda, D’Arsonval Sokagi'ndaki atolyesinde, tahta ve tas yontular yapar. Organik bir
soyutlamaya giderek kendine 6zgii heykeller tiretmeye baslar. “Leda” adli eseri, Brancusiden
esinlenerek yarattig1, piring tabakalar1 egip biikiip baglantilarini birbirine ekleyerek, pargalar:
heykelin bitiiniine kenetledigi bir ¢alismadir (Resim 1). Baraz bunun, bir sanat yapitinda an-

lamlarin biraradaligini reddetmek anlamina geldigini séylemektedir.

“Noguchinin eserleri daha ¢ok evrenle ilgili merkezi bir analizin yapil-

digi ilging bir estetiktir. Bu eserlerde dolayimli bir s6ylem séz konusudur.
Agiklanamayan dogal, nesnenin imsel formlarini yaratir. Ciinkii ona gore
dogamn kendisi baslh basina bir heykeldir. Doganin goziiken ve goziikme-
yen yasalarini, organik diinyanin icinde sakli duran geometrik bicimleri,
heykelini yaparken simrlamalarla durdurur ve yeniden yorumlar. Noguchi
kendisiyle yapilan bir soyleside soyle soyler: “Asil sorun maddenin dogasin-
da bulunan has degerleri yok etmeden nasil degistireceginizdir” Paris’te
calismalar: sirasinda yapmus oldugu heykel ¢izimlerinde geometriyle
organik yapi arasimdaki yer degistirme agik¢a goriiliir. Bu iki imaj
arasimdaki dinamik iliski, sanatginn tiim yaptiklarimda zaman

icinde hep giindemde kalacaktir” (Baraz 2008)

Daha sonradan soydaslarinin zorunlu birakilacag: bu yer
degistirme eylemleri, hayatinin o dénemlerinde kendi istegi
ile belirledigi gereklilikler dogrultusundaki yolculuklar,
geziler ve devingenlik durumlaridir bagka bir deyisle.
Guggenheim'in destegiyle gerceklesen sanat yolculugunun
Uzak Dogu boliimiinde ise Cin, Japonya ve Hindistan vardur.
Buralarda da kendi sanatina agilim ve katki saglayabilecek aragtir-
malarny, incelemelerini siirdiiriir. Yedi ay boyunca Cinde zaman gegirir. 1
Buradaki antik saraylar, bahgeler ve binalardaki tas isciligi tizerine egilir. Bu iilkenin énemli bir

sanatgisi olan Ch’i Pai-Shihden etkilenerek Cin firgasi ve miirekkebiyle piring kagitlara portreler

Resim 1: Isamu Noguchi, “Leda” 1928, 59.4 x 30.2 x 32.1cm, piring levha. The Isamu Noguchi Foundation and Garden Museum, NY.



calisir. Buradan sonra ikinci iilkesi olan Japonya’y: yeni bir gozle tekrar kesfedecegi bir siirece

girecektir.

Buradaki Zen Bahgeleri 6zellikle inceleyecegi 6nemli kaynaklardan biridir. Antik Cin ve Ja-
pon geleneginden gelen kiiltiirii inceleyerek edindigi deneyimler, daha sonra gerceklestirecegi
modern bir dil tasiyan soyut yapitlarinin olusumunu etkileyecektir. Japon gelenegine ait bir yap:
olan Zen Bahgesi imgeleri, Martha Graham'in koreografileri i¢in tasarladigi minimalist sahne
tasarimlarinda ona esin kaynag1 olacaktir. Baraz (2008)1n da belirttigi gibi Isamu Noguchinin
sahne tasarimlarinin, giiniimiiziin sanatsal anlatim bicimlerinden enstellasyonlarin ilk 6rnekle-
ri oldugu kabul edilmektedir. Bu tasarim ve yerlestirmelerde Noguchi, sembolik soyut eleman-
lara bagvurarak sahneyi bir heykele doniistiiriir. Bu siireg, ayn1 zamanda Noguchi'yi heykelde
mekan algisinin nasil bir 6nem tagimas: gerektigini sorgulamaya iter. Noguchi bu konuyla ilgili

diisiincesini soyle dile getirmektedir:

“Bu giin bircok heykeltiras malzemenin énemini daha ¢ok fark ediyor ancak sembolizme pek
fazla yakinlasiyor... Bence heykelin 6zii, bizim varlignmzin devaminm saglayan mekdnin algilan-
masidir. Heykelin tiim boyutlarimi kurarken olgiitiimiiz mekdndir, zira bizim hacim, ¢izgi, nok-
ta, sekil verme, uzaklik ve oran konularindaki goreli algimizi olusturan sey mekdnin kendisidir.
Hareket, 151k ve zaman da bizzat mekdnin ozellikleridir. Biitiin bunlardan bagimsiz bir mekan
tasarlanamaz. Bunlar ayni zamanda heykelin de temelidir ve bunlara iliskin kavramsallastirma-
miz degistikce heykelimizin de degismesi zorunludur... Sanatta oldugu gibi dogada da gelisme soz
konusudur, boylece degisim yasamda karsihigini bulur. Bu nedenle, gelismenin yonii her zaman
sadece yenilenmeye dogrudur; insan dogasimn siirekli bir bicimde kaosa evrilmesidir séz konusu
olan. Eger gelismenin anlaminin insanmn siirekli olarak anlamsiz bir bosluga dogru transfiizyonu
oldugunu soylersem, evren hakkindaki bilgilerimiz mekani enerjiyle doldurdukga bugiinkii ihtiya-
cumizin ne kadar biiyiik oldugu ve bizi daha biiyiik bir kaosa ve yeni dengelere yonlendirdigi de
agiga ¢ikacaktir zannederim. Bana kalirsa, heykeltiras mekdam diizene koyan ve canlandiran, ona
anlam veren kisidir” (Noguchi 1999:4)

Noguchinin mekan ve malzemenin 6nemini diger 6gelerin iizerinde tutan bir bakis agis1
gelistirmesi, ¢calismalarinda daha sonradan ortaya ¢ikacak soyut yapinin olusumunda biiyiik
bir etken olmugtur denebilir. Noguchi’nin soyuta ulasan tavri sembolik ve dogrudan anlatimin
kisitlayic yoniinii fark etmesiyle olusmaya baslar. Ancak bu, Soyut Disavurumculugun dogasi
tizerine giincel tartismalara katilmak i¢in olusturulmus bir tavir olarak goériilmemelidir. No-
guchi, kiiltiirel, sanatsal ve politik séylemini ortaya koymanin, bu konuyla ilgili sorumlulugunu
yerine getirmenin bagka bir yolu olarak soyutlamay: se¢mistir. Noguchinin soyuta yonelme
siireci, politik icerigi acikca ortada olan 1935 yilinda yaptig1 “Death” (Oliim) adli galigmasi
nedeniyle saldirgan bir elestirmen tarafindan ‘sansasyoncu’ olarak yaftalanmasinin ardindan
gelmistir. Ciinkdi “Death”, figliratif bir calisma olarak sdylemek istedigi iletiyi dogrudan anlatan
bir bigimlendirmeye sahiptir. Elestirmenler ¢aliymanin bu tarziyla ilgili olduk¢a acimasiz bir
tavir takinmiglardir (Lyford 2003:140). Noguchi soyutun, heykelsi anlatimin sinirsiz bir alan
oldugunu belirterek, bunun da ancak ruh ve madde arasindaki ideal dengenin kurulabilmesiyle

saglanabilecegini savunur. Sanat¢1 kendisini doganin biitiinliigii fikrine uygun olarak doganin
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bir pargasi olarak gorebilirse bu denge kurulabilecektir. Ona gore, sanatginin galistig1 malzeme
de bir malzeme olmanin ¢ok &tesindedir, malzeme temanin degerini ortaya cikaran ozel bir
konumdadir. Ornegin, Noguchi igin malzeme olarak tagin énemli bir yeri vardir. Tag1 heykel
i¢in en temel malzeme olarak goriir. Ardindan onun i¢in diger 6nemli bir nokta olan tema ve
bu temanin nasil islenecegi gelir. Temanin ger¢ekgi ya da gergek dist olmasindan ziyade amacin
bu temay: ifade edebilmek oldugunu diigiinen Noguchi (1999:4), heykeli sozle gorsellestirebil-
menin de zorlugunu ifade eder. Ancak biitiin bunlarin kavranmasi ile heykelin bir senfoniye

doniistiiriilebilecegini diistiniir.

Heykele iliskin ¢oziimlemenin devam ettigi bu siirecin ardindan, Noguchinin yasaminin
farkli bir donemece girdigi, insana ve 6zgiirliik kavramlarina iligkin gesitli sorgulamalar1 ye-
niden ele aldig1 1940’11 yillar gelir. Bu yillarda Amerika ve Japonya arasinda politik sorunlar
yaganmaya baslar. Sonunda Japor’lar Pear]l Harbor’a baskin diizenler. Noguchinin yasami bu
baskindan sonra olumsuz yonde etkilenir. Onun 6zel durumu yani iki tilkeye ait olma konumu

tam anlamiyla bir ‘arada-kalmishik’ duygusunu beraberinde getirecektir.

Bu siire icinde ortaya ¢ikardig: yapitlar, savas ve kirilan insanlik onurunu konu alan soyut
calismalardir. “My Arizona” (1943) adl1 rolyefi, “This Tortured Earth - Zuliim Gormiis Yeryiizii”
(1943) ve “Monument to Heroes - Kahramanlara Anit” (1943) gibi yapitlarini da bu zaman ige-
risinde olugturmustur. “Monument to Heroes” adl1 caligmasi tahta ve insan kemigi kullanilarak
yapilan bir ¢calisma olarak 6zellikle dikkat cekmektedir (Resim 2, 3, 4).

2

3

Resim 2: Isamu Noguchi,“My Arizona” 1943, 46.4 x 46.4 x 11.7 cm, fiberglas, plastik. The Isamu Noguchi Foundation and Garden Museum, NY.
Resim 3: Isamu Noguchi, “This Tortured Earth” 1943, 7.6 x 96.8 x 73.7 cm, bronz. The Isamu Noguchi Foundation and Garden Museum, NY.

Noguchi’nin 1940’larin baginda yaptig1 bu soyutlamalar yalnizca modern sanat tarihi icinde-
ki 6zel konumlarini a¢giga vurmaz.

“Seylerin arasindaki iliskileri anlatmasinin yani sira, Pearl Harbordan sonra Birlesik Devletle-
rin wrklar arasindaki ayrimciligi on plana ¢ikardigi kiiltiirel ortamda kimliklerin nasil tartisildig
ve konumlandigi hakkinda Amerikan kiiltiiriine islemis varsayimlar: sorgular. Noguchinin bu

kesitleri bicimlendirmede kilit noktasi, 1940’larmn basinda soyutlamaya gegis yapmasidr. Ciinkii
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cesitli bicimsel-geleneksel ve kiiltiirel referans noktalarini birbirine kaynastirarak, onlara ¢oklu an-

lamlar onermesine olanak saglayan sey, bu ¢alismalarin soyut dilidir” (Lyford 2003)

4 5

Resim 4: Isamu Noguchi, “Monument to Heroes” 1943, 71.8 x 34.6 x 24.8 cm, mukavva, ahsap, kemik, ip. (Gerceklestirilmemis maket)
The Isamu Noguchi Foundation and Garden Museum, NY.
Resim 5: Isamu Noguchi, “Kouros” 1945, 292.2 x 86.7 x 16.7 cm, pembe Georgia mermeri. The Metropolitan Museum of Art, NY.
Sonunda Amerikanin 1945 Agustosunda Japonya’ya atom bombasi atmasi, Noguchi'yi gok
derinden sarsmis ve ruhsal bir ¢okiintiiniin i¢ine stiriiklemistir. Baraz (2008)1n ifadesiyle o,
bu insanlik dig1 saldirilara karst ancak sanatiyla yanit verebilir, duygularini ancak sanatla ifade
edebilir. Sonradan ad: “Sculpture to Be Seen from Mars - Marstan Goziiken Heykel” (1947) olarak
degisecek olan kum malzemeyle kumun iizerine “Memorial to Man - Insanoglunun Amsina”
adin1 koydugu bir caligma gergeklestirir. Bu ¢alisma savagin vahsetine kars: yapilmis ironik bir

yaklagimdur.
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Resim 6: Isamu Noguchi, “My Pacific” 1942, 104.1 x 53.3 x 20.9 cm, dalgalarin karaya attigs agag. The Museum of Modern Art, NY.
Resim 7: Kouros Heykeli, 1.0. 590-580, yiikseklik 193.04 cm, mermer. The Metropolitan Museum of Art, NY.

1946da, Japonyadaki Hirosima ve Nagazaki'nin bombalanmasinin ardindan gegen bir yildan
kisa bir zaman sonra, Japon asilli Amerikali heykeltiras Noguchi, Modern Sanatlar Miizesinde
gergeklestirilecek olan “14 Amerikali” adl1 bir sergiye katilmasi igin segilir. Son donem Ameri-
kan sanatinin cesitliligini ortaya koyan sergiler serisinden biri olan bu serginin, Amerikanin
¢agdas sanatindan bir kesit sundugu bildirilmektedir. Noguchi, bu dénemde, New York sanat
ortamindan bir siire uzak kalmis olmasina ragmen, bu sergiler dizisi iginde yer alir. 1945te
tamamladigl, mermerden anitsal bir heykel olan Kouros'u da iceren 15 ¢alismasini sergiler.
Japonlarla olan savas ortaminda, federal hiikiimetin savas boyunca Japon asilli Amerikalilar:
gozaltina alma kararia ragmen miize, Noguchi'yi sergiye dahil etmesi ve cesitli kiiltiirel etnik
gecmisi olan sanatgilar: kucaklamasiyla bir gesit sanatsal demokrasiye 6n ayak olmay1 umdugu-

nu gostermek istemistir.



Sergi kiiratorii olarak Dorothy Miller, sergi katalogunun 6ns6ziindeki agiklamasinda; “bu
sanatcilarin kaygisi estetikten ¢ok iletisimdir... Dil-islup Amerikandir. Ama bdlgeci ya da so-
ven bir egilimin izini de tagimaz... Tersine, Amerika ve Avrupadan daha az olmayan Dogu’yu
da kapsayan sanat diinyasinin tek bir diinya olduguna génderme yapan ¢ok derin bir bilinglilik
vardir” (Lyford 2003) diye belirtmektedir. Lyford’a gore, onun ¢alismasi muhtemelen, Dogu ile
bagka bir dizi baglantiy1 ince bir beceriyle ortaya ¢ikardig: i¢in, her hangi biri Noguchinin yer
almasini, sergide belli bir sanat alani yaratmak i¢in Miller'in ¢abasinin bir par¢as: olarak dii-
stinebilir. Es zamanl bir sekilde pek ¢ok kiiltiire gonderme yapan sanat yapmadaki yaklasim
bicimleri ve araglarin bir gesitliligini simgeledigi i¢in, Noguchinin kariyeri Miller'in sergide
vurgulamak istedigi ¢esitliligi de yansitiyor gibi gériinmektedir. Yine Lyford (2003)’un ifadesiy-
le, “Kouros” (1945), “My Pacific” (1942) ve “Katchina” (1943) adli ¢aligmalari ile Noguchinin ka-
zandig1 deneyim, Amerika, Pasifik ve Avrupa gelenekleri arasinda kolayca giiglenmistir (Resim
5, 6). Lyford’un aktarimiyla bu ¢alismalarin arasinda da anlaml bir gekilde, ¢ogunlukla elegtir-
menlerin dikkatini, 9 fit uzunlugundaki Kouros ¢ekmektedir. Ciinkii Kouros'un yalnizca devasa
boyutlariyla degil, dogrudan eski Yunandaki kahraman erkek figiirii gelenegine gondermesi ile

de ayr1 bir iddias1 vardir (Resim 7).

Noguchi’nin, eski ¢ag heykellerini inceleyip bunlar1 ¢cagdas ortamda nasil bir bakis acisiyla
doniistime ugrattigyla ilgili s6yledikleri Kouros'la da baglant: kurulabilmesi a¢isindan 6nem-
lidir: “Heykelle birlikte biz, kisisel varligin bir anini tanmimlayan ve arzularimizin olustugu ortam
aydmlatan plastik ve uzaysal iliskileri ifade ediyoruz. Bu tanimla ilgili bilgilerimiz ge¢misin tapi-
nak heykellerinde bulunur. Buralardaki toplumsal, duygusal ve mistik karakter tasiyan formlar
ok daha biiyiik bir amaca hizmet ederler. Bu ytizden, burada tanimlandig: gibi heykelin islevinin
sadece bir mimari siisleme veya miizelerin hazinesi olmaktan ¢ok daha otede bir sey oldugu agiktir.
Bu her iki nokta da tasidiklar: deger ihtimali yiiziinden 6zel miilkiyet icinde bir uzantidir. Burada
iictinctiniin diisiisiinden yani orijinal ve en giiclii ¢ikis noktast olan dinden bahsetmeye bile gerek
yoktur. Eger heykel daha biiyiik bir amaci gerceklestirecekse, giiniimiiziin canl teknolojik diizeni

altinda kendine yeni bir kanal agmak zorundadir” (Noguchi 1949)
Amy Lyford (2003), Noguchi’nin bu piiriizsiiz mermer ¢alismasinin, heykelin dikey, organik

ve normal insan boyutlarini asan 6lgiileriyle onun eski Yunan adaginin soyundan geldigi yoru-
munu yapmaktadir. Noguchinin Kouros'u, boyutlar: dikeyligi ve ad1 agisindan Yunan gelenegi
ile yakin 6zellikler tasisa da tek ve biitiin bir formdan ziyade birbirine baglanmis pargalarin bir
yigin1 olmasi nedeniyle bu gelenekten ayrilmaktadir. Yekpare bir tas bloktan yontulmak yerine
mermer plakalarin kenetlenmesiyle insa edilmis olan Noguchinin Kourosu, inceltilmis iskelete
benzer bir form olarak yeniden yorumlanmigtir. Agik, parlatilmig bir gogiis kafesi ile boslugu

ortadan kaldirmak yerine gerceve icine alir.

