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Kongre Genel Sekreteri ve Sergi Kiiratorii Dr. Ahmet AYTAGC’In A¢ilis Konugmasi

Sayin Konsolos, Sayin Rektér, Sayin Dekan ve degerli akademisyenler,
degerli konuklar,13. Uluslararasi Tark Kuiltarl, Sanati ve Kiltirel Mirasi Koruma
Sempozyumu/Sanat Etkinlikleri“Tiirkiye-Romanya iligkileri” kongresine hosgeldiniz.

Devletlerarasi siyasetin o6tesinde bilim ve sanat adamlarinin igbirliklerinin
Ulkelerarasi diyaloglarin saglanmasina daha fazla katki saglayacagina inanarak, Selguk
Universitesi olarak yillardir gecmiste hukukumuzun oldugu Ulkelerde bilimsel ve
sanatsal etkinlikler yapmaya calisiyoruz.

Kadim bir ge¢cmisi olan milletimizin kdltdrel baglarinin oldudu Ulkelerde bu tar
isbirliklerinin olmasinin hep birlikte gelecede daha saglam adimlarla ylrimemize de
vesile olacagina sahsen ben inanmaktayim. Dost ve kardes oldugumuz bu Ulke
topraklarinda Ovidius Universitesi'nin misafiri olarak bu etkinligi gerceklestirmek bizim
icin cok énemlidir.

Romanya tarihi seyirde kuvvetli baglarimiz olan bir Ulke olarak bizim igin
onem arz etmektedir. Blkres'te bir meydanda Gazi Mustafa Kemal Atatlrk’lin bustu
var. Yine ecdadin yattigi bir sehitlik var. Dolayisiyla buraya yani Kdstence'ye
baktigimizda ise Osmanlidan kalan soydaslarimizin hala buralarda yasadigini
biliyoruz. Késtence sokaklarinda Turkge konusan birine rastlamak hi¢ sasirtici degil.

Bu tip etkinlikleri baska bir Ulkede dizenlemek kolay degildir. Ama Sayin
Dekan hanim, kiymetli dostlarimiz Dog. Dr. Alina ve Dr. Sinzi hanimlar bu zorluklari
asmamizda ¢ok yardimci oldular.

Basta Selguk Universitesi'nin degerli Rektdrii Prof. Dr. Mustafa SAHIN
olmak (izere Ovidius Universitesi Rektériie, Sayin Dekan hanima, Romanya-Trkiye
is Adamlar Dernegi Bagkani Sayin Tamer ATALAY Beye, kiymetli dostlarimiz Aline
ve Sinzi'ye, Prof. Dr. Osman KUNDURACIya, degerli dostumuz Seyfullah
TURKSOY Beye ve Kostence Konsolosumuz Sayin Sulhi TURAN Beye
huzurlarinizda birkez daha tesekkur ederek etkinligimizin hayirli olmasini diliyorum.
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Ovidius Universitesi GSF Dekani Prof. Dr. Daniela VITCU’nun Agilig
Konusmasi

Ovidius Universitesi Giizel Sanatlar Fakiiltesi olarak sizleri aramizda
gbérmekten ¢ok mutluyuz. Turkiye’den gelen tim akademisyenlere hos geldiniz
diyorum.

Fakultemiz plastik sanat ve muzik alaninda ¢alismalarini sirddren ve Ulkelre
arasil isbirligi ile bilim-sanat adina etkinliklere her zaman agiktir.

Bu kongre ve serginin bir baslangi¢ olduguna inaniyorum. Yine inaniyorum ki baska
faaliyetlerde olacaktir.

Herkese ¢ok tesekkr ederim.

VI
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Romanya-Tiirkiye is Adamlan Dernegi Bagkani Tamer ATALAY’in Agilis
Konusmasi

Tarkiye Romanya iligkileri yuzyillar éncesine dayaniyor. Yakin zamanda
dlzenlenen Dunya Turk Genglik Kurultayr'da bu Glkede yapildi.

Burada beyaz esyadan firina kadar pek ¢ok alanda faaliyet gbsteren Turk
sirketleri var. Dolayisiyla Romanya’nin her sehrinde Turk yatinmcilarla
karsilasabilirsiniz. AB Ulkeleri arasinda en ¢ok yatirim ve ihale olan Ulke su aralar
Romanya’dir. Ab fonlari ¢ok aktif kullaniimaktadir.

70.000 Civarindaki Osmanlidan kalan nifusla birlikte toplam 100.000 Kisilik
bir ntfusumuz var burada ve Romanya, Turkiye'nin AB’ye girmesi konusunda da
destek vermektedir.

Burada yabanci U¢ liderin heykeli vardir. Birisi Atatirk digeri de Haydar
Aliyev. Yani ikisi Tark’tir. Bu énemlidir.

Biz ticari bir oda olarak Ulkemiz adina Romanya ile iligkiler adina yapilan her
faaliyete elimizden gelen destedi vermeye gayret ediyoruz. Selguk Universitesi’nin
bu bilimsel faaliyetini de destekliyor ve Ovidius Universitesi yetkililerini de tebrik
ediyoruz.

Degerli dostlarimiz Seyfullah TURKSOY ve Dr. Ahmet AYTAC hocam ¢ok
gayret ettiler bu etkinlik icin. Kendilerini de tebrik ediyoruz. Etkinligin faydali olmasini
diliyor hepinizi saygi ile selamliyorum.
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Ovidius Universitesi Rektorii Prof. Dr. Sorin RUGINA’nin Agilis Konugmasi

Sayin Baskonsolos, Degerli misafirler,

Ovidius Universitesi adina ve sahsim adina hepinize hos geldiniz diyorum.
Bu kongre ve sanatsal sergi ile workshopun 13.sU dizenleniyor burada. Burasi ¢ok
onemli. Demek ki artik geleneksellesmis ve bagariya ulasmig yararli bir sanatsal ve
bilimsel faaliyettir bu. Bu isbirligdi ile biz onere olduk.

Ovidius Universitesi 15.000 6grencisi 750 akademisyeni, 16 fakiiltesi olan
bir kurumdur. Ovidius Universitesi, Selguk Universitesi ile is birliginden ¢ok
memnundur.

Bu faaliyet sadece sanatla sinirli da degildir. Kiltir alaninda da énemli
konusmalar yapilacaktir. iki Ulkenin sanat ve kiiltiirel alanlarina katki saglayacak bir
baslangigtir bu etkinlik diye dlstntiyorum. Sirekli hale gelmesini diliyorum. Sizleri
burada gérmekten ¢ok mutlu oldugumu ifade ederek, hepinizi selamliyorum.

Xl
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Kostence Bagkonsolosu Sulhi TURAN’In Agilis Konugmasi

Sayin Rektoér, degerli akademisyenler,

Burada sizlerle olmaktan mutluluk duyuyorum. Hepiniz hos geldiniz. Bu bdlgede
gerek Turk gerek Turk Tatar nifus énemli bir rakamsal degerdedir. Gerek bu ntfusun
gerekse Romanya ile iligkilerimiz ¢ergevesinde boyle uluslararasi katilimli bir etkinligin
dizenlenmesi bizleri ziyadesiyle memnun etmisgtir.

Dr. Ahmet AYTAC hocamizin da ifade ettigi gibi Romanya ile tarihi ve kulturel
baglarimiz vardir. Osmanli déneminde beri suren bu baglarin bilim adina, sanat adina
iki Ulkenin Gniversitelerinin is birligi ile devam ettirilmeye ¢aligilmasi oldukga faydalidir.

Azerbaycan ve diger Ulkelerden de katihmin oldugu bu ilmi seviyesi yuksek
etkinlige emek verenleri tebrik ediyorum. Faydali olmasini diliyorum.

Xl
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PROGRAM

05 Eyliil (September) 2019
11.00 Kongre ve Sergi Acilisi (Opening of the Congress and Exhibition ) Adres
(Adress): Ovidius University, Costante
Acilis konusmalari (Openning speeches):
Prof. Dr. Daniela VITCU, Ovidius Universitesi GSF Dekani (Ovidius University Fine Art
Faculty Dean, Romania)
Tamer ATALAY, Romanya-Turkiye Ticaret ve Sanayi Odasi Bagkani (Romania-Turkey
Chamber of Commerce and Industry Ceo, Romania)
Dr. (PhD.) Ahmet AYTAGC, Kongre Genel Sekreteri ve Sergi Kuratéri (Congress
General Secretarys and Exhibition Curator)
Prof. Dr. Sorin RUGINA, Ovidius Universitesi Rektérii(Ovidius University, Rector,
Romania)
Sulhi TURAN, T. C. Késtence Baskonsolosu (Consul General of Constanta)
Fisun ARAMAZ, T. C. Blkres Blyukelgisi (Ambassador to Bucharest)
Prof. Dr. Valer-Daniel BREAZ Kiiltlir ve Ulusal Kimlik Bakani (Minester of Culture and
National Identity, Romania)
- Plaket-6dlil téreni (ceremony of plaquettes)

ACILIS OTURUMU (OPENING SESSION)- A Salonu (A Hall)
Oturum Bagkanlari (SessionModerators):
Prof. Dr. Esin SARIOGLU-Dr. Octavian VELESCU

11.30-11.45 Prof. Dr. Daniela
COJOCARU(Romania),EruditulMoldoveanDimitrieCantemir — TeoreticianSiCompozitor
de MuzicaTurca

11.45-12.00  Assoc. Prof. Dr. Habibe ALIYEVA
(Azerbaijan),CulturalHeritageandSacredSavings of ShirvanArchitectural School (Sirvan
Memarlik Mektebinin Medeni Mirasi ve Mikedes Emanetleri)

1. OTURUM (1. SESSION)-A Salonu (A Hall)
Oturum Baskanlari (SessionModerators):
Prof. Dr. Daniela VITCU-Assoc. Prof. Dr. Habibe ALIYEVA

13.30-13.45  Assist. Prof.0zlem ERZURUMLU JORAYEV-Assist. Prof.Irmak
BAYBURTLU-Prof. Dr. Sebnem Ruhsar TEMIR GOKGELI-Prof. Dr. Esin SARIOGLU
(Turkey),Ceyizlerle Gelen Degerler ve Objeler” Subasgi ilkokulu Gog Miizesi

13.45-14.00  Assoc. Prof. Dr. Aysegiill KARAKELLE (Turkey),Odemis Etnografya
Miizesi'nde Yer Alan ipekli Dokumalara Dair

14.00-14.15  Assoc. Prof. Alina CRISTEA(Romania),The Traditional Daily vs
Actor’s Extra-Daily

14.15-14.30  Dr. Ahmet AYTAGC (Turkey),About the Current Status of Weaving in
ManisaYuntdag Region

14.30-14.45  Dr. Sinziana ROMANESCU (Romania),RomanianArtists in Russo-
TurkishWar 1877-1878

14.45-15.00 TARTISMA (CONCLUSION)

15.00-15.15  ARA (BREAK TIME)

2. OTURUM (2. SESSION)-B Salonu (B Hall)
Oturum Baskanlari (SessionModerators):
Prof. Dr. Daniela COJOCARU-Assoc. Prof. Dr. Mutluhan TAS
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13.30-13.45 Prof. Dr. Mustafa SEVER (Turkey),Mirsid-Murid iliskisi Cergevesinde
Sidki Baba’'nin Mursidi Seyh Cemaleddin Efendi’'ye Soyledigi Siirler

13.45-14.00  Prof. Dr. Flera SAYFULINA (Tatarstan),Reflection of Turk Reality in
Tatar Literature (By the Works of KasimBikkulov, the Beginning of the XX Century)
14.00-14.15  Assoc. Prof. Dr. Seriyye GUNDOGDU AGAYEVA (Azerbaijan), Tirk
Milliyetgisi Ahmet AgaoglununSebiliirresat Dergisinde Cikan Yazilari Uzerine Bir
inceleme

14.15-14.30 Dr. Octavian VELESCU (Romania),Elemente de
TraditieRasariteandinPiesaPeschrevvorspiel — Fuga Din CiclulLevantiques de Dan
Dediu

14.30-14.45 Res. Assist. Mesut KOKSOY(Turkey),ReligiousBeliefs of Turks in
Consideration of Journeys of ArabTravellers Tamim b. BahrandlbnFadlan

14.45-15.00 TARTISMA (CONCLUSION)

15.00-15.15  ARA (BREAK TIME)

3. OTURUM (3. SESSION)-A Salonu (A Hall)
Oturum Bagkanlari (SessionModerators):
Prof. Dr. Sebnem Ruhsar TEMIR GOKCELI-Assoc. Prof. Dr. Aysegiil KARAKELLE

15.15-15.30  Assoc. Prof. Dr. Ahmet AKGAY-Assoc. Prof. Dr. Nilifer OKUR
AKGAY (Turkey),Okul Oncesi Dénemde Drama Yénteminin Deger Aktarimina Etkisi
15.30-15.45  Assoc. Prof. Dr. Ahmet AKGAY-Assoc. Prof. Dr. Nilifer OKUR
AKGAY (Turkey),Degerlerin Aktariminda isbirlikli Ogrenme Yénteminin Etkisinin
incelenmesi

15.45-16.00  Assoc. Prof. Dr. Mutluhan TAS-Lec.Nergiz AYAR (Turkey),Asik
Emini Dastu Siirlerinde Vahdet-i Vicad Etkileri

16.00-16.15  Assoc. Prof. Alina CRISTEA(Romania),Troy, An Anthropological
Space. The City of 9 Civilizations, Between Legend and History

16.15-16.30  Dr. Djalalitdin MIRZAEV (Uzbekistan), Studies of Turkic Ethnic
Communities in the Soviet period: Lev Gumilyov

16.30-16.45  Dr. Elmira JEFEROVA (Azerbaijan), The Main Directions of State
Policy in Preserving the Historical and Archaeological Heritage of Azerbaijan
16.45-17.00 TARTISMA (CONCLUSION)

4. OTURUM (4. SESSION)-B Salonu (B Hall)
Oturum Baskanlari (SessionModerators):
Dr. Sinziana ROMANESCU

15.15-15.30  Assoc. Prof. Dr. Aysegill KARAKELLE (Turkey),Hatay’a Ait Bir
Ritlel: “Har (Defne) Sabunu”

15.30-15.45 Dr. Ahmet AYTAG-Assist. Prof. Dr. i. M. V. Noyan GUVEN
(Turkey),Kastamonu Seyh Saban-i Veli Vakif Mizesi’nden

Bir Grup Nevsehir Halisi

15.45-16.00  Assist. Prof. Dr. Ozlem KAYA (Turkey),Shopping Habits In the Field
of Fashion (Case of Romania)

16.00-16.15  Assist. Prof. I. M. V. Noyan GUVEN(Turkey),Kastamonu Seyh Saban-
I Veli Vakif Eserleri Mizesi’nde Bulunan Bir Grup Orta Anadolu Halisi

16.15-16.30  Assist. Prof. Dr. Ozlem KAYA (Turkey),Trade in the Textile and
Apparel Sectors of Romania and Turkey

16.30-16.45 Dr. Kerim MIRZAE (Iran)-Lec. Sultan YILDIRIR (Turkey),
MatraciNasuh’un Beyan-I Menazil Sefernamesi’nde Kubbeler Ve Minareler

16.45-17.00 TARTISMA (CONCLUSION)
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5. OTURUM (5. SESSION)-A Salonu (A Hall)
Oturum Baskanlari (SessionModerators):

Assoc. Prof. Alina CRISTEA-Dr. Ogr. Uyesi i. M. V. Noyan GUVEN
09.15-09.30  Assoc. Prof. Dr. Mutluhan TAS-Lec. Abdullah GUMUS (Turkey),
Mevlevi Kiiltiriinde Yer Alan Somut Ogelerin Serbest Piyasada Kullanimina Dair
Degerlendirmeler
09.30-09.45  Dr. Sinziana ROMANESCU (Romania),Some Visual Representations
of theHorse in Symbolismand Mythology
09.45-10.00 Dr. Naci BAKIRCI (Turkey),Konya Mevlana Mizesi’'nde Bulunan
Banaluka isi Seccadelerin Tiirk isleme Sanatlarindaki Yeri
10.00-10.15 Lec. Nergis CANAK (Turkey),Sanatsal Agidan Tiark Cini Sanatina
Bakis
10.15-10.30  TARTISMA (CONCLUSION)
10.30-10.45  ARA (BREAK TIME)

6. OTURUM (6. SESSION)-B Salonu (B Hall)
Oturum Baskanlari (SessionModerators):
Assoc. Prof. Dr. Ahmet AKCAY-Dr. Naci NAKIRCI

09.15-09.30  Prof. Dr. Yasar SEMiZ-Lec. Giingdér TOPLU (Turkey),Ankara Sergi
Evi (Yapimi ve DOnusumu)

09.30-09.45  Prof. Dr. Osman KUNDURACI (Turkey), Beibit BAIBUGUNOV
(Kazakhistan), Kazi Buluntulari Isidinda Ortagag Otirar Sehrinin Eski Evleri
09.45-10.00  Adalet ANVOROVA (Ukraine)-Assoc. Prof. Serkan
ILDEN(Turkey),UkraineTraditionalWomen’sClothesand TheirMeaningsin Folk Culture
10.00-10.15  Res. Assist. Naci EDI (Turkey),Selcuklu Dénemi Nahcivan ve Dogu
Anadolu Bdlgesi Hatun Kimbetlerine Genel Bakis

10.15-10.30  TARTISMA (CONCLUSION)

10.30-10.45  ARA (BREAK TIME)

7. OTURUM (7. SESSION)-A Salonu (A Hall)
Oturum Bagkanlari (SessionModerators):
Dr. Ahmet AYTAG-Dr. Ozlem KAYA

10.45-11.00  Dr. Sanja ANGELOVSKA (N.
Macedonia), ThePsychologicalDimensions of IntergroupConflictWith an Emphasis on
NegativeEmotions

11.00-11.15  Inna GUSACG (Russia),Turkic Stone Statues 11" -13" Centuries
From Collection of Azov Museum-Reserve

11.15-11.30  Lec. Aynur SARICA (Turkey),Kirklareli Geleneksel Kapi Tokmaklari
11.30-11.45 Berna GONEN (Turkey), Odemis Etnografya Mizesi'nde Yer Alan
ipekli Dokumalara Dair

11.45-12.00 Seving VAHABOVA(Azerbaijan),Artistic —Technical Traditions of
TurkishWeapons

12.00-12.15  TARTISMA (CONCLUSION)

POSTER BILDIRI(POSTER PRESENTATION)
Prof. Dr. Emine NAS (Turkey)Kdulturel Surdurllebilirik Kapsaminda El Sanati
Urlnlerinde Gdézlenen Tasarim Degerleri

12.15-13.00  KAPANIS PANELI (CONCLUSION SESSION)A Salonu (A Hall)
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MOLDAVIAN ERUDITE DIMITRIE CANTEMIR - THEORETICIAN AND COMPOSER
OF TURKISH MUSIC

Daniela COJOCARU*

ABSTRACT

In the history of Turkish music DimitrieCantemir (October 26, 1673 - August 21,
1723) is considered a composer of classical music. There are still songs in the Turkish
musical repertoire that are still sung and delight the beautiful loving audience.
Considered the master of the Turkish pesrev during the flowering of the genre,
DimitrieCantemir also left an impressive legacy through his theoretical studies on the
theory and practice of Turkish music. His methods of explaining and describing tones
and modes were completely innovative, and were subsequently taken up by a number
of musicians concerned with the accuracy of the terms used in music theory. The
interest for his theoretical writings is also manifested in the first decade of the twentieth
century, being mentioned in modern musicology as a composer of Turkish music. Of
Romanian origin, originating from the Moldavian plains, this scholar managed to make a
consistent contribution to the elevation of Turkish classical music.

Key words: culture, music, pesrev, music theory

INTRODUCTION

Various circumstances have set a special fate for the young DimitrieCantemir.
Initially, he was sent to the great capital on the Bosphorus's shores as a hostage of his
father - Mr. ConstantinVoda-Cantemir of Moldova (1685-1693), then Capuchin
(Romanian diplomat at the Ottoman Gate) between 1695-1700 and 1705-1707 from his
brother. his Antioch, the new lord of Moldova. The last 3 years, until 1710 he spent as a
pretender to the throne of Moldova, which he obtained in 1710.

Openings towards multiculturalism

DimitrieCantemir lives the 22 years in Constantinople in an era of profound
transformations and openings in the arts, phenomena encouraged by the sultan lovers
of art and literature of the time. At the confluence of the two centuries - XVII-XVII - the
capital Constantinople registered a true symbiosis of the cultures of the east and west.
"The Sultans' residence shone through a picturesque, exotic and cosmopolitan
environment, in which the vestiges of collapsed worlds such as the Byzantine and the
Syrian were mixed, and the ideas of Eastern and European thinking were confronted."’
If we refer to music, this art was very fond of by the sultans, the musicians being
particularly protected by them. Military music, with an important ceremonial role, was
part of the protocol of the padisah and the viziers. In this context of spiritual and cultural
effervescence, DimitrieCantemir will embody, within the cosmopolitan framework of
Constantinople of his time, "an advance of the European encyclopaedism formed in the
Levant and an exponent of the Eastern culture seen through the prism of classical
thinking, in a supreme spiritual dialogue between The West and the East, which will be
the ferment of amazing originality of all his works."?

* Prof. Dr.,OvidiusUniversityConstanta, Romania

1Popescu-Judetz, Eugenia, DimitrieCantemirCarteaStiinteimuzicii, Bucuresti, EdituraMuzicala,
1973, pag. 10

2Idem, Ibidem, pag. 12, ApudCéndea, Virgil, Dialogul Orient-Occident, traditie-
inovatieinDivanulluiCantremir, extras din BuletinulComisieiNationale a R.S. Romé&niapentru
UNESCO, 6 (1964), nr. 1-2, pag.50
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Fig. 1 - DimitrieCantemir'spaIaceextractedfr;rﬁatheConstantinople Plan

By the time he reached Constantinople, albeit at a young age, Cantemir already
had knowledge of Greek-Latin culture, which he also completes as a student of the
Academy of Orthodox Patriarchate in Fanar. However, his desire for knowledge is
unrestricted and opens the way to areas such as philosophy, history, mathematics, to
theology and branches of the culture of the Islamic East. But the young Cantemir also
had an extraordinary musical talent, and this gift found its completion through the
oriental music culture. Being considered a theoretician, composer, performer and
collector of songs, it seems that "all the Romanian authors and historians who have
dealt with his biography have emphasized the importance of his skill in those of music in
order to connect useful friends in his later political affairs. and in his way of life from the
time spent in the fortress on the banks of the Bosphorus.”> Thus, his mission as a
Moldovan diplomat and candidate for the throne of Moldova near the Ottoman Gate was
ennobled by his mastery of artistic and cultural subtleties in which music played a major
role, being a means of spiritual communication and a delight in the world of the greatest.
learned from the empire. His fascinating personality was quite captivating in the circles
he frequented, both in the environment of diplomats and scholars of the time.

The period spent in Constantinople ended with his appointment as Lord of
Moldova (1710), a moment distinguished by a very splendid protocol, and
DimitrieCantemir sang in front of the padisah one of his famous compositions,
especially appreciated by the emperor.4

DimitrieCantemir- Musician

His activity as a musician was carried out under particularly favorable conditions
for the development of Turkish classical music, in which the efforts of the musicians of
the time for the advancement of original creations are recorded. Combining his practical
musical concerns with those of music science, Cantemir synthesized the rules of
classical Arabic-Persian poetry with chromatic songs.

Fig. 2 - MiniaturebyLevni (m. 1732) representinthe Concert of classicalmusic in
theopenair - the time of Sultan Ahmed Ill. Themusicalformationincludes: 1 keméance, 2
miskal, 2 tanbdr, 2 ney et def.

3Popescu—Judetz, Eugenia, Op. Cit.,pag. 14

4Idem, Ibidem, pag. 24, ApudTeodor, T., Burada, ScrierilemuzicalealeluiDimitrieCantemir,
domnitorulMoldovei, Extras din AnaleleAcademieiRoméane, |Seria Il, Tom. XXXII, 19090-2910,
MemoriileSectiuniiliterare, Bucuresti, LibrariaSocec, 1911, pag. 65
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His musical theoretical work is represented by the Treaty of Turkish Music
written in Constantinople around 1700. As he confesses in the work of the History of the
Ottoman Empire, he wrote this treaty at the request of his students, being a true master
who mastered all the secrets of Turkish and Persian music and he taught his students
the musical teaching according to his theoretical and practical method, applying his
notation aiatem which he had invented. The treaty is dedicated to Sultan Ahmed Ill,
whom Cantemir recalls both in the work of the History of the Ottoman Empire and in the
System of the Mohammedan religion. The full title of this treatise is the Book of Music
Science in the form of letters and represents a unitary work, even if there are
musicologists who claim that there would be three works of music written in Turkish,
with three different titles (Teodor T. Burada, ViorelCosma). The treaty includes a
theoretical part of the music and the collection of songs recorded according to his
system. According to the opinion of the distinguished lady Eugenia Popescu-Judetz who
dedicated herself with passion and dedication to the musical work left by
DimitrieCantemir, there are five copies in the treatise manuscripts known so far, all of
which are in Turkey. Of these, only two contain songs with alphabetic signs.’

After a period of about two hundred years, in which Turkish music was
represented only by the contribution of interpreters who have transmitted from
generation to generation lessons related to the science of music, DimitrieCantemir
brings in his treatise a new light on the theoretical study of music. His scientific work
refers to Turkish music from the end of the seventeenth century, being considered the
first treaty of pure Turkish music, considering that up to him "music was accommodated
by Persian rules, being known as Turkish-Persian music.”. An analytical spirit and of a
rare depth, DimitrieCantemir also manifests in the musical field a net superior thinking
oriented to method, innovation and completely original in conception. The novelty lies
mainly in the fact that it gave a scientific basis to the practical method of Turkish music,
establishing a logical order in the organization of theoretical ideas.

He thus becomes a representative of the conception by which the theory is
anchored in the musical practice and in the experimentation of interpretation, especially
at the drum, the central instrument in the classical Turkish music. From here, sets of
rules are extracted, without resorting to philosophical ideas or mathematical theorems.
His new theory, called my opinion (kavi-ihakir) or new opinion (kavl-idjedid), to highlight
it from the old theory (havi-ikadim). In the same sense, he uses the term again for his
musical creations, which he calls new (djedid)’.

D. Cantemir emphasizes for the first time the differences between the Persian
style and the Turkish style of singing and demonstrates the technical differences
between the two. As Eugenia Popescu-Judetz mentions, his treatise is written in an
authentic Turkish language, “expressive and rich in terms; Cantemir is straightforward
and concise in expression, using vivid and precise expressions. He takes into account
the language enshrined in the treatises written in Turkish by the ancient authors, giving
them a special relief and enriching the terminology with new meanings".®

He explained the fundamental musical scale on the drum instrument,
considered by him the most perfect of all the instruments, by organizing the oriental
range in quarters of tone. Thus, at the initial scale of the drum comprising 30 sounds,
Cantemir adds another 3 intermediate divisions, reaching a chromatic musical scale of
33 sounds for which they invent 33 alphabetical signs. This sound system appears
schematized on the drum as follows:

°Popescu-Judetz, Eugenia, Op. Cit, pag. 71
®ldem, Ibidem.,pag. 81
"Idem, Ibidem, pag. 81
®ldem, Ibidem, pag. 82
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Fig. 3 - The classical Turkish drum and the sound system stated by Cantemir

D. Cantemir also selected in his treated a repertoire of instrumental songs,
especially valuable for the history of music. He gathered in his collection the pesrev and
sazsema’isi known from the time of his stay in Constantinople, as a true collector of
songs, and he accurately noted the names of the authors, thus making an impressive
collection of creations of the classical instrumental genre. from his time.

Cantemir's original compositions that he added in his collection are just a few of
his creations (a fairly representative number remained in the repertoire of the musicians
and was passed down from generation to generation). His compositions are signed
Kantemir-oghlu:

s -

Fig. 4

The first transcript in western notation of a Cantemir song is made by
RaufYekta in 1905 when he publishes the pesrev in the nihdvend mode taken from the
Kevseri® manuscript.

Contemporary musicology is still concerned with the discovery and transcription
of songs by D. Cantemir. The musician lacobCiortea transcribed (especially for the
volume signed by Eugenia Popescu-Judetz published in Romania at the Music
Publishing House in 1973) a number of 16 pesrev, the last pieces that were in the
collection of the original manuscript but had not been transcribed so far from the
alphabetical notes in those western. The research took into account all the repertoires
composed by Cantemir in his work, which were compared with the variants of other
collections and collections.

° Rauf Yekta, Le compositeurduPechrev (Ouvertureinstrumentale) dans le modeNihavend, in:
RevueMusicale, Paris 1905, nr.5, p.119-121, Apud Popescu-Judetz, Eugenia, Op. Cit, pag 132
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CONCLUSIONS

Through his new vision set out in his treatise, DimitrieCantemir has re-found
Turkish classical music on a well-deserved land, in a period that preceded the most
flourishing era for 17th and 18th century Turkish art.

The book of the science of music written by DimitrieCantemir is known in the
Romanian literature due to an exceptional translation and presentation signed by
Eugenia Popescu-Judet. The author makes extremely valuable and well-documented
references, the work being also a critical study of the innovations brought by the great
visionary musician, an elevated spirit whose universality is once again revealed, at the
beginning of the 21st century.
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$iRVAN MIMARLIK MEKTEBININ KULTUREL MIiRASI VE KUTSAL EMANETLERI

CULTURAL HERITAGE AND SACRED SAVINGS OF SHIRVAN ARCHITECTURAL
SCHOOL

Habibe ALIYEVA®

Azerbaijan architectural art has rich historical traditions. Stone chronicles
created by our architecture — cities, bridges, monuments reflect the spiritual richness of
our people and also form bright pages of the history of the world culture. Historical
architectural monuments of Azerbaijan, which were included in the list of UNESCO’s
World Heritage List, are considered as the stone memories of the century. Azerbaijan
Republic was accepted as a member to UNESCO in 1992, and a memorandum of
cooperation was signed between UNESCO and Azerbaijan in 1996. Mainly
IcheriSheher (Old City) architectural complex together with Shirvanshahs Palace and
the Maiden Tower — the historical center of Baku in the ancient Shirvan area was
entered in the World Heritage List in 2000, Gobustan State Historical and Artistic
Reserve in 2007 and the historical center of Sheki together with Shekikhansarai in
07.07.2019.

The development direction of the architecture has changed concerning the
spread of Islam in Azerbaijan since the 7th century. Establishment of architectural
monuments - fortification fortresses, palace complexes, place for dervishes, mosques,
religious school of Mussulmen, caravanserai, mausoleums and tombs, which were built
in style of Islam in order by the rulers of Shirvanshahs (861-1538), began since the
early Medieval times. Aran, Tabriz, Nakhchivan, Shirvan-Absheron architectural schools
were opened in the 12th century due to the formation of small feudal states in
Azerbaijan. Most of the buildings created by masters of Shirvan-Absheron architectural
school are concentrated in the ancient Shirvan city — Baku. Inscriptions of Shirvanshahs
Palace Complex — the heart of Baku, the main crown of IcheriSheher, intersection and
unification place of civilizations, the stone memory of our history, the memory of our
cultural heritage will be explained. About the inscriptions with Arabic graphic and
various contents — the memory of our cultural heritage, which bring us all information of
the epoch, on the Maiden Tower of the 12th century that considered as the symbol of
Baku, fortification fortresses, has no analogue anywhere in the world, and on
Shirvanshahs Palace Complex and about fundamental restoration by the state will be
informed.

Key words: UNESCO’s World Heritage List, Shirvan-Absheron architectural
school, palace, fortification fortress, inscription, restoration

GIRIS

Tarihi kaynaklara dayanan Azerbaycan bilim adamlarinin arastirmalarina goére
yaklasik 1192 yilinda Sirvanin baskenti olan Samahi sehrinde Sirvansah ve onun ailesi
deprem sonucunda yok olmuglardir. Bu hakta tarihgi bilim adami Sara Asurbeyli
“Sirvangahlar devleti” eserinde sdyle yazmistirr “Samahr'ni  harabeye ¢eviren
depremden sonra muhtemelen Sirvangah kendi ikametgadhini Hazar Denzi’'nde liman
sehri olan, iki sira kale duvar ile gevrili, Kiz Kulesi — savunma istihkdmi olan Baku'ye
tasimisti.  Sirvansahinikametgéhinin  BakU'ye tasinmasiyla burada 12.ylzyilin
sonlarinda savunma kaleleri ve kuleleri vo saire binalar inga edilmegde baslandi.
Sirvangah 1. Ahsitan’in (1160-1197) uzun yilhik hakimiyeti ddneminde yaptidi i¢ ve dig
politikasi sonucunda Sirvansahlar Devleti’'nin siyasi, ekonomik ve kiltlrel hayatinin

s

Do¢. Dr., Azerbaycan Milli Bilimler Akademisi Milli Azerbaycan Tarihi Mizesi Baskan
Yardimcisi, Azerbaycan
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gelisimi icin uygun kosullar yaranmisti. Samahi depremden sonar 1.Ahsitan Baki'yu
Sirvan’in ikinci baskenti yapti (Asurbeyli, 2006:72, 126), (foto 1).

Foto 1.Sirvansah Illl. Menugehr’in oglu I. Ahsitan Bakii limaninda — 1192,
Ressam Oktay Sadikzade (Milli Azerbaycan Tarihi M(izesi)

12. ylzyilda toplumun dénceki gelismesinden meydana gelen tarihi yasalara
uyum sonucunda Sirvanin sosyal ve manevi hayati canlandi. Sirvansahlar12. yizyilin
baslarindan ve13. ylzyilldan mogol istilasina kadar Baki'de ve Abseron koylerinde
savunma binalari-kuleleri, istihkamlari ve baska binalar, camiler, kervansaraylar ve s.
insa etmeg@e basladilar. Sirvansahlar Baki sehrinin ve Abseron’un savunma kalelerine
ve tahkimlenmesine daha ¢ok 6nem vermekteydiler. Samahi, 6zellikle depremden sonra
savunma igin yararsiz oldugundan, Baki rahat limaniyla disman saldirilari zamani
glvenli siginakti.

Soyle ki,12. yuzyilin ilk yarisinda Sirvangah 3. Menugehr, Baku sehrinin etrafina
kale duvarlari ve 1175 yilinda |. Ahsitan Kiz Kulesi savunma kalesini yaptirmisti.
Azerbaycan mimarisinin essiz bir aniti olan “Kiz Kulesi” Sirvansahlar Devleti’'nden bize
miras kalan bir eserdir.

Bakii Kiz Kulesi: ik orta cag mimari sanat eserlerini (izerindeki kitabeler tarihi
belge anlamini tasimaktadir. Baki’deki islam epigrafikasinin ilk érneklerinden biri olan
yuksek kule sekilli bu ender anitin, Uzerindeki kufi hatla yazilmis olan kitabe ilk once
19.yuzyilin 30-lu yillarinda Kafkas’in, Azarbaycan’in epigrafik anitlarinin é6grenilmesinde
meshur dogu bilimci N.V.Hanikov (Hanikov, 1854) yazinin paleografik 6zelliklerine
dayanarak Kiz Kulesi’nin yapilma tarihine kendi tutumunu ifade etmigtir (Giyasi, 2016:
43). Kulenin yuksekligi 29,7 m, 16,5 m ¢api, duvarlarinin kalinhdi asagidan 5 m, yukari
katmanlarda 4 m.-dir. Kule 8 katmandan olugmaktadir (foto 2).

Foto 2. Kiz Kulesi 1870
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Azerbaycan mimarisinin arastirmacilari anitin 1. Asamasinin 5.- 6. yuzyil
tapinagi, 2. asamasinin ise 12. ylzyilda bu tapinadin kalintilari Gzarinde yapilan, sekiz
katli kulenin daha énce m.6. 8.-7. ylzyilda yapildigini iddia etmislerdir. (Giyasi, 2016:
43-44). Kiz Kulesi’nin XIl. ylzyilda Selguklular déneminde yapildigini séyleyen bilim
adamlari yerden 14 m. yukseklikte olan, tarihi gosteriimese de kufi hatla yazilmis olan
kitabeye dayanmislardir. Meshur mimar Cafer Giyasi'nin fikrine gére “Sirvansah 3.
Menugehr (1120-1160) ve oglu 1.Ahsitan (1160-1197) XIl. ylzyilda Baki'yl saglam bir
kaleye cevirdikleri zaman o kulenin bas kulesi olan simdiki Kiz Kulesi’ni de yapmiglar”.
Kiz Kulesi’nin muhtesem fakat kiglk goériinen kitabesi iki misradir (foto 3).

2913 A grana 418
Kitabenin terciimesi soyledir: “Mesud bin Davud’un kulesi”.

Foto 3. Kiz Kulesi’'nin kitabesi.

Kitabenin birinci satirinda “sww 4%-  kule Mesu”, ikinci satirinda“.. 25l ¢ >-d
bin Davud’ sézleri kufi hatla yazilmistir (Hanikov, 1854: 45). Dogu bilimci N.Hanikov,
ondan sonra A.Aleskerzade kitabenin ilk kelimesini “ 44 - kubbe” olarak okumustu
(Aleskerzade, 1955: 372). Bu kelimenin “kule” oldugunu kesinlestiren M.Neymat
kitabenin metnini “Mesud Davud oglunun kulesi” olaraq okumustur. (Neymat, 1991:
41). Kitabeyi XI-XII. ylGzyll Bakd’nin mimari anitlari Uzerindeki kitabelerle
kiyaslasakglizel hat 6rnegi olmadigini gorebiliriz (Giyasi, 2016: 45-46).

Kiz Kulesi’ne sabitlenmis kitabe boyutuna ve yapisina gbére mimar-insaatgi
kitabelerine benzemektedir. Hem de kitabe kompozisyonuna gére Kigik Merdekan
Kalesi’'nin kitabesini tekrarlamaktadir. $oéyle ki, Merdekan’daki dairesel burcun
kitabesinde oymaci “ — Jlasmimar” kelimesini yazmis, Kiz Kulesi'nde ise “ 48- kule”
kelimesini yazmistir (Foto 4).

Foto 4. Merdekan’daki dairesel burcun kitabesi

Kitabe hakkinda fikir ayriliklan yapan da bu distncedir. Clnkl kitabenin
“Mesud Davud oglunun kulesi” olaraq aktarilmasi arastiricilari Azerbaycanin Ortacag
mimari tecribesinde dogru bulunmayan ve anlasiimaz gortinen bir metinle karsi-karsiya
koymaktadir. Bu ¢evirinin yanlis oldugunu disinlyoruz. Fakat diger arastirmacilar bu
kitabenin kale yapildiktan sonra oraya koyuldugunu tahmin ediyorlar. $Soyle ki, Ortagag

10
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kaynaklarindan Davud’'un oglu Mesud, Selguklu Sultani Mahmud’un torunu oldugu ve
Sultan Mahmud’'un da 12. ylGzyilin baslarinda Azerbaycan topraklarinda hidkimdari
oldugu belli oluyor. Bu dénem onun torunu Mesud’'un Kuzey Azerbaycan’a hukimdarlik
yaptigi ve kendi ismini sirdlirmek igin bu kitabeyi kale duvarina sabitlemegi emr ettigi
tahmin edilmektedir (Giyasi, 2016: 49). iki bélimden olusan kitabenin metni bu sekilde
olmustur; “-
2918 O S grena ALEY 1A jlanall
‘Bu kulenin mimari Mesud bin Davuddur”.

Kitabenin ilk sdzinin nasil kaybolmasini anlatmak zor. Simdiki Kiz Kulesi
kitabesinin Uzerindeki kare bicimli tas levhanin da kitabe (yazi) tasi gibi oraya
sabitlendigi stiphesizdir. Kitabenin baglangici “- J 1 Jaall.. El-mimar heza el” bolumi
bu levhada yazilmis olmaliydi. Kiz Kulesi’nde 1. Ahsitan’in ingaatgisinin adi yazilmis
esas kitabe ise Merdekan’da dairesel burcta oldugu gibi Kiz Kulesi'nin giris portall
Uzerinde konulabilirdi(Aleskerzade ve Salamzade, 1955: 371-376). Tarihin sirlarini bize
az da olsa ulastiran bu kitabeler vesilesiyle Azerbaycan tarihinin bazi karanlk
sayfalarini agmak mUmkunddr.

Kiz Kulesi’nin restorayonu: Kiz Kulesi'nin - dinyada benzeri olmayan bu tarihi
anitin ilk restorasyonunu Sirvangahlar devleti (12.yy.) zamaninda yapilmasi tahmin
edilmektedir. Zaman gectikten sonra kulenin tahkimlenmesi amaciyla Bakiu Hanhgi
déneminde (18-.19.y.y.) restorasyon yapildigi belli olmustur. Sovyetler Birligi ddneminde
kulede blyuk Olcekli restorasyon ve arastirma yapilmistir. Sirvan boélgesinde kutsal
mekanlardan sayilan “Kiz Kulesi’ve “Sirvansahlar Saray1” Azerbaycan mimarisinin incisi
olarak bilinmektedir. 2000 yilinda Kiz Kulesi UNESCO-nun Dinya Mirasi listesine
alinmis ve bu yilda Baki’de olan depremden sonra kule 2004-2009 vyillari arasinda Acil
Koruma Gerektiren Somut Olmayan Kultirel Miras listesine alinmis ve kulenin
restorasyon-konservasyon isleri yapiimistir (foto 5).

Foto 5 Kiz Kulesi restorasyon sonrasi.

Sirvangahlar Sarayrnin yapilma tarihi: 1192 yili Samahi depremi sonrasinda
Sirvansah1. Ahsitan (1160-1197) BakU’de yeni yapilar yapilmasini emretmis ve onun
halefi sayilan Sirvangah1. ibrahim (1382-1417) Sirvansahlar Saray’nin yapimini
baslamis, onun bu kutsal isini devam ettiren Sirvansah |.Halilullah (1417-1465) babasi
gibi 15. yuzyilda bu ender tarihi aniti yapmistir (Asurbeyli, 2006: 126). Sirvan’da saglam
devlet yoneticiligi kurallarina dayanan gugli devlet kurmayl basaran Sirvansahlar
Devleti yabanci unsurlardan kendini koruya bilmis, hem de Kafkas'in ve Orta Dogu
Ulkelerinin feodal devletlerinin kaderini de etkilemistir. Sirvansahlar Devleti bin yillik
bagimsizligi icin kahramanlikla micadele etmesine ragmen maalesef Safevi Sahi 1.
ismail'in (1501-1524) hakimiyetibu déneminde bagimsiziigini koruya bilse de, diger
Safevi Sahi 1. Tahmasib’in (1524-1576) Sirvan’a ve Sirvangahlara kargi yaptidi sinsi

11
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fanatizminin kurbani olarak ¢okti (1538). Devletin ise yalniz ismi, muhtesem saray ve
kaleleri, gimus, bakir sikkeleri kaldi. Tarihgi bilim adami Sara Asurbeylinin fikrence:
“Sirvan’in ve bagkenti Baki{’'nin imarini yapan 1. Halilullah déneminde Sirvangahlar
Saray! kulliyesine cami, tirbe, kervansaray ve kdprulerin yapimi basladi” (Asurbeyli,
2006: 122). Tarihimizin hafizasl, igerigehrin bag taci olan Sirvansahlar Saray kiilliyesi
bir ka¢ yapidan olusmaktadir: Divanhane, Sirvansahlar tlrbesi, Sah Camii, Saray
hamami, ovdan, saray alimi Seyyid Yahya Bakuvi’nin tirbesi, Murad Kapisi, Sirvangah
Keygubad (hakimiyet yillar 1317-1343) camiini kalintilari. Bazi kaynaklara gére 1420
yilinda insasina baslanan bu ender yapi 30 yil siresinde yapilmistir (foto 6).
Sirvangahlar Sarayi'nda yapilar Gzerindeki gunimuze kadar ulagan bir ka¢ kitabe
hakkinda konusacagiz.

Foto 6. Tarihi Sirvanahlar Sarayi Kiilliyesi

Hatira tirbesi: Sirvansahlar Sarayi icerisinde Sirvansah 1.Halilullah’in h.839-
1435/6 yilinda annesi ve oglu icin inga ettirdigi tirbe Sirvansahlar’in ailesi icin hatira
mezarligidir. Tarbe iki i¢c ice kapidan olugsmaktadir: |. Tdrbenin 1. giris portalinin
Uzerinde sag ve sol tarafta badem sekilli madalyonlarda her birinde iki defa tekrar olarak
mimarin adi yazilmistir: e s a2 & "Allah, Muhammed Ali, mimar" kelimeleri ve
onlarin arasinda nefis slls elementli nesih hatla, blyik harflerle kitabe vardir:
Cmaal i) aa i ga g aSl Al jiiy agill Mad 5 &l A Ji

1. Kitabenin cevirisi: “Yiice ve pak olan Allah dedi: Bu giin Allah sizi
bagislar ve o, merhametlilerin en merhametlisidir!”.

Ul Sy (9w aS) cilal) JaSl g 5 sleal) el dgde ) Y

2. Kitabenin cevirisi: “Peygamber dedi: namazin efzalive kamil selami
onun iizerine olsun. Siz gelecekte rabbinizi agik-segik géreceksiniz!”

Hatira turbesinin Il. giris kapisi Uzerinde nefis sekilde ¢izilmis cicekli motiflerin
Uzerinde ¢cok guzel suls elementli nesih hatti ile iki satrlik kitabede tarih yaziimistir. Bu
tarine goére Sirvansahlar Sarayi’'nda yapilan ilk tirbeni Sirvansah Halilullah annesi ve
oglunun hatirasina yaptirdigi belli oluyor (foto7).

12
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Foto 7. Tiirbenin giris kapisi lzerindeki kitabe.

ASle Al AOGIA CpallB jual ) o e alinall L) gyl alie W) cdaluad) el
Adlaildl 5 (il g ot A (B dbilagan ) Ady) g 4l g1 ) giall 8 yal) 138 B lary Adlalus g

Kitabenin cgevirisi: “En bliyiik sultan, muazzam (§ahls)' Sirvansah, Allahin
nebisinin (peygamber) adasi (ayni isim), dinin yardimcisi Halilullah — Allah onun
devlet ve hiikiimranhgini daim etsin, annesi ve oglu i¢in — Allah onlarin her ikisine
de rahmet eylesin, bu nurlu tiirbenin yapilmasina sekiz yiiz otuz dokuz yilinda
emretti” (h.839 — m.1435).

Kapinin Ust boliminde bitkisel desenlerin ve tagin tam ortasinda altigen
madalyonda simetrik kufi hatla Hz.Alinin (a.s.) ismi g defa tekrarlanmistir: & /As/ e~
“Ali” (Seblikin, 1939: 40; Neymet, 1991: 59).

Sah camii: Sirvansahlar Sarayi’'ndaki diger tarihi kitabe, ylksek zevk ve iscilikle
yapilan Sah camiinin minaresidir. Minaredeki geometrik kabarik desenlerden sonraki
kemerde buyuk harflerle arapga stils elementli nesih hatla yazilmis anittir (foto 8).

Foto 8. Sah Camii minaresi.

8 ey g Al a2 o B glall g 81 g cila Al ad ) dleal)
ASle g 4dlgl by Mad A alie HSGIA alieY) clalad) jUal) 13 (RS jal
Adlaildl g Cpmayl g el Al

Kitabenin cevirisi: “Kudreti ve derecesi yiice olan Allah’a sgiikiir ve
sesilmis Muhammed’e hiirmet olsun ve sonra biiyiik Sultan Halilullah Allah onun
hakimiyet ve saltanat giinlerini uzatsin, sekiz yiiz kirk bes yilinda bu minarenin
yapilmasini emretti” (h.845-m.1441/2).

Divanhane: Sirvansahlar Sarayinin ana yapisina yakin olan divanhanenin ana
girisinin ylksek, simetrik bigimli portalinin UGzerini oymaci desenle, zarif ve glzel nesih
hattiyla ¢alismistir. Portaldaki iki madalyonlarin igerisi bitkisel motiflerle suslenmis,

*Saygideger, asil, san ve sohret sahibi
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yazisi ise kufi hatla yazilimistir. Divanhanenin kapisi Gzerinde Kuran-i Kerim’den “Yunus
aleyhisselam” suresinin 27. ayeti yazilmigtir:

Foto 9. Divanhane portali lizerindeki kitabe.

Al la e d A g i g L Adlag i J&
ial (Al adiie ol e A1 Ly (e dgag
FBagha 9 3 n¥y8aly Al
ABaa [ ¢ glla Lgd an ddad) Gilaua) elilg) 413 Y

Kitabenin cgevirisi: “Yiice ve pak olan Allah dedi: Allah halki deryassalame
(behiste) koyar ve O, (Allah) istedigini dogru yola hidayet eder (dogru yol
gosterir). lyi ve giizel emel sahipleri icin agar ve sevabi vardir, onlarin yiizlerinin
glinah lekesi kaplamadigi gibi zelil de olmazlar, onlar behist ehlidirler, her zaman
orada olacaklardir (X/27). Allah dogruyu der”.

Divanhanenin dider kitabesi iki taraftan da bitkisel motiflerle, zengin rozetlerle
kaplanmis ve portalin asadi kisminda stalaktit yarim kubbenin meydana ¢ikardigi derin
kemer sekilinde olan nis genel kompozisyonu tamamlamistir. Sarayl baska
kemerlerinden ayiran diger bir 6zellik de blylk ¢atma giris asirimi olan portaldir.
Arastiricilarin dustlncesine gére bu kemer ginimize ulasmayan veya yapillmamis
binanin girisidir. Kitabede imaret kelimesinin olmasi da bunun kanitidir (Seblikin, 1939:
43; Neymat, 1991:67).

Murad kapisi: Sonuncu kitabesi olan bu yapi ylzyillarca halk arasinda Murad
kapisi gibi taninmigtir. Sirvansahlar Sarayi Killiyesinde en blylk portaldir ve 16.ylzyila
ait tek anittir (foto 10). 12. Osmanli Sultani 3. Murad Han (1546-1595) Osmanli-Safevi
savasl (1578-1590) yillarinda Cildir gélu yakinlarinda Safevi’leri yenerek Giurcistan’a
girdi, ardindan Qanik nehri etrafinda Safevi'lerin geride kalan kuvvetlerini yenerek
Sirvan bdlgesindeki kaleleri ele gecirdi ve bu kapinin da Bakid’de yapilmasini emretti.
Kapinin portalinin Ust ¢ergevesi bitkisel motiflerle slislenmis, iki medalyonlar arasindaki
kitabede glizel nesih hatla arapga yazi yazilmistir:

A 3 sa alie) Jas ) Uabid) Al s B land) oda gliy yal
Adlandi g Cpmed g ) A B ssh

Kitabenin c¢evirisi: “Adil ve biiyiik olan Sultan Murad ddneminde
.......... Bakuyi dokuz yiiz doksan dért yilinda bu imaretin (yapinin) yapilmasini
emretti (994=1585/86)" (Seblikin, 1939:44). Portaldaki yaziyi okuyan epigrafci bilim
adami Ejder Aleskerzade kitabede Bakuyi’nin ismini okumamis, fakat sonradan metin
tam okunarak “Ulu Recep Bakuyi” kelimeleri tam olarak metni tamamlamistir
(Nematova, 1955 :228-252)
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Foto 10. Xll.Osmanli Sultani lll. Murad Han kapisindaki kemerin kitabesi.

Sirvangahlar Saray! Kiilliyesinin restorasyonu: Safevi padisahlarinin Sirvan’i
1501 yilinda isgalinden sonra Sirvangahlar Sarayi bir ka¢ defa yagmalanmis ve bir az
yikilmistir. SirvansahlarSarayr’ninist kati 19. yuzyilin ortalarinda Rus ordusunun top
kursunlarindan yikilmistir. Yazyillarin hatirasi olan bu sarayin aci kaderi vardir. Sarayin
bazi dénemlerde bir kisim restorasyonu yapilsa da, tam olarakSovyetler doneminde
restore edilmstir. Fakat son zamanlarda yapilan restorasyon dogru yapiimamigtir.
Mimar Cafer Giyasinin fikrince: “2004 yilinda tamamlanmis olan yanlis restorasyon
sonucunda sarayin ikinci katinin plan-mekan yapisi ciddi degisime ugramis ve saraya
onun Olgedine uymayan buylk kubbe eklenmistir. Restoratér saraya yeni kubbe
eklerken yapinin genel siluetinde kitlelerin oranini dikkate almamis, i¢ diizeni belli eden
kubbealtikonstruksiyalari dogru yapmamigstir’ (Giyasi, 2016: 20-22).

Sonug:igeri Sehir ve onun en yilksek kisminda olan Sirvansahlar Sarayi
yuzyillardir halkimizin tarihini, kaltGrind, mimarisini, gerceklerini ve fikirlerini yansitan
Ulke capinda bir sembole dénlismus, dinyanin her yerinden gelmis ziyaretcileri kendine
hayran birakmaktidir. Sirvansahlar Sarayr 1964 yilinda devlet mize statlisi almistir.
Dunya énemli tarihi anit olan Sirvansahlar Sarayi hakkinda bir ¢ok eserler yazilsa da,
hala tam olarak arastirlmamistir. Tarihi mimari anitlarin restorasyonu ve korunmasi,
Azerbaycan halkinin kendi mirasina sahip ¢ikmasi, milli kdltirel degerlerin ortaya
cikariimasi Ulke yénetimince Ust dlzeyde organize edilmistir. Bu giin karsimizda duran
esas mesele bize miraas kalan kutsal mekanlarimiz — Kiz Kulesi ve Sirvangahlar
Sarayrnin tarihinin yeniden o&grenilmesi meselesinin gindemde kalmasi, mimar,
epigrafci, restoratdr ve saire uzmanlarin bu arastirmalara katilmasidir.
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1. OTURUM (1. SESSION)-A Salonu (A Hall)
Oturum Baskanlari (SessionModerators):
Prof. Dr. Daniela VITCU-Assoc. Prof. Dr. Habibe ALIYEVA
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“CEYiZLERLE GELEN DEGERLER VE NESNELER” SUBASI
ILKOKULU “GOG” MUZESI

“VALUES & OBJECTS CAME WITH DOWERIES”
SUBASI PRIMARY SCHOOL “IMMIGRATION” MUSEUM

Ozlem ERZURUMLU JORAYEV*
Irmak BAYBURTLU*

Sebnem Ruhsar TEMIR GOKGELI*
Esin SARIOGLU*

ABSTRACKT

Immigration to Turkey began by 1929, according to a pact signed by both
Romanian and Turkish governments. A group of immigrants took the first step of the
voyage that will end in Subasi, 1zmit a town which they would found and settle in, by
embarking onto ships from the port of Constanza. Madrova, from where the Alevi-
Bektasi Turcoman people immigrated was in Romania in 1929, but it was within
Bulgarian borders by 1940. However, the villages of Musurat and Shaman of Constanza
where the Crimean Tatars came are within Romanian borders.

This immigration is the beginning point of the Subasi Primary School
Immigration Museum and the Subasi Oral History Study Group, founded by Subasi
researchers looking for their own roots. The Subasi Immigrants whom roots were within
Romanian borders now own their own lifestyles, weddings, traditional games, and food,
and try to keep them alive. And holding up their values, they take any object which
reflects traditions under protection either by saving them or by registering them at the
museum and exhibiting. The textiles especially take an important place at the museum.
It's possible to see at the museum the original daily stuff of farming & stockbreeding
immigrants with their plows and all, and the textiles which came with immigration such
as grooms dresses, original ceremonial garments, waistbands, napkins, handkerchiefs
and also indoor items such as tablecloths, grounds clothes, cushions, pads and many
others.

This study, besides general approaches about Oral Study Groups and Local
Museums, also aims visual and structural analyses of archived Textiles together with
the foundation story of the museum.

Keywords: Immigration, Museum, Oral History, Dowery, Textiles.

GIRIS

“‘Goé¢ kavrami” icinde, bireyin yada Kkitlelerin zorlayici etkenler nedeniyle
yasadiklari ¢ografya disinda baska alanlarda yasamak zorunda kalmalarindan séz
edebiliriz. Bir sureg icinde gelisen go¢ olaylari sadece bir nifusun yer degistirmesi
olarak algilanmamali, beraberinde yoksunluk, aci, hdzdn, sikinti, 6zlem gibi yodun

* Dr. Ogr. Uyesi, Marmara Universitesi Giizel Sanatlar Fakiiltesi, Tekstil Bolimd, istanbul.

* Dr. Ogr. Uyesi, istanbul Ticaret Universitesi Mimarlik ve Tasarim Fakiiltesi, Moda ve Tekstil
Tasarimi Bolim.

* Prof. Dr., Nisantas! Universitesi, Sanat Tasarim Fakiiltesi, ic Mimarlik Bélimdi, Istanbul.

j‘ Prof. Dr., Beykent Universitesi, Glizel Sanatlar Fakiiltesi, Tekstil ve Moda Tasarimi Bélimd,
Istanbul.

19



Xlll. ULUSLARARASI TURK SANATI, TARIHi ve FOLKLORU KONGRESI /SANAT ETKINLIKLERI
duygularin yasandigi zorlu bir streg olarak gérilmelidir. Gégmen,; birey olarak yasadigi,
anilarini olusturdugu, degerlerini biraraya getirdigi yasam alanini terk ederken
belirsizligin yodun oldugu, bilinmez yeni bir yasama ge¢menin kugku ve tedirginliklerini
de tasimaktadir.

Bir grup gécmen 9 Kasim 1935 tarihinde Kostence limanindan Tarkiye'ye
gidecek gemilere binerek, kendilerini kurucusu ve yerlesimcisi olacaklari Subagi-izmit
beldesine goétlrecek yolculugun ilk adimini atarlar.”

Bu gbg vyillar sonra koklerini arayan Subasi’li arastirmacilarin kuracagi Subasi
SézIG Tarih Calisma Grubu ve Subasgi ilkokulu “Gé¢” mizesinin gikis noktasidir.

So6zlG tarih galisma grubu, yérede somut olmayan kdltirel miras adina énemli
calismalar yapmistir, suregelen degerler belgelenip kayit altina alinirken, unutulmus
yitirilmis bircok gelenek ile ilgili hafizalar tazelenmis, tekrar yasatilabilecek olanlarinin
toplumda yerini almasi icin bir araya gelinmistir.

Kurulugu 20 Nisan 2013 tarihinde gerceklesen “Go¢” Muizesi catisi altinda,
sergiler, anmalar, geleneksel kutlamalar sayesinde ve cesitli aktivitelerle yore halki ve
konuklar bir araya gelmektedir. En yaslisindan en gencine, farkli kusaklar iletisime
gecmekte, dederler animsanmakta, deneyimler konusulmakta, kulttrel birikimler
paylasiimakta, tecribeler aktarilmakta, sik sik yapici sosyal ortamlar saglanmaktadir.

GOG VE YERLESIM

Balkanlarda yasayanlar igin, etnik milliyet¢i olusumlarin etkinlesmesi ve siyasi
uglarin keskinlesmesi ile gog, etnik ve idari baskidan kagis, anavatana dénids anlamini
tasimasina ragmen, uzun sire haber alamayacagdi geride biraktiklari i¢in duyulan
endise ve Uzuntindn de kaynagidir.

Romanya ve Turkiye Hiukimetleri arasi yapilan bir antlasma sonucunda 1929
yilindan itibaren yasal olarak Turkiye'ye bir gé¢ baslar. Ayni yil Madrevo kdyl, Romanya
Sinirlari iginde yer alirken, siyasi nedenlerle t¢ kez farkl Glke sinirlari icinde kalmis1940
yilindan sonra Bulgaristan sinirlari icinde yer almigtir. Go¢ 6ncesi yerel halk Madrevo’da
tutlin, arpa, bugday, yulaf yetistiriciligi yapmaktaydi. Asiri baskici bir askeri idarenin
yonetiminde, sosyal ekonomik ve etnik zorlamalarin fazla oldugu bir surecte gittikce
zorlasan yasam kosullari toplu goglin sebebi olmustur. 1935 yilinda ¢ikan ve isteyenin
g6¢ edebilecegi ile ilgili yasa 166 haneli kdylin 86 hanesinin gége karar vermesi ile
sonuclanmigtir.

Yeni bir yasam alani yaratmak ¢ok zordur. Tarim geg¢misleri olan ve bugday,
arpa, yulaf, ginddéndu gibi tahil tohumlarini da getirmis olan yeni yerlesimciler, devletin
her aileye verdigi 7,5 dénumlik arazilerinde buyUk bir azimle ¢alismaya baglarlar.
Gogle, demir pulluk ve at arabalari igin demir tekerlek cercevesi yaninda demir ustalig
da gelmistir Hayvan yetistiriciligi, tavuk, kaz, koyun, sigir, manda, at bakimi
yasamlarinin bir parcasidir. ilkbaharda yetistirilen ipek bocegi kisin yapilacak dokuma
ve islemeler icin hammadde olustururken, hayvanlardan elde edilen ylnler taranip
egirilerek dokuma geleneginin sirmesi icin ara Uriine dénlsur. Tarim sezonunda sabah
en erken kalkan, hayvanlari acip, besleyip cobana teslim eden, yemedi, rutin isleri bitirip
ev halkini doyuran, 6gdlen azigini hazirlayan kadinlar gun yukselirken ¢oluk ¢ocuk tim
aileyle tarlada calismaya baglar. Aksam is donlsU yaglilara gosterilen saygl, ilginin ve
rutin islerin yani sira 6zellikle kisin dokuma, érgu gibi aile i¢i ekonomiye hayat verecek
kumaslari ve cgeyizleri Uretmek igin kadinlar dokuma tezgahinin basina gegmektedir.

'Subasi lkokulu “Gog” Miizesi Arsivi

20



XIll. ULUSLARARASI TURK SANATI, TARIHi ve FOLKLORU KONGRESI /SANAT ETKINLIKLERI

Subasi Kdyiinde egitime ¢ok énem verilmistir. ik zamanlar egitim odasi adi
altinda bir alan ayrilmig, goénullilik esasiyla egitim devam etmistir. Gogten bes yil
sonra, 1941 yilinda ilk kez G¢ yillik egitmenli programla okul, Mehmet ve Hasan
egitmenlerle baslamistir. Kéyden mezun olup Turkiye’'nin en iyi Gniversitelerinde okuyan
farkli meslek gruplarindan ¢ok sayida insan bulunmaktadir. Zaman igerisinde farkli
binalarda egitime devam edilmis, artan 6grenci sayisi ile bu gin kullanilan binanin
yapimi zorunlu hale gelmistir. Atil kalan ve depo gibi kullanilan 1967 yapimi bina ise
Fidan ailesinin mali katkilariyla onarilmig, 3 odasi anaokulu, 2 odasi okul muzesi olacak
sekilde tefris edilmis, 20 Nisan 2013 tarihinde acilisi yapiimigtir. 2

Subas! kdyl, gunimizde bir belediye baskanligi haline déniasmis ve Ug ayr
mahalle muhtarlidi olarak yonetilmektedir.

“SUBASI SOZLU TARIH GALISMA GRUBU” VE “SUBASI ILKOKULU “GOG”
MUZESI”

Mdizecilik “Kaltar varliklarini tespit eden, ilmi metotlarla agiga ¢ikaran, inceleyen,
degerlendiren, koruyan, tanitan, strekli ve gegici olarak sergileyen, halkin kiltir ve
tabiat varliklari konusundaki egitimini, bedii zevkini yukselten, dinya gérisinu
gelistirmede tesirli olan daimi kurulugtur”s.

Kaltlrel mirasin korunmasi, topluma sunulmasi, gelecek nesillere aktariimasi
konusunda mizeler édnemli bir misyona sahiptir. Bu baglamda Subasi ilkokulu “Gé¢”
Muzesi, ninelerle, dedelerle gelmis olan dederlerin yasatiimasi, geleneklerin devami ve
bu goglerle tasinmis Ata yadigari objelerin saklanmasi, korunmasi, yeni nesillere
aktariimasi hedefi ile kurulmusgtur.

Tarkiye  muzelerinde  koleksiyonlarin  olusturulmasinin  dért  sekilde
gerceklestirildigini belirtmistir Arik, “-Surada veya burada bulunup, ya hediye edilen
yahut mukéafat namiyle bir sey verilerek miizelere mal edilen eserler; -Turkiye’de yapilan
kazilarda cikarilan eserler; -Cumhuriyetten sonra tasfiye edilen muesseselerden
Devlet'e gecgen eserler; -Pek seyrek olarak, hususi koleksiyonlarin satin alinmasiyla
miizelere gegen eserler.”® Subasi ilkokulu “Go¢” miizesi arsivi ise tamamen belli bir
déneme ait hediye ve hibe edilen eserlerden olusmaktadir.

Yillar iginde degisimler farkli mize olugumlarini kaginiimaz kilmigtir. Halk bilimi
muzeleri gecmiste sadece etnografya muzeleri olarak algilanirken, ginimuzde Halk
Mdizesi, Halk Bilimi Mizesi, Halk Yasami Mizesi, Canli Mlze, Popller Sanat Muzesi,
Sanal Mize, Ekomuze, Bolgesel Mlze, Agik Hava Mduzesi, Antropoloji, Etnoloji Ve
Etnografya Mizeleri gibi miizeleri kapsamaktadir. Subasi ilkokulu “Gé¢” miizesi Sivil
girisimcilik sonucunda kurulmus bir Yerel halk muzesidir ve bulundudu bolgedeki ilk
ornektir.

Muzelerin topluma katkilan Atagdk’in belirttigi gibi, “Toplumlarin birbirlerini
tanimalarina, dolayisiyla kdltdrlerin birbirine yakinlagsmalarina neden olur’.? Mizeye
gelenlerin birikimleri, gb¢ olgusuna olan ilgi ve hassasiyetleri cok énemlidir. Turkiye’de
yasayan pek c¢ok ailenin gecmisinde gogle gelen aile buylkleri bulunmaktadir.
Toplumumuz Osmanl imparatorlugunun dagiimasindan sonra c¢ok fazla gég almis,
gelenlere cok destek verilmistir. Yurtdisindan gelen konuklarin da ilgisini ¢ceken “Gog
muizesi” klltirel yakinlasmalarin merkezi olmakta, gd6¢ konusundaki duyarlilikla,

’Subasi S6zlii Tarih Calisma Grubu Arsivi
3nhttps://teftis.ktb.gov.tr/TR-14442/muzeler-ic-hizmetler-yonetmeligi.html Erisim: 27.08.2018
‘Remzi Oguz ARIK,. “Tiirk Miizeciligine Bir Bakis”, Milli Egitim Basimevi, istanbul, 1953.

STomur ATAGOK, “Mize ve Modernlik Tarih Sahneleri-Sanat Mizeleri 17, 1. Mizecilik
Sempozyumu, 14-15 Ekim 1993, s. 73-77, Istanbul Dz. K. K. Basimevi, istanbul: 1994
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mizeyi gezenler gegmisleriyle bag kurmaktadir. “Mizelerin koleksiyonlarini olusturan
maddf kultirin ve somut olmayan mirasin anlamli olabilmesi i¢in belli kulturel kodlara
seslenmesi, izleyicinin sz konusu kulturel sifreleri aciklayabilecek, yorumlayacak
anahtarlara sahip olmasi gereklidir”.°

So6zlu Tarih Galisma Gruplar gegmisin belgelenmesi, objelerin ve eserlerin
korunmasinda muizelere yakin 6nemdedir. Sosyologlar, antropologlar, tarih
arastirmacilar ve benzer meslek gruplari, gelenekleri inceleme, inanca dayali adetlerin
saptanmasl, etnografya konularinda kuramlarinin 6ngdrdigli metotlari kullanarak,
uygun arastirma teknikleri ve ydntemlerle calisirlar. Bu disiplinlerin bir kismi ortak
yontemler onerirler. Akademik galismalar igin bu stire¢ zorunlu bir saha arastirmasini da
kapsar. Ulasilabilecek kaynaklar icin yerel halktan birileri olmadiginda, bircok kapi
agllmaz, iletisime bile gecilemez. Glinimizde bu kapilari agan en bilingli grup Sézli
Tarih Galisma Gruplaridir. Bu gruplar genellikle kltir ve biling seviyesi ylksek, sivil
toplum yasam kurallarini 6zimsemis, bireysel menfaatten uzak durarak ve gegmise
sahip c¢ikarak yasanmisliklari kayit altina alan kisiler tarafindan kurulmustur. Kayit altina
aldiklari bilgi ve belgeleri arsivler ve korurlar.

Yerel arastirmacilar ellerindeki degerleri ya kendi imkanlari ile ilgilenenlere
sunar ya da akademik kaynaklarla paylasarak ileriye aktarimini saglamaya calisirlar.
Yerel arastirmacilar bazi hallerde akademik arastirmacilar igin engel teskil etseler de,
genelde onlara rehberlik ederler. Dr. Mustafa Aksoy’un ifade ettigi gibi “Bu nedenle yerel
arastirmacilar akademik arastirma yapanlarin adeta kulagi, goézu gibidirler. Yerel yapida
neyin nerde oldugunu, kimlerle temas kurulacagi konusunda arastirmacilarin islerini
kolaylastirirlar. Bu konu belki saha arastirmasi yapmayanlar igin basit gelebilir. Ancak
saha arastirmalarindaki en blyldk sorunun zaman ve maddi kaynak oldugu bilinirse,
yerel aragtirmacilarin akademik arastirmalara sagladiklari katki daha kolay anlag,lllr.”7

Arastirmaci Zeki Glrsu gegmisi, buyukleri dinleyerek, sesli ve yazili kayitlar
alarak belgelemeye calisir. Cok yaslilardan alinmig ses kayitlari, goéclp gidenlerin
arkasindan, ciddi tanikliklar olarak kalir. Saptama calismalarinin resmi bir kimlik
kazanmasi gerektigi dusunulerek “Subasi S6zIU Tarih Calisma Grubu” kurulur. Subasi
dodumlu Erdemir Fidan’in aile gec¢migine olan ilgisi nedeniyle baslamis oldugu
aragtirmalar, ayni suregte benzer incelemeleri yapan Zeki Gursu’nun caligmalari ile
ortisince bilgi aligverisi streci baglar. Ne yaziktir ki bu sireg, konulan beyin timoru
teghisi ile uzun bir tedavi dénemine doénudsur. 17 Nisan 2011 tarihinde vefat eden
Erdemir Fidan Subasi igin blyUk bir kayip olmustur. Subasi S6zli Tarih Calisma
Grubunun da isbirligi ile arastirmalarina saygi duyan ailesi Erdemir Fidan'in anisina
kurmak istedigi yerel bir mlze i¢in gereken finansmani saglarlar.

GEYIZLERLE GELENLER VE MUZE ARSIVi

Subagi gondllileri, gelenedi yansitan her nesneyi, kiymetini bilerek koruma
altina almakta, saklamakta ya da miizeye kaydettirerek paylasima agmaktadir. Ozellikle
tekstil eserler miizede dnemli bir yer tutmaktadir.

Muze arsivinde; ciftcilik ve hayvancilikla ugrasan gé¢menlerin getirmis olduklari
bu giin etnografik nitelik kazanmis kullanim esyalari, hayvan kogsum ve timar takimlari,

®Zehra Sema DEMIR, “Halk Bilimi Mizeciliginde Deneysel Yaklasimlar: Yasayan Miize”,
TurkishStudies -  International  PeriodicalForTheLanguages, LiteratureandHistory  of
TurkishorTurkic Volume 8/9 Summer 2013, p. 1111-1125.

" Dr. Mustafa AKSQY, “ Yerel ve Sozlii Tarih Baglaminda Rize’de Bir Tarih Arastirmacisi: Recep
Koyuncu” Séylesi: Tirk Diinyasi Tarih Kiiltir Dergisi Nisan 2017 (26- 29), Marmara Universitesi,
Egitim Bilgileri Fakultesi
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pulluk ve benzeri tarim araclarini gérmek mumkindlr. Ceyizlerde yer alip “Go¢”
sirasinda getirilmis 6zgln téren giysileri, gelin ve damat giysileri, glindelik yasamda
kullaniimig ceketler, gdmlekler, yelekler, donlar, salvarlar, gecelikler argivde vyerini
almistir. Corap ve potinler, eldivenler, keseler, kolye, bilezik, kemer, bel bagi gibi
aksesuarlardan muzeye bagislanmig érnekler bulunmaktadir. Carsaf, cember, cevre,
peskir, uckur, yaglk, mendil gibi el dokuma tezgahinda Uretilmis, genellikle desen ve
renk zenginligi ile islenmis ve oya yaplilarak stslenmis eserler mize arsivinin 6nemli bir
béliminl olusturmaktadir. i mekanda kullanilan duvar yaygisi, minder, yastik, sofra
bezi, yer o6rtlsl, heybe, yer yaygisi gibi ¢ok sayida tekstil eseri burada gdérmek
mudmkundur. Tekstil eserler arasinda yer alan “Duma Dokumalar” teknik yapilari ve
6zgln gorintdleri ile ayrica incelenmesi gereken bir gruptur. El tezgdhinda dokuma
sirasinda desen verilen ve farkl atki, ¢6zgu kalinliklar ile kendi iclerinde de cesitlilik
gosteren bu dokumalari en gok minder ve yastik érnekler ile gérmekteyiz.®

Subas! ilkokulu “Gég” Miizesi Arsivinde 360 kayith ve 180 yeni ve kaydedilecek
eser yer almakta, bu sayi gelen bagislarla strekli artmaktadir.

INANGC VE GELENEKLER

Alevi-Bektasi TUrkmenlerin kurdugu Subasi yerleskesinde yasayanlarin biylk
bir kismi Seyit Sultan Secaaddin Veli dergdhina bagli olarak ibadetlerine devam
etmektedir. ilk yerlesenler ve gocuklari 1990 yilina kadar kdyde yapilan dini térenlerde
bir araya gelmis, kdyde yasayan “Dede’nin vefatindan sonra yeni bir inang lideri
segememis ve bir gelenek bitmistir. inanglarina hala bagl olmalarina karsin dini torenler
artik yapllmamaktadir. Yagi daha ileri olanlar 6nemli glnlerde Eskisehirdeki dergaha
giderek baglarini korumakta, inan¢ tazelemektedir. Gengler aktif is yasamlari ve yogun
sosyal hayatlari nedeniyle, gok emek ve saygl gerektiren bu gelenegi yasatacak ya da
devam ettirecek bir girisimde bulunmamislardir.

Her yil Muharrem ayi, Mduzenin organize ettigi toplantilarda déntlen semahlar
esliginde ve kéyun yashlarinin seslendirdigi ilahiler ve nefeslerle aniimaktadir. Kéyln
yaslh kadinlan tarafindan kazanlarda kaynatilarak dualarla hazirlanan asureler, bu
toplantida tim gelenlere ikram edilmektedir.

Kisin bitip yazin bagladidi bir gun alarak da kabul edilen Hidrellez bu bdlgede
Ozellikle tim kadinlarin toplanarak birka¢ asamada kutladigi 6zel bir zaman dilimidir.

Evlilik, dogum, slnnet, 6lum gibi dnemli glnlerde geleneksel kiyafetler giyilip,
eski yemekler yapilarak aile buyukleri ve katilabilen gencler bir araya gelmektedir.

SONUC

Subasi ilkokulu “Gé¢” Miizesi, iginde barindirdi§i gegmisin yansimasi eserlerle
ve galisan gonulllleri ile koklerle olan bagdi saglayan bir gegit niteligindedir.

Muzede yer alan eserlerle ilgili gérsel ve teknik analizlerin yapilmasi, arsivlerin
dizenlenmesi, verilerin basilarak bir katalog olusmasi degerli bir calisma olacaktir.
Mdizenin kosullan kisa bir stre sonra yeterli olamayacaktir. Mekanin genisletiimesi ve
eserlerin daha iyi kosullarda saklanabilmesi icin depo-arsiv olarak kullanilacak ayri bir
alana ihtiyac vardir.

Mize kurulusundan itibaren sadece eserlerin sergilendigi bir alan olarak
kalmamis paneller, sergiler, Siir gunleri, Ozan geceleri ile sicak bir kultlrel, sosyal
yasam alani olmustur. Her yil 21 Nisan muze kurulus yildonimi, 6 Mayis Hidrellez, 9
Kasim go¢ yildonimu kutlamalari, Muharrem ayir anmalari gibi belirlenmis zamanlarda

® Miize arsivinde yer alan eserlerden Ornekler detaylari ile sunum sirasinda dinleyicilerle
paylasilacaktir.
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yapilan etkinliklerle bir bulusma noktasidir. 2016 yili kurulug yildonimu kutlamasinda
“Renklerimiz Solmasin” fotograf sergisi, 2017 yili kurulus yildénimU kutlamasinda
“Sandik Oykdleri” sergisi, 2018 yili kurulus yildénimi kutlamasinda “Gégle Gelen
Lezzetler” etkinligi, 2019 yili kurulug yilldonimu kutlamasinda “Goégle Gelen Ceyizler’
sergisi bir festival atmosferinde gegmistir. Her yil bir bagka temanin islendigi
kutlamalarda 2020 yil icin eski duvar yaygilarinin ele alindidi bir sergi hazirlanmasi
distnUlmektedir.
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HATAY’A AIT BIiR RITUEL “DEFNE (HAR) SABUNU”

(A RITUAL BELONG TO HATAY “DEFNE (HAR) SOAP”)

Aysegiil KARAKELLE®
i.Unal KAHRAMAN

ABSTRACT

Soap, an expression of cleanliness and purity, which is an indispensable part of
the modern world, is an important part of daily life. Nowadays, it has become the most
natural source of youth, beauty and smooth skin, which is not only a cleaning agent but
has been covered with special features and scents. The story of mankind’s need for
cleansing since its creation and the journey of soap to the present day for the first time
in B.C 6000s. In the Hittites, one of the Anatolian civilizations, the name of soap
mentioned in the Sumerian inscriptions of B.C 2500 years is mentioned together with
health. In addition, in these inscriptions, wood ash and oil into the water is obtained by
mixing a substance, in the year B.C 1000, it is seen that this substance is soap. Soap,
which is one of the most basic necessities of the people, was demanded very much
during the Roman Empire, and the presence of soapmen in the artisan groups gives us
the knowledge that the soap trade was made. In addition to being a center that hosts
many cultures together, Hatay is also rich in plant potential. The laurel, which has an
important place in the region, is one of the most preferred plants in cosmetics and
gastronomy as well as being used as medicinal and aromatic plants.