Noguchinin hareketli ve gezgin yasamindan bir kesiti somutlastirdi: diistintilen Kouros ve
ayni tarzi tastyan diger caligmalarinda kiitle ve bosluk ikileminin énemli bir yer tuttugu goriil-
mektedir. Burada boslugun 6nemi yadsinamaz bir boyut kazanmistir onun goéziinde. Noguchi
1946da modern heykeli tanimlarken “biz (heykeltiraslar) simdi daha ¢ok seylerin kendileriyle

degil, seylerin birbirleriyle olan iliskileriyle ilgileniyoruz. Bizim gercegimiz aralarindaki bosluk...”
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diyor. Boyle bir heykel kavrami, sanat¢inin duvara monte edilmis, kenetlenebilen plaka parca-
larindan olusan ¢aligmalarinin dogasindan kaynaklanan siirece uyar — beden (govde/hacim) ve
uzaysal konum (bosluk) arasindaki ¢ekismeli durumda var olmayi tercih eden bu ¢aligmalar,
kolayca kategorize edilmeyi reddeder (Lyford 2003). Onun bu tiirden ¢alismalarinda ne hacim
ne de bosluk, Dogu-Bat1 ikileminin hayatin1 sekillendirmesinde oldugu gibi birbirine iistiin
gelmez ya da birbirini yok etmez. O, ¢alismalarinda hacim ve boslugun muglak bir iliski igcinde
olmasini 6zellikle istemistir. Heykelin biiyiik oranda bosluk ya da yalnizca hacimden olusmasi-
nin yeterli etkiyi saglamayacagini diisiinmiistiir. Ikisini de birbiri sayesinde, birbirini var eden

bir konuma sokmaya calisarak yaratisini olusturmaya gitmistir.

Lyford, Noguchinin Kouros'unda karamsar bir hava sezinlerken, bu heykelin merkezindeki
materyalin bogaltilip acik bir iskelet yapisina dontistiiriilmesiyle aslinda ideal Kouros figliriiniin
icinin bosaltilmis oldugunu éne siirer. Ikisi arasindaki fark Noguchi'nin modernist heykel tek-
nigini ortaya koymaktadir. Ornegin, insan bedeni betimlemelerinin birbirine kenetlenmis bir
sisteme indirgenmesi, ¢alismanin ¢ok pargali ve kenetlenip ¢oziilebilen, kolayca bir yerden bir
yere taginabilen yapisi, eski Yunan Kouroi'lari ile hi¢ de bagdasmayan 6zelliklerdir. Bu hareket-
lilik heykelin Yunan geleneginden farklilig1 agisindan 6nemlidir. Ciinkii Noguchinin Kourosu
ve diger kenetlenebilir heykelleri yalnizca birkag¢ dakika icinde parcalara ayrilip tekrar monte
edilebilir sekildedirler. Sokiiliip takilabilen hareketli bir anit olan Noguchinin Kouros'u, kahra-
man erkek figiiriinii hareketli, temsili bir kukla olarak tematize eder. Bu kendi yasam bi¢imini,
yasadiklarini anlatmanin bir yoludur onun i¢in ayn1 zamanda. Lyford, Noguchi’nin bu ¢alisma-
siyla aslinda 1930’larin sonu 1940’larin basi boyunca Mexico City, San Francisco, Los Angeles
ve Amerikali Japonlar i¢in Arizonadaki bir tehcir kampindaki mahrumiyetinin de dahil oldugu
yerler arasinda oradan oraya tasinmalarini/siiritklenmelerini zarif bir bicimde ama belki de bi-

lingsiz olarak yansittigini dile getirmektedir.

“Fratz Fanowun one stirdiigii gibi, “konusmak belli soz dizimini kullanan bir konumunda ol-
mak... su ya da bu dilin morfolojisini yakalamak, kavramak, anlamak anlamna gelir... ama
hepsinden dnce bir kiiltiiriin varligini kabul etmek anlamina gelir”, o zaman Noguchinin ikonik
kouros formunu hareketlendirmesi, Avrupa kiiltiirtinii tasiyan ¢alismalarina dayanir. Oysa onun
bu yorumu, eski ¢ag geleneklerinde ortaya ¢ikan Ozgiirliikgii evrensel bir insanlik idealinin varl-
g siirdiirebilmesi ile ilgili konuyu giindeme getirmek amaciyla, evrensel “insan™in antik kiiltiire
ait gosterenini yeniden ortaya koyar. 1I. Diinya Savasi boyunca biitiin yerlesik Japon kokenli ki-
silerin Birlesik Devletlerin batisindan uzaklastirilmasiyla derinlestirilmis bir politika olusmustur.
Bu, Amerikan kiiltiirii icindeki irksallastirilms gizgileri asmakta zorlanan tiirden bir evrensellik
anlayisimin agik¢a goriildiigii bir politikadir. Birlesik Devletler’in Amerikali Japow’lar: tehcire (zo-
runlu goge) mecbur birakmasimn ardindan ise Noguchinin ozgiirliikii/liberal ideali sorgulama
stireci bagslar” (Lyford 2003)

Amerikan kiiltiirdi icindeki irksal ayrimcilik tagiyan tutumlar, savasin bitmesiyle sona er-
memigtir. Ancak buna ragmen béyle bir ortamda Lyford’un anlatimiyla, 1946da Noguchinin
caligmalariyla ilgili pek ¢ok elestiri yazisinda, heykeltiragin agikea birbirine karsit olan Avrupa

ve Asya geleneklerini kendi hayati ve sanatinda harmanlayan bir figiir olarak vurgulandig go-



rilmektedir. “14 Amerikali” sergisi stirerken Noguchi'nin heykeli iizerine yazilan bir makalede,
Thomas Hess (Art News Editorii) Noguchinin Kourosunu Dogu ve Batrnin siirsel bir karigimi
olarak tanimlar. Hess, “Dogu’ya 6zgii kaligrafi ve arkaik Yunan heykelinin birbirine zit etki-
lerinden tiireyen Kouros'u, Noguchinin insanlik adina iyimserliginin bir digavurumu” olarak
yorumlar (Lyford 2003). Hess i¢in Noguchinin Kouros'u adeta eski uygarliklarin kusursuzluk
atmosferini yakalayarak, kendi yarattig1 evrende dimdik yiiriiyen bir etki uyandirmaktadir.
“Noguchinin konuyu yorumlayisy, II. Diinya Savaginin sonucu olan evrensellesen hiimanizmin

Ozgiirlitk¢ti goriiniime uygunluguna meydan okur.” (Lyford 2003)

Hess’in, Dogu ve Batrnin kaynasmasi dedigi, ideal bir himanizmi yansitan kiigiik bir ritiiel
olarak gordiigii Kouros, dengeli, sabit, kararl1 bir eski ¢ag bicimini taginabilir, hareket edebilir
bir heykel olarak yeniden yorumlar. Bu heykel, par¢alarinin ¢esitliligi portatif yapisi ve biiyiik
govdesi ile birbiriyle benzesmeyen ama kenetlenebilen elemanlarin dengesinden olugan hare-

ketli bir figiir olma 6zelligiyle modern insan: yeniden olusturmustur aslinda.

Noguchi’nin Kouros'y, kiitlesel olmayan portatif bir heykel olarak, eski ¢aglarda oldugu gibi
ideal bir erkek figiiriiniin glinlimiizdeki temsilidir. Ancak ayni zamanda bu galisma, Noguchinin
1940’larin basindan itibaren belli bir doniisiim siireci icerisinde olan diger ¢alismalari ile bir-
likte kendisini temsil etme egiliminin de bir 6rnegini olusturmaktadir. Clinkii Noguchinin bu
doénemde yaptig1 bir takim soyut heykelleri, kat1 hiyerarsilerin oldugu sisteme ait sabitlesmis
degerlerden ziyade, kiiltiirel doniistim siireci igerisinde gozle goriiliir hale gelen yeni kimlik
olusumlarini canlandirir. II. Diinya Savagtyla birlikte Amerikada yasayan Japonlar igin etkisi
daha da artan bir halde hissedilmeye baslayan sey, Gteki’ olma durumudur. Amerikanin kendi
vatandas Japonlar i¢in tehcir politikalar1 uyguladig bu yillar, Noguchi’nin yasamini da hareket-
lendirmis, yersiz yurtsuzluk diisiincesini daha da derinden hissettirmistir. Ayrica bu donemler,
onun yer degistirmelerinin yogunlastig, tehcir kamplarinda (goniillii bile olsa) kaldig siiregleri

de simgelemektedir.

Dolayisiyla kenetlenebilir, portatif bicimsel diizenlemesi ile Kouros ve Noguchi'nin 1940’la-
rin ortasinda yaptig1 diger kenetlenebilir caligmalarindan bazilari, hem Noguchinin yagantisi-
nin devingen, gezginci dogast hem de birden fazla etnik yap1 igeren ge¢misi arasinda salinan
bir sekilde onun yasam siirecine, hareketliligine de gonderme yapar demek yanlis olmayacaktir.
Yani Kouros, 20.yy insaninin var olmasi i¢in, go¢iin, yer degistirmenin, tehcirin, stirgiiniin mo-
del olugturdugu bir diinyada, sabit-yerlesik-duragan genel bir insan imajinin ne zamana kadar

gecerli olacagini yeniden ele alip, sorgular.

Noguchinin 1940’larda yaptiklari, 6zellikle de Kourosta olugturdugu sey aslinda déniisiim
ve yerinden edilme siireglerinin farkli sekillerde somutlastirilmasidir. Bu ¢aligmalar, varolus ne-
denlerinin kavramsal isaretlerini dogrudan dogruya kendi bigimlerinde ifade eden yapidadirlar.

Daha 6nce de deginildigi gibi Noguchi, insana ve evrene iliskin bu yorumlarini heykel araci-
ligryla kurgularken ona Dogu kiiltiiriine 6zgii duyarliligy, algilama ve yaklasim tarzi eslik etmis-
tir. Cesitli elestirmenler, Noguchinin Dogu kiiltiiriinden gelen yorumlama ve gérme bi¢cimini
Batrnin tislubuyla kaynagtirarak heykele doniistiiren tavrina, onun Kouros tarzi caligmalari

tizerinden yaptiklari ¢oziimlemelerde isaret etmektedirler. Onun bu heykelleri, Dogu’ya 6zgii
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kaligrafinin ucusan, kivrimli ve devingen yapist ile eski Yunan'a ait arkaik yapinin giigli, kusur-
suz, duragan ve dengeli 6zelliginin biitiinlesebildigi birer 6rnek olarak gosterilebilir. Dogu’ya
ozgl diistintis ve dogay algilayis bicimi onun 6zgiin yaratis tarzini simgeleyen diger ¢aligma-
larinda da yansima bulmustur. Organik diinyanin i¢inde sakli bulunan geometrik yapilar onun
heykelinde yeniden yorumlanmis ve dogal bicimin ya da maddenin asil degerini yok etmeden
kendi varliginin imlerinin esliginde bir biitiinliige ulasarak kisisel iislubunun olusmasina ola-
nak saglamistir. Noguchi’nin, heykelsi anlatimda sinirsizlik alani olarak degerlendirdigi ‘soyut
egilin’i ruh ve madde arasinda kurulan ideal bir denge olarak gérmesi ise onun kisisel yapi-
sinda sakli olan Dogu’ya 6zgii bigimlenisten kaynaklanmaktadir. Ayni diisiinceye kosut olarak
bu dengenin kurulabilmesi de ona gore, ancak sanat¢inin kendisini doganin bir pargasi olarak

gorebilmesiyle miimkiin olacaktir.
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ABSTRACT

This study aims to define the impact of Noguchi’s life on his art and aesthetic at-
titude as well as to explore the relationship between the form of his art work and
way of life, his interpretation of nature and human concept. In particular, the
study investigates how Noguchis unusual identity, which encompasses both East

and West, influenced the development of his art and character.

Key Words: Isamu Noguchi, East & West, the other, modern sculpture, mobility.
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INTERPRETING EAST TOWARD WEST THROUGH THE SCULPTURE
AND ISAMU NOGUCHI

“Japanese American artist Isamu Noguchi’s philosophy of life and artistic output are so intrica-
tely intertwined that it is near impossible to think of them separately... Noguchi was no ordinary
thinker... He believed that seeing stars from the bottom of a well can be a sculpture, spoke of
ancient monuments and stones as being alive, light and sound as sculpture, and shapes carrying
memory.” (Rubin 2009)

Japanese American artist Isamu Noguchi, one of the competent representatives of modernist
understanding of art in the field of sculpture in the past century, contributed significantly to
the aesthetical process of his own period with the artworks he left behind and became an artist
coming into the limelight where the ideas have been generated through his artworks by integra-

ting East & West both in his personality and his art.

In spite of the fact that Noguchi’s style in forming his art was shaped in the frame of the terms
of West, the formation of his inner world has been realized via the elements such as the images,
sentimentalities, philosophy, life style, nature perception and standpoint of East that he had a
connection with since his childhood. The geography of Japan and especially authentic Zen gar-
dens peculiar to there, where half American half Japanese Noguchi spent his childhood years,
form the roots of his creative activity. So, it is natural and inevitable to find the traces of sensiti-
vity and point of view peculiar to East in his sculptures, garden arrangements, stage designs and
objects he created. Transforming the sensitivity he acquired through Eastern philosophy into a
self case which affects his creative process, Noguchi formed a new aesthetic understanding and
an authentic character in his works by using the contrast relationship between the forms which

belong to nature and geometrical structures.

However, it can not be said that his bi-national origin did not give him any difficulties in a
certain period of his life both in the country he lived and his second homeland. The effect of this
situation has become inevitable to the stylistic formation, interpretation of the world and politi-
cal attitudes of his works. For instance, movable-demountable designs in his some artworks are
in the form of reflecting the tides among dilemmas such as hither and thither, both there and

here or either there or here.

Noguchi’s art life has almost passed in turbulent political debates where East & West discour-
ses are stiff. Edward Said, who is one of the most effective critics of this speech, has approached
with suspicion to the basic postulates which form the sententious content of most of Noguchi’s
works. Because, while Said defends the idea that the dealings which started systematically some
five hundred years ago between Europeans and what they called as the other has created an ent-
renched ‘we’ and ‘they’ thought & distinction that might change so hard, he claims that moder-
nist East & West synthesist Noguchi’s perspective cannot be advocated so easily if political sides
of this situation are questioned carefully (Winther 1994). However, Berth Winther (1994:23)
thinks that he emerges as a successful interpreter in the face of the cultural effect of stereotyped
East & West contrast, the feeling in which racial attitudes makes someone alienated from society

and political ups and downs of East and West.



After all, if it is put into words in a similar way to orientalist discourse, spiritualism belonging
to East resulted in Noguchi’s existence toward realizing a whole in the melting pot of rationalism
represented by West. Noguchi’s own existence, the things what he did and set forth or in short
his art bears a kind of individual response to many debates established on the meeting and com-

bination of East & West in a sense.

Yet, it is necessary to highlight that Noguchi succeeded in combining bi-national culture
both in his personal and artistic life and has been a model able to prove its eventuating possibi-
lity with his art at least. Two different cultures have been effective in his existence without the
one enters under the guidance of the other, without the one melts in the other and without the

one becomes in the position of being exploited for the other.

As Sherman E. Lee verbalizes, some ideas about the meeting of East & West defend the im-
possibility of this synthesis. Lee asserts the idea that these are average achievements although
some others are the enterprises completed to a large extent. According to him, while some na-
mes such as Ryusaburo Umehara, Foujita, Zao Wou-ki, Tseng Yu-ho and Nam June Paik come
to the forefront, they suggest some results in a feature that predominates either East or West.
Lee thinks that all these things are senseless imitations; adaptation of technological tools tact-
lessly, ineffective artificialities of decorative forms, visible signs of contemporary artists’ huge
failure who try to connect aesthetic values of many cultures. Yet, Lee defends the idea that none
of these are valid for the works done by Isamu Noguchi. Through his family first and foremost,
Noguchi is in a position representing the togetherness of East and West in a natural way (Lee
1994:9). Because he was born in Los Angeles on 17 November 1904 as the son of an American
teacher of literature and writer Leonie Gilmour (his mother) and Japanese poet Yonejiro (Yone)
Noguchi (his father). But, that he has connected the case of belonging to both East and West
could not have been a sufficient and linking reason for him to live in company with his parents
unfortunately. Because, Noguchi’s dad who had a recluse character and preferred to live alone
left them after a short period of time. In 1905, he went to Tokyo with his mother and spent
his childhood there. The atmosphere special to East there, objects-facts-cases peculiar to the
Japanese culture, and the nature of the country made deep marks on his memory. While Japan
represents happy memories of his childhood, it also symbolizes a kind of quest for Japanese
identity including the struggle to establish a mutual relation with a father once more again who
is not in sight. Yet, on the other hand, Noguchi has always thought of himself as an American
who lived his youth in Indiana and spent his long art career in New York. Nevertheless, the
general situation has come to a complex one as that Noguchi was qualified ‘the other’. Noguchi,
owing to his co-ethnicity, has usually been characterized as a Japanese artist in America and as

an American artist in Japan until recent times as well (Altshuler 1994:92).

In the year 1915, he was in America for his education at last. Those were the years of the First
World War and as his school was transformed into a military training camp, he had to make a
transition to another school. So, the transition, mobility and traveling which began continen-
tally in his childhood lasted for the schools he had already been to as well and that it became a

general character of all his life. His mother noticed his artistic talent in those years and provided
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the continuation of his education in that direction. She sent him to Leonardo Da Vinci Art
School. He acquired basic information related to sculpture from his teacher Onorio Rutoco in
this school. He had formed his works (which he accomplished in his initial exhibition when he
was twenty-one years old after from his training) with an inspiration given by Irish poet’s work
“At the Hawk’s Will” and a Brancusi exhibition he had already visited. Noguchi influenced by
Brancusi’s art extremely in particular and almost made him a guide to himself. Through an op-
portunity given by Guggenheim to young artists in 1927, he went on a journey to Paris and Far
East. The Paris foot of his expedition in particular and his meeting Brancusi whom he admired
became an unobtainable opportunity for him to benefit from his experiences. What he learnt
from him became some principles that he would apply during his life. While Noguchi proce-
eds over the course of surviving himself in the world of art, he absorbs the form and spiritual
understanding by Brancusi and followed the path formed by him. He always perceived him as

a guide to himself.