In this paper, information about the laurel soap, a miraculous product that
contributes to the economy of the region, especially in the context of souvenirs and
touristic goods unique to the Hatay region, is given and the production stages are
explained with visuals.

Key Words:Hatay, Laurel, Soap

GIRIS

Tarkler 11.ylUzyila kadar sabun yerine sularda ki soda, ¢éven, saparna, sabun
otu, st otu kokl, kasik otu, tavsankulagi, hint kestanesi, hatmi cicegi gibi sapolinli
maddeleri ve 0&zellikle mese agacinin kdlind kullanmaktaydilar. Sabun Uretimi
agisindan oldukga zengin olan Osmanli Devleti’'nin en énemli merkezleri Trablus ve
Halepti. Zeytinyadi, i¢ yagi ve sodyum tuzlarinin karisimindan elde edilen sabun,
sabunhane denilen devlete ait isliklerde Uretilmekteydi. Cumhuriyetin kuruldugu ilk
yillarda Anadolu’da 1500 civarinda sabun isletmesi bulunmaktaydi. I. dinya savasinin
yasandigi 1900’lu yillarda bas gbsteren hammadde sikintisi neticesinde ve devletin
sabun ihtiyacini karsiladigi bélgelerin bir bir elinden ¢ikmasi (Trablus, Bingazi, Rodos,
Selanik ve Girit) ile birlikte ¢ok ciddi bir sekilde sabun ihtiyaci dogmustur. Hatay
Cumhuriyeti'nin anavatana katilmasi ile birlikte azaltilan vergiler sonucu zeytinyagi,
defne yagi ve bunlarin Grind olan Antakya sabunu Anadolu’ya giris yapmistir. Artik
endustrinin gelismesiyle birlikte kimyasal maddelerin kullanimi yayginlasmaya baglamis,
1811 yilinda Augustine John Proner tarafindan gelistirilen kostik maddesi ile ilk kez
kostikli ~ sabunlar  Uretimeye baslanmistir.  19.  ylzyiin  ikinci  yarisinda

*Dog. Dr., Hatay Mustafa Kemal Universitesi Egitim Fakiiltesi Giizel Sanatlar Egitimi Bolimdi,
Hatay.
**Antakya Gastronomi Dernegi Baskani/Arastirmaci-Yazar, Hatay.
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MichelEugeneChevreul ilk seri kostikli Uretimi Marsilya’da baslatmis ve sabun yapimi
buyuk bir endustriye dénugerek tim dinyaya yayilmistir (Anonim, ty, Kahraman, 2019).

Artik ginimizde ndétr yag sabunculugundan asit sabunculuguna gecilmistir.
Donyagi, zeytinyagi, prina yagi, pamukyagdl sabunlari, yerini palm yagl sabunlara
birakmistir. Endonezya ve Malezya ginimuzde dinyanin en biydk palm yagi Ureticisi
konumundadir. Bunun yani sira Ulkemizde bulunan deri igletmeleri, hayvansal yag
stokgular ve atik yag uUreticilerinden temin edilen bu yaglar adina soap-stop (kilge)
denilen bir malzemeye donlstirilmekte ve neredeyse tum ihtiyaci karsilayan bu
maddeye koku, esans ve boya Kkaristirlarak piyasaya, dogala &6zdes haliyle
sunulmaktadir. Geleneksel ydntemlerle elde edilen sabun ile yukarda bahsi gecen
emitasyon sabun asla ve asla birbirine karistirilmamalidir.

Defne Bitkisi

Defne, Har (Kadirli-Adana), Gar (Hatay), Nehtel, Tefrin, Tehnel gibi isimlerle
bilinen 8-10 m. boylanabilen her dem yesil bir agactir. Akdeniz bitkilerinden olup,
Akdeniz iklimine 6zgl maki denilen bitki 6rtistinin karakteristik bir turidir. Defne genel
olarak Akdeniz iklim bolgesinde; Portekiz, ispanya, italya, Yugoslavya, Yunanistan,
Tarkiye ve Afrika’nin glney sahil bdlgelerinde bulunur. Turkiye'de 600-800 m.
yuksekliklere degin, Hatay’dan baglayarak Kuzeydodu Karadeniz’e kadar butin
kiyllarda, diger tlrler icerisinde kime ve gruplar halinde yayilig gdsterir (Acar, 1987).

Defne agacinin yapragindan, meyvesinden veodunundan faydalaniimaktadir.
Ayrica dekoratif 6zellikleri nedeniyle parklarda ve evbahcelerinde sus ve ¢it agaci olarak
kullanilabilmektedir. Ancak, dnemli olan yaprakve meyveleridir. Defnenin yas ve
kurutulmus yapraklarindan elde edilen ugucu yagigida, parfumeri, tip ve icki sanayinde,
kurutulmus yapraklar ise gida sanayinde tat vegesni verici olarak degerlendirilir. Yine,
yapraklar 6gutllerek gesitli yemek, gorba vesoslarda baharat olarak ve 6zellikle balik ve
et esasli konserve sanayinde, derisanayinde kullanilir. Genellikle Gulney
defneliklerinden toplananmeyvelerden iptidai yollarla yad elde edildidi bilinmektedir.
Akdeniz bdlgesinde enfazla defne yagdi Uretimi Antakya civarinda yapilmaktadir. Artik
hemen hemen lUlkenin her yerinde satiimayabaslanan defne sabunu dretiminde
Antakya’da markalasmaydniinde énemli adimlar atiimistir (Kése, 2010).

istanbul, Zonguldak, Kastamonu, Antalya, Aydin, Balikesir, Bursa, Canakkale,
icel, izmir, Kahramanmaras, Mugla, Rize, Samsun, Sinop, Trabzon, Hatay Akdeniz
defnesinin yayilma alanlaridir. Hatay, Kilis, Nizip yorelerinde defne agacinin zeytine
benzeyen meyvesindendefne yagi c¢ikariimaktadir. Yérede bu yagla yapilan sabuna
“garli sabun” denir. Pirinayagi (zeytinyagdi) ve defne yagi ile yapilan garlisabun, cilt ve
sa¢ saghgi icin ¢cokyararlidir. Gegmis mitolojik ¢caglara kadar uzanan defne, glizellik ve
glzel kokununsemboli olarak bilinmektedir (Karadeniz, 2001).

—
Sekil.1 Defne bitkisinin Turkiye Uzerindeki takson dagilimi
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Defne Sabunu ve Yapim Agsamalari

Hatay dogal ve geleneksel defne sabunlarinda; boya, aromatik madde, ugucu,
hayvansal, pirina ve bitki yaglar, katilastiricilar, su/nem tutucu silikat gibi kimyasal
maddeler kullanilmamakta, defne tohumunun yagi, zeytinyagdi, mese kili veya kil suyu
ve kaya tuzu kullanilarak yapilmaktadir. Geleneksel sergi kurutma ydntemiyle yapilan
bu sabunlar yaklasik 3-6 ay gibi bir sirede kurumaktadir. Nem tutucu kimyasallar
kullanilmadigi icin sabun kaliplari ayni gramajda olamayabilirler. Kuruduk¢a nemini
kaybeden ve gramaj kaybina ugrayan sabun aslinda degerini daha da arttirmaktadir.
Kullanilan defne ve zeytinyadinin kalitesine ve oranina bagli olarak sabun rengi farklilik
gOsterebilmektedir.Dogdal defne sabunu keskin ve koyu yesil renkte degil aksine agik
krem-yesil arasi bir renge sahiptir. Defne sabunu su ile temasinda hemen erime
gbstermez. Ayrica iceriginde esans kullaniimadigi icin kokusu keskin olmamakla birlikte
kendine has dogal ve hos bir koku ihtiva etmektedir.

Sabun Yapiminda Kullanilan Malzemeler

Zeytinyagi: sabun yapiminda sofralik olmayan (yerden toplanmis zeytinler
yuksek asit igerirler ve bu zeytinler sofralik zeytinlerle birlikte ¢ekilmez) yiksek asitli
zeytinyagdlar kullaniimaktadir. Akir: zeytinyaglarinin bekledigi kuyularda ya da figilarda
dipte kalan yag tortusu akir ya da dipyag olarak anilir ve ylksek asitli oldugundan Halep
tipi sabun yapiminda kullanilir. Prina yagi: zeytin tanelerinin yagdinin alinmasi
asamasinda c¢ekirdekleri de kinlir. Kirilan bu ¢ekirdekler yag mengenesinde sezonun
butln yag isi bitine kadar biriktirilir ve prina yadi ¢ekilir. Koyu yesil renkli olan bu yag
sabunculukta sik¢a kullanilir. Bu yagin sabunu az képurlr ve sert bir sabundur. Defne
yagi: Akdeniz boélgesinin maki bitkilerinden olup bdlgede boyu 25 m’yi gecen adaclara
rastlamak mumkuindur. Geleneksel formlarda elle toplanan defne tohumlari tipki zeytin
gibi siyahlasir (Fotograf.1). Cekirdedi iki pargadan olusur ve g¢ekirdegi saran etli kisim
sert bir kumas yapisindadir. Agik alanda buiyik kazanlarda; bir teneke dlgtst tohum icin
bir teneke su ile kaynatilarak yumusayan tohumlar (Fotograf.2) tokmak yardimiyla
dévilir. Bu islemden sonra Uzerine soguk su eklenip geceden sabaha sogumaya
birakilir. Sabah kazanin Uzerine biriken yag, defne tohum yagidir. Bu islem U¢ kez
tekrarlanir. ilk alinan yag birinci agdiz ikinci, ikinci adiz, Gglinct, Gglincl agiz olarak
adlandinlir. En kiymetlisi birinci agiz yagdir.

Fotograf.1 Defne Meyveleri
Fotograf.2 Meyvelerin kaynatiimasi (Karakelle, 2019) (Kahraman, 2019)

Defne Sabunu Yapim Asamalari

Geleneksel sabun yapiminda sabun genellikle odun atesiyle pisirilir. Defne
sabunu geleneksel olarak, sabuncu sodasi (kostik) yerine gii¢li bir baz olan mese kil
suyu ile Uretiimekteydi. GUnUimuzde ise tarihi kil suyu defne sabunu, ¢ok az miktarda
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da olsa bu gelenegin yasatiimasina énculik eden bir sabundur. Defne meyvesinin yagi,
zeytinyagi, kil suyu, kil suyu, kaya tuzu ve su kullanilarak yapilan geleneksel defne
sabunlarinda higbir sekilde sentetik ve boyar madde kullaniimamaktadir. Geleneksel
formillne ve Uretim tekniklerine sadik kalinarak Uretilen, ge¢gmisi uzun yillara dayanan
tarihi bir sabundur. Zeytin hasadi ve defne tohumlarinin toplanmasiyla baslayan
slrecte, 6nce zeytin ve defne meyvesinin yaglar ¢ikarilir (Fotograf.3). Sabun pisirilen
Ozel kazanlara, yapilacak sabunun miktarina gore; %66 oraninda defne yagi, %33
oraninda da zeytinyagi konulur. imitasyon sabunlardan farkli olarak; kaynatilip damitilan
mese kull suyu, kaynatiimadan bir gece suda bekleyip dibine ¢dken killi toprak suyu ve
kaya tuzu ile belirli dlgekte su katilarak karistirilir (Fotograf.4).

Fotograf.3 Defne yagdinin elde edilmesi (Kahraman, 2019)
Fotograf.4 Defne sabunu yapimi

Sabunlagsmaya baslayan karisim blyUk kabarciklar gikarip tath acgik yesil
renkten hafif koyu yesil renge dénusince ocaktan alinarak tahta ya da demir profilden
yapilmis sabun teknesine dokilir (Fotograf.5). Uzeri mala yardimiyla diizeltilen sabun
sertlesmeye birakilir (Fotograf.6).

Sertlesme islemi tamamlandiktan sonra daha énceden belirlenmis dlgllere gore
sabun kesme bigadiyla enine ve boyuna esit kaliplar halinde kesilip Ust Uste veya yan
yana dizilerek 6 ile 8 ay arasinda degisen sure zarfinda iyice kurumaya birakilir
(Fotograf.7-8).
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Fotograf.5 Sabunu kaliba dékme Fotograf.6 Dizeltme islemi
(Kahraman, 2019) (Karakelle, 2019)
Fotograf.7-8 Sabunlarin kesilmesi ve kurutma islemi (Karakelle, 2019)

SONUC

Son yillarda insanoglunun 6ze ve dogala dénme gabasi gézle goérilir bir sekilde
artmig, kullandigi esyadan yedigi her turli yiyecege kadar tipki eskiden oldugu gibi
kendi Ureterek, tiketme egilimine yénelmistir. Hatay’da da yerel halkin imece usull ile
bir araya gelerek geleneksel ve dogal yontemlerle Urettigi defne sabunu ile ilgili yapilan
bilimsel ¢alismalar arttinimis, 2017 yilinda Tirk Patent ve Marka Kurulu tarafindan
“cografi isaret” tescili kabul edilmistir. Ayrica defne sabununun turistik ve hediyelik esya
olarak degerlendiriimesi kapsaminda farkl tasarimlar yapilarak, bu tarz magazalarin
disinda mduzeler, Oren vyerleri, hamamlar vb. gibi yerlerde satisa sunulmaya
baslanmistir. Antakya Arkeoloji mizesinde bulunan mitolojik karakterler, kral ve
kraliceler, sikkelerde ve muhdrlerde bulunan figlrler, sabunlara adeta nakis gibi
islenmistir (Fotograf.9). Bu tasarimlarla hem bu imgelere hem de geleneksel defne
sabununa dikkat c¢ekerek farkindalik olusturmasi amacglanmis yerli ya da yabanci
turistlerin begenisine sunulmustur.

Fotograf.9 Turistik ve hediyelik amagcli Uretilen defne sabunlari (Kahraman, 2019)
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THE TRADITIONAL DAILY VS ACTOR’S EXTRA-DAILY

Alina CRISTEA"
ABSTRACT
Theater Anthropology is "the study of pre-expressive scenic behavior that
underlies different genres, styles, roles and personal or collective traditions in the
theater" [1] or, as Stanislavski says, the study of the organic nature of all art people of
all nationalities and in all ages. In a situation or state of organized representation, the
projection of the actor's physical and mental presence is based on an elementary
architecture built on the metaphysical pillars of principles different from those of
everyday life. This projection will be identified during this work in the concept of "extra-
daily behavior", in contrast to the daily notion of behavior. From this "dance of
oppositions", as Barba calls it, the perfect balance of the statue of a desirable scenic
projection is born. Concretely, in our everyday context, the energy and posture of our
body are dimensioned by cultural, social or trade status. In a situation of representation
(extra-daily), they must be redimensioned, changing radically. Eugenio Barba and his
actors at Odin have been overturned, who have had to re-integrate extra-daily into daily,
changing live places with their audiences. This experience, like many others, is the
basis of the Theory of Theater Anthropology.
Keywords: Theater Theatrical Anthropology, scenic behavior study, extra-daily
behavior, Eugenio Barba, Stanislavski

INTRODUCTION

Theater Anthropology is "the study of pre-expressive scenic behavior that
underlies different genres, styles, roles and personal or collective traditions in the
theater" [2] or, as Stanislavski says, the study of the organic nature of all art people of
all nationalities and in all ages. In a situation or state of organized representation, the
projection of the actor's physical and mental presence is based on an elementary
architecture built on the metaphysical pillars of principles different from those of
everyday life. This projection will be identified during this work in the concept of "extra-
daily behavior", in contrast to the daily notion of behavior. From this "dance of
oppositions", as Barba calls it, the perfect balance of the statue of a desirable scenic
projection is born. Concretely, in our everyday context, the energy and posture of our
body are dimensioned by cultural, social or trade status. In a situation of representation
(extra-daily), they must be redimensioned, changing radically. Eugenio Barba and his
actors at Odin have been overturned, who have had to re-integrate extra-daily into daily,
changing live places with their audiences.

The outspoken experience happened in a small village forgotten by the world in
southern Italy, where Eugenio Barba had to answer the question "what are you?".
"Actors," of course, came the answer. "What are they?" Followed instead of the usual
understanding that usually appears on the faces of those who receive this answer. It
was not known in that village what the "actor" was unless the concept was related to
television. Explaining the concept of "actor" happened in an unexpected exchange in
which the Odin actors presented their performances, even the most special ones, and
the villagers rewarded them with music and dances. "After the show, people seemed

*Assoc. Prof., TheFaculty of Arts, OvidiusUniversity of Constanta, Romania
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animated by the desire to show us something that corresponded to what they had seen.
They began to sing, to dance, typical forms of folk culture, which is not limited to the
elaborate verbal language, but which reveals the history and the vision of a group of
people through the whole physical presence"[3]. This necessity of exchange led Barba
to think of Theater Anthropology. These people had admitted to the actors at Odin
Teatret what was theirs, though the performances were based on a movement
technique based on the methods of the oriental theater masters No, Kathakali,
Stanislavski and Decroux, Meyerhold and Balinese theater. Maybe they recognized
movements, perhaps ringing sounds or maybe grimaces or maybe all together, and
wanted to show, by action, the recognition reaction. Dance and music contain most of
the common elements of the peoples' traditions. In classical anthropology it is notorious
that the totem of North America has the same meaning as the totem of Lapland or the
sculptured Maramures pillar, which defends the entrance of the evil spirits into the yard.

The endangered culture of the Amazon jungle was found by Barba and here in
southern Italy. The village was practically divided into two. The elders and young people
were recognizable (apparently eluding appearance) due to specific codifications,
clothing, behavior, mentality, language and space. The rupture of that society is not only
recognizable at a visible, superficial level. It is a deep fracture, the elders feeling a void
in the souls that the satisfaction of having descendants was not enough to fill it. Young
people seem to be forced to live there, change their clothes, their appearance and their
behavior in order not to be assimilated to that world, which they are afraid and ashamed
of and to whom they feel a guilty nostalgia, for they are the ones who, through change,
hurry the end. This space is so antagonistic, it is inhabited by two different epochs and
worlds, which, although located a few meters away from each other, are no longer able
to meet. The common form of communication between the walls of a house where
biological necessities force them to contact is a family misconception. The "village that
was" and "the village that will never be" coexists so aggressively, in a denial of
community and traditions, in a meaningful and significant silence that says and
reproaches things otherwise untold. No common future is seen, but only the inherited,
ugly, and expected to be dismembered and sold, piecemeal, to an illusionist in a big
city.

Barba and his actors from Odin Teatret have penetrated into many worlds like
those described above. The culmination is that the keepers of tradition, the elders, were
the most open to the new, to sharing and sharing. "After our songs, elderly men and
women, about whom we thought they were imprisoned in a reserved and impenetrable
attitude, came to sing, dance" [4] and not to the young, as they would have expected.
"The truths in art support one another" [5], says lonescu. But here, the clash of
generations is happening in the middle of the village, but those who occupy the center,
the hearth, are all old. Those who have had the best experiences or have had it all are
the elders, and yet they come out, however, in the face of the new one, they break the
barriers that young people think they are impenetrable. In a way, young people are
stagnating on a shore of evil tradition or perhaps too soon assumed. The elders, the
keepers of tradition, are the ones who offer their generosity experience to strangers and
maybe to those with whom they live, but only if they ask for it or want to take part in it.
And then, the inheritance is offered only to those who ask it, who seeks it? Is it left to
the shroud of collective unconsciousness and demand, so subjective in fact? Or maybe
young people, becamed old people, remember EVERYTHING and then realize that the
treasure next to which they chose to live in parallel and not together was the most
precious? Is the legacy self-extinguished or is it understood too late? Or late enough for
its meanings to be distilled and valued at their true value? Is there an age at which we
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become wise and appreciate the teachings of our forefathers because youth has as its
main attribute rebellion and rejection at all costs?

All these questions were born to the group of travelers after these experiences,
making them understand what membership means, what is the cultural specificity and
the heritage. "It was as if he had snatched songs and dances from their organic
environment, who through his manifestations coagulates, because everyone knows
those songs and, as one begins, everyone joins him: indeed, it is the community that
tightens the ties through the manifestation of its culture. Seeing them dancing the
peasants, | was getting more and more clear that | and my colleagues were in a culture
where there are no common ties and where everybody is looking individually for the way
to find them. Trying to introduce new folk dances would have meant putting ourselves
into what we felt we were not, because dance is the unspoken, uncalled moment when
our biological and cultural heritage envelops us, carries with us, stands up , unleashes
all our energies. Or, in what circumstances were the actors in Odin enveloped, standing
up, letting their energies unleash, driven by a need that was not just a desire to have
fun, but also the essential need to be present and reach to the other? The Answer:
While Working "[6]. Thus, between the manifestations of primitive dynamics and the
"mentality and nature of the authentic actor, there are common characteristics.

This is natural if we think there is a land-based bond of continuity between
them. Reminiscences of thought in images, in saturated images of psychic elements in
which the affective logic prevails and which manifest in the actor's thinking during the
authentic scenic act lead to the necessity of accepting another reality. "[7]

The necessity of the exchange, which was the basis of the relationship between
the actors of Odin and the people in those remote villages, locked into their own
mentalities and traditions, is the pride of preserving the tradition of that environment
and, at the same time, the wisdom of recognizing the need to give continue the legacy.
The enthusiasm with which these people danced and sang awoke one of the most
sincere and intimate emotions, but not scenic. The human of Scandinavian travelers
was faced with the artistic reality of the society of that village, and the response of
theatricality was an extra-daily behavior to one's everyday. However, codification has
found common ground that has led to a reaction from the villagers.

And Stanislavski lived a similar experience when, together with Meyerhold, he
brought, in the First Studio, an anthropological expedition to search for life-like
vernacular, authentic artists from the people, on stage. An old bitch whose vocal record
surpassed that of a famous singer of the era could not be integrated into the theatrical
act. His voice covered everyone else, and the show turned into one woman show. Just
like a shepherd who sang a traditional instrument or a storyteller who knew the most
beautiful Russian fairy tales, and the modulations of his voice stirred the tears of the
audience. These authentic artists, plucked out of their cultural and social context,
seemed strident and false on the scene. Their art was their everyday behavior and they
did not know how to turn it into extra-daily behavior because they did not have the
necessary technique. In their representation environment, they did not need such a
technique because dance, singing, punk and storytelling are not conventional acts, such
as theater. In that environment, they are real-authentic, they are part of the life of that
community just like old age, death and birth.

As | said, one of the characteristics of professional identity is its transculturality
and deep understanding: "The actors at Cuatrotablas have not yet seen our show
Come! And the day will be ours when they invited us to see their spectacle in Caracas.
They had worked in Lima, not Holstebro. Their actors were Peruvian, our Scandinavian,
plus an ltalian. And yet, in La nocha larga, we have found many concrete elements that
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are very similar to those in our show. Two or three of our most original solutions were
found in the Cuatrotablas originality elements. If there were no concrete data to
contradict her, anyone could have sworn that one of the two theaters had been inspired
by the other's performance and had been so strongly influenced that it would quote
whole fragments"[8].

Barba has always been at the intersections guarded by the ancestors she
chose: Kathakali and No, Onnagata and Barong, Rukmini Devi and Mei Lanfan stood
beside Stanislavski, Meyerhold, Eisenstein, Grotowski or Decroux for the first time to
deal with the theater. And then he did not know all these styles and names. He just felt
that there was a connection and a sense between them, and he had to be at the
intersection of that meaning, which could only be explained by the dances of the
oppositions. That is why he considers himself an actor in the great Euro-Asian theater,
with no geographical or temporal boundaries, in the country where all the great masters
make a common body against forgetfulness, the basic feature of the present century.
Or, as Artaud says, "Theater means a chance to recover the human being" [9]. "In the
encounter between the East and the West seduction, imitation, exchanges are
reciprocal. | have often envied Orientals for a theatrical science that transmits from one
generation to another actor's live art; they have envied in our theater the ability to
confront new themes in time, varying traditional texts through personal interpretations
often having the capacity to conquer formally and ideologically. On the one hand,
therefore, stories from time to time we play in a new way, labile in everything, but not as
text. On the other hand, a living, profound art capable of transmitting and mobilizing all
the physical and mental levels of the actor and the spectator, but anchored in constantly
ancient customs and customs. On the one hand, a theater that lives through the logos.
On the other hand, a theater that is mostly bios "[10].

CONCLUSIONS

And if, on the one hand, a theater lives through the logos, and on the other,
through bios, we can say that theatrical Anthropology deflates the limits of the definition
of the two categories and, by identifying their common denominators, houses them
both. The tradition passed from generation to generation is done vertically, and the
creation of personal interpretations of the present is done horizontally. Any actor, no
matter what part of the globe comes from, needs both coordinates to define himself as a
creative being.
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ABOUT THE CURRENT STATUS OF WEAVING IN MANISA YUNTDAG REGION

(MANISA YUNTDAG BOLGESI HALICILIGININ GUNUMUZDEKi DURUMUNA DAIR)

Ahmet AYTAG®

OZET

El sanatlari insanlikla beraber geliserek glinumuize gelmistir. El sanatlar
kapsaminda tekstil ve dolayisiyla halilar Turk kaltGriinde énemli bir yere sahiptir.

Manisa Yuntdag bolgesi gegmis ylzyillardan bu yana hali Uretimleri ile var
olmustur. 1980-81 vyillarinda baslayan ve Kazdaglarina kadar olan alani kaplayan
Dobag Projesi ve bdlgede kurulan bazi kooperatifler ile haliciliga bir ivme
kazandirilmaya caligiimigtir.

Ancak gunimuzde ulke genelinde oldugu Uzere hali dokumaciigl Yuntdag
bolgesinde de durma noktasina gelmistir.

Bildiride Yuntdag halicihdinin giinimuizdeki durumu degerlendirilerek, eski ve
yeni Uretimler ele alinacaktir.

Anahtar kelimeler: El Sanati, tekstil, dokuma, hali.

INTRODUCTION

Throughout the history, humankind has reflected their aesthetic value
judgements on their production. They have not only formed and shaped the objects they
have used, but also have decorated these with colours and patterns. In the central Asia,
Turkish mastery and skills in especially in handicrafts are remarkable.

Handicrafts play the most significant role in maintaining the traditions, customs
and life style of a country and handing these down from generation to generation1.
Handicrafts have features of providing income, being made with simple tools, living the
traditions and additionally it also enables the valuing of free time and labour®. The
needs of humanity generated the textile industry, which is a very great sector today, and
textile products, as the primary elements of handicrafts, are the products of an industry,
which plays a very important role in the economic development of developing countries.

The art of textile was cast in the same mould with the historical weaving culture,
and with added aesthetic values it presents unique designss. Turkish art, which started

in the central Asian steppes4, has managed to pioneer this form of art for centuries with
the Turkish weaver, who has achieved to adapt changes to Turkish sense of art
perfectly despite the different geographies, changed religious belief, and constantly
renewing cultural-artistic-scientific developments. Weaving adventure of Turks, which

*PhD.,SelcukUniversity TurkishHandicraftsResearchand Application Center, Konya.

1AKPINARLI, H. Feriha, Kirim El Sanatlarinin Diinii ve Bugdinii, Ankara, 2004.
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started in Central Asia, has undoubtedly progressed in Anatolia®. Turkish handwoven
products have maintained its importance since the Pazirik carpet found by Sergei
Ivanovich in 1947-1949.

From the cultural perspective, carpets are products that have artistic features
and establish a bridge between the past and presents. They are representatives of
material culture identity. Among the handwoven products, which are inseparable from
the humans from the birth to death, carpets have a special importance with the colours
and symbolic forms they bear.

Animal breeding, which formed a basis for traditional carpet and rug weaving,
was an essential production model they knew well. Along with the weaving developing
with it, it formed the spine of socio-economic life for thousands of years. This production
model, which transformed grass to sheep, sheep to wool, wool to thread and thread to
carpet and rugs, has lost its competitive advantage in present global market due to
changing living conditions. Anatolian origin Turkish carpet production has diminished
significantly accordingly.

Sezginturedi, reports that traditional production method for everything human
beings used in their daily lives had been hand made until industrial revolution and
handmade products are acknowledged as national cultural elements presenting the
histories, life styles, beliefs, economic and social structures and aesthetic senses of the
societies they were made in’.

Every village and town in Anatolia were weaving centres making local

productionss. In this sense, carpet weaving with the natural painted threads made from
wool obtained from their own animals has existed in the Yuntdag region in the northern
Manisa since Ottoman period.

There are 64 yuruk villages many of which are small settlements in the part of
Yunt Mountains, formed by a chain of mountains and hills on a high plateau, that is
within the borders of YunusEmre district. This rugged region between Manisa and
Aliaga district of 1zmir is remarkable for carpet weaving".

Carpet weaving has almost disappeared in this region apart from one project
conducted by Marmara University and some cooperatives between 1980-2000.

1. YUNTDAG CARPET WEAVING

Settlements, such as CanakkaleAyvacik, Bergama, Yuntdagivillages have been
important for carpet weaving since Ottoman period.

Historically and geographically, Bergama villages Madra and Kozak are within
Yuntdag region, which lies between Manisa and Bergama. The similarities between
these and carpets woven in Ayvacik district of Canakkalerepresents the folkloric

® BAKIR, Abdulhalik, Ortagag islam Diinyasinda Tekstil Sanayi Giyim Kusam ve Moda, Ankara,
2005, s. 151.

GAYTAQ, Ahmet, Koyunoglu Miizesi El Dokumalari, Konya Biyilksehir Belediyesi Yayinlari,
Konya, 2014, s. 1.

! SEZGINTUREDI, E., “Tekstiilde Geleneksel Degerlerin Uriine Yansitiimasinda Bir Yéntem
Onerisi”, (25.05.2005); http://arsiv.mmo.org.tr/pdf/10570.pdf. (06.06.2015).

8SOYSALDI, Aysen ve GULDUR, M. M., “Kirkitli Diiz Dokumalarda Teknik ve Mahalli Terminoloji
Uzerine Bir Arastirma”, 8. El Sanatlari Sempozyumu, izmir, 2005, 381-390.

9Tl'.'JRE, M. Altan, “Yuntdagi Geleneksel Hali-Kilim Dokumaciliginin Yérenin Kalkinmasi Ve Kirsal
Turizm Potansiyelinin Gelisimine Saglayacagi Katkilar’, Gelenek lle Gelecek Arasinda Kalmis Bir
Bélge: Yuntdagi (Sorunlar ve Oneriler), C. Bayar Universitesi yayin No: 29, Manisa, 2017, s. 183.
s. 183-208.
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connection between yuruk tribes '°. Carpet weaving was conducted intensively in the
past in Yuntdag region villages, such as Kozaklar, Karaveliler, Camlica, Osmancali,
Sumbdller, Turkmen, Maldan, andYagcilar.

Imge: 1-2, Shearing andspinning (A. Aytacarchive).

Weft, warp and pile yarns of Yuntdag region carpets are obtained by hand
spinning of the wool from the sheep bred by the local people.

In the region, colours brown and black are obtained from tanbark, black from
acorn cup, brown from walnut shell, yellow from grape leaves, green from dock leaves,
purple and red from woodruff, yellow from reseda, and henna colour from rockweed.

Knot frequency in the old samples found in the houses in Yuntdag villages is
around 30x30, 30x34, 32x37per decimetre square. In the rare examples of Yuntdag
carpets woven in the present, knot frequency is around 20x28, 22x30. Pile height is 1
cm.

Before the webs of some carpets are motifs like cocklebur. Webs are pretty long
in most of the carpets. Among the old samples are large sized floor carpets, while few
recent samples are mostly smaller.

Pattern structures present similarities with Bergama carpets, yet they have their
unique characteristics. On the borders parted with shells, which ornamented with motifs
named sigandisi (hemstitch) or boncuk (bead) are classical motifs specific to the region

'TURE, M. Altan, age., s. 184.
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such as elibelinde (hands on waist) or sycamore leaf. On the prayer rugs within the
mihrab, motifs such as octagonal star, elibelinde and almond blossom can be found,
while carpets with centre bear matifs like hook and key.

2. SOME PRODUCTION PROJECTS CONDUCTED IN YUNTDAG REGION

After 1980, a project named DOBAG funded by a university was conducted and
there were some carpet weaving intended initiatives through cooperatives established
by individuals or the state.

2.1. DOBAG Project

Image: 5, Natural thread colouring in he region"\./vithin the scope of DOBAG project”.

In 1981, Textile Department of Applied School of Fine Arts decided to use
natural colouring and traditional motifs in carpet weaving, as it was 150 years ago. The
first studies started in Canakkale-Ayvacik. Directorate of Applied School of Fine Arts
developed natural colouring methods that could be applied in homes in villages in the
region with the cooperation of German scientists. In order to promote DOBAG project in
the world, 1%, 2", 3 and 4" International DOBAG Symposiums were held in 1985,
1991, 1997, 2002 in istanbul, AyvacikandYuntdag. Carpets and rugs produced within
the scope of the project were sold with the quality guarantee provided by Marmara
University Faculty of Fine Arts. Within the scope of Natural Dye Research and
Development Project (DOBAG), carpets were woven with 100% natural dyed, hand
spun threads and traditional motifs in women cooperatives in Canakkale-
AyvacikandManisa-Yuntdag regions by Traditional Handicrafts and Design Research
and Application Centre. Carpets woven with traditional motifs with natural dyed thread
from pure wool by the village women, who were members of the cooperative and under
the training and control of faculty members of Marmara University Faculty of Fine Arts
were started to be exported to whole world as of 1981. During the early periods of the
project, old carpets were analysed to find out which dyestuff and mordants were used
for the colours and recipes were formed. Cooperatives were established in each project
region in order to market the carpets produced within the scope of the project. All

12
weavers became members of the cooperatives

" http://dobag.blogspot.com/.20.02.2019.16,26.
"2 http://dobag.blogspot.com/.20.02.2019.15,59.

38



XIll. ULUSLARARASI TURK SANATI, TARIHi ve FOLKLORU KONGRESI /SANAT ETKINLIKLERI

Image: 6, DOBAG Carpet-Rug Advertising an Sales Exhibition opened in Beyoglu13.

2.2. YuntdagTourism Development Cooperative

The cooperative was established by CavidDemirBey in 1981. It covered seven
villages in the region and had around 150 members. The cooperative, which hadn’t had
even one loom in the beginning, received 86.500 German Marks grant from German
GTZ company with some projects started with the initiative of CavidBey. With this grant,
the cooperative got 80 looms and other stuff required for production, such as wool and
natural dyestuff. The production started with 1000-1500 metre square per year.

However, the production stopped later and today the cooperative is closed ™.

2.3. OrselliCooperative
With the DOBAG project losing its strength, a new cooperative was
established for women in Orselli village.
However, due to changing market demands and losing contact with the
university, Orselli cooperative started to run on merchant demands, and as a result,
motif characteristics deteriorated. For these reasons, Orselli cooperative, which used to

be a hope for the development of Yuntdag weing once, is closed today15.

Image: 7, OrselIiViIIageCooperativeDyehouse16.

Besides these, other cooperative initiatives also started in other places like
Kozaklar Village in the same period.

3. CURRENT STATUS OF YUNTDAG WEAVING

Kozaklar, Karaveliler, Camlica, Osmancali, SUmbdller, Tdrkmen, Yagcilar,
Ortakdy, Samar, Beydere, Maldan, Sarinasuhlar villages in the region were included in
the present study. It was found that, there are only seven working looms in Maldan
village at present.

13 http://dobag.blogspot.com/.20.02.2019.16,26.

"“Cavid Demir ve Cuneyt Demir ile 23.01.2019 tarihinde yapilan mulakat.

15TURE, M. Altan, age., s. 185; KARACOBAN, Necati, “Glinimizedegin Bergama Sergeni”,
Bergama Belleten Ozel Sayr:11, Eylil 2002, s. 85.

' TURE, M. Altan, age., s. 200.
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3.1. Weaving in MaldanVillage

Image: 8, MaldanVillage (A. Aytagarchive).

MaldanDistrict (village) is a mountain village 40 km away from Manisa
provincial centre. This village is at the highest part of Yuntdag and most of the young
villagers have immigrated to cities to find employmen

Image: 9, Spinner from MaldanVillage (A. Aytagarchive).

The thread used for carpets woven is Maldan is obtained by spinning the
wool from the sheep bred by villagers. The thread is dyed by a craftsman in the village
with natural dyes.

‘ o it
Image: 10, Loom comb and adjusted carpet scissors used in the region (A.
Aytacarchive).

The knot frequency used in Yuntdag carpets is 20x28, 22x30. Pile height is 1
cm. Shearing is done with adjusted carpet scissors.
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Imae: 11-12, Hatice Can, weaving in her house (A. Aytacgarchive).

Hatice Can, who weaves at her wooden loom in her house, tries to sustain
weaving for sale. She weaves by heart without looking at an example or motif. Hatice
Can states that they couldn’t meet the demand for carpets, and produced with the
support and cooperatives and university in the past, yet today she has difficulty selling
even a few carpets she weaves a year.

Image: 13-14, Sultan Seker’s carpet loom (A. Aytagarchive).

Sultan Seker, who weaves at a metal loom in her house, states that she
hasn’t woven carpets for sale for the last five, six years, she started to weave the carpet
she is weaving at present by heart without looking at any motif for her personal needs,
and weaving has diminished in the region today.
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Fotograf: 16-17, Detail of woven carpet (A. Ayta(;archive.

Pembe Altay, who is weaving at metal loom in her house, tries to sustain
carpet weaving for sale. Pembe Altay states that she weaves two or three carpets a
year now, weaving she learnt from her mother has very little income, she tries to
continue, because she cannot give up her ancestor craft, she used to produce ordered
carpets drawn on design paper during the cooperative period, yet she can weave by
heart without looking at any sample pattern.

Image: 18-19, EmineBacaksiz’sloom (A. Ayta(;arhive).
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EmineBacaksiz, who weaves at wooden loom, states that she has been
weaving since she was a child, however she has quit for the last 10-15 years for she
couldn’t find any buyers, and she is weaving this carpet for her grandchild’s dowry as a
memory from her.

Image: 20, OldYuntdagcarpet .
Image: 21, A new Yuntdag carpet woven in Maldan village (A. Aytacarchive).

CONCLUSION

Consequently, animal breeding is a very important source of income in the
region where carpet weaving has diminished along with many other things from the
past. Carpet production with the wool obtained from their own animals and coloured
with natural dyes is almost dead.

Only seven people weaving could be found in Maldan village, and only three of
these weave for sale, while other four weave for personal needs or as dowry.

Deterioration in the quality and the patterns in the old indigenous carpets
wasameliorated back in the villages chosen as pilot area for DOBAG project.

In the old Yuntdag carpets, wool was used for weft and warp, amulet or charm
motifs were used on the edges of the borders as a protection from evil eye. However,
today borders are woven without any motifs.

Old carpets had longer fringes, which were breaded, yet today fringes today are
around 5-6 cm long and left straight. Colours, such as dark blue, dark red and beige
used commonly in old carpets are still used in today for new carpets.

Old carpets were woven in sizes of 60x90 cm for carpet pillows, 90x135 cm as
quarters, 70x200 cm as runners, 120x180 cm as prayer rugs, and 150x230 cm as

bedstead18, while today carpets are woven in smaller sizes of 85x180, 80x160 cm.

Today, some foreign countries protect their traditional and cultural values with
cultural policies and create an important potential commercially for the market on the
other hand.

As one of the most important elements of traditional Turkish handicrafts, carpet
weaving should be adapted to today’s life conditions, and transformed into products with
new design strategies and different functional usages with projects like DOBAG,
cooperatives and subsidization, and Yurtdag region and other weaving centres should
be reconstructed with sales/marketing environments.

7 http://www.manisakulturturizm.gov.tr/TR-151967/yuntdagi-halilari.html|.20.02.2019.19.03.
' TURE, M. Altan, age., s. 184.
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ROMANIAN ARTISTS IN RUSSO-TURKISH WAR 1877-1878
Sinziana ROMANESCU"

ABSTRACT

The Eastern conflict between 1877 and 1878 was a new historical moment that
aroused the interest of the artists, especially to those illustrators who worked for
magazines specialized in providing news and images on the battlefield. Thus, the
specialized publications from Europe sent a very large number of documentary artists to
capture in their works the atmosphere of the battlefield and the tumult of events.

The Russo-Turkish War was the first armed confrontation in which were
involved both Romanian and Otoman troops that was documented on the battlefield by
Romanian artists. Through their works, they have succeeded in transmitting to the next
generations artworks with historical document value, loaded with great emotional force
and symbolic meaning.

During the war, Romanian artists accumulate a rich graphic material of
extraordinary realism, which will later be the subject of true masterpieces of Romanian
art.

INTRODUCTION

The artists' preoccupation with illustrating by plastic image the acts of bravery of
some famous warlords or battles in the past of history has always existed. But, until the
19th century, this art of inspiration and "military" character was only a workshop art,
broken from reality, the artist was not an eyewitness to the scene played. Even though
throughout history there have been realized works of value of "battalist" character,
according to the term used by Adrian-Silvanlonescu, works dedicated to the species of
the Napoleonic period, they were addressed to a closed, elitist public1.

The documentary of war is specific to the 19th century, arising from the need to
inform the public, of the civilian population remaining at home in connection with the
development of armed conflicts. The war reporters, requested by European circulation
magazines, were sent to the place where the armed conflicts took place, where they
made sketches and drawings that were intended for lithography for publication or later
served as inspiration for plastic compositions, being in the same. valuable time period
documents?.

The art with a military theme that had been done in the past centuries, besides
the fact that it was very rarely the result of a live observation of the evoked battles, was
generally intended to glorify one or other of the combatant camps and, in particular,
their glorious commanders. These works of art were more like apotheosis of the
emperors and kings who had started the armed conflict, having them at the forefront of
the composition, even though they had not even been in the middle of the action, which
happened quite often’. Also, in the works of that period, the objective character of the

*Assoc. Proff. PhD.,OvidiusUniversity of Constanta, ROMANIA

'Adrian-Silvan lonescu, Penelgisabie. Artistidocumentaristigsicorespondenti de frontinRazboiul de
Independenta 1877-1878, EdituraBibliotecaBucurestilor, Bucuresti, 2002, p. 15.

2Apud Paul  Cernovodeanu, inprefatalucrariiluiAdrian-Silvan  lonescu,  Penelgisabie.
Artistidocumentarigtigicorespondenti de  frontinRazboiul de Independentd 1877-1878,
EdituraBibliotecaBucurestilor, Bucuresti, 2002, p. 8.

®Adrian-Silvan lonescu, Penelgisabie..., p. 17.
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action was ignored or presented with bias. The only details that were accurately
rendered were the clothing and armament.

The war report was born in the Lower Danube, in 1828, under the hand of the
young French officer Hector de Beam, during one of the many confrontations caused by
the Eastern conflict. Being on the battlefield, he was going to write, more for himself,
impressions of the road and sketches with the landscapes and people he came in
contact with, information that, when returning to the country, he would publicize.
Following this action was the first compact volume of war memorials, entitled
Quelquessouvellirs d'un Campagne en Turkey.

In the first part of the Crimean War and in the other previous conflagrations, the
front reportage depended more on personal initiatives. Otherwise things were in 1877,
with the outbreak of the Eastern Conflict, when the press service was very well
organized, and the newsrooms competed to create special working conditions for the
envoys, as well as special printing facilities for the sent materials. from the battlefield.

Under these conditions, the front correspondent or special artist, a new type of
reporter, appears and is required. This was a separate category of employees of the
press, different from both the combative political columnists and the commentators of
the parliamentary sessions. Frontline correspondents demonstrated multiple knowledge
and practical and artistic applications, were proficient in several languages, sometimes
even former career soldiers and combatants in various wars, repeatedly endangering
their lives to send sensational information.

As for the development of war documentaries in Romania, the pioneer of this
genre is Theodor Aman, who is, at the same time, the first modern artist in the true
meaning of the word in Romanian art history4. Also, Theodor Aman was unquestionably
the most talented and authentic Baptist composer in 19th-century Romanian painting.

His historical painting, both the one with the artist's contemporary subjects,
respectively scenes from the Crimean War, as well as the one in which he illustrated the
past centuries, can stand with honor, along with the works of consecrated masters of
the genre. His compositions with scenes from the battlefield, such as the Battle of
Oltenita, the Battle of Alma, the Battle of Sevastopol, the Battle of Plonin, Stephen the
Great falling off the horse in the battle of Scheia, Stefan cel Mare and AprodulPurice are
spectacular works, with an impressive realism. No wonder the artist was able to
capture, with such immediacy, the dramatism of the clash, the pluriaxiality of the
combatants' movement, the variety of expressions of cruelty, heartache, horror and
pain, since he had his own experience in front of Sevastopol, attending the first
bombings of Franco-British allies on the Russian fortifications, widely reported in a letter
to his older brother and his main confidant, Alexander.

The artists of the Russo-Turkish War, many of them already specialized artists,
learned with the plastic language and the technique of the rapid capture on paper of the
events that unfolded in front of them, lived the campaign life intensely, feeling at the
same time the joy of victory and the pain of defeat, the result being an image faithful to
the conflict, which was made known to the world through illustrations from periodicals of
great circulation and kept for posterity in eternal works of art, valuable pieces of national
and universal heritage.

Since the involvement of the Romanian army in the war, a group of four
painters has been attached to the Grand Army Headquarters, a group of which included
NicolaeGrigorescu, Carz Popp de Szathmari, Sava Henitatea and George

‘G Oprescu, LoculluiTheodor Aman inculturaroméneasca, in ,StudiisiCercetari de IstoriaArtei”,
nr. 3-4 din 1956, p. 101.
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DemmetroscuMirea. They set out to accurately record the important moments of the
fight, to paint the places where the battles were to take place but, above all, to capture
the faces of the fighters, real, quick portraits, of those who did not hesitate to put their
lives in danger of defending the homeland.

Carol Popp of Szathmari occupied a privileged place in the group of artists on
the front, being the official painter and photographer of Prince Carol |. Along with
Theodor Aman, Carol Popp of Szathmari is one of the first Romanian painters attracted
to the art of war and who actively participated in the confrontations on the battlefield.

Slightly sociable, interiorized, the painter Sava Henitatea focused his attention
on the artistic motive, focusing all his energy on the purpose he served. He associated
the landscape with the genre scene, the battle scene, the work or rest scene, giving
them epic meanings and a special semantics. Convincing sequences of combat, such
as the drawings Soldier on horseback, The crossing of the Danube to Corabia, near the
Lagarul in Calafat, make up large-scale graphic reportage and documentary value.

The painter George Demetrascu-Mirea, a portraitist by vocation, has come
closer than ever to the existential drama in his works performed under the exceptional
conditions of the War of Independence in which he participated. George Demetrescu
was the youngest of the artists mobilized in the War of Independence, fulfilling with
responsibility the mission received. In the pages his sketchbooks include pencil
representations of the localities on the road of the troops, camp aspects, scenes from
shelters, from the activity of the sanitary soldiers, as well as portraits and silhouettes of
officers and soldiers wearing the uniform of different weapons and functions.

Unlike the other artist reporters, Franz Duschek, a renowned photographer and
owner of one of the most well-known studios in Bucharest, joined the Russian
Headquarters. From what Duschek surprised in his photographs, it can be an illustrated
history of the Russian campaign. Thus appear the Ploiesti Train Station, adorned in
honor of the Tsar's arrival, the Residence of the Grand Duke Nicholas of the same city,
the boat bridge built at Zimnicea over the Danube, the river bank in Braila guarded by a
battery of cannons, the dock loaded with crates and barrels with provisions. Duschek's
works are images with poetic connotations, panoramic views with their own
atmosphere, which stand out through the instantaneous impression.

Important pages from the War of Independence of the Romanians were painted
by the great master of Romanian art, NicolaeGrigorescu. NicolaeGrigorescu is the first
of the founders of modern Romanian painting, followed by lon Andreescu and
StefanLuchian. NicolaeGrigorescu became a symbol for the young generations of artists
who, in the first decades of the twentieth century, sought to identify and bring to light the
values of Romanian spirituality.

With a formation in which the vein of the traditions of mural painting is
recognized, approaching in the years of youth and at the same time, the experiences of
the impressionists, Grigorescu manifests itself in various genres with great authority.
The overwhelming influence he had on his contemporaries also marked the evolution of
the generation that followed him. His creation thus inaugurated a pictorial tradition of
wide resonance.

Grigorescu witnessed all the great moments of the Russo-Turkish War, except
at the Battle of Smardan. He stopped at Corabia, to record the embarkation of the
troops, at Turnu-Magurele, at Calafat, at Nicopole, Verbita, Vidin, Rahova, Plevna.
Between June and September 1877 the painter carries out numerous studies of
Romanian soldiers, of slaves in trenches, fighting scenes, studies and images of death,
convoys of prisoners, landscapes, images inside the Romanian headquarters in
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Poradim and Verbita. Later, the compositions of the master definitely entered the public
consciousness, as important milestones of his creation.

Facing death with soldiers, Grigorescu watched almost all the atrocities and
horrors of war, understood who the true heroes were, and worshiped them with all the
love and admiration of his soul, immortalizing him in his powerful work, "the most
moving epic." of the bravery of our nation. "

CONCLUSION

The historical theme and the Baptist scenes represented a necessity of the
epoch of national rebirth around the Union of Romanian Provinces. It was the period
when the roots were sought and an attempt was made to establish a connection over
time with the glory periods of the past. Therefore, MihaiViteazul and Stefan cel Mare
were chosen as models for the two sister countries, Muntenia and Moldova, and their
faces and works were glossed over in plastic literature, ConstantinLecca and Theodor
Aman excelling in representing these good rulers. in their work.

The main representatives of the Romanian painting from the 19th century,
namely Theodor Aman and NicolaeGrigorescu, will have an important influence on the
development of the young artistic society from the beginning of the 20th century.

The war theme, after a period of stagnation, will arouse the interest of both the
public and the artists with the participation of Romania in the operations of the First
World War.
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REFLECTION OF TURK REALITY IN TATAR LITERATURE (BY THE WORKS OF
KASIM BIKKULOV, THE BEGINNING OF THE XX CENTURY)

Flera SAYFULINA®

ABSTRACT

The Tatar-Turkish literary and cultural ties, as well as economic ones, despite
the geographical distance, go deep into history. The documents survived until today
state the relations between the Golden Horde - later the Kazan Khanate - and the
Ottoman Enpire at the state and diplomatic level and in the field of trade and economy
at the beginning of the XV century. As for the ties in the field of culture, education and
literature between the peoples of Turkey and Tatarstan, the authors of scientific
research mostly mention the XIX and early XX centuries, when Istanbul attracted the
attention as a cultural and educational center where publicistic, scientific and fictional
literary works were published. This paper presents travel notes, journalistic and artistic
works of Tatar famous people, journalists and writers, whose records describe the
image of the Turkish capital Istanbul and reflects the life of the Turkish people. The
relevance of the work is explained by the lack of knowledge of the topic chosen for
discussion: reflection of the Turkish reality in the fiction and publistic works written by
Tatar scientists and writers of the early XXth century. The materials of the study are the
records of the Kasim Bikkulov's "Haji". The comparative method was applied in the
research with the aim to identify common and specific, traditional and innovative works
of the researchers. The results of the study are proved by the examples. The materials
of the study may be useful for the educators and researchers involved in professional
linguistic research and training.

Keywords: Tatar literature, Tatars, Turkey, travel notes, culture and literature of
the early twentieth century

INTRODUCTION

At present, one of the important task’s of Tatar Literary Studies is the issue of
interrelationships and a literary dialogue among the Turkic people, existing at the
beginning of the last century. The topic is especially timely in connection with the
possibility of restoring relations lost in the Soviet period in the post-Soviet space.

It should be noted that the end of the nineteenth and the beginning of the
twentieth century was characterized by the active development of the Enlightenment
movement of the Tatar people, who belonged to one of the nationalities that made up
tsarist Russia.

During that period, the Tatars began to intensively develop their education,
reforming the system of education for children, it was the time of a large-scale renewal
process of the entire Tatar society.

It was at the beginning of the twentieth century that conditions were created for
the publication of books, newspapers and magazines, new educational establishments
were opening everywhere: schools and madrassas. There emerged a whole galaxy of
the Tatar national intellectuals, such as writers, publishers, translators, journalists,
teachers of new-method schools and madrassas, who made great contributions to the
course of educating the Tatars and other Turkic peoples.

The scientists note that «The beginning of the 20th century is defined as a
period of emerging Tatar scientific thought, theory of literature, serious discourse about
the literary terminology and concepts, as well as the time of achievements in this area»
(Gilazov et al,2015: 508-517).

*Prof. Dr., Kazan (Volga region) Federal University, Kazan TATARISTAN.
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At the beginning of the 20th century, the advanced part of the Tatar youth, who
sought to replenish the knowledge gained in local madrassas, had the opportunity to get
education in the cultural capital of Turkey - Istanbul. Here they received religious
education, got acquainted with Turkish literature and culture, and also had the
opportunity to get acquainted with European, especially French and Italian literature,
which at that time influenced the Turkish creative youth (Sayfulina, 2014: 323).

It was Turkish literature, one of the first of the Turkic literatures, that turned its
attention to the culture and literature of Western Europe, enriching itself with new
genres and themes.

The development of Tatar literature of the last quarter of the nineteenth century
is determined, among other things, by the fruitful influence of Turkish literature.

“Then we were the shakirds of Ottoman literature” (shakird means a student in
a Muslim college), G. Ibrahimov wrote about this influence later [Ibragimov, 1978: 366].

The beginning of the 20th century, in connection with certain political changes in
Russia, was marked by migration processes, when the Tatars of Russia emigrated to
the Ottoman state, where their ancestors still live, partly preserving their way of life and
cultural traditions (Sayfulina, 2013, 124-126).

The activity of the numerous Tatar advanced intellectuals - writers, scholars,
Turkologists, historians, theologians, political figures who emigrated for various reasons
in the first years of Soviet power to Turkey, such as Yusuf Akchura (1876-1935), Sadri
Maksudi (1879-1957), Musa Jarullah Bigiyev (1875-1949), Gayaz Iskhaki (1878-1954),
Fatih Karimi (1870-1937), Gabdrasit Ibragimov (1857-1944), Akdes Nigmati Kurat
(1903-1971) rendered an invaluable service in the development of political, social,
scientific and cultural spheres of the Ottoman state, and in the future, of the republican
Turkey.

The well-known Tatar poet of the early twentieth century G. Tukay proudly
speaks of Yusuf Akchur and Fatiye Karimi, who reliably covered the creative and
political life of the Turkish state in the periodical press [Tukay, 1985, 351].

The comparative method is used in the paper, which makes it possible to
identify common and different, traditional and innovative features in the works of the
authors.

RESULTS AND DISCUSSIONS

The Biography Studies of Tatar intellectuals of the early 20th century, draw our
attention to the fact that their fates was to a different extent connected with Turkey, with
its capital - Istanbul.An example of this is the biographies of historian-theologian
Shigabutdin Mardzhani, writer-journalist Fatih Karimi, writer-public figure Gayaz Iskhaki,
poet Dardemand, prose writer Sharif Kamal and many others.

The reasons for their arrival in Turkey are different, but many of them left behind
travel notes, journalistic articles or works of art, where they expressed their attitude to
this country and to its capital.

Turkey, as an independent Muslim state, attracted the attention of the Tatar
intellectuals living in Russia.

According to some historical documents "before the 1917 revolution, there were
few people among the Tatar intellectuals, scientists and writers who did not know the
Turkish language" (Galimullin et. al.,2016: 3940).

As M. Magdiev, a the well-known Tatar writer of the second half of the 20th
century, writes, "Istanbul is a city well-known to our literature.Here lived the first Tatar
prose writer M. Akegetzade. Here there were Dardeman, Sh. Kamal used to come
here.Here lived the editor of the newspaper "Vremya" F.Karimi during the Balkan
War.G.Kamal came here as an editor of the newspaper Zvezda.Thus, Istanbul wasthe
focus of attentionof the Tatar intellectualsin the early twentieth century.
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To depict the state of mind of his characters, bored and yearning for their small
homeland, the author makes extensive use of folk songs, in which yearnings for the
motherland are replaced with the hope for a better future. We considered the writer’s
oeuvre and his description of the realities of Turkic life in the previous article. We note
that «K. Bikkulov is the author of a number of realistic prose, such as "Turkestan"
(1908), "Uncle Altynbai" (1908), "Badelche" (1909), "Uncle Sabirjan" (1910), "Horse
stealers" (1912), "Hadji" (1912), which are the part of the national literary heritage of the
early twentieth century. The works in which historical events are reflected, the realities
of life and Tatar village life of the beginning of the last century await a serious study and
a critical evaluation. In the same work, the material of the study is the novel "Turkestan"
and the novels "Haji" and "Bedelche", where a realistic material on the Turkic reality of
the second half of the nineteenth and early twentieth centuries is widely represented»
(Nurieva, et al., 2017: 1175-1180).

The events of this story also take place in one of the main cities of Turkey -
Istanbul, where the shakird, the protagonist and the narrator of the story arrives to
continue his education. Here the author recreates the realities of Turkish life at the
beginning of the twentieth century. The presentation of the material, which in part
resembles the genre of travel notes, originally aimed to fix realistic events taking place
in Russia and outside its borders and familiarization of the reader with new lands,
countries, their nature, living conditions, etc. Here the author describes in detail the
appearance, attire and behavior of people belonging to different nationalities -
representatives of different countries gathered at one of the Istanbul mosques, to greet
the Turkish Sultan. A thorough description of this even ethnographic details help to
create a picture of the Turkish reality in the beginning of the century. The novel contains
the writer's critical reflections of about gilded tombstones, expensive buildings in
cemeteries erected during the reign of Sultan Gabdulhamit. Critical pathos of the work is
strengthened by the author's statements, about the fact that with the money spent
educational institutions such as the University of the Sorbonne could be built or a fleet
like the Japanese flotilla.

Of interest are the author's statements about the fact that travel and wanderings
enrich people, enabling them to gain new knowledge. Descriptions of landscapes and
the land of Turkey washed by the sea - is also a novelty for Tatar realistic literature of
this period. It is with respect that he author describes the life and work of the common
people: their diligence, openness, respectful and friendly attitude to all guests visiting
their land.

CONCLUSION

The study of diary, journey notes, letters of famous personalities, works of Tatar
writers of the early 20th century, such as Sh. Mardzhani, G. Iskhaki, M. Galiau, K.
Bikkulov, analyzed in the framework of this study, allow to draw conclusions that in their
creativity, written in a single channel of development of the Tatar realistic prose of this
period, reflects the real picture of the life of the population of Turkey and its capital.They
enrich the national literature with realistic plots, images, everyday details, as well as
introducing the life of the Turkish people to the reader, restoring the picture of the life of
the Turkish capital - Istanbul, introducing the nature of this country, the geographical
conditions of life and life, the way of life; gives a description of the activities of individual
historical personalities, and describes the life and work of the common people. Thus, in
the Tatar literature at the beginning of the 20th century, a diverse picture of the world of
Turkish society is recreated, which expands the horizon of the Tatar reader, develops
interest in real acquaintance with the life of the related Turkish people, with Turkey and
its capital Istanbul.
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ELEMENTS OF EASTERN MUSICAL TRADITION IN THE PIECE
"PESCHREVVORSPIEL - FUGUE"FROM THE LEVANTIQUES, 12 PIANO PIECES
BY DAN DEDIU

Octavian VELESCU"

ABSTRACT

In the work "Peschrevvorspiel - Fuga", from the cycle of Levantiques by Dan
Dediu, an ingenious combination is realized, between a musical theme in a pesrev
character — with having a melodic motif with tones specific to the Eastern space and a
rhythmic sequence of aksaak type -with a fugue form, that is to say, a pattern of
construction dedicated to polyphonic musical thinking of the Western tradition. In
addition, this fugue form comprises three subjects in which the first is a pesrev theme,
the second is a chorale, and the third is a jazz bass. Thus, another association is
formed, an ingenious mixture that combines elements of tradition from two different
cultural spaces, the Eastern pesrev and the chorale of western origin with a jazz bass
line specific to modern music. The intertwining of the two cultural spaces with two
different time zones reveals a postmodern aesthetic attitude of the Romanian composer
who manages to combine different styles in an original union, realizing a concept
capable of multiple associations.

Dan Dediu is a leading figure in contemporary Romanian musical life. The
composer carries out a rich creative activity that is distinguished by a considerable
number of works covering almost all genres. Among the creations, 4 Operas have been
distinguished so far (Post-fiction, Minchhausen, Eva !, A Lost Letter); 4 symphonies
and other orchestral pieces (Narcotic Spaces, Ornaments, Studies-Motto, Spaima,
Frenesia, Mantrana, Grana, Verva), instrumental concerts (of which we mention the
Saxophone Concerto, the Piano Concerto or the Violin Concerto, the Cello Concerto
and orchestrate). In addition to these extensive works, the composer Dan Dediu also
leaned on chamber music as the author of four string quartets, music for different types
of orchestra, piano music. Within his compositional concerns we also find creations from
the sphere of choral music or electronic music. The artistic sensitivity and the
outstanding quality of his works have been unanimously recognized and distinguished
with numerous national and international awards, for composition and interpretation
(Vienna, Dresden, Paris, Berlin, Ludwigshafen, 9 UCMR awards, Romanian Academy
Award, Enescu Award). The artistic personality of the musician Dan Dediu is
complemented by a rich music research activity materialized through numerous
publications in specialized volumes or magazines but also a consistent series of
television programs grouped between 2003-2006 in 88 episodes of the musical initiation
series " The Adventure of Sounds” by TVR for which he received the ATF award in
2004, and 12 episodes from the series" Music from an exhibition "(2008-2009). As
artistic director he coordinated the festival of the International Week of New Music
(1999, 2001, 2007 and 2008) and the Profil Festival (2004 and 2006). Currently Dan
Dediu is a professor of music composition, within the National University of Music
Bucharest where he served as rector between 2008 and 2016. For his artistic career he
received the distinction of Officer of the Order "For Education" and Knight of the Order
"Cultural Merit".

Levantiques, 12 pieces for piano op.64 by Dan Dediu is a group of works that is
noticeable by a postmodern aesthetic attitude. The pieces have suggestive titles that
make a significant contribution outlining the poetic image, while opening a rich palette of

*Assist. Prof. Dr., Faculty of Arts Ovidius University from Constanta.
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references from various fields. The idea of variety is also underlined by an approach to
linguistic diversity for song titles. Some of them emphasize the form, character or
stylistic frame of a work (fugue or hymn), and others construct images that are intended
to be discovered by the listener during the play through discrete musical cues (Jacob's
ladder or La chasse khazare). The rich imagery is also shaped by an ingenious idea
that brings a new element by attaching bibliographic references from musical or extra-
musical fields, especially literary ones. There are references for each piece to writings
from literature, poetry, history, philosophy. The musical discourse is accompanied by
meanings, and the poetic idea is outlined by short descriptions made to each piece by
the author himself. It is an approach that supports the relationship between composer
and performer by providing a frame of reference for the semantic content of the song.
The piece subjected to the present analysis bears the title of Peschrevvorspiel - Fugue
that can be translated through Pesrev Prelude and Fugue. The postmodern attitude is
evident by joining different images or by combining some musical styles from different
stylistic categories materialized in the present case by taking over a pesrev musical
theme - as a type of introduction for a musical form, which can be labeled as the most
elaborate musical architecture of the baroque period from the western zone.

Postmodernism can be defined by a multitude of styles. It can be outlined,
either in the historical direction and implies a category that evolves after the modern era
or on the aesthetic side where we have in front a diverse picture of aesthetic attitudes.
From this perspective, postmodernism can be characterized either as a continuation of
modern aesthetics or as a liberation from the modern, in other words, a contradiction of
it. Rather than an attitude and not a style beneath which a variety of styles evolve,
postmodernism is defined as an attitude that is focused on the aesthetic direction. It is
sometimes defined as a refocusing of the thematic universe expressed musically by
returning to the melody in a tonal or modal universe, a recovery for the clarity of
discourse in which quotations and collage play a decisive role in accessing elements of
cultured or popular tradition, approached either with appreciation or as a form of irony.

In postmodernism, musical discourse has certain features that can be identified
by a few characteristic elements. One of these is the accessibility, described by a good
reception due to the call to the melody or to well-known architectural structures. Starting
from here the priority of the melody it is made by clear musical themes or ideas. The call
to tradition also plays an important role in perception, and in this sense they appear in
the construction of the pieces traditional principles of musical architecture as (fugue,
passacaglia, rondo, ostinato.). The quotation contemplates, on the one hand, the outline
of a clear idea and on the other, the directing of the discourse to a slight form of irony.
Continuing in the same direction appears the ludic idea, and the combination of various
elements leads to a special mixture and brings a new image through the hybridization of
genres.

Pesrev is an instrumental genre of Turkish classical music. Usually, this is the
first piece in a group of works, called fasil. Sometimes it is called son pegrev (final
pesrev) being the penultimate piece of another group of works entitled "Mevlevi ayini".
In general, this type of work is performed on simple rhythmic formulas, unlike other
important forms of expression of instrumental music. The Pegrev are works that have a
regular pattern of construction, similar to the Rondo of western European tradition
music. These are composed from movements called hane, at the end of which is always
a constant, unchanged formula, which introduces the refrain (called teslim or mulazime).
Each couplet (hane) is followed by a refrain (teslim), the structure of the whole work
being A-B-C-B-D-B-E-B. Sometimes the work can begin with the refrain and thus the
structure of the work becomes A-B-A-C-A-D-A.

Dan Dediu performs in the play Peschrevvorspiel-Fuguea interplay between the
musical culture of the Eastern tradition and that of the Western tradition. The composer
takes here a melody of Turkish origin and treats it as a subject in a Bach type fugue, a

56



XIll. ULUSLARARASI TURK SANATI, TARIHi ve FOLKLORU KONGRESI /SANAT ETKINLIKLERI

form of architecture specific to Western cult music. This intention of combining the two
different cultural areas is underlined, both by the title and by the references of the piece
that refer to the work cycles Orgelbtichlein and Wohltemperiertes Klavier by J. S. Bach.
In this piece, together with the song in the pesrev character, there are two other distinct
themes, different in terms of character. These three musical ideas follow one another at
the beginning, and eventually they overlap, contributing together to the creation of a
three-subject fugue pattern.

The first theme of the fugue is built on a melody with oriental resonances,
specific to the Eastern region, characterized by particular melodic of which the most
obvious is the augmented second interval. The oriental character of the theme is also
reinforced by a succession of the metrical pattern that leads the musical discourse to an
asymmetrical sequence that refers to the aksaak rhythm, a fact highlighted by a series
of heterogeneous measures 7/8, 5/8, 8/8, 5/8, 6/8, 4/4. The theme behaves like a
refrain, confirming the formal pattern of a pesrev. The structure repeats identically to the

second presentation, and the following resumes are slightly modified.
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The second distinct theme, which acts as a second subject of the fugue, is a
chorale. This is claimed from the melodic line of the pesrev, being in fact a reminder of
the important sounds of its profile. This new theme takes place in a mixed sequence of
homogeneous musical metre, 6/8, 4/4, 4/4, 6/8 with an evolution that allows various
developments.
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The third subject of the fugue is built on a theme that resembles a jazz bass
line. It is first exposed in measure 36 in the low range and develops on a constant
metric pattern, built on a metric sequence that has the formula 5/8, 5/8, 4/4, repeated
seven times identically in several successive exposures (like the first theme), but

smaller in size.
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CONCLUSIONS

In the piece Peschrevvorspiel — Fugue the composer Dan Dediu manages to
create a concept capable of multiple associations by achieving an original union by
joining or juxtaposing different musical genres. This aesthetic attitude brought together
musical expressions from different cultural identity having the effect of a hybridization of
genres, outlining a well-known hypostasis of postmodern aesthetics. Particular attention
is drawn to the union between the pesrev-style melody and the fugue form, which is a
consecrated pattern of polyphonic musical thinking of the Western tradition (perhaps the
most elaborate architectural form of Western-European music) is associated with an
oriental-type melody, blending two different musical worlds. Thus, a beautiful
association is formed, between different geographical, cultural and temporal entities,
through an ingenious mixture that combines the Eastern melody, the chorale idea of
western origin with a melodic bass line specific to jazz music.
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RELIGIOUS BELIEFS OF TURKS IN CONSIDERATION OF JOURNEYS OF ARAB
TRAVELLERS TAMIM B. BAHR AND IBN FADLAN

(ARAP SEYYAHLARI TAMIM B. BAHR VE IBN FADLAN’IN SEYAHATLERI
ISIGINDA TURKLERIN DiNi INANISLARI)

Mesut KOKSOY*

OZET

Tarklerin kulttrel ve dini inanislari hakkinda bilgi edinilen énemli kaynaklardan
biri seyyahlara ait gezi notlaridir. Tamim b. Bahr el-Muttavvi‘i ve ibn Fadlan, Turklerin
dini inaniglar hakkinda bize bilgiler veren en énemli Arap seyyahlari arasindadir.

Tamim b. Bahr el-Muttavvii, tahmini 8. yy sonu ile 9. yy. basi arasinda bir
tarinte Dokuz Oguz Hakanli§i olarak bahsettigi Otiiken Uygur Devleti'ne bir seyahat
yapmistir. Tamim b. Bahr, Arap kaynaklarinda Dokuz Oguz olarak bilinen Uygurlara
seyahat eden ve anlattiklan bize ulasan tek Mdisliman seyyah oldugu kabul
edilmektedir.

Onun anlattiklarindan Turklerin dini inaniglari hakkinda G¢ énemli hususu
o6grenmekteyiz: Dokuz Odguzlar'in bazisi Mecusi mezhebinde atese tapar ve bazisi
Zindiklik (Maniheizm) inancindadir, Ust Barsgan sehrinin halki yilda bir kere bayram
niyetiyle ilkbaharda Issik-gol etrafinda dolasirlar ve Dokuz Oguz Hakanr’nda baska
hicbir liderde olmayan ve istedidi zaman yagmur ve kar yagdirmaya yarayan cakil
taslari vardir.

ibn Fadlan, 921 yilinda idil-Bulgar emiri ilteber Almig'in Abbasi Halifesi’nden
islam dinini 6gretecek din adamlari, saltanat alametleri ve Hazarlar'in saldirilarina kargi
bir kale yapmak Uzere para talebinde bulunmasi Uzerine olusturulan heyette din
adamlarina baskanlik etmek Uzere goérevlendiriimesi Uzerine Harezmliler, Ogduzlar,
Pegenekler, Baskurtlar ve Idil Bulgarlar’'nin yasadigi bolgelere bir seyahat
gerceklestirmigtir.

ibn Fadlan’in seyahatnamesi Mislimanligi resmi din olarak kabul eden ilk Tirk
Devleti olan idil Bulgarlar ve diger Tirk kavimlerinin dini inaniglari hakkinda bilgiler
vermesi acisindan édnemli bir kaynaktir.

Bu galismada Turklerin dini inaniglari ile ilgili Tamim b. Bahr ve ibn Fadlan’in
verdikleri bilgiler incelenmis ve 6zellikle Arap alimlerin cografya ve tarih Gzerine te’lif
ettikleri kaynaklar ile karsilastinimistir.

Anahtar Kelimeler: Tamim b. Bahr, ibn Fadlan, Seyahat, Tirkler, Dini inanig

INTRODUCTION

After collapse of Sasanid in 651, Arab’s reign reached to the borders of Turks.
Islam caliphs sent messengers to leaders of Turks for inviting them to Islam and to obey
their rule. Abbasid Caliph Hisham (724-743) invited Turgish Khagan Su-lu to Islam and
Caliph Mahdt (775-785) sent messengers to Turk leaders Yabg( of Kharlug, Rutbil of
Sistan, Tarhan of Turks, Khagan of Toguzguz and some of them accepted Islam (lbn al-
Faqgih, 1996: 634; al-Hamawi, 1977: 11/24; al-Yaq(bf, 1883: 11/479).

Ibn Fadlan whose travel notes are handled in this study was one of those
messengers. He was the messenger of Abbasid Caliph Mugtadir Billah to Emir of Itil-
Bulgars.

Travel notes are primary sources to get information about nations and cultures.
Tamim b. Bahr made his journey around 821 before Islam spread among Uygurs while
Ibn Fadlan’s journey was in 921 when Islam started to spread among Oguzs and

* Dr., Selcuk University/Arabic Language and Literature, Konya.
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already spread among Itil-Bulgars. Thus they are important sources in terms of
understanding religous beliefs of Turks and their approach to Islam.

But on the other hand some Arab travellers giving information about Turks are
not trustworthy such as Abu Dulaf Mis‘ar Muhalhil (d. late 10th century) whose records
were found suspicious and imaginary by Brockelmann, Grigoriev, Marquart and Zaki
Validi Togan except places Buhara, Sandabil and Sistan (TDVIA, 2005: XXX/176).

1. TAMIM B. BAHR’S JOURNEY

There is no work written by Tamim b. Bahr al-Muttawwi‘i which has reached
today. Most of the known about Tamim b. Bahr's journey was obtained through the
quotations from Ibn al-Faqih’s Kitab al-Buldén and Yaqut al-Hamawi’s Mu‘jam al-Buldan
until Z. Velidi Togan’s discovery of the new manuscript copy of Kitabu’l-Buldan in Iran’s
Mashad in 1923 containing extensive quotations from Tamim than Yaqut’s.

According to quotations Tamim b. Bahr al-Muttawwi‘T made a journey to the
Barsqgan and the capital (Kara Baldsagdn) of Dokuz Oguzs1 (Toguzguz) (Uygurs).

The purpose of Tamim b. Bahr’s journey to Dokuz Oguzs (Uygurs) is unknown.
V. Minorsky comments by the help of al-Tabari’s tellings that Tamim b. Bahr whose
nisba “al-Muttawwi‘?” means volunteer would be on a duty of an alliance in rebellion in
821 between Abdurrahman an-Nisabari al-Muttawwii and Dokuz Oguzs in which
Khaqgan sends horses to him (al-Tabarf, 1970: VIII/580; Minorsky, 1948: 302).

The date of Tamim b. Bahr’s journey is not certain. According to Tamim b. Bahr
which he says Khagan is married with Chinese princess and the religion is
Manichaeism, he must had travelled at the reign of Alp Bilge Qagan (808-821) or Alp
Kuchlug Bilge Qagan (821-824).

There are three points about the religous beliefs of Turks in Tamim b. Bahr’s
tellings:

1.  Turks are fireworshippers on the sect of Magianism (Zoroastrianism) and
Zanadiq (Manichaeists) (Ibn al-Faqih, 1996: 637; al-Hamawi, 1977: 11/24).

Information Tamim b. Bahr is g;iving coherent with the sources. According to
sources Magianism? and Manichaeism® (Zanadiga®) was accepted among Uygurs. In

' Dokuz Oguzs (Toguzguz/Togurgur): Nine Oguz tribes, first seen in Gokturk Epigraphs, Bilge
Qagan says Dokuz Oguzs were under his nation. After the collapse of Gokturks, Uygurs gained
the control of Dokuz Oguzs and Moyun Chor was appointed as a leader of them. Moyun Chor in
Sine-usu Epigraph says he defeated Sekiz (Eight) Oguzs and Dokuz Tatars. One Oguz tribes
might be supposed already under his rule. Uygur Qagan Il Itmish Bilge Qagan in his last
epigraph says he was ruling On (Ten) Uygurs and Dokuz Oguzs. In some sources especially
early Arab sources Dokuz Oguzs and Uygurs were considered the same, but the truth is Dokuz
Oguzs were under the Uygur rule (TDVIA, 1994: IX/500; izgi, 1986: 18).

2 Magianism (MajCis) is constituted on Zardusht thoughts with Persian culture and he brought a
book called Zamzama (Bastah), then commented it and called Zand. It is called Majds in Islamic
sources due to the clergy class Magi and called Zoroastrianism due to the Zardusht or
Mazdaism due to Ahura Mazda in Western sources. And due to fire cult is is also called fire
worshipping. There were eleven fire temples which Persian kings built in Iran. And there were
fire temples in other places of the world such as Iraq, Egypt, India and China. Zardusht took
these fire temples sacred places for himself (al-Mas‘adi, 2005: 1/175, 11/195-96; TDVIA, 2003:
XXVII/279).

® Manichaeism (Méanawiyya) is a religon which was founded by Mani who was born in Iran in
216 on the principles of dualism as light to dark and goodness to evil. It is defined under the
belief of Dualism (Sanawaiyya) as a religion between Magianism and Christianity (Other dualist
religons are Mazdakiyya, Daysaniyya, Margaydniyya and Kaynawiyya). They accept the
prophecy of Jesus but not accept Moses’s. lts rituals are praying, fasting, penitence, funeral,
reincarnation and vegetarianism. Mani wrote down his principles in his life but did not reach
today. After the spread of Manichaeism Sasanid king |. Bahram killed Mani in 276 and banned
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3rd and 4th century Zardushtism, Buddism and Christianity and in 7th and 8th century
Manichaeism spread in Central Asia (inan, 1976: 5).

The Uygur Qagan Bogu who was called as Zahag-i Mani (the appearance of
Mani) accepted Manichaeism in 762. He brought four Manichaeist monks to his country.
But the people of Uygurs did not accept Manichaeism widely as seen in Bogu’s
epigraph of Kara Balasagun in which he orders the adoption of Manichaeism, demolition
of Satanic image and worship the religion of Light. In epigraph Kara Balasagun it is said
that Manichaeism converted the brutal customs and killings to vegetable feeding and
doing good deeds. Uygurs became civilized by Manichaeism and gave first examples of
Turkish literature. Uygurs mainly accepted Islam at 14th century (inan, 1976: 9-10; izgi,
1986: 24-27, 30).