According to what Baraz (2008) quotes; Noguchi believed that he could create works where
he was able to express himself better after a short training in Brancusi’s atelier. In this period,
he made wooden and stone carvings in his atelier in D’Arsonval lane in Paris Montparnasse. By
moving to an organic abstraction, he began to produce sculptures according to his own style.
His work named Leda’, which he was inspired by Brancusi, is a sculpture that he clamped the
pieces onto the whole of the sculpture by bending brass layers and adding their connections

into each other (Figure I). Baraz says this means denying the togetherness of meanings in an

art work.
“Noguchi’s works are mostly an interesting aesthetic where a central analysis ‘
is made related to universe. In these works, a mediated discourse is at stake. He

creates symbolic forms of an unexplained natural object. Because, according to

him, the nature itself is a sculpture out-and-out. While he makes his sculptures,
he protects and reinterprets the visible - invisible laws of nature and geometrical
forms hidden in organic world with restraints. In a conversation with Noguchi,
he says: “The real problem is how you are going to change the genuine values
existing in the nature of the matter without exterminating them.” In sculpture
drawings he made during his studies in Paris, the change of location between
geometry and organic structure is clearly seen. The dynamic relation
between these two images will always be on agenda in all works made by the
artist in time.” (Baraz 2008)

These changes of locations whose collaterals would be left mandatory
later on were the cases of travels, expeditions and dynamism in line
with the necessities determined with the artist’s own free will in
those periods of his life.

As for the Far East part of his art travel realized through
Guggenheim’s support were China, Japan and India. He perpetuated his

Figure 1: Isamu Noguchi, “Leda” 1928, 59.4 x 30.2 x 32.1cm, gold-plated brass. The Isamu Noguchi Foundation and Garden Museum, NY.



researches and examinations that might provide an expansion and support to his own art there
as well. He spent for about seven months in China. He involved himself in ancient palaces,
gardens and stonemasonry of the buildings. Influenced by Ck’i Pai-Shih, an eminent artist
of the country, he worked portraits on brass papers with Chinese brush and ink. After that,
he entered into a process where he would rediscover his second country ‘Japan’ with a new

perspective.

Zen Gardens there were one of the significant sources he would examine in particular. Ex-
periences he gained by examining the culture originating from ancient Chinese and Japanese
culture would affect the formation of his abstract works with a modern language that he would
accomplish later. Zen Garden images which belong to Japanese tradition would be a source
of inspiration for him in the minimalist stage designs that he created for Martha Graham’s
choreographies. As Baraz (2008) states, Isamu Noguchi’s stage designs have been accepted to
be initial samples of installations that are one of the artistic expression styles of today. Noguchi
transforms the stage into a sculpture by applying to symbolic abstract components in these

designs and installations.

This process pushes Noguchi to question the importance of space perception in

sculpture as well. Noguchi explains his thoughts on this subject as follows:

“Today many sculptors discern the significance of material some more, however, they come
close to symbolism much more... To me, the core of sculpture is the perception of space providing
the continuation of our existence. While setting all dimensions of sculpture, our criterion is space.
Likewise, the thing which forms our relative perception on the subjects of volume, line, point,
shaping, distance and proportion is the space itself. Movement, light and time is also the features
of the space itself. A space cannot be designed independent of all those things. These are also the
essentials of the sculpture. As our conceptualism related to these things alters, the change of our
sculpture is a must too... As in art, development in nature is under consideration as well, so the
change finds its equivalent in life. For that reason, the direction of development is always directed
to innovation; the thing being talked of is the inversion of human’s nature into chaos continuously.
If 1 say that the meaning of development is the transfusion of human being toward a meaningless
emptiness continuously, as our knowledge pertaining to universe fills the space with energy, I
think that how great our today’s need is and that it orients us to a bigger chaos and new balances
will be revealed. In my opinion, sculptors are persons who put the space into order, enliven and
give meaning to it.” (Noguchi 1999:4)

It can be said that Noguchi’s developing a standpoint which keeps the importance of space
and material over other elements has been a great factor in the emergence of an abstract struc-
ture that might appear later in his studies. Noguchi’s manner reaching at abstraction begins
when he realizes the restrictive side of symbolic and direct narration. However, this should
not be regarded as an attitude formed to take part in current discussions over the nature of
Abstract Expressionism. Noguchi has chosen abstractionism as another way of putting forth
cultural, artistic and political discourse into consideration and carrying out his responsibility

pertaining to the issue. Noguchi’s orientation toward abstraction came after he had been labeled
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as ‘sensational’ by a belligerent critic owing to a work called ‘Death’ made by Noguchi in 1935
the political content of which was apparent. Because ‘Death’ had some shaping that narrates the
desired message as a figurative work directly. Critics adopted a merciless manner related to this
style of artwork (Lyford 2003:140). By stating that abstraction is a boundless area of sculptural
narration, Noguchi defends the idea that it could only be provided if an ideal balance is set up
between spirit and substance. If an artist considers himself as a part of nature in pursuant of the
idea of the wholeness of nature, then this equilibrium could be established. According to him,
the material the artist is working with is far beyond of being just a material; the material owns
a high-ranking revealing the significance of the theme. For instance, stone is of great importan-
ce for Noguchi as a material. He regards stone as the most basic material for sculpture. Next,
another vital point for him is the theme and that how it will be treated. Rather than a realistic
or an unrealistic theme, Noguchi (1999:4) states the hardship of visualization of sculpture via
verbalism who thinks that the aim is to be able to express this theme. He thinks that sculpture

could be transformed into a symphony only after all these things have been comprehended.

After this process in which an analysis is in progress related to sculpture, the forties appe-
ared where several questionings pertaining to human & freedom concepts were handled and
Noguchi’s life took a new turn. During those years, political problems between America and
Japan were experienced. In the end, the Japanese made a raid on Pearl Harbor. Noguchi’s life
was affected negatively after this sudden attack. His special case that is to say, the position of

belonging to two countries brought along the feeling of ‘being mixed up in an affair’ exactly.

The works he created during that period are the abstract ones about the war and broken
human dignity. He carved out the relief named “My Arizona” (1943) and other works such as
“This Tortured Earth” (1943) and “Monument to Heroes” (1943) during that time. His work cal-
led “Monument to Heroes” pulls attention in particular as it is made of wood and human bone
(Figure 2, 3, 4). These abstractions made by Noguchi in the early years of 1940 do not only reveal
their special positions in the history of modern art.

2

3

Figure 2: Isamu Noguchi, “My Arizona” 1943, 46.4 x 46.4 x 11.7 cm, fiberglass, plastic. The Isamu Noguchi Foundation and Garden Museum, NY.
Figure 3: Isamu Noguchi, “This Tortured Earth” 1943, 7.6 x 96.8 x 73.7 cm, bronze. The Isamu Noguchi Foundation and Garden Museum, NY.
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4 5
Figure 4: Isamu Noguchi, “Monument to Heroes” 1943, 71.8 x 34.6 x 24.8 cm, cardboard, wood, bones, string. (Unrealized model)

The Isamu Noguchi Foundation and Garden Museum, NY.
Figure 5: Isamu Noguchi, “Kouros” 1945, 292.2 x 86.7 x 16.7 cm, pink Georgia marble. The Metropolitan Museum of Art, NY.

“In addition to proposing a sculpture concerned with relations between things, these works qu-
estion the assumptions embedded in American culture about how identities might (or might not)
be negotiated and positioned within the racialized cultural matrix of the United States after Pearl
Harbor. Key to Noguchi’s figuration of such intersections was his turn to abstraction in the early
1940s. For it is the works” abstract language that enables them to suggest multiple meanings, by

intermixing diverse formal and cultural points of reference.” (Lyford 2003)

In the end, Noguchi was shaken deeply and drifted into a spiritual depression when America
launched an A-bomb to Japan on August 1945. In Baraz’s (2008) statement, he could respond
to those inhuman assaults only with his art and he was able to express his ideas only through
art. He realizes a work with some sand material on sand called “Memorial to Man” the name
of which would later be changed as “Sculpture to Be Seen from Mars” (1947). This work is an

ironical approach against the violence of war.
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In 1946, shorter than a year of time after Hiroshima and Nagasaki had been bombed, Ja-
panese American sculptor Noguchi was chosen for participation to an exhibition called “14
Americans” to be realized in the museum of Modern Arts. It was noted that this exhibition,
which is one of the exhibition series that reflects the variety of the most recent American art,
presents a cross section of America’s contemporary art. Although Noguchi was away from artis-
tic environment of New York for some time, he took part in the row of these exhibitions in this
period. He exhibited his 15 works including Kouros which was a monumental sculpture made
out of marble he completed in 1945. In the war atmosphere with the Japanese, despite Federal
Government’s resolution stating that Japanese Americans had to be kept under custody during
the war, the museum itself wanted to show that it hoped to be the initiator of a kind of artistic
democracy by inviting Noguchi to the exhibition and hugging artists from various cultural eth-

nic backgrounds.

As an exhibition curator, Dorothy Miller states in the introduction part of the exhibition
catalogue that; “these artists are concerned with communication even more than esthetics... the
idiom is American but there is no hint of regionalism or chauvinistic tendency... On the cont-
rary, there is a profound consciousness that the world of art is one world and that it contains the
Orient no less than Europe and the Americas” (Lyford 2003). According to Lyford, as his work
possibly reveals another row of connection with East by means of a fine talent, someone might
think that Noguchi’s participation could be thought as a piece of Miller’s struggle to create a
certain area for art in the exhibition. As it symbolizes a variety of tools and approaching styles
in making art that refers to many cultures synchronically, Noguchi’s career seems as if it reflects
the variety that Miller desired to stress in the exhibition. In Lyford’s (2003) statement again,
the experience gained by Noguchi through the works “Kouros” (1945), “My Pacific” (1942) and
“Katchina” (1943) got stronger easily among the traditions of America, Pacific and Europe (Fi-
gure 5, 6). According to Lyford’s narration, among these works meaningfully as well, Kouros (9
feet length) pulls the attention of the critics mostly. Because, Kouros has another claim as well
not only with its huge dimensions but also a direct reference to the hero male figure tradition

in ancient Greek (Figure 7).

What Noguchi told about ancient era’s sculptures after examining them and that how he
transformed them (with which kind of standpoint) in a contemporary atmosphere is significant

in terms of making a connection with Kouros as well:

“By sculpture we mean those plastic and spatial relationships which define a moment of per-
sonal existence and illumine the environment of our aspirations. Our knowledge of this definition
is found in the temple sculpture of the past. There the forms, communal, emotional, and mystic in
character, fulfill its larger purpose. It is apparent, therefore, that the function of sculpture, as here
defined, is more than merely the decoration of architecture, or the treasure of museums. Both of
these outlets, worthy through they may be, are an extension in kind of private ownership. It is not
necessary to draw here on the decline of the third, the original and most potent outlet, religion, In
the technological order alive today, another channel must be opened for sculpture, if that art is to
fulfill its larger purpose.” (Noguchi 1949)



Figure 6: Isamu Noguchi, “My Pacific” 1942, 104.1 x 53.3 x 20.9 cm, driftwood. The Museum of Modern Art, NY.
Figure 7: Statue of a kouros, ca. 590-580 B.C., height 193.04 cm, Naxian marble. The Metropolitan Museum of Art, NY.

Amy Lyford (2003) gives the interpretation that Noguchi’s smooth marble descends from his
ancient Greek namesake with measurements exceeding vertical, organic and normal human
body of the sculpture. Noguchi’s Kouros, despite the fact that it owns close features with Greek
tradition in terms of its dimensions, verticality and name, differs from this tradition as they are
sums of pieces connected to each other rather than just a single or whole form. This work of
Noguchi, built by the connection of plates instead of sculpting out of a single stone block, has
been re-interpreted as a form similar to thinned skeleton. With an open, polished chest cage he

frames the space instead of removing it.
In his study called Kouros and other studies with the same style that are thought to have

been concreted a section from Noguchi’s movable and touring life, it is seen that mass and space

dilemma is of great importance. Here the importance of space gains an undeniable dimension
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at his side. When in 1946 Noguchi identifies modern sculpture, he says “we (sculptors) are not
interested in the things themselves now, but relations of the things among themselves. Our reality
is the space among those ones...” Such a concept of sculpture suits to the process which stems
from the nature of the artist’s works formed out of pieces of plates that can be clamped that is
mounted on the wall- these works that prefer existing in the argumentative situation between
body (torso/volume) and spatial position (gap) deny being categorized easily (Lyford 2003). In
such styles of works by him, neither volume nor space is victorious over one another or destroy
each other as in the shaping of his life by East & West dilemma. He wants that volume and space
should be in an ambiguous relation in his works in particular. He thinks that the formation of
sculpture from space at a great rate or only from volume might not provide the desired effect.
He goes into forming his creation by trying to put it in a position that brings each other into

existence through both ones.

While Lyford understands a pessimistic style in Noguchi’s Kouros intuitively, in fact, he puts
forward the idea that the inner part of the ideal Kouros figure has been emptied by transforming
the material in the center of this sculpture into an open skeleton structure after emptying it. The
difference between these two ones puts forth Noguchi’s modernist sculpture technique for con-
sideration. For instance, reduction of human body depictions to a system clamped to each other,
portable and multi-patchwork structure from one place to other which can be clamped and
untied easily are all the features not compatible with ancient Greek Kouroi at all. This mobility
is important in terms of the difference of the sculpture from Greek tradition. Because Noguchi’s
Kouros and his other sculptures that can be clamped are in the forms that can be disassembled
only in a few seconds and then they are gathered. Noguchi’s Kouros, a portable monument
which can be demounted and mounted, thematizes heroic male figure as a movable imaginative
effigy. This is actually a way to narrate his own life style and experiences for him at the same
time. Lyford, with Noguchi’s this work, expresses that he had reflected his removes-drifts among
Mexico City, San Francisco, Los Angeles and the place including his deprivation in an intern-
ment camp for Japanese Americans in Arizona during the end of 1930’ and the beginning of

1940’s subtly but may be unconsciously.

“If, as Fratz Fanon argues, “to speak means to be in a position to use a certain syntax... to grasp
the morphology of this or that language ... but... above all to assume a culture,” then Noguchi’s mo-
bilization of the iconic kouros form aligns his work with European culture. Yet his version reinvents
this antique cultural signifier of a universal “Man” in order to raise questions about the viability of
the liberal ideal of a universal humanity embodied in the ancient tradition. His critique of the li-
beral ideal follows the enforced relocation of Japanese Americans by the United States government,
a policy that clearly demonstrated that such universality would have a difficult time crossing the
racialized lines within American culture, lines that were deepened by the exclusion of all residents
of Japanese descent from the western United States during World War 11" (Lyford 2003)

Attitudes that have racial apartheid in American culture did not come to an end when the
war is over. However, despite that, through Lyford’s narration in such an environment, in most

critiques related to Noguchi’s works in 1946, it is seen that the sculptor has been stressed as a



figure harvesting Europe and Asia traditions, which are openly opposite to each other, in his
own life and art. In an essay written on Noguchi’s sculpture while “14 Americans” exhibition is
continuing, Thomas Hess (Art News Editor) defines Noguchi’s Kouros as a poetic mixture of
East & West. As Lyford quotes; “Deriving from the opposing influences of archaic Greek sculpture
and Oriental calligraphy,” Hess wrote, “it (Kouros) is an expression of Noguchi’s optimism for
humanity..”(Lyford 2003) Noguchi’s Kouros for Hess gives an impression walking upright in the
universe he created on his own by capturing perfection atmosphere of ancient civilizations vir-
tually. “Noguchi’s version of the subject challenges the relevance of a liberal view of a universalizing
humanity in the wake of World War I1.” (Lyford 2003)

Kouros reinterprets the balanced, fixed and determined ancient civilization style as a portab-
le and movable sculpture viewed as little ritual reflecting ideal humanism, which is called the
combination of East & West by Hess. This sculpture reconstituted the modern human figure
indeed, through its features such as the variety of its pieces, portable structure, giant body and a
movable figure formed out of the balance of its components which do not look like each other

but can be clamped.

Noguchi’s Kouros as a portable sculpture which is not in the form of a mass is the represen-
tation of an ideal male in present day as in ancient times. However, this work, at the same time,
forms a sample for tendency toward demonstrating himself with Noguchi’s other works which
have been in a certain period of change since the beginning of 1940’ as well. Because some
abstract sculptures made by Noguchi during that period revive the formations of new identi-
ties which turn visible in the process of cultural transformation rather than fixed values of the
system in which strict hierarchies exist. Along with the Second World War, the thing the effect
of which began to be felt some more for the Japanese in America was the case of being ‘the ot-
her’. Deportation policies applied to its own citizens by America in those years made Noguchi’s
life more active and also made him feel the idea of having no land more deeply. In addition,
those periods also symbolize the durations where his transpositions became so dense and the

times where he stayed in deportation camps (although he was volunteering).

So, it would not be wrong to say that Kouros with its interlocking and portable stylistic ar-
rangement and some other works which was made by Noguchi in the middle of 1940’s, make
some references to both his dynamic and mobile life and to his past which includes more than
one ethnic structure. That is to say, Kouros, for the existence of the twentieth century man, in a
world where immigration, transposition and exile have been a model, re-tackles and questions

how far a fixed-settled-stagnant human image would be valid.

What Noguchi did in 1940’ and the things which he created in Kouros especially are the
concretizations of the periods of transformation and displacement in different ways. These
works are in a form expressing the conceptual signs of their reasons for being in their own styles
directly.

As mentioned before, while Noguchi fictionalizes his interpretations pertaining to human
and universe through sculpture, his sensitivity, perception and manner of approaching special

to Eastern culture accompany him. Some critics point at Noguchi’s manner by combining his
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Eastern interpretation and vision style with Western style and transforming it into sculpture
in the resolutions they made over Kouros style works. These sculptures of him can be shown
as a sample in which fuzzy, serpentine and dynamic structure of calligraphy special to Eastern
culture and strong, perfect, stagnant and balanced feature of archaic structure special to ancient
Greek could become a whole. Thinking style special to East and the style for perceiving nature
have found a reflection in his other works which symbolizes his self creative style. Geometrical
structures hidden in organic world have been re-interpreted in his sculpture and they provided
an opportunity to form his own style without exterminating the real value of natural structure
or material by reaching at an integrity accompanied with the signs of his own existence. That
Noguchi sees ‘abstract tendency’ as an ideal balance between the soul and the substance, which
is evaluated as a boundlessness area in sculpting narration by him, stems from the formation
special to East hidden in his personal character. In his opinion, in parallel to the same thought,
setting up that balance would only be possible if an artist sees himself / herself as a piece of

nature.
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OZET

Temmoku sirlar kesfedildiginden bu yana, en 6nemli sirlardan biri olmustur.

Temmoku sirlarin tiretimi, Cin’de Sung (960-1279) hanedanhigi doneminde si-
yah ve kahverengi sirlarin iiretimi ile basladi. Sung Hanedanligi doneminde tem-
moku sirlt Jian kaseler, Kuzey Sung mahkemeleri tarafindan biiyiik takdir gordii
ve bu kaseleri imparatorluk kullanim icin onaylandi. Bu arada, Temmoku sirli

kaseler, Kuzey Sung ve Budist manastir topluluklari arasinda son derece moda
oldu.

Temmoku sirlarin adi, Cin’de Fujian ilinden gelmektedir. Japonlar Cin’de Tian-
mu Shan olarak bilinen dag icinde yer alan bir manastiri ziyaretleri sirasinda, bir-
kag Jian ¢ay kasesini almislar ve daha sonra bunlardan esinlenerek goriiniislerini
taklit etmislerdir. Bati Zhejiang ilindeki Tienmu Budist tapinaginda temmoku
kaselerin kullanimu, 12. yiizyilda Japonya’ya sigramis ve ortagagda Japonlar ta-
rafindan kabul gormiis, sonra Japonya’da ¢ay torenlerinde degerli ogeler olmaya
baslamstir. Japonlar kaseleri Tianmu veya Temmoku olarak adlandirmiglardir.

Bugiin, Temmoku terimi hem Cin hem de Japon kahverengi sir ve genellikle kah-
verengi seramikleri ifade etmek igin tiim diinyada yaygin olarak kullanilmakta-
dir. Buna ek olarak, temmoku terimi; demirce doyurulmus sirlari, ¢ay kiilii, yag
benekli, tavsan kiirk, yohen, yuteki ve benzeri sirlari da ifade etmektedir.

Bu ¢alismada, temmoku sirlarinin tarihsel gelisimi ve oOzellikleri incelenmis ve
temmoku sir1 ¢alisan sanatgilarin calismalarindan 6rnekler verilmistir.

Anahtar kelimeler: Temmoku, Cay Kiilii, Yag benekli, Yohen and Yuteki
Temmoku

* Anadolu Universitesi, Giizel Sanatlar Fakiiltesi, Eskisehir / TURKIYE
**Anadolu Universitesi, Porsuk Meslek Yiiksekokulu, Eskisehir / TURKIYE
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GIRIS

Temmoku ilk olarak Song Hanedanlig1 (960-1279) déneminde yapilmis ve normalde sadece
Cinde Jian yao denilen ¢ay kaselerini temsilen kullanilmistir. Cinde “Yao” firin sitesi anlamina
gelmektedir. “Jian” ise Yangtzen nehrinin giineyinde Fujian ilinin kuzeyindeki, Mien nehri {ize-
rinde bir bélgedir (Koons, 2005, s. 60).

Temmoku ismi, Cinde 6nemli bir Budist tapinaginin yer aldig1 Tianmu Shan daginin Japon-
ca karsiligidir. Genel olarak siyah, kahverengi kase, pas rengi, koyukahverengi sirlar1 da kapsa-
yan genis bir grup i¢in kullanilir. Temmoku sirlar parlak, kahverengi, mavi-siyah ¢izgili ya da

benekli sirlardir. Bazen kahverengi temel renk olup, benekler ve ¢izgiler siyahtir.

Cok bilinen temmoku tiirlerinden biri; parlayan siyah cizgili “Hares fur” tavsan kiirkiine veya
keklik tiiyiine benzeyen ince radyal pas renkli ¢izgiler gosteren sirdir. Karakteristik Jian yao cay
kaseleri konik olarak, kirmizimsi-siyah kaba taneli stoneware bir biinyeden sekillendirilmigtir.
Temmoku tavsan kiirkil kaseler Cinde ve diger Asya iilkelerinde 6zellikle Japonyada biiyiik hay-
ranlik uyandirmustir. Bu eski orijinal rahip ¢ay kaselerinden bir kag1 6zel olarak adlandirilmig
ve Japonyada ulusal hazine mali olarak kabul edilmis, nesilden nesile aktarilmast i¢in koruma

altina alinmigtir.

Literatiire gore, temmoku ismi Sung dénemine ait tiim siyah ve kahverengi sirl ¢ay kaseleri
icin (demire doyurulmus, cay kiilii, yag benekli, tavsan kiirkii, yohen, yuteki) gelisigtizel kullanilir
olmustur. Giiniimiizde, Sung dénemi temmoku ¢ay kaseleri yapildig: firin veya bolgeye gore

tanimlanmaktadir.

TEMMOKU SIRLARIN TARTHCESI VE GELiSIMIi

Bilindigi gibi yiiksek sicaklikta pisen siyah ve kahverengi kaplar, Cin seramikleri arasinda
en etkileyici olanidir. Cinlilerin, hem kuzey hemde giineyde yaygin olarak bulabilecekleri, kil-
nehir ¢gamuru ve kumlarini temel hammadde olarak kullanarak, demir agisindan zengin sirlar1
tretmeleri sasirtict degildir. Bu sirlar; giinliik cay kaselerinde, piring depolama kaselerinde, va-
zolarda, sarap siselerinde ve bilyiik depolama kaplari {izerinde uygulanmistir
(Koons, 2005, s. 60; wood, 2007, s. 137).

Fujian ilinin giineyindeki Jian firinlarinda iilkeye 6zgii, 6zel bigimde sekillendirilmis ¢ay ka-
seleri hem Cinde hem de Japonyada siradist bir statitye kavugmustur. Kuzey Sung Hanedanli-
ginin baglarinda (M.S. 960-1127) Jian Temmoku kaseler Kuzey Sung mahkemeleri tarafindan
takdir gormiis ve imparatorluk tarafindan kullanimi onaylanmigtir. Daha sonra Jian temmoku
kaseler Japonyada ¢ay seremonilerinde ¢ok 6nem kazanmustir. Cinlilerin “Tien mu” olarak ni-

telendirdikleri Jian ¢ay kaseleri Japonca “Temmoku” olarak isimlendirildi (wood, 2007 s. 137).

Cinin giineyinde ginytiziine ¢ikarilmus firinlardaki gay kaseleri, belki de kuzey Fujian ilinde
tretilenlerdi. Bu bolge, siyah kaplarin tiretimi agisindan 14. yiizylldan Tang Hanedanlig: sonla-
rina kadar uzanan, seckin bir ge¢mise sahiptir. Milyonlarca Jian ¢ay kasesi, bu dénem boyunca
onemli temmoku tiretim merkezi olan Shuji- Jianyangda 50 kilometrelik yar1 ¢apl alan igerisin-
de yer alan dag firin sitelerinde tretildi (Wood, 2007, s. 146).



Resim 1: Liu Li Tsang Firininda Bulunan Temmoku Cay Kaplari, Kaseler ve Vazolar

Resim 2: Fuzian Yakinlarinda Gemi Enkazinda Bulunmus Temmoku Kaseler

Sung Hanedanlig1 dénemi temmoku porselenlerin, Honan ve Cin'in kuzeyinde diger bolge-
lerde iiretildigi bilinmektedir. Ancak buralardaki iiretim Szechwan ilindeki kadar yaygin degil-
dir. Szechwanda Cin’in erken donemlerine ait iki 6nemli “Chiung Chou ve Liu Li Tsang” firin
sitesi mevcuttur. Bunlardan her ikisi de Sung Hanedanligi dénemine aittir. Bu firinlarda iireti-
min ne zaman bagladig1 ve ne zaman sona erdigi bilinmemektedir (Graham, 1938, s. 177). Liu Li

Tsang firininda kiigiik ayakli ¢cay kaplari, kaseler ve vazolar bulunmustur (Resim 1).

Diger temmoku sirli kase 6rnekleri asagida gorillmektedir. Kaseler Fujian ili yakinlarinda bir

gemi enkazinda bulunmustur (Resim 2) (Tagyildiz, 2010, 5.7).

Kore Devlet miizesinde ve Prens Li Kaijo miizesinde, Kore ¢dmlekgiligine ait biiyiik bir ko-
leksiyon mevcuttur. Bu koleksiyonlarda Koryu dénemine ait mezarlarda bulunan ve Cinde Sung
ve Yuan Hanedanli1 dénemi ile ayni zamana rastlayan gesitli ornekler bulunmustur. Bunlardan

bir kisminin Kore el sanat is¢iliginin 6rnekleri olarak gériilmesine karsin Cinde yapildig: kabul

edilmektedir. Biiyiik gesitlilik gosteren bu drnekler, Japoncada temmoku olarak adlandirilmak-

tadir (Habson, 1934, s. 214 ).

w

Resim 3: Korede Mezarlarda Bulunmug Tavsan Kiirkii Sirli Kaseler

Bunlardan gergek temmoku olarak kabul edilenler hare’s fur (tavsan kiirkii) sirli gay kasesi
Sekil 3de, Kian Temmoku olarak adlandirilan kaseler Resim 4de, Honan tipi temmoku vazo-
lar Resim 5de ve yagbenekli temmoku kase ise Resim 6da goriilmektedir (Tagyildiz, 2010, s. 7;
Hobson, 1934, s. 214-216).
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Resim 4: Korede Mezarlarda Bulunmugs Kian Temmoku Kase
Resim 5: Korede Mezarlarda Bulunmus Honan Temmoku Vazolar
Resim 6: Korede Mezarlarda Bulunmus Honan Temmoku Yagbenekli Kase

Sung Hanedanligindan beri degerli olan ve kayitlara
gecirilmis gercek Jian temmoku kaseler 151k altinda ha-
reket ettirildiginde renkleri degisiklik gosterir. Isik etki-
siyle, 151k diisen yiizeylerde liistere benzer efektler gorii-
lir. Ayrica kase yiizeyinde ya 151k alan bolgelerde ince
yari seffaf gériiniimler olusturur ya da lokal olarak 1s181n
kirinimina gore sir yiizeyinde renk degisiklikleri olur.
Profesor Chen Xianqiu tarafindan Cinde giiney Sung
bolgesinde mevcut yazili kaynaklar tizerinde siirdiiriilen
aragtirmalar, Jian temmoku kaplardan
Sung Hanedanlig1 déneminde ¢ok megshur olan benekli Yohen temmoku kaplarin oldugunu or-
taya ¢ikarmistir. Yohen temmoku sirli kaseler ender 6rneklerden olup, bugiin diinyada bilinen
yalnizca dort 6rnek mevcuttur. Jian ¢ay kaseleri i¢inde kiigiik bir grubu temsil eden bu kaseler,
Japonca Yohen temmoku olarak adlandirilmistir. Bu kaselerin i¢ kisimlar1 gokkusag: seklinde
151l 1511 parlayan kiigiik-biiyiik beneklerin yeraldigi olaganiistii bir goriiniime sahiptir. Yohen
temmoku 6rneklerin tamami Japon kiltiir miras1 ve 6nemli kiiltiirel objeler olarak kabul edil-
mis ve Japonyadaki miizelerde, 6zel koleksiyonlarda koruma altina alinmigtir”
(Wood, 2007, s. 151). Bu dort 6rnekten ikisi Resim 7de gorilmektedir.

Giiniimiizde seramik alaninda ve ¢dmlekgilik endiistrisinde hizli ve 6nemli teknik gelisme-
ler olmasina ragmen, Yohen Temmoku sirlarinin yeniden diretimi su ana kadar basariya ulas-
manustir (Fujii, 1982, s. 65).

Temmoku sirlarin bilesiminde ¢ok 6zel hammaddelerin kullanimina gerek yoktur. Bu sirlar
¢ogunlukla ¢ok bilinen feldspat, talk, dolomit, mermer ve kuvars gibi hammaddeler icerirler.
Buna ek olarak, siyah bir zemin {izerinde kirmizidan, kirmizi-kahverengiye degisen benekli
alanlarin olusturulabilmesi i¢in biitiin temmoku sirlary; %10 ve tizerinde demir oksit igerirler
(Chappell, 1997, s. 387).

Temmoku sirlarin elde edilmesinde en 6nemli faktor, tamamen oksidasyonlu ortamda pigir-

mektir. Yagbeneklerin (oil-spot) olusturulabilmesi i¢in oksidasyonlu pigirim gereklidir. Kirmi-



Resim 7: Giiney Sung Hanedanligi Yohen Temmoku Cay Kaseleri

z1 demir oksit molekiilleri yaklagik 1230 °C'de oksijen atomlarini serbest birakir, bu sicaklikta
kirmizi demir molekiilleri, mevcut yapisini koruyamaz ve FeO molekiil yapisina ya da siyah
demire doniisiir. Oksijen atomlari serbest kaldig i¢in koptikler sir ylizeyine taginir. Serbest ok-
sijen atomlar1 beraberinde FeO’yu sir ylizeyine tasir ve orada ¢oker. Bu da sir yiizeyinde pii-
riizlii siyah beneklerin (spots) olusumunu saglar. Yagbenekli sirlarin elde edilmesinde 6nemli
olan diger faktor, sirin biinye tizerine uygulama kalinlhigidir. Eger sir yeteri kadar uygulanmazsa
yagbenekler (oil-spots) olusmaz ya da ¢ok kiiciik benekler olusur. Sir kalinligi en az 3 mm ve 6
mm’ye kadar uygulanabilir (Britt, 2005, s.16-17).

TEMMOKU SIRLAR iLE CALISAN SERAMIK SANATCILARI

Temmoku sirlar1 Cinde ve diger Asya tilkelerinde, 6zellikle Japonyada seramik sanatcilarinda

bityiik hayranlik uyandirmistir. Bugiin, bu sirlarin yarattig: etki halen devam etmektedir.

Hideaki Miyamura

Japonyada dogmus olan Hideaki Miyamura, A.B.D'de yagamini siirdiirmektedir. Sanatgi
Japonyada bulundugu yillarda usta bir Japon ¢comlekginin yaninda alt1 yil ¢irak olarak ¢aligmis-
tir. Uzun yillar yiiksek sicaklikta pisen porselen killeri tizerinde arastirmalar yapmus ve eser-
T lerinde ¢ok degerli Yohen
temmoku sirlarini kullanmis-
tir. Sanatgl tarafindan tretilen
tavsan kiirki ve Yohen tem-
moku vazo Resim 8 ve Resim
9da goriilmektedir.

(Tagyildiz, 2010, s. 24)

8

Resim 8: Tavsan Kiirkii Temmoku Vazo
Resim 9: Yohen Temmoku Vazo
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Kamada Koji

Japonyada dogan seramik sanatgist Koji, 1968 yilinda 6gretmeni Tadashi Shimizu’un 6nder-
liginde seramik kariyerine baslamis ve yasamini ¢émlek yaparak stirdirmeye karar vermistir.
Koji, yagamini temmoku sirlarini arastirmaya ve tiretmeye adamis birkag Japon seramik sanat-
¢isindan biridir. Modern ve farkli bakis agilariyla, eski Cin sirlariyla ilgili edindigi deneyimleri-
ni yeni kugak seramikgilere aktarmis ve Kyotoda tinlii, ¢cagdas seramikgilerden biri

olmugtur. Sanat¢i tarafindan iiretilen temmoku kaseler Resim 10 ve Resim 11'de goriilmektedir
(Tagyildiz, 2010, 5.19-20).

Resim 10: Temmoku Kase, Resim 11: Yohen Temmoku Kase

John Britt
Washingtonda dogan Britt, hayatinin biiyiik béliimiinii Dayton Ohioda ge¢irmistir. Uzun

yillardan beri ¢omlekgilik yapmaktadir. Britt felsefe egitimi almasina ragmen, seramik alanin-
da kendisini yetistirmistir. Cesitli iiniversite, kolejlerde ve el sanatlar1 merkezlerinde (Dayton
Universitesi, Dayton Sanat Enstitiisii, Penland El Sanatlar: okulu, Brookhaven ve Mayland Kolej-
lerinde) seramik egitmenligi yapmus, degisik seramik teknikleri, serbest sekillendirme, ¢émlek
yapimi, seramik firinlarin yapimi, seramik hammaddeleri ve sir kimyasi dersleri vermistir. Britt,
Cin Sung Hanedanlig1 doneminin etkileyici temmoku sirlarini yeniden iireterek kendi form-
larinda kullanmaktadir. Sanat¢1 tarafindan tiretilen temmoku kaseler Resim 12 ve Resim 13de
verilmistir. (Tagyildiz, 2010, s.19-20).

Resim 12: Yanardonerli Yagbenekli Kase, Resim 13: Yagbenekli Kase



Ensar Tagyildiz
Tagyildiz Tiirkiyede dogdu. 1991 yilinda Anadolu Universitesi Giizel Sanatlar Fakiiltesi Se-

ramik Béliimiinde lisans, 2000 yilinda Anadolu Universitesi Sosyal Bilimler Enstiitiisii Sera-
mik Ana Sanat Dalinda Yiiksek Lisans egitimini tamamladi. 2010 yilinda Anadolu Universitesi
Giizel Sanatlar Enstiitlisii Seramik Ana Sanat Dalinda Sanatta Yeterlik programindan mezun
olmugtur. Sanat¢1 1991 yilindan beri Anadolu Universitesi'nde ¢alismaktadir. Sanatc1 diisiik ve
yiiksek dereceli sirlar, seramik biinyeler iizerinde uzmanlasmistir. Son bes yil boyunca gele-
neksel Cin sirlar1 ve teknikleri tizerinde deneysel ¢alismalar yapmis, karmagik bir yapiya sahip
olan bu sirlardan ¢ay kiilii, tavsan kiirkii ve yagbenekli temmoku sirlar1 yeniden tireterek, Sung

Hanedanlhig1 temmoku sirlarini kendi geleneksel artistik formlarinda kullanmaktadir. Sanatgi

tarafindan tretilen gay kiilii sirli vazo ve yagbenekli kase Resim 14 ve Resim 15de gortlmektedir
(Tagyildiz, 2010, s.108-116).