In early Arab sources Dokuz Oguzs (Uygurs) were defined as Magians (Mej(st,
‘Abadatu’n-Niran) and only Turks who were Manichaeists (Manawli, Zanadiq, Sanawi,
Dinarawt). There were also Christianity and Shamanism (al-Gardizi, 2006: 382-84; al-
Mas‘Qdi, 2005: 1/103; Ibn Khurdazbih, 1889: 31; al-Marvazi, 1942: 20; lbn al-Faqih,
1996: 635).

On the other hand Ibn al-Faqih says there are cities of Dokuz Oguz where its
people are irreligious, pray to icons, have clergies and very tall temples (Ibn al-Fakiq,
1996: 643, 645).

And Abu Dulaf right after Oguzs (Guzs) tells that Dokuz Oguzs (Toguzguzs) are
eating animals, they do not have temples and they pray to the sunset (Abu Dulaf, 1995:
46-47).

The people Abu Dulaf mentions are Uygurs who accepted Manichaeism after
763, built temples and were vegeterian. All Uygurs were not Manichaeists but Abu Dulaf
does not tell anything about Manichaeism so his tellings are doubtful. Because also
there exist tellings about Manichaeism in epigraphs of the successors of Uygurs who
accepted Islam after 13th century (izgi, 1986: 28, 30).

2. People of upper Barsgan’ once in a year in spring circumambulate the lake
as a festival (Ibn al-Faqih, 1996: 638).

The lake near Barsgan that Tamim b. Bahr mentions is Issyk-kul locates in
Kyrgyzistan today (al-Gardizi, 2006: 381).

Circumambulating the lake must be a kind of (=) festival which they are doing
once in a year. But V. Minorsky gave the word (<) which he translates as a rite
instead of the word (') which passes in manuscript copy (Minorsky, 1948: 280). But in
later critical edition made by Y0Osuf al-Hadi with two copies it is given as (l~==) (Ibn al-
Faqih, 1996: 638).

3. One of the mysterios of Turks only the Qagan of Dokuz Oguz posseses
pebbles which make the rain, snow or cold when he wants (Ibn al-Faqgih, 1996: 639; al-
Hamawi, 1977: 11/24).

Manichaeism. It is also called Maniyya, Manawiyya and Mannaniyya (ash-Shahristani, 1968:
11/49, 54, 55, 57, 58; TDVIA, 2003: XXVII/575-77).

* Zanadiga: Zindiq (plural Zanadiq) in Persian Zandig, is used by Sasanid to define
Manichaeists and Zanadiga as Manichaeism due to Mani’s book called Zand which means
commentary of Zardusht's book called Zand-awasta. Zindiq comes from Persian “Zand girray”
which means man who believes the eternity. It is used for Dualist (Sanawi) person in Islamic
sources. In Abbsid era it was used for people in religon of Manichaeism, Mazdakiyya and
Magianism even though seems Muslim. And it was used also for Muslim person who hides his
infidelity apart the word Munafiq which was used in early Islamic era. By the time it was used for
people who have contrarian thoughts on Islam (Ilbn Manzdr, (n.d.) : X/147; az-Zabidi, 1989:
XXV/418; Sami, 2017: 539; TDVIA, 2013: XXXXIV/390-91).

® It is written NOshajan instead of Barsgan (al-Kashgarfi, 1333/1915: 111/308).
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This stone is called yada (jada) stone. Yada means magic, and the word jadi
which means witch in Turkish comes from this word. It passed to Arabic as “Yashim”
and to Persian as “Yaship” and to French as “Jaspe” (Tanyu, 1968: 41-42).

al-Kashgari says “yat” means: The fortune by the stones to bring the rain and
the wind; “bek yatlatti (yatlatOr-yatlatmaq)” means: Amir (Qagan) gave an order to the
clairvoyant to tell a fortune (witchcraft) and then he brought the wind and the rain (al-
Kashgari, 1333/1915: 11/285; 111/119).

This superstition was widespread among Turks and Arabs.® And it does not only
belong to Uygurs but also to other Turkic tribes. As far as we understand these pebbles
or stones are related with witchcrafting which seems as a Shaman ritual. Bringing rain
and hail is among the Shaman’s duty by communicating the spirits (TDVIA, 2010:
XXXVI11/326).

Abu Dulaf claims Turkic tribes have also stones are used for other purposes:
Oguzs have a white stone benefits stomach ache and red stone abolishes the
sharpness of a sword if it is rubbed on it and Dokuz Oguzs have a stone stops the
bleeding when it is hanged on a person (Abu Dulaf, 1995: 45-46).

2. IBN FADLAN’S JOURNEY

Ibn Fadlan (Ahmad b. Fadlan b. Abbas b. Rashid b. Hammad) was entrusted by
the Caliph Mugtadir billah as a leader of clergies sent to ltil-Bulgarian (Saqgaliba) Emir
lltabar Almish upon his request. He started the journey on 21 June 921 from Bagdat
passing by Ray, Nishabur, Marv, Buhara, Khoresm and the countries of Oguz (Guz),
Bashkort, Pecheneg and reached to ltil-Bulgarian State on 12 May 922.

Until 1923 when Zeki Velidi Togan found a manuscript copy of Ibn Fadlan’s
travel book in Razawi Library/Mashad [MS 5229] and published it in 1939 in Leipzig
under the name Ibn Fadlan's Reisebericht, things known about his journey were the
quotations of Muhammad b. Mahmud at-T0si’s work ‘Aj&‘7b al-Makhlukat and Yaqat al-
Hamawi’s Mu‘jam al-Buldan. On the other hand the copy Z. Velidi Togan found does not
contain the return journey which at-Tusi and al-Hamawi mentioned (TDVIA, 1999:
XIX/478-79; al-Hamawi, 1977: 1/486).

Khoresms

He tells that Khoresms mention their dislike of Ali b. AbQ Talib after every pray
(Ibn Fadlan, 1960: 82).

Khoresms were Hanafis/Sunnis as the sect of Islam. There had been conflict
between Sunnis and Shiites but dislike of Ali b. Abu Talib seems as exaggerated and
unfounded. And Ibn Fadlan also humiliates Khoresms that their voice resembles like
starling birds such as he humiliates Oguzs.

®al- Gardizi (d. 1052) says Noah prayed God to teach his son Yafes the name when he recites,
the rain falls. Yafes wrote this name to a stone not to forget and hang on his neck. Turks
inherited this stone, there happened conflict betwen them due to the stone and Oguzs (Guzs)
possesed it (al-Gardizi, 2006: 370). Abu Rayhan al-Bir0ni (d. 1061), says about this pebbles in
his work on mines and stones called Kitab al-Jamahir fi Ma'rifa al-Jawahir under the title The
Rain Bringing Stone that it is dark black and little red from a hill between Kharlug and
Pecheneg. He ordered from a Turk to bring rain with that stone. The man sank the stone into
water, then threw it up in the sky with growling and shouting but it did not bring the rain. He
comments that spread of the superstition is more fanciful than it (al-BirGni, 1936: 218-19). Ibn al-
Faqih (d. first half of 10th c.) says some of Turks bring what they want such as rain, cold and
snow. Turks have clairvoyant who rises the cloud of cold and snow and directs it to them whom
he wants to destroy (Ibn al-Faqih, 1996: 640-43). Abu Dulaf says Kimaks have stone magnet of
water bringing rain when they want (Abu Dulaf, 1995: 45).
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Oguzs (Guzs)

1.He tells that they do not believe in any religion and look for any wisdom like
wandering donkeys. He heard that some of them says without believing “La llaha
lllallah, Muhammadun Rasdlullah” (Islamic confession of faith) to get closer with Muslim
who are passing by. If a bad thing happens to one of them he raises his head and says
“bir Tengri” which means one god in Turkish. One of them liked the Quran when he
recited, and asked Ibn Fadlan wheter his god had a wife or not, he replied no and
prayed for forgiveness (istigfar) and that man repeated like him (Ibn Fadlan, 1960: 91-
93).

In some early Arabic sources Oguzs are defined that they pray for every good
and strange things. They are the most powerful, handsome and tall among other Turks
(Hudud al-Alam, 1999: 69; al-Mas'0di, 2005: 1/104).

Abu Dulaf says Oguzs (Guzs) have temples without icons and they stay inside
with peace (Abu Dulaf, 1995: 46).

Religious belief of ancient Turks was the religion of Gok-Tengri which was
influenced by the Shamanism beliefs. Gok-Tengri religon was monotheist although
there existed sacred things and icons (tos). In Byzantian records Gok-Tengri is the
unique creator as it is seen in Ibn Fadlan’s tellings (Kafesoglu, 1980: 55, 63-64;
Candarlioglu, 2003: 98).

2. He tells about his meeting with small Yinal the first leader of Oguzs,
whom was said that accepted Islam but gave up after people told to him that if he
became Muslim he could not be leader of them (Ibn Fadlan, 1960: 97-98).

3. He then tells that he gave the letter of Nazir al-Harami (vazir of caliph)
to commander of Oguz Atruk b. al-Qatagan inviting him to Islam. The commander told
him he would not tell his answer until he return from his journey and would write to
caliph his decison (Ibn Fadlan, 1960: 102).

It is understood that Islam started to spread among Oguzs but there still existed
some resistance. Nearly 50 years later after |lbn Fadlan’s journey, Oguzs largely
accepted Islam. Successors of Oguzs such as Karahanlis with the Saltuk-Bugra Khan
(d. 955) accepted Islam and in the late 10th century Selcuks with Selcuk Bey accepted
Islam (inan, 1976: 199).

4, He describes their funeral which they burry a man to a large grave like a
hause with their clothes and belongings, hang remnants of his animals and erect
wooden statues on his grave in number he killed which are believed that will serve to
him in heaven (Ibn Fadlan, 1960: 99).

Turks burry the horse, guns and belongings of a dead man together with him
due the fact that they belive another life and eternity. Turks made tos and erect bambal
for the memory of their dead relatives (inan, 1976: 61; Kafesoglu, 1980: 47).

Bashkorts

He tells that one of Bashkorts who accepted Islam was serving to them on their
journey. Every Bashkort man hew a wood and carry on him. When he comes across an
enemy he pray to the enemy. Some of them tell they have twelve gods: god of winter,
summer, rain, wind, trees, peoples, animals, water, night, day, death and earth. And the
god in the sky is the biggest of them however he is in compliance with them. They saw
some of them worship snakes, some of them worship fishes and some of them worship
cranes. They told to him that once upon a time when they were fighting, they won a
victory after enemies got frightened by the scream of crane, then they started to worship
cranes (Ibn Fadlan, 1960: 108-09).

Ancient Turks have cults from Altay and Yakut Shamanism and cults of Gok-
Tengri (god of sky), sun, moon, earth, water, fire, ancestors and deads. Gok-Tengri
gives kut (blessing) to the Khagan. Turks also have some icons called tos which they
carry in journeys on them or hang on a wall. Turks accepted the wolf as an ancestor
and have several tos (ongon) and among them there are birds such as eagle, hawk and
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vulture (inan, 1976: 1-4; Kafesoglu, 1980: 10-13, 25, 57). al-Kashgari says infidels call
the sky and all other things which is great in their eyes as Tengri (al-Kashgari,
1333/1915: 111/279).

Bashkorts entered the influence of Islam begining of 10th century. At the reign
of Ozbek Khan (1313-1340) they accepted Islam entirely, but they preserve some of
Shamanism beliefs until today (inan, 1976: 161).

Itil-Bulgars

1. He tells that he read the letter of caliph to emir and people of Saqaliba (ltil-
Bulgars) and they alltogether say “Allahuakbar” very loudly as expressing their
gladness. Emir of Itil-Bulgars changed his name to the name of caliph Ja‘fer and his
fathers name to Abdullah who was an infidel (Ibn Fadlan, 1960: 114, 118).

2. He says muaddin (adhan reciter) doubles the igama (second call for pray)
and he warns that in place of caliph it is called once, and emir ordered muaddin to do as
Ibn Fadlan says. But later emir orders muaddin to double the igdma due to his
unhappines of lacking money he requested from the caliph. Then emir asked him some
qoustions about figh relating the igdma and other things (Ibn Fadlan, 1960: 120-21).

It is understood that Itil-Bulgars were Hanafis. Turks generally accepted the sect
of Hanafi (Ozaydin, 2002: 433).

Hanafi sect spread espeacially in eastern regions. The calm doktrins of Hanafi
sect played an important role at Turks to accept Islam. Samanis who affected Turkish
nations were Hanafis and they entrusted Hanafi judges. The other important factor is
ribats which were built for warriors, but they are also centers for sufis and scholars who
came for gaza. Islam spread among nomadic Turkish tribes basicly. Turks then built
takka resembling ribat in their campaigns to west (Usta, 2016: 22-23).

3. He says that muaddin told to him due to shortness of night they perform
evening and night pray (salat magrib and isha) together and he has not slept at night for
a month since he afraids of missing the morning pray (Ibn Fadlan, 1960: 125).

4. He tells about a neighbourhood called Baranjar consists of 5000 men and
women. All of them are Muslim and built a wooden mosque but they do not know
reciting Quran. One of them named Talut with his family accepted Islam by the help of
Ibn Fadlan. And that man got very happy by learning surah from Quran (Ilbn Fadlan,
1960: 135).

5. He says that emir of Itil-Bulgars sent a letter to Suvar Turks that he accepted
Islam and wants them to enter under his his rule. Suvar Turks accepted his reign but
they did not accept Islam (Ibn Fadlan, 1960: 140-41).

6. He says that they consider howling of dogs as a sign of fertility and peace
(Ibn Fadlan, 1960: 127). And they consider the thunder as a wrath of god (Ibn Fadlan,
1960: 132), hanging the clever man to a tree on account of serving to god untill the rope
ruptures (Ilbn Fadlan, 1960: 133).

It is seen that even though they accepted Islam superstitions left from former
beliefs were still active in society.

7. He tells old habits of them which do not suit Islam such as honey wine,
inheritance, swimming of naked men and women together although he warns, death
penalty for adultery and thief, crying, mourning and whipping body as a ritual of the
funeral of a leader (Ibn Fadlan, 1960: 130, 132, 134, 143-44).

It is understood that Sharia principles were not applied in crimes and people did
not adopt Islamic moral rules entirely. Adoption of a new religion is a long process. Even
nowadays in Turkey old Shamanic beliefs can be still observed.

According to the sources it is seen ltil-Bulgar State is the first state which
officialy accepted Islam. al-Hamawi says the people and leader of Bulgars accepted
Islam but he could not find the reason for that (al-Hamawf, 1977: 1/485).

Main theory of ltil-Bulgar's acceptance of Islam is Samani and Khoresmi
traders. Islamic coins were mostly founded in central Rusia roughly around begining of
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9th century. And two to third of these coins belong to Samanis. It is supposed that Islam
started to spread long time ago before lbn Fadlan arrived (Yazici, 2002: 20-24;
Ozaydin, 2002: 419).

On the other hand there is a confusion the usage of the word Saqaliba. The
word Saglab («i—=) means Slav in Arabic. Mostly Saqgaliba is used for Slavs in Arabic
sources’, but it is also used for Itil-Bulgars such as in Ibn Fadlan’s notes.

Khazars

Ibn Fadlan says Khazars have a city Etil along the river Itil, which on one side
Muslims live and and on the other side Khagan of Khazar and his vassals. There is a
man ruling the Muslims called Khaz who is Muslim also belongs to Khagéan (lbn Fadlan,
1960: 172).°

According to early Arabic sources Khagan of Hazar and aorund him were jews
but majority of Khazars were Muslims, Christians and icon worshippers (the religion of
Gok-Tengri). Khagan of Khazars was a jew, accepted the Judaism at the time of
caliphate Harun ar-Rashid (786-809). There were seven jugdes which of two were for
Muslims (Hudud al-Alam, 1999:143; al-Gardizi, 2006: 388; al-Mas'tdi, 2005: 1/138-39).

Khazar Khan accepted Islam in 737 after Marwan b. Muhammad conqured the
capital of Kahzars Etil (Itil). But soon after he converted. According to agreement two
Islamic clergies were left in Etil to teach people Islam. Then Islam started to spread
between Khazars (Ozaydin, 2002: 438).

CONCLUSION

According to travel notes it can be concluded that:

There were wide range of religious beliefs and cults in Turkic nations at the
same time. Because of that there are different allegations about religous beliefs of Turks
before Islam such as icon worshipping and a kind of monotheism called Gok-Tengri or
Bir-Tengri (god of sky or one god).

Although leaders had accepted a religion people might not entirely accept it.
And even they would force their leader to convert. On the contrary of some claims Turks
did not adopt Islam or other religions forcibly.

Apart from official religion such as Manichaeism or Islam former beliefs,
superstitions and moral values were existing among the people as well as nowadays

! Bulgars live near the river Itil are Muslims (Hudud al-Alam, 1999: 144). Sharaf al-Zaman al-
Marvazi says Saqalibas are fireworshippers and Bulgéars are Muslims fighting with infidel Turks
(al-Marvazi, 1942: 22, 44). (al-Marvazi, 1942: 22). al-Marvazi tells Saqaliba after Majars and
before Pechenegs. And also V. Minorsky translated it into English as Slavs (al-Marvazi, 1942:
35). al-Gardizi says Bulgars are between Khazar and Saqlab. They call their king Amlan who
belongs to Islam. Saglabs locate after Pechenegs before Rus (al-Gardizi, 2006: 390-93). Ibn
Khurdazbih says Russians are from Saqaliba (Ibn Khurdazbih, 1889: 154). al-Mas‘Gdi says
beyond the Khazars people of Saqaliba the majority of whom are Muslims live. The people al-
Mas‘tdi calls Burguz (Burgaz) are Itil-Bulgars because he says they became Muslim at the time
of Caliph Mugtadir billah and one can not cook till morning due to shortness of night (al-Mas‘(df,
2005: 1/138, 140-41). al-Mas‘Gdi says Croats and Serbs are among Saqglabs. Some of the
Saqlabs are Christian on sect YaqUbiyya and some of them are atheist. One of three kingdom of
Saqlabs is Turks. They are the most handsome and more pewerful of Saglabs (al-Mas‘Qdi,
2005: 11/25-26).

® The edition which was made by S&dmi ad-Dahhan stops here although there are some
additional tellings in the unique manuscript of travel book. S&mfT ad-Dahhan says al-Hamawf’s
quatation stops here and does not resemble to Ibn Fadlan. In these paragraphs it is told that
Khagan of Khazars had demolished the minaret of the mosque after he learned that Muslims
demolished the synagogue in Dar al-Babunaj. All of the Khazars and their leader are Jew. But
al-Hamawi does not mention about this information inside his quotation from Ibn Fadlan and on
the contrary he says most of the Khazars are Muslims and Christians although the leader of
Khazars is a Jew. Apart their religion most of Khazars believe in icons and pray one to another
for respect (al-Hamawi, 1977: 11/367).
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some Shamanic rituals exist in Turkey and other Turkic nations. And also Ibn Fadlan
could not achieve to make Itil-Bulgar men not swim naked together with women.

It is seen in Ibn Fadlan’s tellings that Islam started to spread among Oguzs.
Regarding the question of people to Ibn Fadlan about Islam it can be said there was no
hostility to Islam. Besides the commander of Oguzs did not refuse the call of Caliph and
took his time.

Ibn Fadlan does not tell the reason of Itil-Bulgars acceptance of Islam. But
according to sources Samani and Khoresmi tradesmen had an important role
introducing Islam in Itil-Bulgars and Khazars.

It is seen in Ibn Fadlan’s tellings Itil-Bulgars were subjected to Hanafi sect. It is
also claimed that calm doktrins of Hanafi sect made way for spread Islam among
nomadic Turkic nations.

Regarding humiliating statements of |bn Fadlan about Khoresms and Oguzs
some of his tellings sound exaggerated and unfounded such as dislike of Ali b. Abu
Talib by Khoresms. It is possible Ibn Fadlan added some rumours such as Abu Dulaf
whose tellings are found groundless.
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3. OTURUM (3. SESSION)-A Salonu (A Hall)
Oturum Bagkanlari (Session Moderators):
Prof. Dr. Sebnem Ruhsar TEMIR GOKCELI-Assoc. Prof. Dr. Aysegiil KARAKELLE
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OKUL ONCESi DONEMDE DRAMA YONTEMININ DEGER AKTARIMINA ETKISi

Ahmet AKGAY"
Nilifer OKUR AKCAY**

Okul 6ncesi dénem, gocugun kisiliginin temellerinin atildidi ve icinde yasayacagi
toplumu tanimaya basladigi dénemdir. Bir fert olarak toplumda yer alabilmeleri igin
cocuklara okul éncesi dénemden itibaren toplumun sahip oldugu degerler aktarilmaya
calisilir. Bu aktarimi saglayabilmek icin ¢esitli yontemleri ise kosmak mimkundir. Bu
calismada, cocuklara deger aktariminda drama yonteminin etkililigi belilenmeye
calisiimistir. Aragtirma 6n test-son test kontrol gruplu yari deneysel desen kullanilarak
yaratiimusttr. Deney grubunda yer alan 6grencilere drama ydntemi ile deger aktarimi
yapilirken, kontrol grubunda yer alan 6grencilere geleneksel egitim yoluyla deger
aktarimi yapilmistir. Arastirmanin drneklemini Agn ili merkezinde yer alan Sevimli
Anaokulu'nda 6grenim goéren 48 60-72 yas araligindaki okul éncesi dénem c¢ocugu
olusturmaktadir. Arastirmada veri toplamak amaciyla “Okuléncesi Degerler Olgegi”
kullaniimistir. Olgek 30’ar madde olmak iizere “Okuléncesi Degerler Olgegi Ogretmen
Formu” ve “Okuléncesi Degerler Olgegi Aile Formu” bigiminde diizenlemistir.
Arastirmada yer alan c¢ocuklar kodlanmis, uygulama Oncesi ve sonrasinda hem
o6gretmen hem de velilerden bu formlari doldurmalari istenmistir. Verilerin analizinde
bagimh ve badimsiz t-testinden vyararlaniimistir. Arastirma sonucunda drama
yonteminin deger aktariminda kullaniminin oldukga etkili oldugu sonucuna ulasiimigtir.

Anahtar kelimeler: Deger, deger aktarimi, drama, okul éncesi.

* Dog. Dr., Agri i.. Cegen Universitesi, Agri.
** Dog. Dr., Adri i. Cegen Universitesi, Adri.
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ASIK EMINi DUSTU SIiRLERINDE VAHDET-i VUCUD ETKILERI
Mutluhan TAS*
Nergiz AYAR"*

GIRIS

islam tasavvuf tarihi dogusundan giinimiize kadar pek cok okul ve ekole
sahitlik etmigtir. Xlll.yy ise bahsedilen okul ve ekollerin dolayisiyla da en siddetli
tartismalarin yasandigi bir ddnem olmustur.

“...Biliniz ki, kalpler ancak Allah’l anmakla huzur bulur.”" ilahi bir nefes olan ruh,
Ozinden uzaklasinca manevi bosluga diserken; 6zind kavrayan ménevi olgunluga
eren birey degersizlik kaygisi yasamaz, yasam amaci bellidir, sikinti ve yoklugu
umursamaz olumsuzlukta bile killi hayir sakli oldugunu bilir,olay ve kisilere takimaz
her seyin ilahi tecelliden ibaret oldugunun bilincindedir, izaff varliklardan ve benliginden
siyrilmig/kurtulmus ve mutlak varligi, “Bir’i idrak etmistir. iste tam bu noktada karsimiza
Vahdet-i Vucad kavrami ¢ikmaktadir.

Her ne kadar baslangici XIllIl. YUzyildan ¢ok daha éncelerine dayandirilsa da
olgunluk ¢agini Muhyiddin ibn-i Arabi ve Sadrettin Konevi déneminde yagsayan “Vahdet-
i VicQd” dusuncesi, asirlar boyu Gzerinde belki de en ¢ok tartisilan ancak ilgi gekici
olmasi hasebiyle hakkinda en fazla arastirma yapilan tasavvufi kavramlardan birisidir.

Bu calismada “Vahdet-i Vic(d” kavrami, Asik Emini Dustl ve ozanin “Bir'sin
ilaht” adli eserinin “Vahdet-i Viicd” ekseninden yorumu yer almaktadir.

Anahtar Kelimeler: Asik Emini Dustl, Vahdet-i Vic(d, tasavvuf, Mutlak varlik,
Ibn-i Arabi

»1

INTRODUCTION

History of Islamic Mysticism has witnessed many schools and ecoles from its
appearance until this day. The 13th century was a time when the schools and ecoles
mentioned had the most intense debate.

“...Know that hearts are only peace with Allah.”® While the soul, which is a
divine breath, falls into spiritual vacancy as it moves away from its essence; the
individual who has attained the spiritual gravity who understands the spirituality does
not live in anxiety of worthlessness, knows the purpose of life, does not care about
distress and absence, even in negativity knows that it is hidden in the universe® is
incomparable to events and persons, knows that everything is divine paradise, freed
from deceitful beings and selfhood, and perceived the absolute being “One”.At this
point, the concept of “Vahdet-i Viic(d” emerges.

Although the beginning is based on much earlier than the 13th century,
“Vahdet-i Vicad” thought that lived the age of its maturity during Muhyiddin Ibn-i Arabi
and Sadreddin Konevi period is one of the most mysterious concepts that have been
searched for most of the time, perhaps because it is the most controversial but
intriguing aspect over the centuries.

In this study, the concept of “Vahdet-i ViicQd”, Asik Emini Dustl and the poet’s
interpretation of “Bir'sin ilahi” from the axis of “Vahdet-i Viictd” take place.

Keywords: Asik Emini Dustl, Vahdet-i Vicdd, Mysticism, Absolute Existence,
Ibn”i Arabi

* Dog. Dr., Selguk Universitesi GSF, KONYA.
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1.BOLUM

1.1. Vahdet-i Viicad

So6zlik manasi olarak “bir, birlik, tek, teklik, Allah’in birligi” olarak ifade
edilebilecek olan “vahdet” kelimesi Arapca asilli olup “vav, ha, dal” kdkinden tlremistir.

BaZ| kaynaklar “kesret” kelimesini “vahdet” kelimesinin ziddi olarak ifade etmis
iseler de® vahdet ve kesret arasindaki iliski tam olarak bir zitiik, karsitlik durumu degildir,
nitekim kesret “cokluk” méanasina geliyor olup, coklugun ziddi, birlik degil azliktir; ayrica
vahdet kelimesi tammlanmasmda kendi kendine yeterli sayildigi halde kesret ancak
vahdetle tanimlanir.’

Vahdet; Matematik’te, aritmetigin ilkesi ve ilk konusu kabul edilir ve vahdet, sayi
degilse de sayilar vahdetin tekrariyla kurulur. Mantikta vahdet, vahid ile 6zdes ve
6zdeslik kavramlarini ifade etmekle beraber her nesne (ayn) ve 6zel varlik (sahis) kendi
kendisiyle 6zdes, dolayisiyla vahiddir.” Nitekim bu izahat vahdet kelimesinin,
“‘matematik, mantik ve metafizik’te de kullanilan bir terim olmasi nedeniyle verilmis olup,
terim aslolarak tasavvufi agi olan ele alinacaktir ve bu dogrultuda gercek manada bir
olan Cenab-1 Hak'tir, dolayisiyla gergek anlamda birlik de O’'nun igin s6z konusudur.®

Tasavvufta salikin varlik olarak yalniz Allah’t bilmesi, O’'ndan baska varlik
bulunmadidi, her seyin ilahi tecellllerden ibaret oldugu idrak ve suuruna ulasmasi
“vahdet-i viictd” terimiyle ifade edilir.’

Arapca asilli olan vahdet-i vucdd kelimesi “Varlik birligi, Varhdin birligi”
anlaminda bir tasavvuf terimi olup Allah, &lem ve insan iliskilerini agiklayan bir disince
sistemidir.

Bu diisiinceyi kabul edenlere vahdet-i viicid ehli veya viictdiyye denir.'® Allah
ile kainatin bir bitin oldugu goérisinde olanlar, yaratici gicin kéinatin disinda ve
ondan ayri olmadigina onunla i¢ ige olduguna inanirlar. Benl bende demen, bende
degilem, / Bir ben vardir bende benden igeri.(Yunus Emre)

Vahdet-i viicd meselesi, islam diinyasinda, Hallac-i Mansdrdan sonra
gindeme gelmigtir. (H.4.yy/M. 9.yy) Hiseyin b. Mansir Hallac’in (satahét tiriindeki)
“Ene’l Hakk (Ben Hakk’im!)” séziindeki maksadi, “Ben Hakk’im, O’nunla ittihad ettim.”
demek degildir. Clinkii bu séz kiftirdiir ve sahibinin katlini gerektirir. Aksme bu s6ziin
manasi sudur: “Ben madiamum (yokum), mevcad (var) olan o Hakk’tir.”

Kulun kendini yok olarak ifade etmesi ve algllamaS| kendi fiilini gérmemesi hali
tasavvufta “fena” olarak adlandirilan bir mertebedir.” Nitekim varligin hakikati ancak
seyr-U sUlOk yoluyla beserilikten tamamen soyutlanmak suretiyle idrak ed|leb|I|r ilahi
hakikatlere ancak dini tecrube ile ve bizzat yasamak suretiyle varilabilir.” ve tasavvufi
kesfin bir mertebesidir."®

Hallac-1 MansOr'dan glinumuize tasavvufun en dikkat ¢eken konularindan biri
olan “vahdet-i vic(d” hakkinda yapilan arastirmalarda en ¢ok Uzerinde durulan

° PALA iskender, Ansiklopedik Divan Siiri Sézlugd, Otiiken, Istanbul, 2000

Turklye Diyanet Vakfi Ansiklopedisi, C.42, istanbul, 2012, 5.430

"T.D.V.As.430
® ULUDAG, Siileyman, Tasavvuf Terimleri S6zliigii, Kabalci Yayincilik, istanbul, 2012, s.370
9T D.V.A 5.430,431

°T.D.V.As.431
" - ISIK, Emin, Ask-1 Mesk Etmek, istanbul,2010, .68

2 Ed. ERGINLI, Zafer, Metinlerle Tasavvuf Terimleri Sézligl, Kalem Yayinevi, istanbul, 20086,
s.1163
'3 Uludag, Sileyman, Tasavvuf Terimleri S62z14gu, Kabalcr Yayincilik, istanbul, 2012, 5.134
" Tlirkiye Diyanet Vakfi Ansiklopedisi, C.42, istanbul, 2012, 5.431
'S 1SIK Emin, Agk-1 Mesk Etmek, istanbul,2010, s.69
'® Suad EI- Haklm ibr’lil Arabi S6zI{igl, Kabalci yayinevi, s.642
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hususlardan biri de terimin ilk olarak ne zaman ve kim tarafindan kullanildigidir. ibn
Teymiyye (61.727)'nin vahdet-i viicid terimini ilk kullanan kisi olma ihtimali y[Jksektir.17

“Varlikta Allah’tan baska bir sey yoktur. Hakikat, miisahedede c¢ogalsa bile,
varlikta birdir.”"® diyen Muhyiddin ibni’l Arabi, “vahdet-i viicQd ifadesini kullanmamakla
beraber “ ‘Varlik tektir, Allah’tan baska bir sey yoktur, varlikta Allah’tan baskasi yoktur’
gibi ifadelerinden arastirmacilar onun vahdet-i viicidu savunanlardan birisi oldugu
go'ru%%ine varmiglardir.” "*ve bu climleler vahdet-i viicidun en énemli dayanagini teskil
eder.

Basta Sadreddin Konevi olmak Uzere, Hz. Mevlana Celéleddin-i Rumi ve daha
birgok islam mutasavvifi “vahdet-i viicid”a kail idiler ancak Hz. Mevlana'nin eserinde
“vahdet-i viicd” ifadesine rastlanmaz.?' Sadrettin Konevi “Tasavvuf Metafizigi” adli
eserinde “Hak kendisinde higbir ihtilaf bulunmayan Viicid-1 mahz'dir/Mutlak Varlik. O,
mukabilinde kesret dlslinilemeyen  “gergek” birlik ile “Vahid/Bir’dir. "?ifadesini
kullanmaktadir.

“Vahdet-i vicidd’a dair ilk kapsamli tarifi yapan Abdurrezzak Kasani; “Tasavvuf
So6zIGgu” adh galismasinda terime “VahdetU’l-vic(d” olarak yer vermis olup kavrami
“Varlik birligi. Varligin zorunlu ve mimkiin diye bélinmemesi™*® olarak tanimlar.

Esrefodlu Rumi, Niyazi-i Misri, Seyh Galib gibi sGfi sairlerin eserlerinde de
vahdet-i viicid mana olarak yer alir.

Vel hasil-1 kelam vahdet-i viicid ilahi ask ile elde edilebilecek, yasayarak
bilinebilecek bir kavram olup kelimeler ile kisitlayarak anlatmak durumu zaruri ise
vahdet-i viicQd; ilahi varlik mutlak varliktir. Alemin varligi ise yok degildir fakat izafi
varliktir, her sey o Bir'in tecellilerinden ibaret oldugu i¢in, dahasi O’ndan gelip yine O’na
donulecegi icin Allah’tan bagka varlik olmadiginin idrak ve sGdruna sahip olmak, olarak
ifade edilebilir.

Il. BOLUM

2.1.Asik Emini Diistii

Asiklik geleneginin son dénem usta asiklarindan olan Emini D[]§t[], 1943 yilinda
Tokat’in Zile ilgesine bagli Hatippinari Kéyi’'nde dinyaya gelmis,:tir.2 Asil adi Emin
Diistii olup Asik Emini mahlasini kullanmstir.

Zor kosullarda ciftcilikle gecimini saglamaya c¢alisan bir ailenin gocudu olan Asik
Emini, sartlar nedeniyle ilkokula gidememis olsa da okuma yazmayi kendi kendine
6grenmis 1961 yilinda Ankara’ya gelmesinden sonra digaridan sinavlara girerek ilkokul
diplomasini almistir. 1966 yilinda Hacettepe Universitesi'ne hizmetli olarak giren ozan
durastlik ve caliskanhgi ile ilerlemis, 1979’dan itibaren idarecilik gorevi Ustlenmis ve
1992 yilinda emekli olmustur.

1961’'de Suna Hanim'la evlenen ozan iki erkek, iki kiz dort ¢ocuk sahibi
olmustur® (fakat kendisi gibi asiklik gelenegini stirdiiren biiyiik oglu Selman Diistii 2003
yilinda trafik kazasinda hayatini kaybetmistir).

Asik Veysel, Daimi, Nesimi Cimen, Mahs(ni Serif gibi pek gok dnlii asikla
tanisma ve sohbet sansi bulan Asik Emini®, bircok halk konserinde calip sdylemis,
cesitli siir yarismalarinda ¢ok fazla derece kazanmis, bazi dernek ile kuruluslarin

'" Resail, ¢.1, 5.176

'8 Fiitahat IV s.357

"9 Suad EI- Hakim, ibn’il Arabi S6zIugi, Kabalci yayinevi, s.641

2 Tirkiye Diyanet Vakfi Ansiklopedisi, C.42, Istanbul, 2012, 5.432

21 |SIK Emin, Ask-1 Mesk Etmek, Istanbul, 2010, .76

?2 5adreddin Konevi, Tasavvuf Metafizigi, iz yayincilik, istanbul, 2004, s.21

23 Abdiirrezzak Kasani, Cev. Ekrem Demirli, Tasavvuf Sézliigi, iz yayincilik, istanbul, 2004, s.583
24 Asik Emini, Gonil Deryasi, Kiiltir Bakanhgi Halk Kdiltirini Arastirma Dairesi Yayinlari,
Ankara, 1990

25 YARDIMCI Mehmet, Zile Asiklik Geleneginin Usta Asiklarindan Emini Diistii, Istanbul, 2010

% Asik Emini Duistli, Ummanda Zerreyim Deryada Nokta, Ankara, 2009, s.35
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kuruculugunda ve Uyelik gbérevinde bulunmus, bazi kanallarda programlar yapmis, s6z
ve muzigi kendine ait kaset ve plaklar yapmis olup 1988 yilinda Devlet Sanatgisi
unvanini almistir.

Asik Emini siirlerinde genellikle sade bir dil ile 8 ve 11’li hece élgiisii kullanmig
ayrica toplumsal konular, doga, cumhuriyet, Atatiirk, ask (beseri ask, ilahi agk)
temalarini ig,lemig,tir.27 Siirlerinin dnemli bir bdliminde “tasavvuf’un ¢ok belirgin
hissedildigi Asik Emini Diistirniin “Birsin Ilahi” adli eseri, vahdet-i viicid ekseninde ele
alinmasi gereken 6nemli siirlerindendir.

2.2. Birsin ilahi Siiri
Kdn deydp var eden ctimle cihani
Kurulan sen kurduran sen kuran sen
Zahiri batinda koca dliinyada
Gorunen sen gdsteren sen géren sen

TUm egyada varsin ararlar neyi
Erenler hu deyip ¢ekerler meyi

Her sey seni sorar sen de her seyi
Sorulan sen sorduran sen soran sen

Kivilcimin doért kdseye sacarsin
Cilve ya bu sen hep senden kagarsin
Has bahgede gl oluben agarsin
Derilen sen derdiren sen deren sen

Sensin mikevvenat du cihan perde
Ben senim sen bensin farkimiz nerde
Ayri ayri makam hepsi bir yerde
Verilen sen verdiren sen veren sen

Bazen agkin ile can yaralarsin
Bazen yazar gizer ne karalarsin
Bazen tlrlG tarlt dert siralarsin
Sarilan sen sardiran sen saran sen

Bazen sahralarda kosup yorulan
Bazen boz bulanik bazen durulan
Bazen gonillerde bendi yarilan
Yarilan sen yardiran sen yaran sen

Biz senin parcaniz senden gelen var
Sen birsin ya boéluk bolik bélen var
Her sey sensin sen herseysin bilen var
Bilinen sen bildiren sen bilen sen

Ne haldeyim bilmiyorum beterim
Atesimsin dumanimsin titerim
Senden geldim yine sana giderim
Alinan sen aldiran sen alan sen

Vahdet-i vicut ol girme eleme

" YARDIMCI Mehmet, Zile Asiklik Geleneginin Usta Asiklarindan Emini Diistii, Istanbul, 2010
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Makami minevver gelmez kaleme
Bir varligi onsekiz bin dleme
Bdllnen sen boélduren sen bolen sen

istersen gek beni ulu divana

Elbette kiymazsin yine sen sana
Maskara eyleyip cimle cihana
Gulunen sen guldiren sen gilen sen

Yagmurda bulutta ¢olde sel sensin
Uzakta yakinda hasa el sensin
Arida gicekte dalda bal sensin
Yolunan sen yolduran sen yolan sen

Bende attim namusu ari

Hak ile hak olmak er kisi kari
Batinimda biri verdi bu sirri
Bilinen sen bildiren sen bilen sen

Dolasirlar sahrasinda ¢élinde
Kimisi bogulur askin géliinde

Seni seven asiklarin telinde
Calinan sen caldiran sen ¢alan sen

Emini’yim asik olan dem vurur
Cihanin kinfekln eyler tim kurur
Onsekiz bin alem direksiz durur
Durulan sen durduran sen duran sen®®

DEGERLENDIRME VE SONUG

Tasavvufta salikin varlik olarak yalniz Allah’t bilmesi, O’'ndan baska varlik
bulunmadidi, her seyin ilahi tecellilerden ibaret oldugu idrak ve suuruna ulagmasi
“vahdet-i viictd” terimiyle ifade edilir.”® Bu baglamda &sik Emini'nin siirinin son
misrasinda yapmis oldugu vurgular Vahdet-i Vicud daslncesi agisindan
degerlendirilmistir.