Resim 14: Yagbenekli Kase
Resim 15: Cay Kiilii Temmoku Vazo

SONUC

Orijjinal temmoku sirlar ve kaseler ilk defa Cinde Jian bolgesinde iiretilmistir. Sung Hane-
danlig1 doneminde temmoku kaplar heniiz yeni meshur olmaya baslamis ve bélgenin disinda
Jian kaplari olarak taninmustr.

Kayztlara gore, orijinal temmoku kaplar popiiler olduktan sonra, bir¢ok seramik ocag1 (atol-
yesi) bu kaplarin gériiniislerini kopyalayarak tiretim yapmistir. Cin'in diger kesimlerinde ve
Japonyada iiretilen bu riinler orijinal olanlardan biraz farklilik gosterir. Cogu bolgede farkli
karakterde killer mevcut oldugundan ya da sirlar ayni olmadigindan yeniden iiretilenler orijinal
olanlara gore biraz farklilik gosterirler. Yine de bu iirtinlerin tamami temmoku olarak adlandi-
rilmistir. Ancak bu dirtinlerin tamamu Jian kaplariyla ayni ozelligi tasimamaktadir. Bugiin bile
bir¢ok bilim adami bu triinleri Jian kaplarI olarak kabul etmektedir. Ancak bunlar arasinda
6nemli farkliliklar vardir. Orijinal temmoku kaplar yalnizca belli bolgelerde tretilmistir. Oriji-
nal Temmoku kaseler ve sirlar belli bir tarzda Cin'in kuzey ve giineyinde, Fujianda -Jian firin-

larinda ve bir¢ok seramik ocaginda (atélye) tiretilmistir.
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Temmoku sirlarin yapiminda ¢ok 6zel hammaddelerin kullanimina gerek yoktur. Bu sirlar,
yaygin olarak kullanilan ve bilinen feldspat, talk, dolomit, mermer ve kuvars gibi hammaddeler
ierirler. Temmoku sirlarin elde edilmesinde en 6nemli faktérlerden biri tamamen oksidasyon-
lu atmosferde pisirmedir. Diger kritik faktor ise biinye tizerine uygulanan sir kalinligidir. Sir
kalinlig1 en az 3 mm. olmalidir.

Genel olarak temmoku, Cinde ve Japonyada hem siyah-kahverengi sirlar1 hem de siyah se-
ramik kaplar1 tanimlamak icin kullanilan bir terimdir. Buna ek olarak, bu terim demire doyu-
rulmus sirlary, gay kiild, yagbenekli, tavsan kiirki, yohen, yuteki vb. sirlarin karsilig1 olarak da
kullanilmaktadir. Temmoku sirli kaseler Sung Hanedanlig1 doneminde popiiler oldugu kadar,
bugiin de biitiin diinyada oldukea popiilerdir. Temmoku sirlar, biitiin diinyada seramikgiler ta-

rafindan yaygin olarak iiretilmekte ve kullanilmaktadur.
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ABSTRACT

Temmoku glazes have been one of the most important glazes ever since discovered. The
prodoction of temmoku glazes began with the discovery of black and brown glazes du-
ring the Sung (960-1279 A.D.) dynasties of China. During Sung dynasty Jian Temmoku
glazed bowls were accepted as tribute wares by the Northern Sung court, and were app-
roved for imperial use. Meanwhile, Temmoku glazed bowls became extremly fashionable

amongst Nortern Sung Society and in Buddhist monastic communities.

The name of Temmoku glazes comes from a province of Fujian in China. When The

Japanese visited a monastery in a chinese montain which is called Tianmu Shan, They
bought some Jian tea bowls, and later they were inspired to imitate their look. From the
Tienmu Buddhist temple in western Zhejiang province their use sprad to Japan in the 12th
century, where they were ferevently admired by the medieval Japanese, and later becoming

treasured items in the Japanese tea ceramony. They called bowls as Tianmu or Temmoku.

Today, the term Temmoku is widely used in all the world to discribe both Chinese-Japane-
se blackware glazes and blackware in general. In addition to this, the term temmoku come
to refer to iron saturat, tea dust, oil spot, hare’s fur, yohen, yuteki, and so on.

In this study, historical development and specification of temmoku glazes were investiga-
ted and were given example of the work of artists working on temmoku glazes.

Key words: Temmoku, Tea Dust, Hare’s Fur, Oil Spot, Yohen and Yuteki Temmoku
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INTRODUCTION
Temmoku was first made during the Song Dynasty (960-1279) and is normally only refer-

ring to tea bowls which were called Jian yao in China. In Chniese, yao means kiln site, and Jian
is the area on the Mien River in the nortern Fujian province South of Yangtze River (Koons,
2005, 5.60).

The name temmoku is actually the Japanese pronunciation of the Chinese mountain Tianmu
Shan where an important Buddhist monastery was located. In general this name is often used
for a wider group of black, russet brown bowls and blakeware glazes. Temmoku glaze is usually
blue-black streaked or mottled with a lustrous brown. Sometimes the brown is the base color
and the mottling and streaks are in black. A famous variety; a streaked “Hares fur” with a shin-
ning black glaze showing fine radial rust-colored streaks that resemble the fur of a hare or the
markings of a partridge. The characteristic Jian yao tea bowl is conical in shape and has a coarse

reddish-black stoneware body.

Temmoku hare’s fur bowls were greatly admired with in China and also in other Asian co-
untries, most notably Japan. A few of these old original monk tea bowls of this type have been
preserved in Japan, where they have been handed down from generation to generation and are

individually named and kept as national treasures.

According to literature, the name temmoku has been used indiscriminately to include all
black and brown glazed tea bowls (iron saturat, tea dust, oil spot, hare’s fur, yohen, yuteki) from
Sung period. Nowadays efforts are made more precisely to identify the kiln or area in which

Sung temmoku tea bowls were made.

HISTORY AND DEVELOPMENT OF TEMMOKU GLAZES

As known, high-fired blackwares and brownwares are among the most fascinating all Chine-
se ceramics. Their iron-rich glazes seem to evoke the very earths of China and it is not suprising
to find that the common clays, river-muds and silts of both north and south china were often the
main raw materials used to make them. They are essentially glazes of chinese countryside and
were applied typically to large storage jars, to wine bottles, vases and rice bowls, and to everyday
tea bowls (Koons, 2005, s. 60; wood, 2007, s. 137).

One particular style of country tea bowle-from the Jian kilns in the southern province of
Fujian-achived unusual status, both in China and Japan. Early in the Northern Sung dynasty
(AD 960-1127) Jian temmoku bowls were accepted as tribute wares by the Northern Sung court,
and were approved for imperial use. Later Jian temmoku bowls became treasured items in the
Japanes Tea Ceremony. In Japan Jian ware tea bowls were given the name “temmoku™after the

Japanese rendering for the Chinese characters “Tien mu” (wood, 2007 5.137).

Perhaps the most celebrated of the southern teabowl kilns are those that produced the Jian
wares of northern Fujian province. This area has a distinguished history for blackware-making
that exdends from the late Tang dynasty to the late 14th century AD. Millions of Jian ware tea
bowls were made through this period at various montain kiln sites within a 50-mile radius of

Shuji-with Jianyang being a particulary important temmoku center (Wood, 2007, s. 146).



It is well known that The sung dynasty temmoku porcelain was manufactured in Honan and in
other part of East China, but not that it has been made extensively in Szechwan province. The two
largest and most important early porcelain kilns in Szechwan are those at Chiung Chou and at
Liu Li Tsang. Both are Sung dynastiy kiln sites, but 1t is not known just when they began or when
they ceased to function (Graham, 1938, 5. 177).

Small-footed temmoku tea cups,bowls and vases were found at Liu Li Ts'ang kiln site (Figurel).

Another example is shown below for the temmoku glazed bowle. The bowls were recovered

from a shipwreck in the sea near Fuzhou in Fujian province, (Figure 2) (Ta¢yildiz, 2010, s. 7).

Figure 1: Temmoku Tea Cups, Bowls And Vases Were Found At Liu Li Tsang Kiln Site
Figure 2: Temmoku Glazed Bowles Were Recovered From A Shipwreck In The Sea

There are several great collections of Corean pottery in the Keijo Museum, in the Govern-
ment General Museum and in the Household of Prince Li. They include a great variety of chi-
nese wares which were found in the tombs of the Koryu Period. These will not include the
controversial teyps of ware which are sometimes claimed as Corean handwork, but only thinks
that are otherwise found in China and which are generally admitted to be of Chinese mark. The
greatest variety will be noted in those wares which, for want to better title, we called by Japanese
name “‘temmoku” (Hobson, 1934, s. 214).

There are the real temmoku tea bowls (Figure 3) with the “hare’s fur” glaze, and so-called
Kian temmoku (Figure 4), Honan temmoku bottles (Figure 5), and oilspot temmoku bowl (Fi-
gure 6) (Tagyildiz, 2010, s. 7; Hobson, 1934, s. 214-216).

Resim 3: Hare’s Fur Bowls Found in Korean Tombs
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Figure 4: Kian Temmoku Bowl Found in Korean Tombs
Figure 5: Honan Temmoku Bottles Found in Korean Tombs
Figure 6: Honan Oil Spot Temmoku Bowl Found in Korean Tombs
Jian temmoku bowls that chance colour as they are
moved in the light have also recorded and valued sin-
ce Sung time. The effect seems related to lustre, and like
lustre, appears to be a light-interference phenomenon,
caused either by a thin semi-transparent layer on the
surface of the bowle, or by local changes in the refractive
indices of the glazes. It has been sugessted by China’s lea-
ding researcher on Jian temmoku wares, Professor Chen
Xianqiu of Shanghia, that the celebrated colour change-
able Jian wares, recorded by writer of the Southern Sung,
may actually refer to the famous spoteted ‘yohen’ temmoku bowls, of which only four examples
are known in the World. This small group of Jian tea bowls is remarkable for the large and
small iridescent spots on the their inside surfages, and their Japanese name, yohen, suggests a
changing and glittering brilliance. All four yohen bowls are Japanese National Treasures and
Important Cultural Object (Wood, 2007,s.151). Two of those four example are shown in figure 7
(Tagyildiz, 2010, s.14).

Figure 7: Southern Sung Dynasty Yohen Temmoku Bowls

Although prompt and remarkable development of technics in the fields of ceramics and pot-
teries industry in recent years, reproduction of Yohen-Temmoku is not successful up to the
present (Fujii, 1982, s. 65).



Temmoku glazes do not require the use of any special materials. These glazes contain the
most common material such as feldspar, talc, dolomite and whiting. In addition to this, all tem-
moku glazes contain iron oxide. Iron in amounts of 10% or more will produce colors known as
saturated-iron reds with the colors showing up as red to red-brown mottled areas on a darker
background (Chappell, 1997, s. 387).

The most important factor in obtaining temmoku glazes is firing full oxidation. Oxidation is
essential because of the mechanism by which oil- spots are created. Simply stated, the red iron
oxide molecules, Fe203, will let go of an oxygen atom at approximately 1230 °C. At this tempe-
rature, the red iron oxide molecule can not maintain, its complex structure and will release an
oxygen atom to become the simple FeO molecule, or black iron oxide. As the oxygen leaves the
red iron oxide molecule it bubbles to the surface of the molten glaze, dragging a bit of iron with
it. When it reaches the surface and leaves the glaze it deposits the spot of iron which creates the
characteristic oil-spot look. Another critical factor in achieving oil spot glaze is the thickness of
glaze application. If the application is not thick enough tere will be no oil spotting or only very
small spots. The final glaze thickness should be at least 3 mm and can be as 6 mm (Britt, 2005,
s. 16-17).

CERAMIC ARTISTS WORKING ON TEMMOKU GLAZES

Temmoku glazes were greatly admired within China and also in other Asian countries, most
notably Japan and all over the word by ceramic artists. Today, these glazes continue to arouse

admiration, and ceramic artists in various countries are working on these glazes.

Hideaki Miyamura

Miyamura was born in Japon, and now have been living in the United Stade. While in Japan,
He studied and apprenticed with a Japanese master potter for six years. For many years now,

He specializes in high fire porcelein clay and uses rare Yohen Tenmoku glazes. Hare’s Fur and

Yohen Tenmoku vases were produced by Miyamura are shown Figure 8 and Figure 9 (Tagyildiz,
2010, s. 24).

Figure 8: Hare’s Fur Temmoku Vase
Figure 9: Yohen Temmoku Vase
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Kamada Koji

Koji was born in Japon, and his career as a ceramist began in 1968 When, under the guidance
of his teacher, Tadashi Shimizu, he deceded to pursue a life in pottery making. Today, Koji is
one of the a small handful of Japanese ceramists who have chosen to their lives to research an
production of temmoku. Through years of experimentation, refinement, and patience, he cle-

rified a distinctly modern vision of this ancient Chinese glaze and built a reputation as one of

Kyoto’s most outstanding contemporary potters. Tenmoku bowls were produced by Koji are
shown Figure 10 and Figurell (Tagyildiz, 2010, s. 19-20).

Figure 10: Temmoku Kase, Figure 11: Yohen Temmoku Kase

John Britt

John Britt was born in Washington, but lived most of his life in Dayton Ohio. He has been a
potter for many years. Although he has degrees in philosophy and counseling, he is a self-taught
potter who has taken classes at Haystack, Alfred, Arrowmont and other crafts centers and colle-
ges. He has worked and taught at the University of Dayton, Dayton Art Institute, Penland School
of Crafts, Collin County, Cedar Valley and Brookhaven and Mayland Community Colleges. He
has taught all types of ceramic classes including, basic hand-building, throwing, sculpture, raw
materials and glaze chemistry, glazing techniques and kiln building to all levels of students. He
was seduced by elegant shapes an amazing glazes of the Chinese Sung Dynasty. Oil spot bowls
were produced by Britt are shown Figure 12 and Figurel3 (Tagyildiz, 2010, s. 26-27).

RpP———— Tr——

Figure 12: Iridescent Oil-Spot Tea Bowl, Figure 13: Oil Spot Bowl

13



Ensar Tagyildiz
Tagyildiz was born in Turkey. In 1991 he fineshed his undergraduate studies at the Anadolu

University, Faculty of Fine Arts Department of Ceramic. He was awarded his graduate degree
by Anadolu University, Institute of Social Sciences, Discipline of Ceramic in 2000. Pursuing his
academic studies, Tagyildiz graduated from Anadolu University, Institute of Fine Arts Discipli-

ne of Ceramic, Qualification in Fine Arts Programme in 2010.

Since then 1991, he has worked as a lecturer at the Anadolu University. He has been a cera-
mist for twenty years. For many years now, he specializes in low- high fire glazes and ceramic
body. He devoted the last five years to experimentation with traditional Chinese glazin techni-
ques, creating his complicated temmoku tea dust, hare’s fur and oil spot glazes and uses Sung
Dynasty temmoku glazes her tradition and artistic form. Tea dust vase and Oil spot bowl were
produced by Tagyildiz are shown Figure 14 and Figurel5 (Tagyildiz, 2010, s.108-116).

Figure 14: Oil Spot Temmoku Bowl, Figure 15: Teadust Temmoku Vase

RESULTS

The first time, original temmoku glaze and bowls were produced in the Jian region of China.
During Sung times, temmoku ware was already becoming famous and was known as Jian ware

outside of the region.

Accordining to literature, after the original temmoku ware and glazes became popular, many
other kilns copied the appearance. These reproductions from Japan and other parts of China
were always slightly different than the originals. Most regions had different types of clay or not
the same types of glaze giving a slightly different look to the reproductions. These were all also
called temmoku ware, but did not bear the name of the Jian. Even today, many scholars lump
temmoku ware into the same category as Jian ware, but in fact there is a large difference. Origi-
nal temmoku ware was only produced in a very select few places. Temmoku bowls and glazes
became fashionable and were made at a number of kilns in north and south China, including

the Jian kilns of Fujian.
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Temmoku glazes do not require the use of any special materials. These glazes contain the
most common material such as feldspar, talc, dolomite and whiting. The most important factor
in obtaining temmoku glazes is firing full oxidation. Another critical factor in achieving tem-
moku glaze is the thickness of glaze application. The final glaze thickness should be at least 3mm.

The term Temmoku is used to discribe both Chinese- Japanese blackware glazes and black-
ware in general. In addition to this, the term Temmoku come to refer to iron saturat, tea dust, oil
spot, hare’s fur, yohen, yuteki, and so on. The temmoku glazed bowls were very popular even in
the Sung times and are quite famous all the world today. Temmoku glazes are widely produced

and used in all the world by ceramic artists.
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OZET

Bu inceleme yazisinda 1917-1995 yillarinda yasamis olan Giiney Koreli
besteci Isang Yun'un hayati, eserlerinin o donem iginde bulundugu belirsiz politik
ortamlardan nasil etkilendigi, Avrupadaki ogrencilik ve sonrasinda devam eden

profesyonel miizik hayatinda, kisisel tarzini nasil olusturdugu incelenmistir.

Diinya ¢apinda tamnmus bir besteci olan Isang Yunun kendi istegiyle yok ettigi
eserleri disinda, hemen hemen biitiin eserleri seslendirilmis ve onemli sirketler ta-
rafindan kayd: gerceklestirilmistir. Ancak tilkemizde ne yazik ki heniiz pek tanin-

mamaktadir.

Incelememin ¢ikis noktas: bestecinin seslendirmekten onur duydugum
“CONTEMPLATION” adli eseridir. Yunun iki viyola igin 1988de besteledigi
“CONTEMPLATION” adli eserinin Tiirkiyedeki ilk seslendirilisi, MEU

Prof. Dr. Ugur Oral Kiiltiir Merkezinde 2 Aralik 2011de viyola sanat¢ilari Dr. Tuba
Ozkan ve Prof. Siegfried Fiihrlinger tarafindan gerceklestirilmistir.

Anahtar Kelimeler: 12 Ton Miizigi, Seul Sehri Bursu, Samanizm,

Dogu Berlin Olay, Isang Yun.
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ABSTRACT

This feature shall look over the life of Korean compositor Isang Yun lived in 1917-
1995, how his compositions were affected due to political disturbances at that time
and how he had formed his individual style in his school days in Europe and in the
days of his professional music carrier.

Substantially all of the compositions of worldwide compositor Isang Yun except
that he removed some of them of his own accord had been performed and recorded
by well-known music companies. Unfortunately he is little known in Turkey.

Starting Point of this investigation is a composition of him, “CONTEMPLATION”
I performed proudly. The first audience of CONTEMPLATION in Turkey, com-
posed for two violas in 1988, has been performed by two violists, Dr. Tuba Ozkan
and Prof. Siegfried Fiihrlinger at MEU Prof. Dr. Ugur Oral Culture Center in 2nd
of December, 2011.

Keywords: 12 Tone Music, Seoul City Scholarship, Shamanism, East Berlin Event,
Isang Yun.

GIRIS

Yirminci yiizyihn ikinci yarisindan itibaren Asya miizigi, Bat1 miiziginin gelisiminde gide-
rek artan bir 6neme sahiptir. Birka¢ seckin Asyali besteci arasindan, bu hareketin merkezinde
yer alan giiney Koreli besteci Isang Yun, en dikkat gekici olanidir. Yun!, yirminci yiizyil miizik
sahnesindeki en 6nemli ve yaratic1 bestecilerden biridir. Kore'nin gelenekleriyle eski kiiltiiriintin
ruhunu tastyan bestelerine baktigimizda, Yun ’un {ilkesinin en iyi “el¢isi” oldugu inkér edilemez.

“.. Eger Dogu Asyali hamile bir kadin riiyasinda Ejderha gormiis ise bu, dogacak ¢ocugu igin
oldukg¢a ‘0zel’ bir kaderin yazildigi anlamina gelir. Annem dogumumdan hemen once, pek de mut-
luluk vermeyen riiyasinda bir Ejderha gordiigiinii bana yedi-sekiz yaslarimdayken anlatts; Ejder-
ha, dogdugum yer olan San Chung Gun yakinlarinda yer alan, bizler igin kutsal ve mistik sayilan,
bulutlarin arasindaki Jiri Dagimin iizerinde, havada siiziiliiyormus. Ejderha yarali oldugu igin,
gokyiiziine dogru u¢maya ¢alistyor ancak bir tiirlii basaramiyormus. Annem bu riiyamn kendisini
korkuttugunu ve kaderimde yazildig1 gibi, zorluklar icinde ama bir o kadar da 6nemli bir hayatim

olacagini soyledi...”.

Isang Yun hayatini bir anlamda, Luise Rinser? ile yaptig1 sdylegiden alint1 yaptigim, annesi-

nin yorumladig ritya gibi yasamis bir bestecidir.

KORE YILLARI
Isang Yun 17 Eyliil 1917de, Korede, o zamanlar sahil kasabas1 olan Tong Yong yakinlarinda
(bugtin Giiney Kore'nin en biiyiik sehirlerinden biri olan Choong Mu) dogmustur. Ad1 orijinal

1 Francisco F. Feliciano, (1983). “Four Asian Contemporary Composers: The Influence of Tradition in their Works”
Quezon City: New Day Publishers..

2 Luise Rinser, (1977). ‘Isang Yun: Der Verwundete Drache’, S. Fisher, Verlag GmbH, s.23.



Cincedir. Cin yazin ve tarih konularinda taninmig bilim adami ve sair Ki-Hyon Yun'un ilk
ogludur. Yun ailesinin bu kolunun Cinden Kore’ye 37. kusaktan dnce gog ettigi ve kiiltiirel islevi

olan bir sorumlulukla Kore’ye yerlestikleri diisiintilmektedir. Yun'un babasi ogluna, Cin'in Yin
- =3 ﬁ_,. 2 ".--"-':‘_ -l T

Resim 1: Cocukluk yillarindaki sehirden bir manzara

doéneminin 6nemli bir filozofu ve politikacisi olan “I- Yun” adin1 vermistir.

Isang Yun bes yaginda (1922) Tong Yongda ‘Sodang” adinda ve 6zel bir egitim verilen okula
gonderildi. Sodang’larda, yerel ‘Konfiicyiisgii’A bilim adamlari, yeni baglayan gocuklara temel
bilimleri, Cin edebiyatini ve karakterlerini 6gretiyorlardi. Kore'nin Japonya isgali altinda oldugu
donem (1910-1945), egitim de dahil biitiin sistemler degisim siireci i¢indeydi. Japon kapitalizmi
sonucunda, ekonomik ve manevi bagimsizligini yitirmeye baglayan Korede, eski fikirlerin giicii
de zayifliyordu. Boylece Yun sekiz yasinda (1925), batinin modern egitim sistemlerini benimse-

mis olan bir ilkokula baglad.

Bati miizigi enstritmanlariyla’ ve miizigiyle ilk kargilasmasi burada oldu. Misyonerlerin ge-
tirdigi kilise orgunun ve orkestranin ¢ikarttig1 sesler ona heyecan veriyordu. Bati miizigi ar-
monisi yeni bir davetti. On ii¢ yasinda yerel amator bir kemanci ile keman derslerine baglad
ama pek az ilerleme kaydedebildi. Degisik enstriimanlar i¢in miizik yapma istegiyle 6grenmeyi

stirdiirdii. Amaci galgici olarak mitkemmellige ulasmak degildi.

Ondort yaginda Yun, yorumlanmak iizere ilk eserini besteledi. Bu par¢a Tong Yongdaki bir
sinemada, film arasinda ¢alinacakti. Bestecilik teknigini ise hentiz kendi kendine 6grenmektey-
di. Yeni bat1 miizigi tizerine ilk egitimini Korede 17 yasindayken almaya baglad: ve ilerletmek
i¢in Japonya'ya gitmeye karar verdi. O dénemde bir Korelinin bestecilik okumasi olagan dist

bir durumdu. Osaka Konservatuvarrnda (1933-1936) viyolonsel ve miizik teorisi okudu. Yun,

A Konfiigyiis: Cinli filozof. M.O 551-M.O 479 yillarinda giiniimiizde Cin'in Shandong eyaleti olarak bilinen bélgesinde yasamustir.
Ogretisinin ana temast insancil diizendir.

3 Yulee Choi, (1992). The Problem of Musical Style: Analysis of Selected Instrumental Music of the Korean-Born Composer ISANG YUN,
s. 143, New York University.
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Osakada okurken, daha sonra Kore'ye gelecek olan Mok Nam Choi ile galisti. Daha sonraki
agamalarda detayli olarak bahsi gececek olan “Dogu Berlin Olayr’nda (Yun'un Bat: Berlinde ya-
sadigi yillarda, Giiney Kore Hiikiimeti tarafindan kagirilip tutuklanmast) bu iliski 6nemli bir rol

oynamuistir.

Japonyadan dondiikten sonra Yun (1936-1938), Seuldeki ¢esitli iiniversitelerde kompozisyon
ve miizik teorisi dgretti. 1938'de tekrar Japonya'ya giderek iig yil boyunca Tomojiro Tkenouch ile
calist1. Tkinci Diinya Savas siirecinde (1941) Japonya Almanya ile birleserek ‘Mihver Devletler’
gliclerini olusturdu. Yun Kore'ye donerek, Japonya karsiti direnige katild: ve gizli faaliyetlerde
bulundu. Ancak bir yandan da tam bir miizige adanmislik i¢cinde beste caligmalarina devam edi-
yordu. Japon isgali sirasinda ¢ok zor giinler geciren kiz kardesine gonderdigi miizikal mektup,
Pyun-gi (Mektup) 1941'de bestelendi. Yine bu karisik ortamda besteledigi Oda Miizigi, Orkestra
i¢in ve film miizigi olarak besteledigi pek ¢ok eser dolasgimdan ¢ekilmistir. 15 Agustos 1945’te
Japonya, Miittefik Devletlere teslim oluncaya dek, Yun bir¢ok kez Japonlar tarafindan hapse
atilmustr. Byung Joo Yoo? (Yun'un kaywnbiraderi), séyle anlatiyor: “Isang Yun, Tong Yong ortao-
kulunda benden ii¢ yil ondeydi. Yoksul ama zekiydi. Giiglii bir adalet duygusu vardi. Japonyaya
karsi bagimsizlik hareketine katild: ve defalarca hapse girdi”.

Japonyanin 1945te teslim olmasinin ardindan, Japon birliklerini silahsizlandirmak amaciyla

ABD ve Sovyet birliklerinin 38. enlemin kuzey ve giineyine girmesiyle birlikte, pek gok politik
anlagmazliktan sonra, 38. enlem Kore ulusunu kuzey-giiney olarak bolen sinir oldu.
15 Agustos 1948'de Giiney Kore Cumhuriyeti kuruldu. Yun, Kore kiiltiirel yasaminin yeniden
yapilandirilmasiyla da yakindan ilgilenmistir. Chi-HwanYoo adl bir sair tarafindan orgtitle-
nen Tong Yong Edebiyat Dernegine (Tong Yong
Munhwa Hupoe) katild1. $ehrinin ortadgretim
okullarinda miizik 6gretti. 1949 baharinda bu-
radan ayrilarak, aktif olarak miizik ¢alismak
tizere Pusana tasindi. Kuzey Kore'nin giineyi
isgali sirasinda (1950) Yun, Soo Ja Lee ile evlen-
di, ayn1 y1l kizlar1 ‘Djong” dogdu. Kore savasin-
dan sonra (1953) Yun, Seule taginarak Seul'deki
Universitelerde miizik teorisi ve kompozisyon
derslerine girdi. 1954’te oglu Ujong’ dogdu.
1955’te Birinci Yayli Dértliisii ve Piyanolu Uglii
(First String Quartet —PianoTrio), kendisine, o
yil ilk kez verilen ancak bugiin sanat alaninda
en prestijli 6diiller arasina girmis olan, Seul
Sehri Odiilirnii kazandirdu.

Resim 2: Isang Yun

4 Sung Hwan Chun, (March 1989).“Yun Isang”, YesongDong-a, s. 459.



AVRUPA YILLARI

1956 ‘da politik ve kiiltiirel ortam Asyadan Avrupaya yolculugu kolaylastirmasa da Yun, Ha-
ziran ayinda Seul Sehri Bursu ile Parise geldi ve Paris Ulusal Konservatuvarrnda Piere Revel
ile miizik teorisi, Tony Rubin ile de kompozisyon ¢alisti. 1957'de Yun, Bat1 Berline tagindi. Bir
yil dnceki Berlin ziyaretlerinde en yeni beste tekniklerini ScheonbergB, BergC ve WebernP gibi
bestecilerin eserlerini inceleyerek ¢aligmisti. O dénemde Darmstadt, besteciler ve yorumcular
acisindan ilham verici deneyleriyle 6nemli bir merkezdi. Her besteci yeni yonlere atilimlar ya-
parak kendi sitilini, dilini ve 6zel teknigini olugturuyordu. Yun'un yapitlari® batili tekniklerle
harmanlanmis olsa da dogu gelenegine sadik kalmistir. .. Kendi stilimi yaratarak ustalastim.
Baslangigta bat: miizigi beste tekniklerini iyice anlamak zorundaydim. O donem Dogu Asya mii-
zigine sirtimi donmiis gibi goriinmiis olsam da, sonrasimda miizigimde Dogu geleneklerini ifade

etmeye basladim. Aslinda ben geleneklerimden hi¢ vazgegmedim™®.

41 yagindaki Yun, bir yandan Berlin Yiiksek Miizik Okulunda (Hochschiile fiir Musik) Rein-
hard Swartz-Schilling ile miizik teorisi, Joseph Rufer ile “On Iki Ton Teknigi”E ve Boris Blacher

ile beste teknikleri calisirken, Darmstadt’ta da uluslararasi derslere katiliyordu.

Hitler rejimince tahrip edilmis olan Avrupanin geleneksel miizigini kurtarmak amaciyla
olusturulan Darmstadt Cagdas Miizik Festivalinde, Yun'un “Music for Seven Instrument” (Yedi
Calg1 icin Miizik) adli bestesi ilk seslendirilisinde biitiin dikkatleri {izerine topladi. Bu basari
sayesinde Yun i¢in 1959 yili unutulmaz oldu. 1960 -1963 yillarini Krefeld, Freiburg ve Kélnde
gegiren Yun, Ford Vakfrnin davetiyle 1964’te Berline déndii. Bu donemde Yun'un Bara, Loyang,
Gasa, Garak ve Om Mani Padme Hum gibi eserleri on iki ton tekniginde hapsolmus olarak eles-
tirildi. 1966da Donaueshingende ‘Reak’ icrasiyla tekrar biiyiik basar1 kazandi. Bu bestesi, kendi
benzersiz ana ton teknigini’ uygulayip Kore saray miiziginin 6zelliklerini kullanarak, kisiligini
olustururken edindigi geleneksel bat1 teknigini asmaktaydi. ‘Reak’ neredeyse hemen uluslararasi
bir besteci olarak {inlenmesini sagladi. Ardindan BudizmF, Taoculuk®, SamanizmH ve Kore

geleneksel miizigi gibi Dogu Asya etkilerine dayanan bir dizi yeni yapit daha besteledi.

Ancak 1967de yasami, Dogu Berlin Olay?’ olarak bilinen yola girdi. Yun, Osaka’daki 68-

rencilik yillarinda birlikte ¢alistigi, ancak Kore'nin kuzey-giiney olarak béliinmesinden sonra

B grnold Schoenberg (1874-1951), Avusturyali besteci. On iki ton miiziginin onciilerinden biri.
C Alban Berg (1885-1935), Avusturya’l besteci. On iki ton miiziginin énciilerinden biri.
D pnton Webern (1883-1945), Avusturya’li besteci. On iki ton miiziginin onciilerinden biri.

E 12 Ton Miizigi: Bestecinin merkezine biitiin notalarin birer kez tekrarlandig bir dizinin (ve bu dizinin tersten okunusunun yansimas,
yansimanin tersten okunugsu gibi doniisiimleri) yerlestirmeye yarayan teknik; atonal miizigin ozel hallerinden biri.
Serializm, Dodekafonik miizik de denir.

F Bydizm: Hindistanida ortaya ¢ikmus din ve ogretileri toplulugu. Farkl bakis agilarina gore din veya felsefe olarak tanimlanan Budizm’in
hedefi hayattaki act,1izdirap ve tatminsizligin kaynaklarini agiklamak ve bunlar: gidermenin yollarim gostermektir.

G Taoculuk: Cin kékenli baglica iki dinsel felsefeden biridir. Konfigyiisciiliikle birlikte 2000 yildan fazla Cinde yasamn her alanim
bicimlendirmistir. Taoculuk daha ziyade kisisel ve metafizik konularla ilgilidir.

H$amanizm: Samanizm ya da Kamcilik /Samanlar tarafindan deneyim’ olarak ifade edilir),varligr tiim insanhk tarihinde
‘Erken Tag Devrine ve daha dncesine kadar kanitlanabilen, insiasyon (kabul téreni) iceren bir vecd ve trans teknigi.

5 Donald Jay Grout, (1988).“A History of Western Music”, New York, W. W. Norton & Co. s. 865.
6 Luise Rinser, (1997).“Verwundete Drache”, s. 95.
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Resim 3: Berlin Yiiksek Sanat Okulu, 6grencilerle prova

Kuzey Koreli olan hocast Mok Nam Chofi’yi ziyaret etmek amaciyla, Choi'nin oglu ile Dogu
Berlin'e gitmisti. Daha sonra 1963’te tekrar ayn1 amagla Pyong Yang’a (Kuzey Kore'nin bagskenti)
bir yolculuk yapt1. Eski hocasiyla tekrar kurdugu iliski yiizinden Giiney Kore Hitkumetinin go-
ziinden diigtii. 17 Haziran 1967de, o donemin ‘Park Hiikiimeti’ Giiney Kore ajanlar1 tarafindan
Bat1 Berlin'deki dairesinden esiyle birlikte kacirilarak Seul’e gotiiriilip tutuklandi.

13 Aralik 1967de esi Soo Ja Lee yedi yila, Isang Yun ise 6miir boyu hapse mahkum oldu.

13 Mart 1968de ikinci bir mahkeme Yun'un mahkumiyetini 15 yila, Ocak 1969'da son kararda
10 yila indirdi. Evrensel adalet olarak adlandirilan bir karar da; Rus besteci Igor Stravinsky’nin
baska 23 6nemli besteciyle birlikte imzaladig1 protesto mektubu sayesinde, aydinlar toplulugu-
nun Yun'un saliverilmesini talep etmesiyle baslayan politik siirectir. Bu talep sayesinde Bat1 Al-
man Hitkumeti, kendi topraklarinda yasadis1 faaliyette bulunmasi gerekeesiyle, Giiney Kore’ye
yaptig1 ekonomik yardimi kesecegi tehdidinde bulundu. Sonunda Giiney Kore, Yun ve esini
Mart 1969da serbest birakti. Yun zorlu hapishane kosullarinda bile
iiretkenligini siirdiirmiistiir. Oliime mahkum edildigi donemde bile
Riul’ ve ‘Tmages’ pargalarini yazdi. 1967de yazmaya basladigr ‘Die
Witwedes Schmetterlings’ (Dul Kelebek) operasini hiicresindeki zor
kosullarda tamamladi. Bu opera

X ~ Aralik 1967de ilk kez Bonnda yorumlandiginda, Yun hala hapisteydi.
F PR
(917917504

Resim 4: Isang Yunun Koredeki mahkumiyet fotografi

Bat1 Almanyadaki Hamburg Akademisi, hapiste olan Yun'u akademi-

nin iyesi yaparak onurlandirdi. Yun 1969da bati Almanya’ya doén-

diikten sonra, Hanover Devlet Miizik Okulunda 6gretmenlige bag-




lad1 ve burada Suk-He Kang, Byung-Dong Paik, Jung-Kil Kim ve In-ChanChoi gibi bestecileri
derslerine ¢agirdi. 1970'de Berlin Akademi’si kendisini ‘Kiel Kultur Preis’ (Kiel Kiiltiir Odiilii) ile
onurlandirildi. Dogu Berlin Olay’larinin {izerindeki iiziicii etkisiyle 29 Kasim 1971de Giiney

Kore vatandasligini reddederek Federal Alman Cumhuriyeti vatandashigina gecti.