Arapca asilli olan vahdet-i vucdd kelimesi “Varlik birligi, Varhdin birligi”
anlaminda bir tasavvuf terimi olup Allah, alem ve insan iligkilerini aciklayan bir distnce
sistemidir.

Kulun kendini yok olarak ifade etmesi ve algilamasi, kendi fiilini gérmemesi hali
tasavvufta “fena” olarak adlandirilan bir mertebedir.®® Nitekim varligin hakikati ancak
seyr-U sUlOk yoluyla beserilikten tamamen soyutlanmak suretiyle idrak edilebilir.>! ilahi
hakikatlere ancak dini tecriibe ile ve bizzat yasamak suretiyle varilabilir.*? ve tasavvufi
kesfin bir mertebesidir.*®

2 Asik Emini, Gonil Deryasi, Kiiltir Bakanhgi Halk Kdiltirini Arastirma Dairesi Yayinlari,
Ankara, 1990

2 T D.V.A 5.430,431

%0 Uludag, Stleyman, Tasavvuf Terimleri S6zIiigl, Kabalci Yayincilik, Istanbul, 2012, s.134

31 Tirkiye Diyanet Vakfi Ansiklopedisi, C.42, Istanbul, 2012, s.431

%2 |SIK Emin, Ask-1 Mesk Etmek, Istanbul,2010, s.69

% Suad EI- Hakim, Ibn’til Arabi S6zIiigu, Kabalci yayinevi, s.642
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STUDIES OF TURKIC ETHNIC COMMUNITIES IN THE SOVIET PERIOD: LEV
GUMILYOV

Djalalitdin MIRZAEV*

Two well-known authors, Lev Gumilyov and Yuri Bromley, and an army of their
followers in soviet period made powerful contributions to what was called the "Soviet
theory of ethnos" which is still a dominant theoretical paradigm for a study of ethnicity in
in post-soviet countries. In recent years, the concept of Lev Gumilyov, attractive in its
literary form, problematic approaches and factual material, has acquired enormous
popularity. For an adequate understanding of the Soviet school of ethnicity, it is
necessary to learn about the life and work of the Soviet scientist Lev Gumilyov (1912-
1992)".

| would like to elaborate further on his biography, as each page of the scientist’s
biography and academic career is full of dramatic events. Lev Gumilyov was the only
child in a noble family of the famous poet Nikolai Gumilyov (1886-1921), later executed
as a counter-revolutionary and Anna Akhmatova (1889—1966)2, an eternal outcast of the
Soviet regime. Gumilyov studied at schools in provincial town Bezhetsk, where he was
treated as a “son of a counter-revolutionary and class alien” and at home, his mother
would not allow him to write poetry. After school, Lev Gumilyov decided to enter the
German branch of the Pedagogical Institute, which he has been prepared for about six
months by attending the language courses. Because of noble origin, Commission
refused to even accept the documents. After that, he began working as a laborer in
different enterprises and then in geological expeditions. In 1932, Gumilyov participated
in the longest expedition of his life to Tajikistan, where he worked in the border region of
Amu Darya. Subsequently, work in archaeological and ethnographic expeditions
became regular for Gumilyov.

His detentions acquired the same character; they were usually associated with
accusations of anti-Soviet activity. The first arrest was made in 1933. After the second
arrest in 1935, Gumilyov was expelled from Leningrad State University, where he
studied from 1934 at the Faculty of History. In 1936, he continued his studies, but only
in 1946, he graduated from high school without attending lectures. Path to the diploma
was through detention and war. After his arrest in 1938, a special meeting of the NKVD
sentenced Gumilyov to five years in the camps. After the liberation, he participated in
the Second World War in 1944-1945. Conscription was the only chance for Gumilyov to
obtain the removal of conviction, to realize is goal of becoming a certified historian and
to do research. In 1946, Gumilyov enrolled in the graduate school of the Institute of
Oriental Studies, from which he was expelled in 1947, as it were because of
“philological training mismatch of chosen specialty”. In fact, the expulsion was due to
the campaign against certain intellectuals of the Soviet society objectionable to the
authorities, among whom was mother of the scientist Anna Akhmatova. But despite the
difficult situation, in 1948 Gumilyov defended his thesis for the degree of candidate of
historical sciences on the topic of “Political History of the First Turkic Khanate™. In 1949

*PhD., Termez State University

' Gumilyov, L. N. Avtobiografiya: avtonekrolog / L. N. Gumilyov. Lev Gumilyov: sudba i idei / S.
Lavrov. Vospominaniya o L. N. Gumilyove. 2—e izd., ispr. i dop. Moskva: AYRIS PRESS, 2007.
605.

2 Gershteyn, E. G. Anna Axmatova i Lev Gumilyov: razmishleniya svidetelya / E. G. Gershteyn /
Znamya. 1995. Ne 9. S. 133 —178.

3Gumilyov L. N. Politicheskaya istoriya pervogo tyurkskogo kaganata (546—659 gg.): Tezisi na
soiskanie uchenoy stepeni kandidata istoricheskix nauk. — L.: Leningr. gos. un-t.,, 1948. — 2 s.
«Politicheskaya istoriya pervogo tyurkskogo kaganata. VI—VIII vv. n. e.». Leningrad, 1948;
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he was sentenced to 10 years in the camps for belonging to a group of anti-Soviet
terrorist intentions and anti-Soviet agitation. Only in 1956, L.N. Gumilyov was released
and rehabilitated. Having spent for about 14 years in prisons and camps, he found not
guilty on all counts. After working several years in the Hermitage, from 1962 until his
retirement in 1987 he was in the state research institute at the Geographical Faculty of
Leningrad State University. In 1961, he defended his thesis for the degree of Doctor of
Historical Sciences on the theme of “Ancient Turks. The history of Middle Asia on the
Verge of Ancient and Medieval Times (6-8th centuries)”“. In 1974 he defended his
second doctoral dissertation in geography, but the degree as not approved by the State
Commission for the Academic Degrees and Titles.

His scientific legacy includes 12 books® and over 200 articles’. In historical
studies, Gumilyov held ideas close to Eurasianism. His views that went well beyond the
accepted scientific ideas still cause arguments and heated discussions not only among
intellectuals. Gumilyov’s major contribution to science is the theory of periodic
moistening of central Eurasia and popularization of the history of nomads. Gumilyov
showed how the landscape and climate affect the economy of the people, and through
the economy — the society and political system. According to him on the slopes of the
Western Tien-Shan, Tarbagatay and Altay summer is hot and dry, the vegetation is
burned. Therefore, in summer the nomads drove the cattle to the mountain pastures —
to dzhaylyau. In winter they harvested hay, because on mountain slopes a lot of snow
accumulates, and sheep cannot be fed without the aid of man there. Each clan had its
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own kind of summer and winter camps. That is why the nomadic tribes had little contact
with each other and for the past two thousand years almost did not create a strong state
with a single authoritarian power, as it was in neighboring Mongolia. In this ethno-
landscape region, weak centralized khanates like the states of Huns or Mongolian ulus
appeared more often. Conversely, tribal unions and confederations were dominant.

Exploring ethnic problems Gumilyov developed passionarity theory of
Ethnogenesis, through which he tried to explain the laws of the historical process. This
theory of Ethnogenesis should define the essence of the ethnos, its role in the historical
process; the laws of the emergence and development of the ethnic group; the nature of
the interaction between ethnic groups. Gumilyov used the Greek word “ethnos” as less
politicized instead of the more common term “nation”. The term “ethnos” was universal
and scientific.

He defined passionarity as “activity, which is manifested in an individual’s effort
toward a goal (often illusory) and in ability to overstrain and sacrifice for the sake of the
goal”. Gumilyov did not claim that the Ethnogenesis process depends solely on
passionarity; it also includes other factors such as ethnic environment, geographical
environment, level of social and economic development and technical equipment. The
greatest role, however, plays phenomenon called by Gumilyov as “passionate tension”:
the number of passionaries’ in the ethnic group, the ratio of passionaries with the
average citizens and sub-passionaries. The “starting point” of ethnogenesis is the
sudden appearance of a certain number of passionaries’ and sub-passionaries. Lifting
phase is accompanied by a rapid increase in the number of passionaries; acme phase
is characterized by the maximum number of passionaries; fracture phase is a sharp
decrease in the number and their displacement by sub-passionaries; inertial phase is a
slow decrease in the number of passionaries; obscuration phase is almost complete
replacement of passionaries by sub-passionaries that due to the peculiarities of their
constitution either destroy entire ethnic group or do not have time to destroy it before
the invasion of foreigners from outside. Gumilyov developed a special graphics — cycles
of ethnogenesis for 40 different ethnic groups and began to place them spatially on the
world map. As a result, the researcher placed on the map of Eurasia and North Africa 9
axes of passionary impulses, dated by him from18™ century BC till 13" century. From
the viewpoint of Gumilyov, it is a bandwidth of about 300 km, which can stretch in a
latitudinal and meridional direction, sometimes by 0.5 circumference of the planet. He
compared them with geodesic lines. In search of the causes of passionary impulses,
Gumilyov addressed the biological component of human nature.

Into the basis of the solution of inter ethnic contacts, Gumilyov put relations of
Steppe and China. He believed that the migration of the steppe was forced: in the 3rd
century, Central Asia was struck by drought and the nomads began to move to the
northern edge of China. Gumilyov’s main conclusion from the history of 3rd-5th
centuries is the following: lives of two or more mutually hostile ethnic groups in the
same territory turns the state and society into a chimera—an unstable and dangerous
formation for people that enter into it. Gumilyov borrowed the term from parasitology
and believed that chimeras typically occur on the borders of super ethnoses. Chimera is
not the only form of inter-ethnic contacts. There is also an assimilation, which is
absorption of one ethnic group by another; usually it happens during non-conflict ethnic
contact, but it is possible even in the ethnic chimera. During passionary impulses there
can be an integration, which is creation of a new ethnic group at the confluence of
several old ones. Gumilyov singled out two other forms of inter-ethnic contacts, in which
the ethnic groups neither merge, nor be at war with each other: xenia (i.e., “guest”) and
symbiosis. Xenia is a neutral form: people live side by side, without merging, but not
interfering with each other. In symbiosis, a positive form of inter-ethnic contacts, there
are friendly relations, when ethnic groups do not compete, but complement each other.
The nature of inter-ethnic contacts in chimera or in xenia are determined by
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complementarily. But symbiosis, in addition to positive complementarily, is also linked
with the division of labor. Gumilyov explained the conflict of Chinese and inhabitants of
steppe by incompatibility of their behaviors and ethnic traditions.

Lev Gumilyov was one of few historians writing about the role of other cultures
and peoples in the country's past and about mutually enriching cultural interactions and
cooperation not only about "invaders", "the yoke", "patriotic wars" and other cliche of
Russo-centric official Soviet historiography.
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PRESERVATION OF HISTORICAL AND ARCHAEOLOGICAL HERITAGE OF
AZERBAIJAN IN OUR STATE POLICY

(AZBRBAYCANIN TARIXI-ARXEOLOJI IRSININ QORUNUB
SAXLANILMASI DOVLSTIMIZIN SIYASSTINDD)

Elmira JAFAROVA®

ABSTRACT

Madaeni-tarixi irsin qorunub saxlaniimasi, temir ve berpasi, istifade edilmasi,
muzeylarin yeni eksponatlarla zanginlesdiriimasi, gelacak nasillera &turiimasi,
vatandaslarimizda milli-manavi dayerlera hérmat, madani irsimiza sahiblik hisslarinin
formalasmasi dévlatimizin humanitar siyaseatinds asas istigamatlerdan birini taskil edir.

Tarixi 6zalliyin gorunmasi va barpasi tekga tarixin saxlaniimasini, dyranilmasini
ahata etmir, ham da madani irsin derk edilmasi prosesini de 6zlinds aks etdirir. Maddi
madaniyyat abidalari muixtalif obyektiv, subyektiv sebablerden zaman-zaman asinmaya,
dagintilara maruz galir, kdhnalir, avvalki gérkemini itirir.

Tasdiq edilmis siyahiya asasen Azerbaycan srazisinde miuxtalif saviyyade olan
tarixi ve madeni abidaler ddvlat tarafinden qorunur.

Maddi ve madeni dayaerlarin gorunmasi, populyarlagsmasi, tarixi birliyin ve qadim
anenalerin saxlaniimasi, beynalxalq ictimayastin onlara maraginin artiriimasi da dovlat
siyasatinin asas istiqamatlerindan biridir.

Tarixi-arxeoloji irsin saxlaniimasi problemi mduasir ddvrds regional, lokal
kontekstdan global faktora cevrilir ve bunlari nazare alaraq dunya ictimaiyyasti madani
irsin gorunmasina xUsusi diggat gostarir, madeni irsin gorunmasi tgin muxtslif ssnadler
va ganunlar gabul edilir.

INTRODUCTION

The content of activities for the preservation and use of cultural and historical
heritage includes carrying out comprehensive work on restoration or renewal, the
transformation of movable monuments into museum exhibits or objects of cultural and
educational significance.

The preservation and renewal of historical originality is not only a history of
preservation and study, but also a process of perceiving the cultural heritage. Almost all
objects of material culture have been subjected to destruction, aging. The reasons can
be the most diverse: climatic (environmental influences), biological, mechanical and
technological.

The preserving and popularizing the intransigent values of material and spiritual culture,
which has preserved historical unity and ancient traditions, attracting the attention of
international organizations to them is an important area of state policy.

According to the approved list of historical and cultural monuments, taken under
state protection in accordance with the degree of importance, there are 6308 historical
and cultural monuments (among them, 21 monuments of architecture and 44
monuments of world importance), including landscape, monumental and memorial
monuments, decorative and applied art monuments (monuments of folk sculpture)in
Azerbaijan.

In the article, the historical and archaeological heritage of Azerbaijan is
represented by numerous monuments of medieval Shirvan, which include medieval
settlements, architectural ensembles and palace buildings, mosques and minarets,
mausoleums and whole archaeological complexes, testifying to high medieval culture.

*PhD., In History, Associate Professor. Azerbaijan National Academy of Sciences Institute of
Archaeology and Ethnography Department of Medieval Archaeology, Baku.
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The problem of preserving the historical and archaeological heritage at the
present stage is gradually transforming from the local, regional context into a global
factor, and therefore the world community is adopting new means and methods for
preserving cultural heritage, taking into account their inclusion in the country’s economy.

The preservation of cultural heritage is increasingly being considered at the
regional level, special decrees are being adopted on the protection and
preservation of monuments. The Republic of Azerbaijan ratified the Convention on
the protection of the world cultural and natural heritage on December 16,
1993(Caferova,2018:76).

Issues of preserving the historical and cultural heritage are widely
considered at the state level, which is confirmed by the decrees and laws adopted:
“‘On the protection of historical and cultural monuments” (1998), “On the
restoration and preservation of historical and architectural monuments in the
capital of the Republic of Azerbaijan, Baku” ( 2006), “On the improvement of
museum work in Azerbaijan” (2007), “On monumental-sculptural monuments,
memorial and architectural complexes in the Republic of Azerbaijan” (2007)
(Ceforova,2018:76).

It should be noted that not all medieval monuments are fully investigated
and included in the list of monuments of the archaeological heritage of Azerbaijan.

Among the most extensively studied archaeological complexes in the
territory of Azerbaijan, can be mentioned the Gabala Historical and Cultural
Reserve, which was established in 1976 (420 hectares). The remains of ancient
Gabala have been studied for over 60 years. Archaeological excavations are carried out
in Gabala in three major parts: Qukur Gabala, Salbir, Qala section. The main feature of
the reserve is the presence of settlements belonging to different historical periods
from antiquity to the late Middle Ages (Azearbaycan Arxeologiyasi,2008:37-38).
Investigations of many years on the territory of the Gabala Historical and Cultural
Reserve are of great value in studying the genesis of the urban culture of
Azerbaijan (Krim arxeologiyasi,2003:368-369).

In the new century, the archaeological excavations of medieval monuments in
Shamakhy, Shabran, Gabala, Guba, Khachmaz were resumed (Qosqarli,2013: 280-
288; Qosqarl,2015:287-292). Simultaneously, the investigation of new archaeological
sites began. Several field seasons archaeological excavations were concentrated in the
central part of the town of Shamakhy, where the investigation of the medieval Palace
complex was conducted (Shmadov,2010: 199-204; ©hmadov,2015: 293-299).

The result of many years’ archaeological research in the territory of the medieval
settlement of Shabran, which systematically began to be carried out since the late 70s
of the last century, was the declaration of its territory as a Historical and Cultural
Reserve with a territory of more than 166 hectares. (Abbasova2002:7) During the
archaeological research, the remains of defensive structures, the water supply and
sewage system of the city, streets paved with cobblestones, tendirs (oven made of clay
in a hole in the earth), and wellstiled with baked bricks and many metal, glass and
ceramic artifacts were discovered. In general, the thickness of the cultural layer was up
to 5 m. (Knm arxeologiyasi,2003:371-372; Abbasova,2002:8). In 2003, by decree of the
President of the Republic of Azerbaijan Heydar Aliyev, Shabran was declared a
historical reserve and entered the international tourist route (Azaerbaycan gazeti,2003:1;
Abbasova,2002:7). Given the importance of this archaeological complex, further
archaeological research is needed.

Undoubtedly, an important aspect of modern archaeological explorations is not
only further study, but also the preservation of monuments as a historical object.

The creation of the Historical and Ethnographic Reserve Gala in 1988 was a
new stage in the promotion and protection of cultural heritage. In 2008, on the initiative
of the Heydar Aliyev Foundation, in the territory of the Historical and Ethnographic
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Reserve Gala (156 hectares) for the first time in Azerbaijan was created the
Archaeological and Ethnographic Park “Archaeological and Ethnographic Museum
Complex under the open sky” (Yeni Azaerbaycan,2008:2).

In 2018, according to the decree of the President of Azerbaijan [lham Aliyev, a
work plan was outlined on the territory of the Baskal State Historical and Cultural
Reserve in Ismayilli, created in 1989, which includes medieval walls of castles,
mosques, a bath and a fortress (Azerbaycan qozeti,2018:2; Azarbaycan
gozeti,2018:1,7).

The medieval archaeological complexes, performing the function of an open-air
museum, make it possible to preserve not only monuments, but also the historical
territory itself.

The medieval civilization has a centuries-old history, and includes
archaeological and architectural complexes of Azerbaijan, which also gained world
recognition, and which are included in the UNESCO World Cultural Heritage List. The
first object on the territory of Azerbaijan included in this list in 2000 was the Icheri
Sheher Historical and Archaeological Reserve with the Palace of Shirvanshahs and the
Maiden Tower (Coaferova,2010:145). Icheri Sheher received the status of a historical
and archaeological reserve in 1977. Icheri Sheher (22 hectares) covers about 600
historical monuments, including mosques, defensive walls, mullakhana (Moslem
ecclesiastical school), mekteb (school), tekke, bath-houses, underground passages,
kahrizes (underground water-pipes), caravanserai and residential buildings. The old
fortress of Baku has preserved features of different cultures, under the influence of
which it has been existed throughout its centuries-old history (Krim
Arxeologiyas1,2003:370). The inner city, Icheri-Sheher, retained most of the 12th-
century fortress wall surrounding it; besides, tombstones, mausoleums, and mosques
built in a later period have been preserved (ismizade,1973:162-163;
ismizada,ibrahimov,1980:161).

Since 1964 Maiden Tower in Baku is an open museum. At the base of the
Maiden Tower, built in the 12th century, traces of earlier structures were found
(ismizade,Ciddi,1965:66). Many scientists attribute not only cult, defensive, but
also scientific (astronomical) significance to this unique sample of the history and
architecture of Azerbaijan (Ismizade,Ciddi,1973:343-345). The researchers
assume that the military defensive function of the Maiden Tower was only a part of
the whole complex of defensive installations from the northern borders of
Azerbaijan and undoubtedly functioned in the general system of defensive
installations of the State of Shirvanshahs (ismizade,1965:224-226).

The complex of the Palace of Shirvanshahs in Baku was declared a
museum-reserve and taken under state protection in 1964. The ensemble of the
palace consists of the main palace building “Divankhana”, “turbe” (tombs of the
Shirvanshahs) and the palace mosque built in the 1441 year with a minaret, bath-
houses and mausoleum — the tombs of the scholar Seyyid Yahya Bakuvi (“the
mausoleum of a dervish”) (Asurbayli,1992:188).

Archaeological excavations near the southeastern facade of the palace at
agre at depth revealed the foundations and walls of residential premises, alarge
number of tendirs and wells for grainan dwater storage, glazed ceramics, and
coins (Leviatov,1940:21). Remains of material culture indicate that before the
construction of the palace (14th-15th centuries) this area for centuries was one of
the densely populated quarters of the medieval city of Baku (Leviatov, 1948:120,
21).

Constructions relating to the period of existence of the Shirvanshahs’ state
are distinguished by the originality of the Azerbaijani architectural art. They give
reason to judge about the high and very original artistic styles of medieval
architectural schools of Azerbaijan, which, without going beyond the development

85



XIll. ULUSLARARASI TURK SANATI, TARIHi ve FOLKLORU KONGRESI /SANAT ETKINLIKLERI

of trends in architecture, differed at the same time with their color and stylistic
features. However, these facilities have created an opportunity to assess the high
level of medieval town planning culture in Azerbaijan.

Historical and archaeological sites of the Middle Ages in addition to historical
sources and treatises in Arabic indicate that Azerbaijan occupied a certain place in the
system of the Eurasian continent.

Among the monuments that have received world recognition, a special place is
also occupied by the Gobustan cultural landscape consisting of a collection of six
thousand rock paintings. The drawings, recorded in Gobustan, emphasize that the
territory had been populated in the period between the Upper Paleolithic and the Middle
Ages. The Gobustan hillside Buzdash, Kichikdash, Jingirdag and Written Hill covers an
area of 4,500 hectares. It has more than 6,000 rock paintings and over 100,000
archeological materials in various funds. Archaeologists have uncovered 20 shelters
and about 40 barrows have been recorded. The object is located on the territory of 537
ha and is only part of the more extensive protected reserve Gobustan, which was
established in 1966, and in 2007 was included in the UNESCO World Heritage List
(Azarbaycan qoezeti,2007:2; Azarbaycan qezeti,2007:5).

In 1980, a state historical and architectural reserve was established in Lahij: 93
buildings are protected on 80 hectares. Of these, 71 are private houses and 22 are
multi-purpose buildings. In 2015, the skill of processing copper of Lahij (Ismayilli) was
incorporated into the non-material cultural heritage of UNESCO. In the village of Lahij
there were more than 200 workshops of craftsmen, about a hundred types of crafts
were developed (Azarbaycan gazeti,2015:8). The mountain village of Lahij today is a
protected historical and cultural reserve included in the international tourist route “The
Great Silk Way” (Azarbaycan goazeti,2015:8).

The need to preserve, protect and widely popularize the objects of material and
spiritual culture of the Middle Ages, to preserve them for future generations can be an
important component in the development of the concept of preserving the historical and
archaeological heritage.

In order to preserve monuments of cultural heritage under the control of the
state, restoration and reconstruction work is carried out on monuments. With the direct
participation of the state, the Juma mosque in Shamakhy, one of the earliest
monuments of Islamic culture, was restored; restoration work was carried out on the
Sheikh Dursun mausoleum, Diri Baba, Pirsaat khaneki.

CONCLUSION

Historical and archaeological heritage is primarily intended to serve the cause of
patriotic education, the formation of high moral and aesthetic guide-lines in the minds of
generations. Taking into account this factor, modern scientific research should be
directed to the analysis of previously inaccuracies and errors, to identifying ways of
further development of medieval culture in the context of newly established criteria.

Open museums are of great interest to scholars around the world, as they are a
repository of historical and cultural values. A comprehensive scientific investigation of
cultural and historical monuments is of great importance for the study of the medieval
history of Azerbaijan.
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KASTAMONU SEYH SABAN-I VEITi VAKIF MUZESI’NDEN BiR GRUP
NEVSEHIR HALISI

Ahmet AYTAG"
i. M. V. Noyan GUVEN"*

GIRIS

ipek yolu (izerinde bulunan Nevsehir, yerlesim yeri olarak &nemini hep
korumustur. Degisen zamanla birlikte turizm gelismistir.

Anadolu halilari igerisinde Nevsehir, Nigde ve Konya yoresi halilarinin adi,
taninmis hali merkezleri arasinda gegmemektedir. Buna ragmen Orta Anadolu’nun
Nevsehir, halilari, diger hali bélgelerinden farkl renk ve desen 6zellikleri ile geometrik
Uslubun en guizel 6érneklerinin dokundugu bdlge olarak karsimiza ¢ikmaktadir. Bu tarz
gunimazin bile gagdas estetik anlayisina olduk¢a uymaktadir. Genelde halilarda orta
zemin kare veya dikdortgenlere bollnerek iclerine ana motif, zeminde kalan bogluklara
da yine geometrik motif ya da motifler birbiri ardi sira gelecek sekilde yerlestiriimistir.
Genelde halilarin ylzeyine bakildiginda, orta zemini gevreleyen kalin tek bir bordirde
bile sonsuzluk prensibi géze c¢arpar. Bu 6zellik, Selguklulardan gelen bir gelenegdin
yasatilmasi niteligindedir. Bordurlerin iclerinde yine geometrik motifler yer almaktadir.
Nevsehir, Nigde ve Konya yoresi halilarinda genelde rastlanmakta olan en karakteristik
Ozellik, halilarin baglangi¢ ve bitis kisimlarinda, orta zemini ¢evreleyen ana bordirin
haricinde bir borduriin daha yer almasidir. Bu bordlrlerinde iclerinde yine geometrik
motifler bulunmaktadir.

Bdlge halilarinda istar tip tezgah kullanilmistir. Tamamen ylinden mamuldar.
Geleneksel tarz halilarda Ug¢ boy hali tipi gérllir. Sedir halisi (ince uzun), taban halisi
(uzun ve genis), seccadelik hali (kiicUk boy)dan olusur. En ¢ok bulunan renkler yesilin
tonlari, siyah, kahverengi, sari ve visne rengidir. Motif olarak daha ¢ok geometrik Ug¢
madalyonlu kompozisyonlar agirlikhidir. Motifine goére belli bash hali adlari olarak;
“g6bekli, harikli, yilan bahgesi” gibi adlar alirlar.

i Vakif Miizesi.

2006 yilinda Kastamonu ve bdlgesindeki vakif eserlerini ve Seyh Saban-1 Veli
ve kulliyesinde kullanilan egyalarin korunmasi, sergilenmesi i¢in aciimig bir muzedir.
Son yillarda Kastamonu ¢ok énemli ve degerli islere imza atmis olan Vakiflar Bélge
Mudarlagu, bu islerini bu mize ile degerlendirmigtir. Bir vakif kenti olan Kastamonu’da
bu koklli ve soylu uygulamanin en iyi gdsterildigi alan iste bu mize olmustur. Mize
Seyh Saban-1 Veli Killiyesi igerisindeki konaklardan bir tanesinde hizmet gérmektedir.
Mdizenin sahip oldugu eserlerin blyuk bir bolimi Kastamonu'dan, bir kismi da Vakiflar
Bolge Mudirligi’nin sorumlu oldugu illerden toplanan eserlerden olugsmaktadir.

* Dr., Selguk Universitesi, Sanat ve tasarim Fakiiltesi, Konya.
** Dr. Ogr. Uyesi, Kastamonu Universitesi, Giizel Sanatlar ve Tasarim Fakiiltesi, Kastamonu.
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Mizedeki ana eser gruplari, kandiller, el yazmalari, Seyh Saban-1 Veli’nin kisisel
esyalari, halilar ve hatlardir. Birbirinden degerli bu eserler arasinda Seyh Saban-i
Veli’nin kisisel eserleri, 1600’lU yillardan kalma ve ¢ok onemli bir gelenedi gosteren
Sadaka Tasl, 1182 yilindan kalma el yazmasi Kuran-i Kerim ve stil kritik agisindan
Kastamonu’ya 6zgl olan kandiller oldukga ilgi gérmektedir1.
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! https://kastamonu.ktb.gov.tr/ TR-93951/seyh-saban-i-veli-vakif-muzesi.html.28.08.2019.12,08.
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ENVANTER NO : 93
TARIHLENDIRME : 20. Yuzyll ortasi
CINSI : Hali seccade
EBATLARI : 108x169 cm
YORESI : Haci Bektasi Veli
KULLANILAN MALZEME

cOzGU - Yin
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KULLANILAN TEKNIK
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Fotograf: 6.
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FOTOGRAF NO .6
ENVANTER NO : 0061
TARIHLENDIRME : 20. Yuzyll ortasi
CINSI : 104x177 cm
EBATLARI : Hal seccade
YORESI : Haci Bektasi Vel
KULLANILAN MALZEME

cOzGU - Yin

DESEN iPLIGI 2 Yln
BOYA OZELLIGI : Dogal-kimyasal
KULLANILAN TEKNIK : TUrk dGgimu
SONUC

Olarak tespit edilen bes 6rnekten doért tanesi kademeli mihrap niglidir. Iki
tanesinin orta kompozisyon alani bos desensiz, ikisinin orta kompozisyon alaninda ise
hayat agaci vardir. Mihraph doért hali geometrik motiflerle ve yanislarin geometrik halleri
ile bezelidir. Ancak siyah zeminli beginci halinin orta kompozisyon alaninda Ust Uste
devam eden U¢ adet madalyon vardir. Ayrica bu halida geometrik halde hayvan figurleri
vardir. Sirvan halilarini andiran desen yapisi ile dierlerinden ayriimaktadir.

Sark Hali Kumpanyasi etkisiyle maliyeti disirmek ve daha hizli Gretim yapmak
amaciyla anilin boyalari kullaniimigtir. Halilarda pamuk ipliginin kullanimi yine o
dénemde Ulkemize girmistir. Pamuk ipliginin haliya belli bir sertlik kazandirmasindan
dolayi halinin daha saglam oldugu imajini yaratmaya calisarak maliyeti disurmuslerdir.

Desenler en c¢ok ragbet edilenlerden segilmis, ¢bzgl ve atkilarda ucuz
olmasindan dolay! pamuk ipligi tercih edilmis, ipliklerin boyanmasinda ise, pratik olmasi
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nedeniyle anilin boyalar kullaniimigtir. Haftada bir hali kesilmesi nedeniyle dokuyucular
begenilerini, beceri ve yeteneklerini halilarda yeteri kadar gostermemislerdir. Ancak
geyiz icin dokunan, satisa c¢ikarilmayan halilar ince bir begdeninin Urdnudur.
Teknolojideki gelismeler, makine halilarinin ortaya ¢ikmasi, halinin eskisi kadar kar
getirmemesi gibi pek ¢cok nedenle hali eski Sneminin yavas yavas yitirmeye baslamistir.
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SHOPPING HABITS IN THE FASHION AREA (CASE OF ROMANIA)

(MODA ALANINDA AL|$VERi$ ALISKANLIKLARI (ROMANYA ORNEél))
Ozlem KAYA*

ABSTRACT

In today’s modern market, consumer demands and needs are constantly
changing. New processes and steps are needed to keep up with these changes.

In post-modern markets in which consumers have a say, businesses want to
ensure their continuity in the market by meeting consumer demands and needs.
Therefore, factors such as design, low price, flexibility and speed are applied
strategically.

Consumers make many decisions on their purchases. These decisions include
not only the purchase, but also the decision whether to use it after purchase, change or
return it. While consumers want to make rational decisions and maximize their benefits,
they may not always be.

Increasing competition and increasing market conditions have led businesses to
look for ways to survive. One of the most effective methods of this is to identify the
reasons for the purchase of consumers, to investigate their post-purchase behavior and
to develop appropriate strategies for these behaviors. Determining the shopping habits
of consumers is extremely important for countries and sectors in today’s competitive
conditions. In this context, this study aimed to reveal consumer shopping habits in
Romanian fashion sector.

Keywords: Fashionprocess, Shoppinghabits, Romanianapparelindustry

INTRODUCTION

Development of technology has led to changes in the buying behaviors of
consumers. However, in today's modern market, consumer needs and demands are
constantly changing. New processes and steps are needed to keep up with these
changes.

In post-modern markets in which consumers have a say, businesses want to
ensure their continuity in the market by meeting consumer demands and needs.
Therefore, factors such as design, low price, flexibility and speed are utilized
strategically.

Starting from the need to maximize production and compete in a volatile market,
many fashion retailers and businesses also collect critical information about target
consumers and try many ways to attract and manage these groups successfully
(Harrison, 1992; Smith andBurns, 1996; McKenna, 2000).

Along with the developments in marketing in the economy, it is emphasized that
the object which is adopted as fashion (clothing, shoes, automobile, perfume, furniture,
etc.) can be sold. It is known that there is a strong relationship between the predictability
of the wishes, needs and expectations of consumers and the salability of the object. In
this respect, meeting the expectations of consumers may affect their shopping habits
and attitudes.

The color, shape, pattern and brand of the fashion product (clothes) may vary
based on the characteristics of the person such as age, gender, status and personality.
The fashion product provides functional and psychological status as well as functional
benefits. It is a known fact that garments, which are also used as a means of self-
expression, are determinants of consumers' decisions and affect the shopping process.

*Assist. Prof. Dr., Hitit University, Faculty of FineArts, Design and Architecture,Department of
TextileandFashion Design.
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These decisions include not only the purchase a good, but also the decision whether to
use it after purchase, change or return it.

When shopping is considered as a problem-solving process for consumers, the
time spent on buying clothes depends on how much consumers care about problem-
solving in the shopping process. Three types of purchase decisions may be mentioned.
These are routine purchasing decisions, limited solution decisions and comprehensive
resolution decisions. Consumers make purchases according to one type of purchase
depending on the magnitude of social, psychological and financial risk they perceive. As
the risk perceived by the consumer increases, its interest is expected to increase.
Interest may be defined as the personal attention or interest shown to the stimulus in a
particular case. As interest increases, the consumer tries to minimize the risks of
purchasing and using the product and maximize the benefits (Odabasi ve Oyman,
2002).

Increasing competition and intensifying market conditions have led businesses
to look for ways to survive. One of the most effective methods of this is to identify the
reasons for purchases of consumers, investigate their post-purchase behavior and
develop appropriate strategies for these behaviors. Determining the shopping habits of
consumers is extremely important for countries and sectors in today's competitive
conditions. In this context, this study aimed to reveal consumer shopping habits in the
Romanian fashion sector.

Shopping Habits in Fashion

Consumption and consumer behaviors have become an important phenomenon
in our daily lives and the world of marketing. In order to determine the buying behavior
patterns of consumers, it is necessary to determine what their wishes and needs are,
find out what, where and how consumers buy by developing certain strategies and
determine which factors affect their decision-making processes. The garments that act
as a buffer between the physical structure of the individual and the sociological,
economic and psychological environment take their place in our lives as an
indispensable need of human beings. Especially with the concept of fashion, the
importance of fashionable and trendy garments has increased for today's consumers.

When people want to buy a product, they go through a series of successive
decision-making steps. These stages (Gurbiz ve Dogan, 2013) are the emergence of
need, information search, evaluation and selection of alternatives, purchasing and post-
purchase behaviors. In the literature, these factors, age, gender, race, income,
profession, culture, social class, lifestyle, reference groups, interpersonal interaction
and needs of psychological factors, motivations, perception, learning, personality and
attitudes are influenced by many factors such as consumption, and consumption habits
are shaped.

High Utilitarian Low Utilitarian
rcinforcement rcinforcement
High Informational - -
& Accomplishment A ccumulation
reinforcement
Low Reinforcement . N
Hedonism Maintenance
reinforcement

Figure 1: Oper and Classification of Consumer Behaviour (References:
NewmanandFoxall, 2003)
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As shown in Figure 1, it is possible to classify consumer behavior as follows:
- Success

- Hedonism

- Accumulation and

- Maintenance (NewmanandFoxall, 2003)

The perception of a fashion product and clothing is an element that affects the
shopping process. In particular, style, elegance, modernity, beauty, comfort, posture,
shopping centers and consumers are the main elements of happiness.

In this study, where the shopping habits of Romanian people in the field of
fashion were aimed to be revealed, the data of the research conducted by a data and
measurement company on 1100 people were transferred by considering the data of the
‘Romanian Country Report”. When the country report data were considered in terms of
shopping habits:

- Considering the reasons for shopping: Discount seasons, boredom with old
items, special occasions, holidays or special occasions, when a new fashionable
product is needed, especially for young people aged 18-24 and over 25 years of age,
new season start (increased shopping rate) are more preferred.

- Looking at the situation with whom consumers go shopping: Consumers shop
alone, or with them, they bring their spouses and close friends. Close friends who go
shopping are usually both sexes. The friends that consumers bring with them often use
shopping as a means of socializing because they spend time outside, or they want to
get the opinion of a trusted person. Consumers between the ages of 18 and 24 often
dress in the same style as their friends.

- Looking at the ways in which consumers are affected in deciding what they
want to buy: Consumer showcases, close friends, especially ladies on the street,
influenced by what other women wear, preferences of international celebrities,
magazines, TV, influenced by fashion programs.

- Considering the factors that trigger shopping: It was concluded that consumers
are triggered for shopping by being influenced by the products on display, discounts,
recommendations from their environment, highly appreciated products, fashion, special
days and seasons.

When the factors affecting apparel exchange are examined,

The factors that Romanian consumers pay attention to during the purchasing
stage are:

- Fabric and sewing quality of the product

- Brand warranty

- Modern and beautiful cuts to suit the train

- Pricing is very important, especially young people who depend on their
families prefer affordable products.

- Quality / Price ratio

- Young people prefer vivid and colorful products, while adults prefer dark-
colored products.

- Looking at the shopping habits in general,

. The vast majority of consumers (87%) decide what brand to buy when
they go shopping.

. Single consumers obtain their products by being influenced by their
friends, celebrity magazines and advertisements.

. Married consumers are generally affected by their spouses and friends
and prefer similar products.

) Women pay more attention to the brand than men, and especially visual

ads are very effective on women's brand preferences.
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. Most consumers make their purchases especially from boutiques and
shopping centers on the street where product variety is higher (especially youngsters
and young adults).

. At the entrance of the shopping center, the preferences of consumers
are towards having favorable price ranges.

. The average amount of occasions of going out for shopping is twice a
month, while the average number of purchases is around once a month.

. Ladies shop for a much larger amount of clothing than men.

. Romanian consumers (2/3) do their shopping without waiting for the

discount season. Among these consumers, young adults have a large share.

CONCLUSION

As Kaiser (1997) states, fashion is the process of producing a new style,
introducing it to consumers and accepting it later and then wearing it out in a planned
way. In other words, it is a social phenomenon that combines the attractiveness of
similarity and harmony with attraction of differentiation and change.

Nowadays, fashionable dressing is a social communication tool that enables the
society to communicate with other members. It is an image that shows that individuals
are in the same social group. The fashion of the individual ensures that their social
identity is confirmed. Thus, the individual feels a sense of belonging to a society,
organization or group. At the same time, fashion allows the individual to create their own
style on the one hand and on the other hand, distinguish themselves from others.

Together with fashion, the consumer culture encourages individuals to meet
their needs quickly, enjoy their shopping and realize themselves. As Lipovetsky (2005)
points out, this culture tells individuals that they should consume more, love themselves
and not give up on anything in doing so. Additionally, this culture increases the existing
consumer desires by factors such as mass media tools, fashion and advertising. In the
consumer society, it is desirable to keep the consumers' wishes and desires alive in
order to maintain production and consumption continuously.

Increasing competition and intensifying market conditions have led businesses
to look for ways to survive. One of the most effective methods of this is to identify the
reasons for the purchases of consumers, investigate their post-purchase behavior and
develop appropriate strategies for these behaviors. Determining the shopping habits of
consumers is extremely important for countries and sectors in today's competitive
conditions. In this respect, in this study, shopping habits in Romania in the field of
fashion were revealed, and consumer behaviors were put forward for this purpose.
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KASTAMONU SEYH SABAN-I VELI VAKIF ESERLERI MUZESI’NDE BULUNAN BIiR
GRUP ORTA ANADOLU HALISI

i. M. V. Noyan GUVEN*

GIRIS

Tark kaltir ve sanat tarihi, Turklerin toplumsal degerler bitind olusturuldugu
kadim zamanlardan ginimuze incelendiginde, ¢evresinden edindigdi tim bilgiyi sosyo-
kllturel yasamina dahil etmis ve birikimini kendi anlayisiyla yodurarak bir kultir 6gesi
haline dénlUstirmastar.

Tark dokumacilik sanati, gegmisteki kltirel degerleri giinimuze tasiyabilen en
onemli kaynaklardan birisidir. Kultdrel birikimimize bakildiginda; kdékene baglilik, renk,
kompozisyon ve islevsellik baglaminda Tdrk dokumalarin énemi daha net gorallr.
Tarklerin dzellikle Orta Asya’da hem iklim kosullarina hem de gdrsel zevklerine binaen
gelistirdikleri dokuma kulttirin giinimuzde de devam ettigi gérilmektedir.

Tarkler Orta Asya’dan Batr'ya dogru yapmis olduklari fetihlerle birlikte hali
dokumacihgini da beraberinde getirmistir (Okumura vd., 2007,77).

Anadolu halilarini, zengin kompozisyonlari bélgesel farkliliklarda g6z 6nine
alindiginda, genel olarak Bati, Orta ve Dodu Anadolu halilar olarak ¢ gruba ayirabiliriz.
Orta Anadolu’'nun Nevsehir, Nigde ve Konya'yi kapsayan bdlgede dokunan halilar,
yoreye 6zgu karakteristik ve farkh renk, boyut, kompozisyon ve desen Ozellikleri ile
geometrik anlayisin en guzel cesitlerini olustururlar. Genelde dar ve uzun bigimde
halilar gértlmektedir. Dokumalarda Tark digima kullaniimis ve kalite olarak 10 cm? 'de
yatayda 14-25, dikeyde 14-25 dugum aralidi tercih edilmistir. DUgim siralari arsinda 4-8
atki kullanimi goérilmektedir. DUgum ve atki sikligi dokumalara seyrek bir gérinim
saglamaktadir. S6z konusu dokumalarda kullanilan malzeme yindur(Ciloglu, 1999, 95-
96)

Orta Anadolu ki dokuma merkezleri dzellikle seccadeleri ile de ayr bir 6neme
sahiptir. “Seccadeler dénemi Ladik, Kirsehir-Mucur, Milas, Goérdes vd. ile ginimuize
kadar devam etmistir. Farkli yorelerde, degisik renk, kalite, malzeme ve maotiflerle
Uretilen bu seccadelerde, Selcuklu ve Osmanli hali sanatinin etkileri yogun olarak
g6rulmekte beraber her biri kendi bélgesinin, folklorunun izlerini tasir’.(Aytag, 2005, 57)

Cicim, zili, kilim gibi kirkitlihavsiz diz el dokumalarinin yani sira kutnu, kemha
vb. ile nakis isli kumas dokumalardan yapilan seccadeler de vardir. Ancak, namaz
kilarken secde edilecek yénde yere serilen hali( Onder, 1995, 174) ya da kaynagini
islamiyet'ten alan ve lzerinde namaz kilinan kiigiik hali (Bayraktaroglu, 199; 57-64)
olarak tanimlanan hali seccadeler, tanimlardan da anlasilacag! Uzere yer yaygisindan
ziyade Uzerinde ibadet etmek amaciyla Uretilmislerdir.

Onceki ylzylllardan bugiine kadar ulasan en eski hali seccadelerin ise 15.
yy’'den kalmig oldugu bilinmektedir ( Aslanapa, 2005, 210).

Bu seccadelerden (¢ tanesi istanbul Tirk ve islam Eserleri Miizesinde
muhafaza edilmektedir. Seccadelerden biri koyu mavi zemin Uzerine Ust Uste 2 sira, yan
yana 8 adet olmak Uzere toplam 16 mihrabi olan bir halidir. Mihraplarin etrafi kirmizi ile
cevrelenmis ve kenarlari mor renklidir. Mihraplarin igerisinde ise 8 kdseli yildizlar, buyuk
bordiirde ise kifi yazilar yer almaktadir. ikinci seccade ise yan yana bes mihrabi olan
bir saf seccade olup, zemin beyazdir. Mihraplar ise koyu mavi ve yesil renklidir. Mihrap
niglerinin birlestigi noktalarda kdfi harfe benzeyen kancalar ve niglerden asagi
sarkitilmis Gger adet kandil yer almaktadir (Aytag, 2002, 32).

Seccadeler 15. Yuzylil ve sonrasinda Gentile, Giovanni Bellini, Carpaccio, Lotto
gibi dénemin ressamlarinin tablolarinda da tasvirlenmistir (Aytag; Aksoy, 2006).

*Dr. Ogr. Uyesi, Kastamonu Universitesi Giizel Sanatlar ve Tasarim Fakiiltesi Geleneksel Tiirk
Sanatlar Bélimu, Kastamonu.
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Kastamonu Seyh Saban-| Veli Vakif Eserleri Mizesi barindirdigi dokumalariyla
da Kastamonu'da 6nemli bir yapidir. Mize'de yer alan Orta Anadolu’nun muhtelif
bdlgelerine ait kilim- hall seccadeler ¢alismaya konu olarak segilmisgtir.

KATALOG

ORNEK NO :0067

FOTOGRAF NO |

INCELEME TARIHI :16.05.2019

ILGILI KOLEKSIYON :Kastamonu Seyh Saban-I Veli Vakif
Eserleri Mlzesi

IMALAT TARIHI : 20. YUuzyil

CiNSI - Yin-Hal

YORESI : Kirsehir Mecit Mucur
EBATLARI :105X163 cm
SECILEN KONU . Bitkisel bezeme
KULLANILAN MALZEME :Yin

BOYA OZELLIGI : kimyasal

DUGUM TEKNIGI : Turk Da4gumua
DURUMU : Saglam

o= ] =
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ORNEK NO
FOTOGRAF NO
INCELEME TARIHI
ILGILI KOLEKSIYON
Eserleri Mizesi
IMALAT TARIHI
CINSI

YORESI

EBATLARI

SECILEN KONU
KULLANILAN MALZEME
BOYA OZELLIGI
DUGUM TEKNIGI
DURUMU
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:0074

2

:16.05.2019

:Kastamonu Seyh Saban-1 Veli Vakif

:20 Yuzyil

: Yun- Hal

: Cankir Yoresi

:79 X137 cm

: geometrik bezeme
:Yun

: kimyasal

:Tark DGguma

: saglam

ORNEK NO
FOTOGRAF NO
INCELEME TARIHI
ILGILI KOLEKSIYON
Eserleri Mizesi
IMALAT TARIHI
CINSI

YORESI

EBATLARI

SECILEN KONU
KULLANILAN MALZEME
BOYA OZELLIGI
DUGUM TEKNIGI
DURUMU

:0089

:3

:16.05.2019

:Kastamonu Seyh Saban-1 Veli Vakif

:19.Yuzyil

:YUn Seccade Hali

: Kirsehir

:103X173 cm

: geometrik ve bitkisel bezeme
:Yun

: kimyasal

:Tark DGguma

: saglam
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ORNEK NO
FOTOGRAF NO
INCELEME TARIHI
ILGILI KOLEKSIYON
Eserleri Miizesi
IMALAT TARIHI
CINSI

YORESI

EBATLARI

SECILEN KONU
KULLANILAN MALZEME
BOYA OZELLIGI
DUGUM TEKNIGI
DURUMU

:0100

4

:16.05.2019

:Kastamonu Seyh Saban-1 Veli Vakif

:20. Yuzyil

:YUn Seccade Hali

:Nigde Ortakdy

:105X165 cm

: geometrik ve bitkisel bezeme
:'Yun

: kimyasal

:Tark DGguma

: saglam
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C")RNE[( NO :0117
FOTOGRAF NO 5
INCELEME TARIHI :16.05.2019

ILGILI KOLEKSIYON
Eserleri Mizesi

:Kastamonu Seyh Saban-| Veli Vakif

IMALAT TARIHI :19. Yuzyil

CiNSI : YUin Seccade Hali
YORESI :Eskigehir Mihalcik
EBATLARI :105X143 cm
SECILEN KONU : geometrik bezeme
KULLANILAN MALZEME :YUn

BOYA OZELLIGI : kimyasal

DUGUM TEKNIGI :Turk DGgumu
DURUMU :

SONUC

Arastirmaya konu olan halilardan ¢ tanesi mihrapli seccade formuna sahiptir.
Bir tanesi madalyonlu tarzda digeri ise serbest kompozisyonludur. Ancak mihrapli olan
Ugl disindaki diger iki dokumanin da élgli olarak seccade tarzina yakin ebatlarda
olmalari dikkat cekicidir.

Mihrapli olan Ug¢ halida da orta kompozisyon alani desensiz ve kirmizi renklidir.
Madalyonlu olanda ise geometrik motif yogunlugu dikkat cekmektedir.

Kirsehir yoresine ait mihrapli hali seccade Nigde ve Eskigehir ile sema ve renk
olarak birbirine yakin bir portféy gizerken serbest bitkisel kompozisyonlu birinci Kirsehir
halisi desen yapisi ve renkleri ile digerlerinden ayriimaktadir.

Kastamonu Seyh Saban-l Veli Vakif Eserleri Mizesi dokimlne kayitli Orta
Anadolu hali dokumalarinda kullanilan motif, bigim, renk ve kompozisyonlar geleneksel
Tark dokumalarinin ¢ézimlenmesi baglaminda olduk¢ga Onemlidir. Dokumalarda
kullanilan motif ve kompozisyonlarin olusturdugu buttnlik, denge ve uyum Kkulttrel
birikimimizin de bir géstergesidir.
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1. CILOGLU, H. (1999). Nevsehir, Nigde, Konya Yéresi Halilarinin Kompozisyon
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ROMANIA-TURKEY TRADE OF TEXTILE AND APPAREL SECTOR

(TURKiYE’NiN ROMANYA iLE TEKSTIL VE HAZIR GiYiM SEKTORU TiCARETi)
Ozlem KAYA*

ABSTRACT

As the world's sixth largest exporter of apparel, the Turkish apparel sector is
one of the leading sectors of our country's economy with its heavy weight in production
and employment. When the textile and apparel sector considered together, the gross
domestic product, manufacturing and the share of industrial production, exports, net
foreign currency inflow to the economy, employment, in terms of macro-economic
aggregates such investment is one of the important sectors in Turkey. Turkish textile
and apparel sector is an export-oriented sector.

With the abolition of quotas in 2005, there was a strong competition in supply
and demand in the world apparel market. Due to the deteriorating economic conditions,
the importance of price in consumers' purchasing decisions has started to increase in
many countries. In particular, the fact that consumers demanded products of a certain
quality at lower prices has created significant price pressure on garment products.
Therefore, this pressure has led to fierce competition both between producer countries
and between producers in the same country.

In order to survive and compete under these conditions in the sector where
intense competition is experienced, it is necessary to pay attention to many points and
establish a firm ground on trade relations between countries. In this context, textile and
apparel sector in line with the requirements of export and import rates play an important
role for Turkey, Romania must set forth the commercial relations between Turkey and
Romania and were evaluated in this study.

Keywords: Textile and apparel sectors, Export and import rates, Apparel trade

INTRODUCTION

With fierce competition in the world and having a significant foreign trade
volume, the textile and apparel sector, on the other hand, is one of the leading sector
that seriously contributes Turkish economy in terms of both value-added and
employment, and also exports.

Stamping on the industrialization period of the developed countries that were
practiced in the 18" century, the textile and apparel sector plays a similar role in the
economic development of developing countries today (Ramaswamy and Gereffi, 2000;
Allwood, 2006; Gelb, 2007).

Being one of the world's leading cotton manufacturers provides a competitive
advantage to Turkey in the raw material procurement to the textile and apparel sector.
In addition to being an important cotton manufacturer, due to high domestic demand,
Turkey takes place near the top in world cotton consumption, too. Turkey also takes
place near the top in the world in terms of cotton imports.

Revealing the current situation of Turkey’s trade with Romania in the textile and
apparel sector in line with the manufacturing processes and import and export rates is
the aim of this study. Secondary research methods were used to achieve the aim of the
study. In the secondary data collection method used to achieve the aim of the study,
written and visual sources related to the sector and especially sectoral reports of
national and international public institutions and organizations were examined. In this
context, using the data of the International Trade Center (ITC), export and import data

*Assist. Prof. Dr., Hitit University, Faculty of FineArts, Design and Architecture,Department of
TextileandFashion .
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between Turkey and Romania was created by the author in tables at a sectoral level,
besides, the trade flow was analyzed through these tables.

In the study, 2014-2015-2016-2017-2018-2019 data of the textile and apparel
sector were used. These data have been preferred because of being the most current
data. However, with this work, export and import rates realized in the textile and apparel
sector in line with product codes and product types have been revealed in the lights of
tables, and evaluations have been carried out.

Romania-Turkey Trade of Textile and Apparel Sector

Being one of the world's largest textile and apparel exporters, the Turkish textile
and apparel sector, with its weight in production, employment, and export, is one of the
leading sectors of the national economy today. When the textile and apparel trade
performed by Turkey is evaluated, except for some subgroups, it is possible to say that
it follows a rising tendency in trade.In particular, when the year of 2019 is evaluated by
months;

In the period of January-March 2019, the textile and apparel exports from
Turkey to the Middle East countries, Old Eastern Bloc countries, African
countries,American countries and Free Zones have increased at rates varying between
6,8% to 22,8%.

On the other hand, there was a decrease at rates varying between 4,2% to
21,3% in exports to European Union countries, Asia and Oceania countries, Turkic
Republics and other European countries. 68,4% of the sectoral exports were made to
European Union countries and there was a decrease of 4,2% in this country group.

In the first quarter of 2019, Germany, Spain, United Kingdom, Netherlands,
France, Iraq, and Italy have been the countries that made the most textile and apparel
imports from Turkey. Among the top ten countries to export; while there was an
increase in the exports to four countries at the rates varying between 0,5% and 13,7%,
a decrease was seen in the exports to six countries at the rates varying between 0,05%
and 11,8%. In this period, the highest increase in exports was recorded in exports to
Israel with 13.7%.

In the textile and apparel exports of Turkey, mainly product group has been
knitted apparel products for years. In January-March 2019, the share of knitted apparel
products in the total textile and apparel imports has been 50%, it has been 38,5% for
woven apparel and 10,3% for apparel goods.

In January-March 2019, there was an increase in one of the three basic product
groups of textile and apparel at the rate of 4,2%, while a decrease was seen in two of
them at the rates of 0,9% and 9,4%. In this period, while knitted apparel products have
been exported in the amount of $ 2,3 billion with a decrease of 0,9%; exports of woven
products increased by 4,2% and risen to $ 1,7 billion; on the other hand, apparel
exports have been $ 464,4 million with a decrease of 9,4%.

As of the end of the first quarter, while the increase of exports in the woven
apparel products (4,2%) was higher than the increase of sectoral exports (0,1%), there
were decreases in the other product groups.

In January-March 2019, textile and apparel products in the worth of $ 3.1 billion
have been exported to 28 European Union countries from Turkey. With this figure, the
share of 28 European Union countries in Turkey's total textile and apparel exports has
been 68,4%. This share is 3 points lower than that of the same period of 2018 (71.4%).
Exports to European Union countries decreased by 4.2% in the period of January-
March 2019. While sectoral exports increased by 0.1%, exports to European Union
countries decreased by 4.2%, which indicates a loss of performance in exports to EU
countries.

While textile and apparel exports increased by up to 133,8% in 10 of the 28
European Union countries; exports to 17 countries decreased by the rates varying
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between 0.05% to 68%.

In January-March 2019, the country with the highest rate of increase in exports
in the European Union countries has been Slovakia with an increase of 133,8%, in an
amount of $ 36.8 million. Hungary, Portugal and Romania are other European Union
countries where textile and apparel exports increased at a high rate (ITKIB, 2018;
IHKIB, 2019).

In April 2019, the share of total textile and raw materials exports in our general
exports has been 5,6%. In April 2019, our textile and raw materials exports decreased
by 1.8% and realized as $ 858 million.

In the period of January-April 2019; when the prominent countries in Turkey’s
textile and raw materials exports are evaluated, it is seen that Italy has been the most
important export market. In April-May-June and July, Romania has been among the top
ten countries in Turkey's textile sector exports. She ranks fourth in the export of woven
fabrics in April-May-June and July. On the other hand, in terms of knitted fabrics
exports, while she was in seventh place in April and May; we see Romania in the eighth
rank in June and July. On the other hand, in the technical textile exports, Romania has
been one of the leading countries with exports increase.

In May 2019, the share of total textile and raw materials sector exports in our
general exports has been 5,9%. In May 2019, our textile and raw materials exports
increased by 6,5% and realized as $ 987 million.

In June 2019, the share of total textile and raw materials sector exports in our
general exports has been 5,5%. In June 2019, our textile and raw materials exports
decreased by 6,2% and realized as $ 639 million.

In the period of January-June 2019, the special yarn and fabric product group
that our exports increased most has been quilted shaft goods with an increase of 14,5%
in our exports. Romania ranks first in this product group. She was third in July, on the
other hand.

In the period of January-June 2019, the second important product group in our
home textile fabrics exports has been furnishings shaft goods with an amount of $ 62
million. Also in this product group, Romania ranks third in the field of furnishings shaft
goods (Exporter Associations Figures, July, 2019).

In July 2019, the total exports of textiles and raw materials sector in Turkey
have been $ 847 million with a decrease of 3,1%. In the period of January-July 2019,
total exports of textiles and raw materials decreased by 5,8% to $ 5.8 billion (iITHIB,
2019).

As of 2017, $ 8.8 billion of apparel exports stemmed from knitted products and
$ 6 billion from non-woven products. In 2018, on the other hand, our country has
realized knitted products export of $ 9 billion and non-knitted products export of $ 6,3
billion. The most prominent export items among the knitted products have been as
follow: t-shirts, $ 2.8 billion, slipovers, $ 1.9 billion, sets for women and girls, $ 1.24
billion, socks, $ 1 billion.

The most prominent export items among the unwoven products, in 2018, have
been as follow: sets for women and girls, $ 2.7 billion, sets for men and boys, $ 1.5
billion, blouse and shirts for women and girls, $ 703 million, shirts for men and boys, $
568 million (Ministry of Commerce, 2019).

Table 1: Turkey’sExportstoRomania

Bedlinen, table linen, toilet linen and
kitchen linen of all types of textile

6302 14,245 14,075 16,139
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materials (excluding . . .

6304

Articles for interior furnishing, of all types
of textile materials (excluding blankets
and...

2,958

2,117

7,947

6305

Sacks and bags, of a kind used for the
packing of goods, of all types of textile
materials

1,745

2,096

2,684

6303

Curtains, incl. drapes, and interior blinds;
curtain or bed valances of all types of
textile . ..

1,759

1,269

2,413

6301

Blankets and travelling rugs of all types
of textile materials (excluding table
covers, bed spreads . . .

1,120

1,389

1,228

6306

Tarpaulins, awnings and sunblinds;
tents; sails for boats, sailboards or
landcraft; camping . . .

308

739

1,121

6307

Made-up articles of textile materials, incl.
dress patterns, n.e.s.

1,301

996

1,089

6310

Used or new rags, scrap twine, cordage,
rope and cables and worn-out articles
thereof, of textile.. .

148

122

125

6308

Sets consisting of woven fabric and yarn,
whether or not with accessories, for
making up into... .

356

231

74

6309

Worn clothing and clothing accessories,
blankets and travelling rugs, household
linen and articles. . .

2019).

International Trade Center (ITC, 2019)

When Turkey’s apparel imports are evaluated, with the process of removing
quotas, especially as of 2003, it started to rise rapidly and reached $ 2.5 billion as of
2016. However, in 2017, apparel imports decreased by 16.3% and realized as $ 2.1
billion. In 2018, sector imports decreased again and realized as $ 1.7 billion.
When the apparel imports are evaluated on the basis of products, it is seen that
nonwoven wearing apparels take an important place with $ 1.1 billion. Among these
products, particularly sets for women and girls and sets for men and boys played an
important role in imports. In knitted products, while imports have been realized as $ 621
million, slipovers and t-shirts were the most important items (Ministry of Commerce,

Table 2: Turkey’slmportsfromRomania

Men's or boys' suits, ensembles,

dresses, skirts, divided skirts,
trousers, . ..

6203 jackets, blazers, trousers, bib and 6,187 | 5,909 | 5,380 | 5,384 5,788
brace overalls, breeches . . .
Women's or girls' suits,

6204 | ensembles, jackets, blazers, 7.330 | 6,831 | 5,419 | 4,498 | 3,348
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Men's or boys' overcoats, car
6201 coats, capes, cloaks, anoraks, 5,508 | 3,977 | 2,936 | 2,651 3,151
incl. ski jackets, windcheaters, . . .
Garments made up of felt or
nonwovens, whether or not

6210 impregnated, coated, covered or 879 98 88 3,385 3,059
laminated; . ..
Women's or girls' overcoats, car

6202 coats, capes, cloaks, anoraks, 4,714 | 4,046 | 4,437 | 2,709 2,136

incl. ski jackets, windcheaters, . . .
Women's or girls' blouses, shirts
6206 and shirt-blouses (excluding 2,782 | 2,066 | 1,577 | 1,182 734
knitted or crocheted and vests)
Men's or boys' shirts (excluding
6205 knitted or crocheted, nightshirts, 972 967 610 625 561
singlets and other vests)

Made-up clothing accessories and
6217 parts of garments or clothing 222 261 188 226 346
accessories, of all types of . . .
Tracksuits, ski suits, swimwear
6211 and other garments, n.e.s. 527 611 623 335 267
(excluding knitted or crocheted)
Women's or girls' singlets and
6208 other vests, slips, petticoats, 31 32 75 62 107
briefs, panties, nightdresses, . . .
Brassieres, girdles, corsets,
braces, suspenders, garters and
similar articles and parts thereof,

6212 255 236 257 139 21

Babies' garments and clothing
6209 accessories of textile materials 29 30 24 13 8
(excluding knitted or crocheted . . .
Ties, bow ties and cravats of
6215 textile materials (excluding knitted 1 7 4 13 8
or crocheted)

Shawls, scarves, mufflers,
6214 mantillas, veils and similar articles 14 3 1 180 7
(excluding knitted or crocheted)
Gloves, mittens and mitts, of all
6216 types of textile materials 2 3 28 41 1
(excluding knitted or crocheted . . .
Handkerchiefs, of which no side
6213 exceeds 60 cm (excluding knitted 0 1 0 0 0
or crocheted)

Men's or boys' singlets and other
vests, underpants, briefs,
nightshirts, pyjamas, bathrobes,

6207

International Trade Center (ITC, 2019)

Revealing the trade of Turkey with Romania for textile and apparel sector, this
study points out that there is a need to pay attention to many points and to establish the
commercial relations between countries on a solid basis especially in order to survive
and compete in the sector where there is an intense competition. In this context,
recovery of trade in the textile and apparel sector that plays an important role both for
Turkey and Romania and fulfillment of necessary steps for the sustainability of this
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condition is extremely important.

CONCLUSION

Textile and apparel sector is a sector where intense competition has been
experienced in the world and which has a significant foreign trade volume, on the other
hand, it seriously contributes to the Turkish economy in terms of both added value,
employment, and exports.

Today, Turkey's textile and apparel sector affects the national economy in a
wide range of from agriculture to trade, and from employment to other industries.
Therefore, the new competition period that the sector will enter in foreign trade is of vital
importance for the national economy.

Ensuring the sustainability of textile and apparel production and export in
Turkey is only possible by reaching a broad market space. To reduce dependence on
the EU market, which is the main market of our textile and apparel wearing exports to
date and also includes important textile exporting countries inside and to increase the
export rate, new markets should be sought and plans and steps should be taken to
protect existing markets.

In this context, trying to reveal the textile and apparel trade of Turkey with
Romania, this study showed that Romania is an important market for Turkey, and that
trade relations between the two countries have improved positively and that Romania is
among the top ten countries in many fields of export and import.

Turkey will be able to be afloat to the extent that she allows production and
export increase in the textile and apparel sector and will continue to exist in the market.
However, for sustainable development, Turkey should maintain the export performance
of the sector, besides, alternative sub-sectors need to be developed, too.

In this context, Turkey’s efforts to focus on investments in new industrial areas
related to the textile and apparel wearing sector, which provide new advantages in
global conditions and whose share in world trade is increasing and with high added
value are of great importance.
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MATRAGINASUH’UN BEYAN-I MENAZIL SEFERNAMESI’NDE KUBBELER VE
MINARELER

DOMES AND MINARETS IN MATRAKCI NASUH’S BEYAN-I MENAZIL ITINERARY

Karim MiRZAEE®
Sultan YILDIRIR**

ABSTRACT

One of the voyage which is portrayed by Matrakgi is Irakeyn voyage which is
done by Sultan Suleyman. During this voyage he stayed in Tebriz for a long time.
Matrak¢iNasuh had portrayed the city views that he went through and he also drawed
the conditions of the construstions in a idiosyncratic way and he intrusted these to us.

In terms of architectural work of art; it is said that the mosques do not only
sybolise itself they also reflect the domination of the beliefs of the people in the city on
the basis of symbolic work of the mosques. The outer view and grandness of the
mosque demonstrate the importance of the city for its country. The high domes,
minarets, ceramics of exterior wall, where the mosque is situated, width of the yards of
the mosques, buildings and trees around the mosques are the indication of the
importance of economy and political ways of the city.

The recommedations of Matrak¢i carry value for us. During the period in which
the camera was not invented his recommendations brought ligth on the urbanisation
and landscaping, conditions of the buildings etc. These features of the city of
XVl.century have an importance to inform and educate the recent generation as well as
the posterity. In the recommendations of Matrakgi the river and water life is to beautify
the country life. The more water the more green places, palaces with green gardens etc.

GIRIS

Matrakgi Nasuh diye sodhret bulan Nasuhi’'s —Silahinin istanbul’dan iran ve
Irak’a kadar olan menzil ve konak yerlerini ve yol Uzerindeki dag ve sehirleri gosteren
topografik bir nevi Anadolu atlasi, XVI. Yuzyiln orijinal eserlerindendir. istanbul
Universite Kiitiiphanesi'nin Yildiz Yazmalar arasinda ve 35 numarada bulunan mahim
eser de TTK tarafindan bu yil igerisinde (2015) bastiriimaktadir’ Daha énce istanbul
Universitesi T5964 kaydiyla bulunan elyazmasi orijinal eser elimizde bulunan tek
nushadir. Tabiiki 6nemli bilim adamlari eserin ¢ogaltimlan Uzerinde c¢alismalar
yapmislardir. Prof.dr. Hiseyin G. Yurdaydin bunlardan ilki olup, arkasindan Prof.Dr.
Nesimi Yazici bu konu Uzerine galismalarda bulunmustur.

Matrakgl nin katildigi ve qittigi yerleri resmettigi seferlerden birisi de Osmanli
Padigsahi Kanuni Sultan Suleyman Han'in Irakeyn Seferi olup, Beyan-i
MenazilSefernamesi’nin son bolimindn 15331535 iran Uzerine yaptigi bu sefer
sirasinda Tebrizde uzunca bir siire kalmislardir’. Matrakgi Nasuh, gectigi kentlerdeki
gérinimu ve yapilarin durumunu, kendine has bir Uslupla resmetmis ve bu 6zel 6zerin
bir yerinde manzum olarak;

“Bu resmi cem’iden menzil be-menzil

Dedi adina Mecmu‘iMenazil”

**Dr., Tebriz Islam Sanati Universitesi Ogretim Uyesi, Tebriz.

> Ogr Gor., Akdeniz Un. Serik Giilsiin Stileyman Siral MYO Ogretim Gérevlisi, Antalya, Turkiye.
Ismall Hakkl Uzuncarsili, Osmanl Tarihi, Il. Cilt, TTK Basimevi, Ankara, 10. Baski, 2011, s. 607.
Huseyln G. Yurdaydin, Matrakgi Nasuh, Ankara Universitesi llahiyat Fakiltesi Yayinlari, XLIII,

Ankara Universitesi Basimevi, 1963, s.13.

® Feridun Emecen, “Irakeyn Seferi”, TDViA, (Islam Ansiklopedisi) XIX, istanbul, s.116.
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demek suretiyle eserin adini da belitmektedir. Bu yazma 90 sayfalik bir metin, 107
minyatir ve 25 resimli metinden ibarettir. Minyaturler, bu sefer esnasinda konaklanan
menzillerin aslinda bir haritasini gostermektedir. Bu bakimdan topografik ve sematik bir
karakter tasimakta ve tarihsel olarak daha c¢ok veriyi dokimanter agidan bize
nakletmektedir. Sefer sirasinda gecilen sehirlerin cami, saray gibi belli basl binalarinin
resmedilmis olmasi, bu resimlerin islam Tarihi icin olan doékimanter degerini
arttirmaktadir. Bu resimlerde gorilen kale, kaya, kopru, bitki ve hayvanlar, bir muayyen
resmin adeta bastan sona tekrari gibidir. Bununla beraber minyatiirlere hakim olan
ifadeciligin (expressionism) eserleri monotonluktan kurtardigi goérilmektedir. Diger
taraftan keyfi bir perspektifle konunun en karakteristik cephelerini sunma olanagi elde
edilmistir. S6zkonusu minyatirlerin bir diger 6zelli§i de abartmaksizin gercekgi (realist)
oluslaridir. Diger taraftan bu eserlerde gorilen mizahi detaylar da ayrica dikkati bu
minyatUrlere gekmektedir4. Aslinda bu eser “Mecmu‘iMenazil”’, Kanuni Devri olaylarini
anlatan ve daha blyUk bir eser olan “Slleyman-name™’nin bir kismindan baska bir sey
degildirs. Kent ve kasabalari, 6nemli anit ve yapilari tim ayrintilariyla belgeleme
gelenegi Matrakgr’dan sonraki nakkaslar tarafindan da sUrdUrUImU§tUr6.

XVI. Yuzyihin mimari ve klltlrel degerlerini ve 6zelliklerini yansitan bu tasvirleri
bizlere emanet birakmistir.

Mimari eserler olarak camilerin ayni zamanda birer sembolik mimari yapit
olmasindan da yola ¢ikarak, camilerin sadece kendi binalarini simgelemedigini, ayni
zamanda bulunduklari sehrin insanlarinin  hakimiyet inancini da izleyenlere
sergilediklerini s@yleyebiliriz. Bir caminin dis goruntislu ve azameti, bulundugu sehrin
Ulke igin tasidigi 6énem ve degerini gostermektedir. Bir caminin ylksek kubbesi,
minaresi, dis duvarlarinin ¢ini igleri, caminin yerlesmis oldugu alan, avlusunun genisligi,
cevresinde ki binalar ile agacliklarin dizeni ayni zamanda o sehrin, ekonomik ve siyasi
oneminin de birer gostergesidirler. (Lev.1)

Matrak¢rnin tasvirleri, bu gin bizim icin bircok bakimdan buyuk deger
tasimaktadir. Fotograf makinesinin olmadi§i zamanlarda; bu tasvirlerin kentlesme ve
cevre dizeni, yapilarin Uslubu ve halkin hizmetine ne sekilde sunuldugunu, bize
gOstermesi bakimindan tarihi ve kultirel dneme sahiptirler. XVI. YUzyil sehirleri ve
sehirciliginin bu tasvirlerde sunulmasi, bu resimlerin, s6z konusu yuzyilin kaltarinu
yansitmasl ve buginun nesillerine ve gelecek nesillerine de, bu bilgilerin aktariimasi
bakimindan énemini korumaktadir. Bu tasvirlerde yer alan nehir ve su hayati, dénemin
sehir hayatini guzellestiren unsurlar olarak, ginimizde de vazgegilmezlik arz
etmektedir. Su olan yerlerde yesillikler, bahceli saraylar ve koskler de yer almaktadir.
Bu tur ¥apllar, tim menzillerde géze garpmaktadir. (Lev. Il)

Kubbe' (Glinbez)

Tebriz’de kubbeye (Giinbez) denilir. Bu kelime isfahanlilar tarafindan da
kullanilir. Glnbez kelimesini termoloji bakimindan degderlendirmek ¢ok faydali olabilir.
Gunbez, Gun kelimesinden gelmektedir. Tebrizliler tarafindan ginuimuizde de hala,
‘glnes” kelimesi yerine, “gun” kelimesi kullaniimaktadir. Arapca gunes; “sems’
demektir. Istanbul dilinde “semsiye” Arapca’danTirkge’ye gegmis bir kelime olup “glines
icin” manasina gelmektedir. Semsiye’nin  sekli, kubbeye Ozellikle de Osmanli
kubbelerine benzemektedir.

4 Ayni eser, s.13.

5 Hiseyin G. Yurdaydin, Matrakgi Nasuh, Ankara Universitesi [lahiyat Fakiiltesi Yayinlari, XLIII,
Ankara Universitesi Basimevi, 1963, s.22.

®Saeideh SHAHMARI, T.C. Atatiirk Universitesi Sosyal Bilimler Enstitiisii, Resim Anasanat Dall,
Yilksek Lisans Tezi, “Osmanli ve iran Minyatirlerinde Figiir Anlayisinin Etnografik Agidan
incelenmesi”, 3.4.Béliim, “Osmanli Minyatiir Sanatgisi Matrakgi Nasuh” Erzurum 2014, s.37

" Ferit Devellioglu, Osmanlica Turkce Ansiklopedik Lugat, Aydin Kitabevi, 21. Baski, Ankara,
2004, s. 524.
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“Glnbez” kelimesi, Tebrizden bagka, isfahan’da da -konugsma ve yazma dili
Farsca olan-, halk tarafindan kullaniimaktadir. Bu kullanim da bize gdsterir ki; kelime
Safevi hakimiyeti déneminde baskent olan bu sehirde “glnbez” kelimesi seklinde
Tebrizliler tarafindan kullanilarak yayginlasmis ve bugiine kadar ulagsmistir.

Camiler, Sehirlerin yiksekliklerinde insa edilen yapilar oldugu icin glnesin
dogus ve batisl ilk ve son olarak kubbeler Uzerinde kendisini gdsterir. Bu da bize,
Gunbez’in ne anlam tasidigini kolayca ifade etmektedir. (Lev. Ill)

Gunesin sadece gunbezlerden yansimasinin degerlendiriimesi bizim igin
yetersiz kalir. CUnkl bagka agiklamalar da bulunmaktadir. Gines ilk ¢ad insanlari
tarafindan da kutsal sayilirdi. Eski Turkler, zaman zaman gunese has bir saygida
bulunurlardi. Gadirlarin kapisi doguya bakar ve gunesin ilk 1siklari ¢gadirin igine buradan
sagilirdi. (Lev. IV) Kabirler dogu-bati istikametinde diizenlenirdi.

Tarkler, tarih boyunca glinese; astronominin, mevsimlerin ve ziraatin en énemli

eleman olarak, blylk énem vermislerdir. Glnesin yerylzine farkl acilarla stzilmesi,
zirai mevsimleri de belirlemektedir.
Eski Tirklerde giines, bitip tilkenmez bir ilham kaynagdi olmus ve islamiyet'e gegtikten
sonra, Islam’dan da ilham alarak, glnesin varliina iltifat etmigler ve onu kendi
sanatlarinda da soyut formda “Semse” (Glnes) seklinde tezhiplerde kullanmiglardir.
Sems Siire’si® glinesin insanlara ne kadar kavim verdigini gostermekle birlikte “Sems”
glnesin parlakligina and igmekte, goklere ve onu bina edene and edilmekle, nefsin
arinmasi kurtulusuna erismekten bahsedilmektedir. Glnesin bu bdlgede gundizleri
dirilip, hayati canlandirdigina inaniimaktadir. Duha® Gunesin kaybolup, karanhgin
¢cOktigu vakte de and edilmektedir. Semse deseni elyazmalarin ilk sayfalarinda,
baslangi¢ kisminda yer almaktadir. (Lev.V)

Gunes, varliklarin kaynagdi ve nedeni, Kuran-Kerim’in isaret ettigi bir fenomen
olarak islam aleminde iyi karsilanmis ve tiim sanatlarda merkezi rol oynamistir.Kubbe
disaridan bakilinca, sanki bir giines dagi gibi yUksekliklerde parildamaktadir. Kubbelerin
iceri taraflari “Semse” dedigimiz bir yuvarlak tasarimdan olugsmaktadir ki; bu Semseler
¢ogunlukla sualardan (1sin demetleri) olusur ve ginesin nurunu temsil ederler. Bu tur
Semseler: hem Timurlu camilerinde, 6rnedin; Meshed’deGevhersat (Gohersad)
Mescidinde, kubbenin i¢ tarafinda ve Osmanli Camileri’nde 6rnegin: Sultan Ahmet
Camisi'nde; kubbenin i¢ tarafinda en gizel bicimde uygulanmigtirlar. Bu tarz Semseler
gbsteriyor ki “Giines” islam Sanatr'nda biyilk dnem tasimaktadir. Tebrizde kubbeye
“GUnbez” denilmesi de bosuna degildir.(Lev. VI)

Minareler

Osmanl Devleti Mimarisinde kubbeli yapilar genellikle yikseklerde yapilirdi. Bu
yapilis tarzina, Matrakgr’nin tasarlamis oldugu eserlerde daha da bir Gnem verilmistir.