1972de bir yil 6nce yazmaya bagsladigi operasi ‘Sim Tjong’u tamamlad: ve bu operanin ilk
seslendirilisi ayn1 y1l Miinih Olimpiyatlar: Kiiltiir Festivalinin acilisinda yapildi. Yun diinya ¢a-
pinda tin kazandi. Ayni yil Berlin Sanat Akademileri iiyesi yapildi. 1977'de Berlin Yiiksek Sanat
Okulu'nda (Hochschule der Kiinste) kompozisyon profesorii oldu.

1981de Yun, Kyangju sehrindeki 6grencilerin demokratik protestosunun birinci yil donii-

miinii ¢ok 6zel bir sekilde; “Exemplum in Memoriam Kyangju” adl1 eseri besteleyerek andi.

1983’ten sonra Yun'un en verimli dénemi bagladi. Her yil, en az dort bes yeni eser besteledi.
1985’te Tubingen Universitesi, miizik ve sanata yaptig1 olaganiistii katkilar nedeniyle kendisine

‘Onur Doktorasy’ verdi.

1987 yilinda bes oda miizigi yapitini tamamladi: “Kammersinfonie Nr.1 (Oda Senfonisi No.1)
“Tapis’ Pour Cordes (Yaylilar i¢in ‘Halr’), In Balance fiir Harfe Solo (solo Arp igin 'Dengede’)
‘Kontraste’ Zwei Stiicke fiir Violin Solo (Keman solo igin iki par¢a ‘Karsithklar’), Duetto Concer-
tante fiir Obue/English Horn, Violoncello und Streicher (Obua/Corangle, Viyolonsel ve Yaylilar
icin Ikili Kongerto)”. Bunlarin yani sira besteledigi iki 6nemli orkestra yapit1 da; Kantat- ‘Mein
Land, ‘Mein FolK’ (‘Ulkem’, ‘Halkim’ icin Kantat) ve Senfoni V'dir. ‘Mein Land, ‘Mein Folk’ta
Koredeki gercek demokrasi 6zlemini anlatir. Politik deneyimleri kendisini, derinden toplum-
sal sorunlarla ilgilenen, pozitif bir ulusalct yapmigtir. Senfoni V, Berlin sehrinin 750. y1ili i¢in

ismarlanmigtir.

21 May1s 1988de Yun, iilkeye katki yapan 6nemli kisilere Batt Alman Bagbakanr'nin verdigi
‘Bityiik Katki Onursal Madalyasr’ ile onurlandirildi. Ayni yil Isve¢ Hiikiimetinin davetiyle yaz
tatilini Isve¢’in orta bélgesindeki Svegde gecirdi. Kuzey denizinden ¢ok etkilenen Yun, Eckart
Schoifer’in tegvikiyle iki viyola i¢in “Contemplation adl eserini besteledi. Yun, ¢ok caliskan ve
Avrupanin en faal bestecilerinden biriydi. Kafasinda 6niindeki bes yilin bestecilik anlaminda

programi belliydi.

Haftalik ¢ikan bir Kore gazetesindeki roportajda” Yun, giinliik rutin yasamini séyle anla-
tiyor; “.. Sabah altida kalkarim. Dokuz buguktan bire kadar kendi bestelerimle ugrasirim. Ogle
yemeginden sonra biraz yiiriir ve bir saat uyurum. Saat dortten sonra tekrar kompozisyonlarimla
ilgilenirim. Ama aksam beste yapmam. Zira aceleyle bile olsa haberleri dinlemek onemlidir. Bir

sanat¢inin en 6nemli gorevlerinden biri de diinyada neler olup bittigini bilmesidir...”

Isang Yun 1988de Tokyoya yaptig1 bir ziyaret sirasinda yaptig1 réportajda, yarimaday: ayi-
ran askerlerden arindirilmis bolgede, ortak bir kuzey-giiney konseri onerdi. Iki taviz vermeyen
ideoloji, Kore'yi iki tarafin da tanimadig1 bir ¢izgiyle ayirmusts. Yun'un 6nerisi Kuzey ve Gii-

ney Kore hiikiimetlerince benimsenmis gibi goriinityordu. Seulde “Yun Isang Miizik Festivali

duyurular1 yapildi. 27-31 Mart tarihinde yapilacak festivale FACOX/ sponsor olmustu. Ancak

I Contemplation: Derin diisiinceler

7Bjang Lee, (7 Aug. 1988).T have East German Citizenship but I am a Korean, CHUGAN HANGUK
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FACOX Yun'a yaptig1 resmi daveti geri cekince, festival belirsiz bir tarihe ertelendi. Ingilizce
yayinlanan Kore gazetesi The Korean Herald, kiiltiir sayfasinda “Seulde Yun I-Sung Etkinlikleri
Iptal” diye duyurdu®. Yun, yerel medyaya gonderdigi mektupta, “Bu, Giiney Kore hiikiimetinin
birkag yil 6nce bana yaptigi haksizliklar: diizeltmeye yanasmadigin gosteriyor” dedi.

Tim bu olumsuzluklardan sonra Yun Berlin'e dondii ve iki katl: ¢iftlik evinde yagamuini siir-
diirdii. Kariyerindeki sayisiz ¢ekismeler soruldugunda, kibar, algak goniillii ve comert tavri ile
ve filozof¢ca, kendinden emin bir sekilde, miiziginin kendi adina konusacagini séyliiyordu. Yun,
“biitiin diinya girdaba kapilmis, kaos ve komplikasyonlar icindeyken, gercek sanatcinin yapacag
sey sanat yapitlariyla insanligin vicdanina seslenmesidir. Giintimiizii gercek yonleriyle ifade etme

hakk: ve gorevi,yasamimizi sekillendiren olaylarin icine gomiilmiis sanatgilarindir,” K diyor.

ISANG YUN’UN KARAKTERISTIK OLARAK DIKKAT CEKMIS$

BAZI ESERLERINE AiT ACIKLAMALAR

Yun'un eserleri iki doneme ayrilir. Birinci donem (1956-1975): ”Yalnizca sanatsal diisiince
olarak” miizik. Ikinci donem (1975-1991): “’Ger¢ek diinyada yer almak” igin miizik. Bu eserler

Tablo 1 ve 2de verilmistir.

BARA: Budist ayin dansi anlamina gelir. Budist tapinaklarinin ciddi téren havasini hatirlatir.
Kesisler dua ve dans ile kot ruhlari iterken, kendi ruhlarina odaklanip, sonunda dinsel esrikli-
ge agir ve zorlu hareketlerle ulagirlar. Yun, bu agir dans devinimini ‘Bara’ adli orkestra pargasin-
da ritmik bir yapiyla sunmustur. Barada, siddetli titremelerle denetlenen vibratol ve tremolo™,
iflenen seslerdeki dinamik egilim, siislemeli fliit sesleri ve siiriip giden davul sesleri gibi tipik
ozelliklerden olusan renkli ve egzotik sonoriteler gelistirmistir. Besteci bu eseri 12 Ton Teknik

Formu’nun, dogu lezzetlerini ifade etme potansiyelini gostermek i¢in bestelemistir.

REAK: Kore ayinlerinde ilahi benzeri bayram miizigi anlamindadir. Reak, kisisel miizik
tarzinin olusumunda doniim noktasi olan tipik bir eseridir. Bu yapitta Yun yalnizca miizige
ait diigiincelerini ve tekniklerini agiklamakla kalmaz, ’Dogu’ gelenegi icindeki imgelemini de
billurlastirir (Kristalize donem). Reak, avangard bir besteci olarak uluslararasi arenaya gercek
anlamda ilk ¢ikisidir. O’na ¢agdas miizik camiasinda iin ve sayginlik getirir. Bu eserde, belirgin
karakteri olmasi gereken polifonik ses efektlerini gelistirmek icin, ses birimleri ve ses kompleks-
leri arar gibidir. Yun genisletilmis icra teknikleri kullanarak, geleneksel dogu miizigine benze-

yen sesler tiretir.

Or: 1-Yukar1 ve agagtya dogru hareketlerle Fliit'te giiclii vibratosuz glissandolar
(Aymi tel iizerinde kaydirma hareketi).
2-Bir Kore ¢algisi olan Kayagum'un sesini elde etmek i¢in yayli calgilarda cesitli pizzicato
(teli parmakla cekerek ses elde etme sekli) tonu arayislari.

3-Kore enstriimani Piri'nin sesini Obua ile elde etmeye galigmak.

J FACOX: Kore Kiiltiir Sanat Orgiitii Federasyonu

Kbz, LuiseRinser, “Der Verwundete Drache”

L Vibrato: Titresim

M Tyemolo: Ayni ses tistiinde olgiisiiz sesin hizl bir sekilde yinelenmesi.

N Yulee Choi “Submitted in partial fulfillment of the reguirements for the degree of Doctor of Philosophy in the School of Education,
Health, Nursing and Arts Professions’, New York University, 1992

8 The Korean Herald, (5 March 1989).Yun I-Sang Events in Seul Canceled’, Culture 9.



Tablo 1: Birinci donem eserlerinin Kronolojik siralamasi, Yulee ChoiN
Birinci Dénem (1956-1975)

1 Bes Piyano parcasi.
2 Yedi galgi igin miizik.
3 Yayli Dortli I11
4 “Bara” Orkestra pargasi (E)
5 Biytik orkestra i¢in “Senfonik Sahne” (E)
6 “ColloidesSonores” Yayl1 orkestra igin.
7 “Loyang” (E)
8 “Gasa” Keman ve Piyano i¢in (E)
9 “Garak” Fliit ve Piyano igin. (E)
10 “Fluktuationen” (Dalgalanmalar) Orkestra i¢in
11 “Nore” Viyolonsel ve piyano i¢in (E)
12 “Om mani padme hum” (E)
13 “Reak”(E)
14 “ShaoYagYin” (E)
15 “TuyauxSonores” Org igin.
16 “Riul” Klarinet ve Piyano igin
17 “Images” (E)
18 “Ein Schmetterlingstraum” (Bir Kelebegin Riiyasi)
19 Saman Ilahileri (E)
20 Solo Viyolonsel i¢in Glisandolar.
Yun’'un 21 “Dimensionen” Boyutlar
Stilinin 22 “Piri” Obua Solo icin. (E)
Olu§umu 23 “Namo”(E)
1966-1972 -, “GagokI” (E)
25 “VomTao”(E)
26 “Der Traum des Liu-Tung” LiuTung’un Rityas1
27 Dul Kelebek Operasi. (E)
28 “Geisterliebe” Hayalet Ask (E)
29 “Sim Tjong” (E)
Yur'un 30 Konser Figiirleri.
Kristalle;mi,s 31 Trio Fliit - Obua - Keman igin.
Stili. 32 Trio Keman - Volonsel - Slifon i¢in.
1972-1975 33 Biiyiik orkestra igin {ivertiir.
33 “Hamonia” Nefesliler-Arp ve Vurmali Sazlar igin
34 “Etiidler” Fliit Solo icin.

35 “Memory” Ug ses ve Vurmali sazlar igin.
(E) Eastern Materials, Korean or religious title or story.

(Dini bagliklar ya da Kore Stili hikayeler)

N Yulee Choi “Submitted in partial fulfillment of the reguirements for the degree of Doctor of Philosophy in the School of Education,
Health, Nursing and Arts Professions’, New York University, 1992
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Tablo 2: Ikinci donem eserlerinin Kronolojik siralamasi, Yulee ChoiN

1983

1984

1985

Ikinci Dénem (1975-1991) (Participation in“RealWorld”)

36 “Rondel” Obua, Klarinet - Fagot i¢in
37 Org igin “Fragment”

38 “An de Schwelle” Esikte (R)

39 Viyolonsel ve Piyano igin Duo.
40 Konser Pargasl.

41 “Kraliyet Temas:” Solo Keman Igin
42 Viyolonsel Kongertosu (R)

43 Fliit Kongertosu (R)

44 “Salomo” Alto Fliit i¢in (R)

45 1kili Kongerto (R)

46 “Der Weise Mann” Bilge adam (R)
47 “Muak”(E)

48 “Oktett” Sekizli

49 “Fanfare & Memorial”

50 Obua Arp Viola i¢in Sonat

51 “Nove Novellette” Fliit ve rp igin
52 “Teiledich Nacht” (R)

53 “Exemplum in MemoriamKwangju” (R)
54 Klarinet Kongertosu.

55 Keman Kongertoso No: 1 (R)

56 “O Licht..”

57 “Der Herristmein Hirte”

58 Interludium Solo Piyano iin.

59 Senfoni No:1 (R)

60 Concertino, Akordeon ve Yayli Dortlii i¢in
61 Sonatin, iki Keman i¢in

62 Inventionen, iki Obua icin

63 Monolog, BasKlarinet i¢in

64 Monolog, Fagot i¢in

65 Keman Kongertosu No.2

66 Senfoni No.2 (R)

67 Viyolonsel ve Arp i¢in Duo

68 Klarinet i¢in Begli

69 Gong-Hu (E)

70 Senfoni No.3 (R)

71 Li-Na im Garten (Bahgede)

81 GagokII(E)



82 Senfoni No.4 (R)
83 Mugung-Dong (E)
1986 84 Impression,Orkestra i¢in
85 Recontre, Klarinet-Arp-Viyolonsel igin
86 Fliitler i¢in Dortlii
87 Fliit ve Yaylilar i¢in Besli
88 Senfoni No.5 (R)
89 Oda Senfonisi No.1
1987 90 Tapis (Halt), Yaylilar i¢in
91 In Balance, solo Arp i¢in
92 Kontraste, Iki Par¢a-Solo Viyola i¢in
93 Duette Concertante, Obua Eng. Horn, Viyolonsel ve Yaylilar i¢in
94 Mein Land, Mein Folk (R)
95 Senfoni No.5 (R)
96 Pezzo Fantasioso
97 Fliit, Viyola, Viyolonsel, Klarinet i¢in ‘Dortlit’
1988 98 Intermezzo, Akordeon ve Viyolonsel igin
99 Yayli Dortlii,No.4
100 Contemplation, iki Viyola igin
101 Distanzen, Nefesli ve Yayl1 Besli i¢in
102“Sori”, Fliit solo i¢in (E)
103 Oda Senfonisi No.2
104 “Konturen”, Orkestra i¢in
1989 - - s
105 “Together”, Viyola ve Kontrabas igin
106 “Rufe”, Obua ve Arp i¢in
107 Yayli Dortlii No.5
108 Obua Kongertosu
109 Oda Kongertosu No.1
110 Oda Kongertosu No.2

1990

111 Nefesliler i¢in Besli Sonat,

1991 112 Viyola ve Piyano i¢in

(E): Eastern Materials, Korean or religious title or story.
(Dini bagsliklar ya da Kore Stili hikayeler)
(R): The Music as an Expression of “Real World”

LOYANG?: Bu eserde dogu karakterinde cesitli sonoriteleri arastirmistir ve ‘Reak’ adl1 ese-
rindeki kisisel stilinin miijdecisidir. Loyang, Cinlilerin Kore'ye gonderdigi Tang-ak yani saray
miiziginin merkeziydi. Yun'un yeni ses arayisi bu parcada daha ¢ok artikiilasyon, dinamik ve
tempo iizerine yogunlasmustir. Tablo 3: Loyang'n iistiinde kurgulandigi form.

|, @ wie g —_—

n— = o
| = —

o Loyang: ayn: zamanda Dogu Orta Cinde eski bir sehirdir.
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GASA: Bu eser Keman ve Piyano i¢in bestelenmistir. Baslik olarak Gasa kelimesi, opera libretto-
su gibi seslendirilecek bir Kore siiri anlamindadir. Adindan da anlagilacag: gibi keman, siislii ve
degisik ritimler, yogun dinamikler, ani perde degistirmeleri ve ana tonlardaki artikiile hareket-
lerle bezenmis bir karakteri canlandirir. Tek bir hareket ile tempo degisikliklerinin gerceklestigi
Gasa, li¢ boliimden olusur; 1. boliim oldukgea agir, 2. béliim hizli ve parlak gegis, 3. boliim agr,

huzurlu ve sessiz, hatta meditativ havadadir.

Yun, eserin bazi boliimlerini ayirmak veya birlestirmek i¢in, Piyano’yu Vurmali Saz gibi kul-
lanmistir. Dramatik dinamik degisikliklere ragmen Yun dengeyi, simetrik yapiya ritim kalibin
yayarak korur. Yun'un Taocu felsefenin derinlerinde yatan simetriyi kullanarak dengeye ulas-

masl, eserin basindan sonuna kadar mevcuttur.

Tablo4: GASAda 12 ton ve Cesitlemeleri (Twelve-Tone in No 1-4)
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GARAK: Fliit ve Piyano igin bestelenen Garak, kelime anlamiyla Kore melodisidir. Besteci bu
par¢ada serbest 12 ton teknigini kullanir ancak esere dogu uygulamalari ve efektleri egemendir;
i¢inde parlak formiillerle gosterilen zor siislemeler ve teknik etkileri (dil titremeleri gibi) kullan-
migtir.

FLUKTUATIONEN: Orkestra i¢in yazilmistir. Baglik Taoculuk’un ana fikrini simgeler:
“Degisimler”veya “Akislar”. Bu devinime, akisa ve degisime vurgu, kimi batili filozoflar da dahil,
mistiklerin diinya goriisiiniin temel 6zelligidir. Ornegin Capra?, The Tao of Physicste Yunan

filozofu Heraklit'in diistincesine gore, “her sey akar” der.
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9 Fritjof Capra, (1975). “The Tao of Physics’, Bentam New Age Books, s.175-176.



Taoculukta akis ve siirekli degisim gercegine “Tao” denir ve her seyin dahil oldugu bir koz-
mik siire¢ olarak goriiliir. Yun'un yapiti Fluktuationende akis hali “pianissimo” (¢ok hafif) ile
baslar ve pppp (dort kat daha hafif) ile kaybolur. Giiglii ve sonsuz, ezeli ve ebedi ama yine de
dinamik olarak varolan, sonu gelmez bir akist anlatan sesin kesintisiz dalgalanmasini ifade ede-

bilmek i¢in bu ses birimlerini kullanmigtir.
Tablo 5: Garak’taki Melismatik figiirler

OM MANI PADME HUM: “Iste lotus ¢iceginde bir boncuk!” olan Sanskritce yakaristir?. Budist
felsefesi ve diger oryantal diistincelerle iliskiyi ortaya koyar. Metin Wolf D.Rogoskynin yazdi-
81 ‘Gautama Buddhadan Karl Eugen Neumann'in gevirdigi Sutra’lar1 kullanir. Yun, on dokuz
degisik Vurmali ¢algi kullanmistir bu eserde. Bu eser 27 dk. siiren bir Orotoryodur. 1. Hareket
“Lotus Cicegi” (yalniz orkestra), 2. Hareket “Gotama sordu” (soprano solo, ork.), 3. Hareket

“Susuz” (Orkestra), 4. Hareket “Kurtulus” (bariton solo, ork.), 5. Hareket “Nirvana” (sop.solo,

koro, ork.) seklinde kurgulanmistir.

RIUL: 1968 yaz1 baslarinda “Dogu Berlin Olay:” ile ilgili siiren politik dava yliziinden Yun,
siddetli kalp rahatsizig1 nedeniyle hastaneye yattiginda Klarinet ve Piyano i¢in “Riul”u yazmaya
devam etmistir. Riul, Korece belli bir tip “ritim” veya “melodi” anlamina gelir. Bestecinin burada
amaci, melodinin karakterini, siirekli dalgalanan bir eleman olarak gostermektir. Esere Klarinet
kesintisiz olarak melodik satiri, merkezi noktayr merkezi ton olarak bulabilmek i¢in dinamik
Melismatik® figiirlerle tekrarlar. Kendi séylemiyle 1960’larin sonunda Yun, ana tonR teknigi
fikrini gelistirmek icin ciddi olarak ugras vermistir. Riul, baslattig1 ana ton tekniginin iyi bir
ornegidir.

GAGOKS: Yun'un Gagok enstriimantasyonunda bir Vokal, bir Gitar ve on gesit Vurma Saz ¢a-
lan bir miizisyen vardir. GagoKun enstriimantal kisimlarinda Gitar, sanki “Komungo”

(Kore ¢algis1) galma tarzini hatirlatmak tizere kullanilir. Eser, stirdiiriilen tonlar, mikro tonlar,
vibratolar ve glissandoluT figiirler kullanarak, vokal melodik ¢izgide geleneksel Gagoka ¢ok
benzer. Zenginlestirmeler, mikro tonlar, vibratolar ve glissandolarin 6l¢ii orani, tiim vokal bo-

limiin %82’sidir10.

PIRI: Bir¢ok yonden Obua’ya benzeyen Piri, bir geleneksel Kore tiflemeli ¢algisidir. Yun bu
eseri bagta Obua igin bestelemistir. Ilk seslendirilisini Klarinet ile Edward Bruno yapsa da, batil
olmayan efektleri tiretmek i¢in Obua’ya uyarlanmistir. Geleneksel Kore miiziginin sonorite ve
ritimsel 6zelliklerinin cesitli olanaklarini arastirir. Piri adli eserin orijinal "Piri” ¢algisi tarzin-
da icra tekniklerinin kullaniligindan dogdugu aciktir. Riul'un tersine melodik hatlar daha az
Melismatik'tir, ama ctimle uzunluklar: artmigtir. Bu da ana ton fikrinin gelisiminin siirmekte

olduguna dair bir gostergedir.

P Sanskritce: (Devanagari) Hint-Asya dil ailesinin Hint-Iran koluna bagl eski ve belgeli bir lisandir.

Q Melismatik: Bir notanin bir ton asagisindan veya yukarisindan notaya doniilerek yapilan siislemeler teknigi sistemi.
R Ana ton: Ana sesin iizerinden parmag: kaldirmadan genis ve ritimli vibratolarla ileri-geri hareket

S Kore dilinde “anlamstz vokal”

107, Chang Kim, (1986). "The Study of Isang Yun’s Work’ “Gagok”: Comparison of Korea Traditional Music Gagok.
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NAGUN: Unlii Koreli sair Mok-Wol Park’in bir siirine yazilmigtir. Bu garkinin lirik temast
Yun'un geleneksel uygulamalardan fazla uzaklasmayan Sol majér-Sol Minér tonlarinda beste-
ledigi ilk melodik 6rneklerdendir. Nagun sadece ritmik kalibiyla degil, melodik figiirasyonu ile

Kore geleneksel miiziginin ‘Melismatik’ siislemeleriyle de karakterize edilmistir.

Tablo 6a: Kore Geleneksel ritmi Chung-jungmorinin Nagundaki kullanim.
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CONTEMPLATION: Yun iki viyola igin besteledigi bu esere,1988 de yaz tatili igin gittigi
Isve¢’in orta kesimlerindeki Sveg yerleskesinde baglamig ve tamamlamugtir. Unlii viyola sanatgist
Prof. Siegfried Fithrlinger (Yun'un yakin dostu) ile yaptiklar1 sohbetlerde; Kuzey Denizi tizerin-
deki degisken 1siktan ve dalgalardan ¢ok etkilendigini, bu doga harikasini uzun saatler boyunca
izlerken “derin diisiincelere” (Contemplation) daldigini ve Kuzey Denizi manzarasinin yansittig
huzur ve berrakligin kendisi i¢in ilham kaynag: oldugunu séylemistir. Eser durmaksizin birbiri
ardina devam eden, sanki ii¢ degisik ruh halini betimler. Par¢anin girisinde 1.viyolanin kuv-
vetli girigine 2.viyola kuvvetli pizzicatoU akor ile katilip hizl bir gekilde decrescendo" yaparak,

dinleyicinin notada yazan ritimleri neredeyse anlayamayacaklar sekilde, adeta birbirlerine gos-

U pizzicato: Teli parmakla cekerek ses elde etmek.
V Decrescendo: Sesin kuvvetini azaltarak



terdikleri hosgoriiyle, i¢sel bir sohbete baslarlar. Bu Yun'un dahiyane yazim tekniginin dogal
bir sonucudur. Par¢a dort bes dakika kadar inis ¢ikiglarin, glissandolarin ve ana tonda kalarak
yapilan parmak vibratolarinin yardimiyla, ritimlerin anlagilir duyulmamasina dikkat edilerek
muhtesem bir “akis” ile devinimine devam eder. Ikinci ruh haline gegis aniden gergeklesir. Bu
kisma her iki viyolanin da kuvvetle ¢alinan ama her zaman birbirine saygiyla izin vererek siir-
diirdiigii bir diyalog hakimdir. Ugiincii asama dinleyiciyi tekrar huzura erdiren bir ruh halini
yansitan miizikal 6rgii sayesinde sonlanir. Eserin ilk seslendirilisi

9 Ekim 1988de Berlin Filarmoni Orkestrasinin Oda Miizigi Sahnesinde Eckard Schloifer ve
Brett Dean’in katilimlariyla, Tiirkiyedeki ilk seslendirilisi ise 2 Aralik 2011de Tuba Ozkan ve
Siegfried Fithrlinger’in katilimlariyla ‘Mersin Universitesi Prof. Dr. Ugur Oral Kiiltiir Merke-
zinde’ gerceklesmistir.

Isang Yun, gerek ozgiirliik¢ii, savas karsit1 durusu, hosgoriilii tavirlar1 ve yenilikei, entelektii-
el, arastirmaci kisiligiyle, gerek caliskanlig: ve tiretkenligiyle adini 20. yiizyila altin harflerle yaz-
dirmig, gok 6nemli bir bestecidir. Aragtirmalarim sonucu kanaatim: Ulkesindeki savas yillarinin
zor gartlari altinda ve Almanya’da gecirdigi donem boyunca, her zaman vatanina 6zlem ¢ekerek
lizlintli i¢inde yasamasi, vatan haini oldugu gerekgesiyle kacirilip mahkum edilmesi gibi olum-
suz kosullara ragmen Isang Yun'un ilkelerinden vazge¢meden, o donemdeki akimlar: ve bat
miizigi kurallarini ¢ok iyi 6ztimseyerek, geleneklerinden hi¢bir zaman kopmadan kendi tarzini
olusturabilmis, tarz1 ve iiretkenligiyle sayginlik kazanmig bir besteci oldugunu soyleyebilirim.

Her sanatg1 i¢in 6rnek bir durus sergileyen Isang Yun'un miizigine, geng meslektaslarimin ve
tilkemizdeki miizik kurumlarinin, bu degerli bestecinin eserlerini seslendirerek, hak ettigi ilgiyi

gostermelerini dilerim.
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ANADOLU UNIVERSITESI GUZEL SANATLAR ENSTITUSU
HAKEMLI SANAT VE TASARIM DERGISI YAYIN iLKELERI

AMAC, KAPSAM VE YAYIN ILKELERI

- SANAT ve TASARIM dergisi, Anadolu Universitesi Giizel Sanatlar Enstitiisii tarafindan yilda
iki kez yayimlanir.

- SANAT ve TASARIM dergisi, Giizel Sanatlar alanlarindaki bilimsel yazilar1 yayimlayan ha-
kemli bir dergidir. Dergide yayimlanmak tizere gonderilen yazilar, editor tarafindan incelen-
dikten sonra konunun uzmani ii¢ hakem tarafindan degerlendirilir ve iki hakemden olumlu
rapor gelmesi halinde yayimlanir.

- Dergiye, Plastik Sanatlar, Tasarim, Miizik ve Sahne Sanatlar1 alaninda yapilmis ¢alismalar
kabul edilir.

- Onceden yayimlanmig, yayimlanmak igin kabul edilmis ve yayimlanmak i¢in degerlendiril-
mekte olan yazilar degerlendirilmeye alinmaz.

- Derginin dili Tiirkge ve Ingilizcedir.

- Yayimlanan yazilarin sorumlulugu tiimiiyle yazar (lara) aittir.

- Yazardan diizeltme istenilmesi durumunda, diizeltmenin en ge¢ 3 ay icinde yapilarak Gilizel
Sanatlar Enstitiisti sekreterligine ulastirilmasi gerekmektedir.

- Ayni sayida bir yazarin birden fazla makalesi yayimlanamaz.

- Dergide asagida belirtilen 6zellikleri tagiyan yazilar yayimlanabilir :

1. Derleme: Belli bir konuda yakin zamana kadar yapilmis bilimsel, sanatsal ¢aligmalarin kap-
saml1 derlemesi.

2. Arastirma Makalesi: Ozgiin arastirmalari tanitan ve sonuglarini sunan bilimsel formatta ya-
zilmig makale.

3. Editére Mektup: Gizel Sanatlar Enstitlisti Hakemli Sanat ve Tasarim Dergisinde yayimlan-
mus yazilar ile ilgili yorum, elestiri ve diizeltmeler.

4. Kitap Tanitima: Sanat alaninda ¢ikmus kitaplar: tanitmaya yonelik bilimsel formatta yazilmis
yazt

YAZIM KURALLARI

1. Oneri yazilar1 A-4 veya 8.5”x11” boyutundaki kagida bilgisayar yazicisi ile en az 1.5, en ¢ok
cift aralikli olarak yazilmalidir. Yazilar okunabilcek koyulukta basilmalidir. Sayfa kenar boslu-
gunun en sag kosesine sayfa numarasi konmalidir. Font biiyiikliigii en az 10 punto olmalidir.

2. Yazinin ilk sayfasinda, yazinin bagligi, yazarin/yazilarin adi/adlari, akademik tinvanlari, ku-
rumlari, metnin 6zeti ve anahtar sozciikler (en az 3, en ¢ok 7 ) bulunmalidir. Yazi bagligi, 6zet ve
anahta sozciikler hem tiirk¢e hem de ingilizce olarak verilmelidir. Yazigmalarin yapilacagi adres
dipnot ile belirtilmeli ve yazarin acik posta adresi yaninda, varsa faks numarasi ve elektronik
posta adresi de verilmelidir. Ilk sayfada ayrica, dipnot olarak galismay1 destekleyen kuruluglar,
vb. de belirtilebilir.

3. Ozet, derleme ve aragtirma makaleleri i¢in 100 ve editore mektup icin 50 sdzciigii agmamali-
dir. Ozette, denklem, atif, standart dis1 kisaltmalar, vb. yer almamalidir.

4. Yazilar, sekil ve tablolar dahil, 30 sayfay1 ve editore mektuplar 5 sayfay1 asmamalidur.



5. Notasyon ve kisaltmalar ilgili sanat/bilim alaninda standart notasyon ve kisaltmalar1 olmali
veya metin iginde ilk gectigi yerde tanimlanmalidir. Gerekli durumlarda notasyon ve kisaltma-
lar, giris boliimiinde veya bu bolimii izleyen ayr1 bir boliim iginde verilebilir

6. Yazilarda Resim, fotograf, grafik, ¢izim, vb. gorseller gerekirse kullanilabilir. Kullanilacak
gorseller yaziya eklenmeli ve metin igindeki yerleri belirtilmelidir. Gorseller baskiya uygun ve
¢ok temiz olmalidir. (120 pixell/cm veya 400pixel/inc ¢oziiniirliikte, Tiff formatinda).

7. Metin icinde bagka eserlere yapilan atiflar, yazar soyadi ve yil kullarak “Yazar (1999)” seklinde
yapilmalidir. Tki yazarh eserlerde iki yazarin soyadi “yazar ve yazar (2000) “seklinde kullanilma-
lidir. Daha ¢ok yazarli eserler, yalnizca ilk yazarin soyadi verilerek “yazar vb.” seklinde ve yine
benzer bicimde yil yazilarak kullanilmalidir. Gerektiginde, dipnotlar sayfa sonuna ardisik olarak
numaralanarak verilmelidir. Atifta bulunan eserlerde kaynakea béliimiinde ilk yazarin soyadina
gore alfebetik liste olarak siralanmalidur. i1k yazari ayni olan eserlerde siralamayi belirlemek icin
sirastyla ikinci ve daha sonra gelen yazarlarin soyadlar: kullanilmalidir. Tiim yazilar1 ayni olan
eserler yilina gore eskiden yeniye dogru siralanmalidir. Tiim yazilar1 ve yillar1 ayni olan eserler
ise yilin sonuna eklenen kiigiik harfler kullanilarak 1999 a” ve “1999 b” seklinde birbirlerinden
ayrilmalidir. i1k yazari ve yili ayni1 olan ii¢ ve daha fazla yazarl eserlerde ayni sekilde ayrilmali-
dir. Kaynakeada tiim yazarlarin soyadlari ve diger adlarinin ilk harfleri yer almalidir. Kaynaklar
asagidaki 6rneklere uygun olarak yazilmalidir.

a. Eser kitap ve tek yazarl ise siralama soyledir:
Soyad, ad, tarih, kitap ad1 (Bold), (geviri ise ¢evirmen adu), yayinevi, yer,

Tek yazarli kitap i¢in 6rnek: LEPPERT Richard (2002). Sanatta Anlamin Goriintiisii-imgelerin
Toplumsal Islevi (Cev.Ismail Tiirkmen), Ayrintili Yayinlari: Istanbul.

b. Eser ¢ift veya daha ¢ok yazarli ise; birinci yazarin soyads, ad, ikinci yazar... seklinde devam
eder. Cift yada ¢ok yazarli kitap icin 6rnek: Ipsiroglu, N., Ipsiroglu, M. ve (1991). Sanatta Dev-
rim, Remzi Kitap Evi : Istanbul.

c. Eser Derleme kitap ise:

Kitap i¢inde makalesinden yararlanan yazarin ads, tarih, “Makalenin ads, (tirnak i¢inde)”, kita-
bin adi (Bold), Kitab1 derleyenin (ya da hazirlayanin) adi, yayimnevi, yer.

Derleme kitaptan kaynak gostermeye 6rnek: Greenberg Clement (1997). “Modernist Resim,
Modernizmin Seriiveni, Hazirlayan: Enis Batur, YKY, Istanbul.

d. Yararlanilan eser dergi ise : Yazar ady, tarih, “makalenin adi (tirnak i¢inde)”, Derginin ad:
(Bold), Say1 no, Yayin evi, Yer, Sayfa.

Dergiden kaynak gostermeye Ornek: Ergiiven, Mehmet (Giiz:2006)”Sahne Tasarimr”, Sanat
Diinyamiz, Say1:100, YKY, Istanbul, Sayfa:128-139

e. Internet ortamindan kaynak gosterme icin érnek: Yazar, ady, tarih, wep adresi, erisim tarihi.
Internet ortamindan kaynak gostermeye drnek: Zwick, Jim Anti-Imperialism in the United Sta-
tes, 1898-1935 http:://www.rochester.ican.net/fjwick/ail9835.html (erisim tarihi 28 Ekim 1997)

Yayimlanmamis galismalarda gerekirse kaynak¢a’ya eklenebilir.

8. Oneri yazilar bes kopya olarak editore postalanmali veya elde teslim edilmelidir. Bu bagvu-
ruya, génderilen yazinin Anadolu Universitesi Giizel Sanatlar Enstitiisit SANAT ve TASARIM
Dergisinde yayimlanmak {izere onerildigini ve tiiriinii (Derleme, Arastirma makalesi veya edi-
tore mektup) belirtilen bir mektupta eklenmelidir. Ayrica bu mektupta, onerilen yazinin daha
once yayimlanmadigini, yayimlanmak tizere kabul edilmedigi ve halen bagka bir yerde yayim-
lanmak tizere degerlendirme agamasinda olmadig: agikca belirtilmelidir.
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