Goklere yaklasabilme istedi ve arzusuyla yukseklikler her zaman insanoglu igin
bir gdklere ulasabilme vesilesi olmuslardir. Eski medeniyetlerde “ahram™lar (piramitler),
insanlarin goklere ne kadar merakli olduklarinin en blylk gostergesi olmuslardir.
Beynlin-nehir  (Mezapotamiya)ninSamarra sehrinde 9. Ylzyl'da Abbasiler
zamaninindanSamarra Ulu Camisine yapilan bir minaresi, bu konuda en guzel
orneklerden olup ve bunun en belirgin kanitidir. Bu minare konik sekilde ¢ok yuksekge
yapilmis olup, helezon olarak yikselir. Minarenin en tepesine onun ¢evresini dolanarak
cikilan merdivenlerden ulasiimaktadir. Minareler, Antik Cagda
Mezapotamya’daSumerliler’den itibaren kutsal tapinak olarak kullanilan, “Zigguratlar”
‘dan ilham alinarak yapilmis olan yapilardir. Mezapotamya’ninZiguratlarini animsatan
minare ordunun namaz sirasinda veya hazirliksiz saldiriya ugramasini engellemek igin,

& Halil Altuntas, Muzaffer Sahin, Diyanet isleri Bagkanh@i Kuran-1 Kerim Meali, 6. Baski, Tiirkiye
Diyanet Vakfi Yayin Mat. Tic. Isl., Ankara, 2004, 91. Sure, 15. Ayet, s.594.
® Ayni eser, 93. Sure, 11. Ayet, s.595.
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ayni zamanda gozetleme kulesi olarak da kullaniliyordu™ Guiniimiizde kule kismi yok
olmustur. Ancak arkeolojik kalintilarindan ve tarihi kaynaklardan 6grenebilmekteyiz.

insanlarin yiiksekliklere ilgi ve be@enisini gosteren bu ylksekge yapi birimleri,
sonralari Osmanli Mimarisi'nde ince, zarif ve ayni zamanda ylksek minarelerin
yapillmasli arzusunu da beraberinde getirmistir.

Minareyi Turkler bulmamistir. Ama yine de “kubbe” g6z 6nlnde tutularak,
minarelere en guzel boy ve c¢ap orantisini veren Osmanl Tadrkleri, onlari, cami
orgutiinde en uygun yere oturtmasini da biImi§Ierdir”. Minare ya da minareler cami
yapilarinin vazgecilmez dgelerindendir. Matrak¢l’ nin her bir cami tasvirinde minareler,
kesinlikle yerlerini almiglardir.  Her bir menzilde bulunan caminin 6nlinde veya
cevresinde mutlaka minareler bulunmaktadir. Uzun Hasan Camisi o binalardan biridir ki
Matrak¢rnin ilgisini kendisine toplamis ve yuksekliginin ihtisamini gbzler 6nune
sergilemistir. Minareler yapinin sekiz késesinde yer almis ve kubbe (glinbez)’yi tipki bir
gul gibi bagirlarina basmiglardir. Yavuz Sultan Selim 18 Recep 1514'te Hasan Padisah
Mescid'inde Cuma namazi kilmis."(Lev. VIII)

Topografi ve Camilerin Tepeler Uzerinde Yapilmalan

Cami yapilarinda yukseklik sadece “minareler” ve “kubbeler” (glnbezler) le
varligini gostermekle kalmaz, ayni zamanda camilerin topografik bakimdan yuksek
tepeler Uzerine kurulmasiyla da kendini gOsterir. Yukseklik, camilerin ululuk ve
gOsterisine guzellikler katmakta ve onun muhtesemligini son derece basariyla
sergilemektedir. islam’in dayanadi olan Bu gésterisli kutsal mekanlar, uzakliklardan
celal (ululuk) ve sevketiyle (gosteris) muslimanlari kendilerine dogru adeta
c¢agirmaktadirlar.

Camilerin yuksek yerlerde yapilmig olmasinin bir baska sebebi de sel gibi dogal
afetlerden uzak kalmalari igin olmus olabilir. Sel de bu afetlerden birisidir. Camiler
kamunun hizmetinde olan bir yapilardir ki ayni zamanda yuzler hatta binlerce Kkisi
buralarda namaz kilmakta iken afete maruz kalan cami, biyidk bir faciaya sebep
olabilmektedir. Tepelerin Uzerinde yapilan camiler bu ihtimaller disinulerek karsi tedbir
olarak yapilmiglardir. Bu yapilardan biri olan Kubbet-Us-Sahra, 7. y[]z1y|I sonlarinda
Kudis'taingaa edilmistir ve ayni dénemde yapilmis olan Mescid-i Aksa * bulunur. Bu
ikisi ayni tepe Uzerindeki farkli islam dini yapilari sayilir. (Lev. IX)

Matrakcr'nin bazi menzilleri ki bunlar kigucuk kasabalari gosterse de cami ve
mescidtasfirinde, mutlaka diger binalardan daha vyiiksekte insaedilmislerdir'®. Bu
tasvirler bu meselenin ne kadar takdire sayan oldugunu géstermektedir.

Camiler ve Camilerin Dig Tezyinatlar

Matrak¢rnin resmettigi tasvirler; XVI. Ylzyill yapilarinin, nasil bir sislemeye
sahip oldugunun en guizel kanitidirlar. Bu tasvirlerin dénemin camiilerinin dis gérimi ve
stslemelerini géstermesi, bizim igcin énemlidir. O zamanin camileri ve mescidleri hangi
renkler ve metaryaller kullanilarak slslenilmisler ve hangi elemanlardan bu
suslemelerde faydalaniimistir. Bu konu ¢ok mihimdir. Rumiler ve islimiler (Rimilerin
baska tlrl) ve saz Uslubu nasil islenilirmis bu tasvirlerden kolayca anlasilabilir. Bliyik
sehirlerdeki camiler, kliclk kasabadaki mescidlerden ne farki oldugu, bu sislemelerden

"*Amineddin Salimi, islam Ulkelerinde Cagdag Camii Mimarisi Sorunsali, Yakin Dogu Universitesi
Mimarlik A.D. Yiksek Lisans Tezi, Lefkose 2013, s. 41.

"'Suut Kemal Yetkin, Turk Mimarisi, Bilgi Yayinevi, Ankara |. Basim, 1970, s. 236.

2 Hasan-i Rumlu, Ahsenii't Tevarih, Haziran 1905 Cev: Miirsel Oztiirk, Ankara, TTK Basimevi,
XI. Cilt, 2006, s.195

Bhttp://media.snn.ir/original/1393/06/06/IMG15234369.ipg.
(http://snn.ir/detail/News/356841/9013)

"Matrakgi Nasuh, Beyan-Menazil, Yildiz Yazmalari, 35. Numara, S. 80'de 28 a ve 27b resminde,
Tebriz Sehri Tasviri Uzerinde ve 37a ve 38a’da Derguzin Sehri Tasvirlerinde Minare ve kubbeler
sehrin yuksekge yerlerinde konumlanmigtir.
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de anlagilabilir. Suslemeler bir sekilde o binanin zenginligine isaret etmektedir. Bu
gercgeklik Matrakcinin tasvir ettigi menzillerde agik bir bicimde ifade edilmistir.

Sehirciligin belirtisi sayilan camiler, bu sefernamenin tim tasvirlerinde 6n
planda yer almislardir. Camiler dini yapilar olarak bir sehrin muasliman sehri olup
olmadigdini da gosterirler.

Bu tasvirlerden anlasildidi kadariyla camilerin vazgecilmez simgesi olan
kubbeler (glinbezler) ve minareler kendilerini uzaktan gostermektedirler. Bir Musliman
sehrinde 15. Yilzyllda mescid ve caminin olmasi o sehre merkezi bir karakter
kazandirmaktadir.Diger yapilar camilerin ¢evresinde toplanmistir. TUum caddeler
camilere yoOnlenmistir. Pazar, Medrese, Sifahane yapilari, Camilerin yakinliklarina
yerlestiriimislerdir. Bu durum suna isaret etmektedir ki, her bir sehirde baska bina
yapilari, yapilmadan dnce, camilerin mekanlamasina karar verilmis ve diger yapilar ona
uygun sekilde konumlandiriimistir.

Sembolik bir énem tasiyan camiler, ister istemez Matrakcinin’da ilgisini
cekmislerdir. Hegel'in sdylediginden yola gikarak ki tim sanat eserlerini ¢ unsurdan
yani Klasik, Romantik ve Sembolik’ten olustugunu tespit edersek mimarinin Sembolik
bir karakter tasidigini sdyleyebiliriz.

Mimarinin kendi icinde bir sembolizmi oldugundan hareketle kuvvetle ihtimaldir
ki camiler sadece kendi binalarini simgelemezler. Bulunduklari sehrin insanlarinin
hakimiyet inancini da bize simgelemektedirler. Bir caminin dig goéruntisu o sehrin
onemini gdstermektedir. Cami’nin yuksek kubbesi ve minaresi, dis duvarlarinin gini isleri
ve yerlesmis oldudu alanin ve avlunun genisligi, cevresinde ki binalar ve agagcliklarin
dlzeni o sehrin ekonomik ve siyasi 6éneminin bir gdstergesi olabilir.

Camilerin kubbeleri (ginbezleri) cesitli tarzlarda yapilmislardir ki bu da bu
caminin hangi uslupa bagl oldugunu géstermektedir. iran’nin Azerbaycan bélgesinde ki
camilerin guppeleri; 16. Yuzyll'da 6zel bir tarza sahiplerdir ki onlaridiger camilerden
ayiran da budur. Kubbeler (Glnbezler) sogan seklinde ¢ok hizli derecede tepe noktada
baglanmaktadirlar. Kubbenin alt kismi dar olarak bir silindir gibi onun agirhgini
almaktadir. iran’da Azeri usluplu mimariden alinarak yapilan bu tarz kubbelere Azeri
kubbe denilir.

T.C. Bagbakanlhk Ataturk Kdltdr, Dil ve Tarih Yiksek Kurumu tarafindan
organize edilen ve istanbul Dolmabahge Sarayr’nda 4-8 Kasim 2014 Tarihlerinde
gercgeklestirilen, “Matrak¢i Nasuh’un Sehirleri” konulu serginin acilisinda bir konugsma
yapan Prof. Dr. Nurhan Atasoy, ayni gin gerceklesen panelde: “ Matrak¢r’'nin “Beyan-i
Menazil-i Sefer-i Irakeyn-i Kanuni Sultan Sitleyman Han” adli eserinden segilmis 40
muhtesem levha oldugu haberini izleyicilerle paylasmistir. Ayrica bu resimlerde
agaglara gizlenmis hayvanlarin dahi ayrinti olarak resmedildigini gordigunu séyleyerek,
Matrak¢i’'ya olan hayranhigini dile getirmigtir15. Yine Bilkent Universitesi'nin diizenledigi,
“Olimiinin  450. Yilinda Matrakgi Nasuh” etkinliginde bircok Universiteden
akademisyenlerin katihmi ve UNESCO Turkiye Milli Komisyonu Baskan Vekili Gurcan
Tarkoglu'nun degerli katiimlariyla birlikte an|Im|§t|r16.

Sonug¢

Kubbeler ve Minareler bir Musliman kentin bagli bagina simgesi sayilirlar.
istanbul'a bir yabanci girer girmez Kubbelerle ve Minarelerle karsilasir ve nereye
vardigini anlar. Bu gergcek Konya, Tebriz ve bagka kentlerde de bdyledir. Bu dzellikler
Matrak¢i'nin da gbézinden kagmamis, Matrakgl kendine has Uslubu ile sehirlerden,
kasabalardan ve kdylerden resim yapmig ve bu resimler 16. Ylzyilin ilk yarisinin islam
dlnyasinda belki de tim dinyada bedelsiz hazine gibi kabul gérir. Kanun-i Sultan
Siuleyman Han'in yaninda go6tirdtgu Irakeyn Seferi sirasinda Matrakgi bir seyyah gibi

'S http://www.akmb.gov.tr/Haber.aspx?Haberld=34
"®http://bilnews.bilkent.edu.tr/matrakci-nasuh-mathematician-historian-artist/ ayrica
http://www.bilkent.edu.tr/bilkenttr/information/nasuh_izlence.pdf
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Osmanlh ordusunun yaninda ressamlik kabiliyetini en ylksek bicimde gdstermistir.
Tebriz'in en eski hali de yine onun degerli resimlerinde gorilmektedir.

Matrakgi Nasuh, Beyan-1 Menazil kitabinda iran’in bugiinki sinirlarinda bulunan
sehirleri de tasvir etmis, XVI Yuzyilda bu sehirlerin konumunu, yerlesimini ve binalarinin
Uzerindeki bezemeleri de naksederek bu ddénemin sanati hakkinda paha bigilmez
saheserleri bizlere birakarak; dnemli bir tarihi hizmeti de yerine getirmistir.

Matrak¢l, Beyan'i Menazil’deki tasvirlerde o zamanin camilerine ve onlarin
minareleri ve kubbelerine 6zellikle ihtimam gdstermistir. Once camiler merkezi yapilar
olarak sehrin topografyasi Uzerinde konumlandiriimis ve diger yapilar killiye seklinde
birbirini tamamlar nitelikte, camilerin c¢evresine insa edilmislerdir. Bu 6nem iginde
camilerin kubbeleri ve minareleri muhtesem ve gdsterisli olarak yapilmis, bu resimlerde
ayni sekilde tasvirlerle anlatilmistir. Camiler her zaman ylksek yapilmamis, bazen de
yuksek tepeler tUzerindeki yerini almistir.

Kubbeye Tebriz sivesinde “ginbez” denilir. “Glnbez”in gin kelimesinden
alinmasi onun gunes gibi parlak olmasina delalet eder. Glnbezler bir dag misali
glnesin dogmasinin ilk, batmasinin ise son gsahitleridirler. Kubbeler “glnbezler”
Gunesin yerylzindeki simgesidirler. Bu nedenle “glinbezler” Matrakci'nin tasvirlerinde
en 6nemli mimari kisimlardir.

Kubbelerin i¢ kismini sisleyen “semseler” islami ve mitolojik bakimindan derin
manaya sahiptirler. El yazmasi Kur'an-1 Kerimler'in ilk sayfasinda gézleri kamastirmakla
birlikte, “semse” deseni en guzel bigimiyle GevhersatMescidi’'nde Timurlu $ahruh
zamanina aittir. Osmanlilar ise “semseleri” yaptiklari muhtesem kubbelerin i¢
taraflarinda kullanmislardir. Osmanl Devleti'nde XVI. Yizyilin Unli Mimarlarindan olan
“Koca Sinan” da denilen Mimar Sinan, Muhtesem Sileyman Dénemi’nde ve sonrasinda
verdigi eserlerde muhtesem gorkeme sahip essiz guzellikteki eserlerinin  kubbe
altlarinda, kalem Ustatlarina, semse tasviri yaptirmistir.

Matrak¢l Nasuh’un Beyan-1 Menazil isimli eserindeki gectigi yerleri resmettigi
tasvirlerinde; camilerin slslemelerini de gdstermistir. Ciniden yapilmis kubbeler ve
geometrik desenlerle sislenmis minareler; lacivert, firuze ve turkuvaz renkleriyle bu
yapilarin hangi topluma ve déneme ait olduklarinin da bir bagka sahididirler.

Bu tasvirlerden yola cikarak camilerin kentsellesme ve kent planlarindaki
oynadiklari ana rol ile kent konumunun merkezi ekseninde yer aldiklarini bir kez daha
anlamis oluyoruz. Matrakgi’nin tasvirlerinin hemen her yerinde camiler bulundugunu ve
bu camilerin cevresinin; killiyeler- hastane, kutiphane, cesme, bahge, pazar ve
medreselerle tamamlanmis oldugunu gérmekteyiz. Bu nedenle Matrak¢i Nasuh'un
eserindeki tasvirler, XVI. Yuzyll sehircilidi ve mimarisini gdstermesi bakimindan
mimarlar ve ressamlar igin hala ¢ok kiymetli kaynak eserlerdendir.
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Lev.IDergezin (Dercezin) ilcesi; Matrakci'nin bu eserinde; Dergezin Camisi'nin ne kadar
muhtesem oldugunu ve onun geometrik desenli ¢inili kubbesini ve ¢evresindeki ylksek
agaglari ile Matrak¢’'nin, caminin bodlge agisindan tasidigi énemi de gdOstermeye
calistigini gézlemlemekteyiz. Matrak¢i Nasuh, Beyan-i Menazel, 1999. Tahran, Resim
89b, s. 100.
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Lev.lIMatrak¢i’'nin iki kez tasvir ettigi sehirlerden olan Sultaniye Sehri Tasviri’nde;
Zencan Cayi, Sultaniye yamaglarindan baslayarak Kizil Uzen nehrine kavusur. Zencan
Cay, Sultaniye'nin ilhanli payitahti olmasinda, énemli bir payl olmus ve muhtesem
Sultaniye Kubbesi ise nehrin kenarinda yapilmistir. Matrak¢i Nasuh, Beyan-i Menazel,
1999. Tahran, Resim 32a, s.85.

S 5 L5 A2 ) il sy

Lev.llIRazver suyunun kenarinda bir tepe Ustiinde yapiimis olan Uveys-il- Karani
(Veysel Karani) Hazretlerinin tlrkuvaz kubbeli tlrbesi. Matrak¢i Nasuh, Beyan-i
Menazel, 1999. Tahran, Resim 41b, s.93.

Lev. IV Serce Han, Ust bélimde yar alan Serce Han kalesi yakinlklarinda kurulmus
olan gadirlarin 6nl doduya bakarken arka kismi Matrak¢i tarafindan cizilmistir. Orta
kisimda ise Otagd ¢adiri 6zel bir sekilde canli renklerle resmedilmistir. Matrakgl Nasuh,
Beyan-i Menazel, 1999. Tahran, Resim31a, s.83.
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Lev. VTahmasp Sehnamesi, 16. yuzyilin 2. ceyreginde Safavi padisahi olan Sah
Tahmasp tarafindan Tebriz'de yapilmistir. Ik sayfasinda $Sems (Glnes) isareti. Rajabi,
Mohammad Ali, Masterpieces of PersianPainting, 2005. Tahran, s. 3.

..’.: o B - '
Lev.VIGevhersatMescid'i 15. Yuzyil, Timur'un oglu Sahruh zamanina aittir. Su Caminin
kubbesinin i¢ tarafindaki semse desenleri Osmanli 16. YUzyila ait camilerde en gérkemli
bigimde kullaniimistir.

Lev. ViiSamarraUlucamii Minaresi. 852 senesinde Abbasi halifesi, Mitevekki
Ali-Allah tarafindan yapilmis olup, 53 m yuksekligi ile Islam dinyasinin muhtesem
minarelerinden biri sayilir.
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Lev.VIIl: Tebriz, Matrak¢i'nin bu eserinde Tebriz'in Mehran-Rud (Cay-Kenar)
nehrinin kuzeyinde yer alan Hasan Padisah (Uzun Hasan) camisi simdiki adiyla Sahib-
ul-Emr camisi, turkuvaz ¢inili yidksek minareleriyle lacvertglinbezeesiliketmektetir.
Matrak¢i Nasuh, Beyan-i Menazel, 1999. Tahran, Resim 28a, s.106.

+

o ki R T LN 14905 1
Lev.Ix:Mescid-i Aksa yesil kubbesile ve altin kubbeli Kubbet-U-Sahra bir birinin
yaninda Kudus kendinin tepesinde yerlesmisler ve belki su cami ve ibadet mekanlari
baska mescidlerin tepelerde insa etmesine bir 6rnek teskil ederler.
http://media.snn.ir/original/1393/06/06/IMG15234369.jpg.
(http://snn.ir/detail/News/356841/9013)
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5. OTURUM (5. SESSION)-A Salonu (A Hall)
Oturum Bagkanlari (Session Moderators):
Assoc. Prof. Alina CRISTEA-Dr. Ogr. Uyesi i. M. V. Noyan GUVEN
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MEVLEVi KULTURUNDE YER ALAN SOMUT OGELERIN
SERBEST PiYASADA KULLANIMINA DAIR DEGERLENDIRMELER

Mutluhan TAS*
Abdullah GUMUS**

ABSTRACT

Celaleddin-i Rumi, one of the most important poets and philosophers in the
Turkish-Islamic history, spread his fame beyond the Seljuk borders and spread to many
countries from Byzantium to Samarkand during his time in the Seljuk State. has been an
exemplary person who lead (Bakirci, 2007).

One of the most important domineering characters of Anatolia's 13th century
atmosphere and the mystical intellectual movements that are intensely felt in these
formations is Hz: Mevlana and Mevlevi.

This current of thought and philosophy of life, which has been able to
maintain its effectiveness and identity for approximately 740 years, is accepted as the
world cultural heritage today.

It can be said that this cultural heritage identity has an impact on the popularity of
Mevlevi in the last 30 years. However, the popularity and the economic returns it brings
with it are also heralding a degeneration.

The unconscious use of the concepts and elements of Mevlana and Mevlevi
by sacrificing our national and spiritual value judgments to economic expectations.
Culture and belief have brought the danger of causing corruption.

In this study, the suggestions to make the most effective use of the tradition
of Mevlana and the tradition it represents are presented and the necessary and non-
suitable industrial products are explained. The process of transition from cultural tourism
to cultural economy and the use of symbols found in Mevlana tradition in the wrong
products are explained with examples. Mevlana and the tradition of which it is
representative is prepared within the framework of the limitations given.

1.BOLUM

I.1. Mevlana Celaleddin-i Rami

Turk-islam tarihinin en dnemli sair ve filozoflarindan birisi olan Celaleddin-i
Rumi'nin asil adi Muhammed Celaleddin'dir. Afganistan'in Belh sehrinde dogan
Muhammed Celaleddin'in, dogum yili 30 Eylil 1207 olarak bilinir. Babasi Bahaddin
Veled, annesi Mumine Hatun'dur. 1211 yilinda ailesi ile Belh sehrinden ayrilan
Celaleddin'in yasinin 5 veya 6 oldugu tahmin edilmektedir (Bakirci, 2007). Sirasl
ile Sam, Malatya ve Karaman'a ulasarak buraya yerlesmislerdir. Uzun bir slre
Karaman'da yasayan Muhammed Celaleddin, Karamanda, Lala Serafeddin
Semerkandi'nin kizi olan Gevher Hatun ile evlenmistir. Bu evlilikten Sultan Veled
ve Alaeddin Mehmet dlinyaya gelmistir (Bakirci, 2007).

1273 Yihnin Aralik ayinda ansizin rahatsizlanan Mevlana Pazar gund ebedi
aleme goc¢ etmigtir. Mevleviler, Mevlana'nin 6ldugu geceye, Seb-i Arus demiglerdir.

1.2. Mevleviligin Tarihi

Tarikat organizasyonlarinin insa edilmeye baslandigi toplumsal yapilanma
doénemi olan XIII. Yuzyil, Selguklu'ya ydnelik Mogol tehdidi altinda gerceklesmistir. Bu
yapinin temelleri, Sultan Veled'in sahsinda Mevlevilik adi altinda tarihte yerini almistir.

Horasan tasavvuf ekolunin Selguklu kdlturd ile kaynasmasiyla ortaya ¢ikan
Mevleviligin idari birimine Celebilik makami denir.

"Dog. Dr. Selguk Universitesi, Konya.
**Ogr. Gor., 1gdir Universitesi.
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Mevlana'nin soyundan gelen mutasavvif kimliklerin olusturduklari bir aile yapisi
olarak karsimiza c¢ikan Mevlevilik, tarikatin bir Ust kimlik olarak, gelismistir. Aile
mensuplarinin bir nevi ydnetici konumunda olmalari, dodu toplumlarindaki "hanedan"
tipi orgutlenmenin, tasavvuf tarihindeki ilk ve en carpici drneklerindendir (Isin, 2004).
Kimi kaynaklara goére ise, aile i¢i yonetim bir zaruriyet sonucu ortaya c¢ikmistir.
Husameddin Celebi'den dnce makama oturmayi bir saygisizlik olarak gdéren Sultan
Veled,, makama ge¢mek zorunda kalmistir (Simsekler, 2016).

Mevlevilik, Sultan Veled déneminde bir yandan belli kurallara oturtulurken, diger
yandan da onun génderdigi elgiler sayesinde basta Kirsehir, Amasya ve Erzincan olmak
Uzere Anadolu'ya yayllmaya baslamistir. Bu elciler gittikleri yerlerde buyuk bir sempati
ile karsilanarak, Mevlana'nin dusinceleri ve sema sayesinde gonllleri fethetmigtir
(Simsekler, 2016).

GunUimuzde, Faruk Hemdem Celebi, kizi Esin Celebi Bayru ve diger evlatlari bu
g6revi Ustlenmistir. Celebi ailesi ginimz teknolojilerini de kullanarak insanlara bu yol'u
anlatmakta; internet araciligiyla da Mevlana'nin fikir ve ogretilerini sadece llkemize
degil tim dunya insanlarinin hizmetine sunmaktadirlar (Simsekler, 2016).

Il. BOLUM

2.1. Mevlevi Kiiltirii ve Ticari Anlayis

2.1.1. Mevlana Ve Semazen imgesinin Kullanim Hatalan

Gecgmisten bugline pek ¢ok kultir tanimi yapilmis ve hi¢ stphesiz ki gelecekte
de yeni kultir tanimlari yapilmaya devam edilecektir. Kiltlr, bir toplumun kimligini
olusturur, onu diger toplumlardan farkli kilar yani insanoglunun yaradilistan buglne
dogaya eklediklerini daha agik bir ifadeyle insanlarin her tirll faaliyetlerini, eylemlerini
olusturur. Genel bir ifadeyle insan ile ilgili olan her sey kultlrle agiklanabilir. Dinyada
her milletin, toplumun, grubun kltlriinden séz edilebilecegdi gibi, ginimuizde UNESCO
kapsaminda 6nem kazanan tum insanhgin ortak kaltiriddr. Bu makalenin konusu olan
Mevlana, Turk kulttrine ait bir 6ge, miras olarak degerlendiriilse de ayni zamanda tim
insanligin ortak kiltir mirasidir(Ozdemir 2013).

1980 6ncesi ve 1980 sonrasi Cagdas Turk resim sanatinin etkilenme stirecinde
en ¢ok islenen konu stiphesiz “Mevlevilik” oldugu bilinmektedir (Kakan,2016).

Yukarida belirtildigi gibi tasavvufi imge ve semboller gerek bicim olarak gerek
plastik bir ifade unsuru olan icerik ve ¢caddas olarak nitelendirdigimiz 19. ylzyildan
sonraki Turk resim sanati igerisinde 6nemi vurgulanmistir. 1914 cagdas Turk resim
kusagiyla beraber bicim olarak ele alinan dini ve tasavvufi konular g6z Oninde
bulundurularak 1938 de baslayan “Yurt Gezileri” ile Anadolu’nun her yerini gezip géren
ressamlarimiz tarafindan ele alinmistir.

19. yuzyilin ortalarinda Anadolu’nun geleneksel sanatlari, halilari, kilimleri, halk
inanclari ve minyatlrleri kisaca kultur dgeleri Turk sanatcilarimizin tuvallerinde farkli
ifadelerle aktariimistir. Daha sonraki yillarda bu gelismeler Gretim yapan ressamlara da
bir ¢ikis noktasi olusturmustur. Dini ve tasavvufi konular, Turk kultirdnin altyapisinin
olusumunda c¢ikis noktasi olarak yerini almistir (Kakan,2016).

Tark Sanatgisi bilingli ya da bilingsiz, kendisini var eden, kiltlrel degerlerini,
mitolojik imgeleri, dini inancglarini, 6zelde ise tasavvufi diglince ve yasam tarzini bir
sekilde aktarmistir (Kakan,2016).

Tark kaltdrintn en zengin miraslarindan bir tanesi Tasavvuf’ tur, ve ginimuizde
tamamen degerini korumaktadir (Ozdemir, 2007). Ginimizde amatér girisimciler
tarafindan (bircogu kultir ekonomisinden habersizce) Uretilen tasavvufi imge ve
semboller bu alana yapilan yatirmlar ve elde edilen olumlu sonuglarla benzeri
yatirimlarin artmasini saglamistir.

Kaltar turizmi her yoénuyle zengin oldugundan, insanlarin yaratici dugtncelerini
sekillendirmistir. Bunun sonucunda kultdr, bir sektdr haline gelmis ve bu sektdre kalttr
ekonomisi adi verilmistir. Son yillarda yapilan kudltir c¢alismalari, halkbilimi/folklor
disiplininin ¢calisma sahasini bir hayli genisletmistir. Burada deginilmesi gereken hatali
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kdltirine uygun olmayan imge ve sembollerin uygun olmayan alanlarda yaygin
gOrastar.

Popdler kdltirle ortaya c¢ikan “yeni” kultdr alanlari (reklam kultard, tuketim
kaltard, marka kdltara, sirket kdltord, spor kulturt, eglence kaltdru vb.) kaltar
ekonomisinden habersizce Uretilmesi halk kulturinin geleneksel imge ve sembollerinin,
onemini kaybetmesine neden olmaktadir.

insanligin yaratiisindan bu giine zengin bir kiltir mirasi olan Turkler,
Anadolu'da kutsal olarak gériilen tekke tiirbe vb. islamiyet'e hizmet etmis tasavvuf
buyuklerinin imge ve sembollerini, yerli turistler igin degil, yabanci turistlerinde en az
Tark kaltir 6gelerine yukledigi kutsiyet esliginde kdltlr turizmine katilmalarina ihtiyag
duymaktadir. Hi¢ slphesiz Turk kdltir mirasi her yil yerli ve yabanci binlerce turisti
agirlamaktadir. Fakat bu ziyaretlerden yansiyan dini gereksinimler ya da meraktir. Bu
ziyaretlerde kuiltlr turizminden/din turizminden s6z edilemez. Fakat klltlr turizminde
kilturel obje ve sembollerimizin kullanildigi alanlar da dikkat edilmesi gereken bir
husustur.

Gundmuzde kultur ekonomisinin pek ¢cok kullanim alani vardir. Bu baglamda yil
icersinde 6zel glnler olusmustur, bu durum popduler kdltirin en yaygin iglevidir. Bu
gunlerin en 6nemli 6zelligi anlam yaratimidir. S6zU edilen bu giinlere 6zel anlamlarin
yuklenmesiyle 6zel tiketim glnleri olusturulmaktadir. Kultlri yasatmak stiphesiz tim
toplumun ortak gorevidir. Bir kdltiru (kulturel degeri) kayit altina almak ya da cam
mekan ardina saklamak (bu yaklasim koruma yaklasimi degildir) onu yasatmak igin
yeterli degildir. Bir toplum kdltirel degerlerini tanimazsa, sevmezse onu koruma bilinci
de gelistiremez. Bunun igin oncelikle tanitma, sevme, koruma, sahip ¢ikma bilinci
olusturulmahdir (Ozdemir, 2009).

Kaltdrin devamhhdini saglamak, gunlik yasam igerisine yerlestirmek, o
kaltarin kalicihdini saglamada kayit altina almadan ya da cam kabinlere saklamadan
daha fazla yarar saglayacaktir. Fakat kiltir obje ve sembollerin kullanim alanlari da
sinirlandirilmall ve kontrolli olarak uretilmelidir. Hi¢ suphesiz kultirel miraslarla ilgili
gecmiste yapilan kayitlar da énemlidir. Kultdrel mirasin, muze vb. mekanlarin, obje ve
sembollerin kullanildi§i alanlar bu mirasi ne dereceye kadar korudugu son yillarda
tartisma konusudur.

Kaltar turizmi ve kultir ekonomisi baglaminda Mevlana ve Yasayan Gelenek
Kaltlrel miras ve turizm s6z konusu oldugunda mevsimlik turizm anlayisi Seb-i Arus
kaltdr turizmi almaktadir. Zengin bir kultdrel miras olan Mevlana ve Mevlevilik, Konyali
girisimciler tarafindan kultir ekonomisi temelinde ¢esitli sekillerde degerlendiriimektedir.
Amatoérce yapilan faaliyetler kiltlir ekonomisi kapsaminda bir¢ogu kultlir ekonomisinden
habersizce yer alir. Konyal girisimciler, Konya’yl ve Mevlana’yl bir bitin olarak
degerlendirip Konya ve Mevlana adli bir marka olusturmuslardir. Bir marka olarak
sinirlart Konya'yl da asan Mevlana, bugin her yerde kargilasilan bir igletmenin
(Mevlana Ekmek Firini, Mevlana Pastanesi, Mevlana Yemek Salonu, Semazen DUgun
Salonu vb. ) adi olmustur. Konya'daki en yaygin kullanimiyla“Mevlana Sekeri” vb.
seklindeki kullanimlar, birer markaya donustirtlmuUstir. Her yenisi agilan (Mevléana /
Semazen ...) is yerleri kiltir ekonomisinin en zengin tetikleyicileridir. Bu baglamda
Somut Olmayan Kiltirel Miras Sézlesmesi kiltlr turizminin kapsamini genigleterek
glclenmesini ve etkinlesmesini saglamistir. Mevlana gibi zirve sahsiyet, dider bir
ifadeyle ana imgeler etrafinda kent ve Ulke, kiltirel ekonomik nitelige, icerige ve isleve
sahip markaya donistirilebilir’ (Ozdemir, 2009). Mevlana ve Mevlevilik, Konya ili igin
esi ve benzeri bulunmaz bir kultir mirasidir. Bu kultir mirasini degerlendirmenin pek
¢ok yolu bulunmaktadir. Kiltir ekonomisi temelinde dizenlenen kultlr turizmi/kalttr
turlan Mevléna ve Mevlevilik icin en guzel tanitim ve bu klltiru pazarlama alanidir.
Arama motoru, Mevlana isminden hareketle yapilan elektronik taramaya yaklasik
12.700.000 sonug¢ vermistir  (www.google.com.tr). Bu veriler, Mevlana’'yi merak
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edenlere hazir bir sunucu ve Kkdltir turizmi acisindan olumlu bir sonu¢ olarak
degerlendiriimekle birlikte yeterli gérilmez.

Burada deginilmesi gereken nokta Tasavvufa ve Mevlana’ya, kultir ekonomisti
g6zlyle bakmanin, tasavvufun ve Mevlana’nin mistik havasini zedeleyecegi yonindeki
artnleri piyasaya slren, Uretilen nesneler, endUstriyel esyalar Mevlana ve Tasavvufa
zarar vermektedir.

Turistlere Mevlana ve Mevlevilik hakkinda 6nceden bir¢cok yabanci dilde
hazirlanmis brosur, dergi, afis vb. tanitim materyalleri ulastiriimalidir. S6zU edilen bu
tanitim Urdnlerinde bir bagka 6nemli nokta da hazirlanan etkili sloganlardir. Mevlana’nin
yalniz Anadolu’yu degil tim iklimleri etkisi altina alan hosgorisi/karsiliksiz sevgisi/“Ne
olursan ol yine gel” deyisi vb. etkili sloganlar hazirlanmalidir. Mevlana, Mevlevilik ve
Sema Gelenegi gibi kiiltiirel degerleri tanitan, ikna edici reklamlar verilmelidir (Ozdemir,
2009a).

Kaltdr turizminin kdltdr ekonomisiyle olusturulan tiketim asamasi bu zaman
kadar ne yazik ki ihmal edilmistir. Uretilen Uriinlerin gogunda daha éncede deginildigi
gibi milli bir anlayis s6z konusu degildir. Bu zamana kadar Uretim tiketim dengesi ihmal
edilerek, Kulturel mirasimizin kullanildi§i bazi endustriyel trlnlerin (Cakmak, Kupa, Cay
bardagi, Kultablasi vb.) zarar verdigi ne yazik ki bazi girisimcilerin KultirimUze zarar
verdigini farkinda degildir. Burada ifade edilmesi gerek en dnemli durum bircogu kalttr
ekonomisinden habersizce Uretilmis endulstriyel Urlnlerdir. Bu baglamda Mevlana ve
Konya kisaca Turkiye ve kultdr turizmi icin en aciliyet gerektiren, Mevlana kaltlrinu
yansitan ve Ozellikle tUrbe civarinda pazarlanan her turli esyanin denetimi kontroll
olusturulmasidir. Yerli ve yabanci turistlere, Mevlana ve Tasavvufa zarar veren
endustriyel Urdnlerin Uretimine yer veriimemelidir.

Sonug¢ olarak Kultur ekonomisi ve tasavvuf belledi arasinda iligki kurularak,
Mevlana ve onun temsilcisi oldugu kaltlrtn, kdltdr turizmi baglaminda ekonomik olarak
nasil degerlendirildigi, yapilan yanhglar ve modern anlamda kulttr ekonomisi sirecinde
yapilmasi gerekenler incelenmelidir.

DEGERLENDIRME

Buraya kadar yapilan degerlendirmeler i1siginda Hz. Mevlana’nin Konya igin
Kaltarel bir miras olmasinin ve degerlendiriimesinin ekonomik agidan olumlu etkilerinin
hoyratca ve bilingsizce heba edilmesinin uzun vadede gelecek kusaklarimizda igi
bosaltiimis bir kavram kargasasina sebep olacagi kanaatini olusturacagi sdylenebilir.

inang diinyamizin vazgecilmez kilometre taglarindan olan Tasavvuf disgiincesi
ve buna bagl olarak Mutasavvif ve mutefekkirlerimizin gerek isimleri ve gerekse onlari
cagristiran figlrleri, Kdl tablalarinin zeminlerinde, abajurlarin tasiyici govdelerinde,
kahve kupalarinda vb. objelerde itibarsizlastirilarak adeta bir kiltlr yikimina sebebiyet
verecektir.

Genelde Islam inancinda spesifik manada ise Heterodoks halk islaminda sirf
Uzerinde Arabi harfler bulunmasindan dolayi gazete kupdrlerini veya sigara kagitlarini
bile 6plp basina koyarak onlari Kur-an olabilir endigesiyle ylUksek bir yere kaldiran,
Mutasavvif ve Mutefekkirlerinin kabirlerine ayri bir itina ile muamele ederek Trbe
ziyaretlerini gelenek haline getiren Turk insani, itibarsizlastinimis bebek semazen
figUrlerinin, kul tablalarinda Uzerine sigara basilan semazen ve Hz Mevlana
temsillerinin, Mevlana sekerlerinin, Mevlana adiyla Konya boreginin  ve
sayamayacagimiz kadar ¢ok obje ve markalar silsilesinin yozlagsma tehditi altinda
kalmis ve kalmaya devam etmektedir.

Bati dinyasinda birgok 6nemli isim ve sehir Uzerinde benzer uygulamalar
goriilmekle birlikte Ulkemizden farkli olarak bu tir Griinler, itibarsizlagtiriimak bir tarafa
Diinya’ya kiiltiir sembolleri olarak sunulmaktadir. Ornek verecek olursak; Avusturya’da
Mozart gikolatasi bugliin Avrupa’ya giden turist igin alinmazsa olmaz bir Grindir. Ancak;
Viyana'da Mozart hamburgeri bulamazsiniz ya da Bethoven kil tablasi alamazsiniz.
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Bu kilturstzlestirme, gelenek yikimi, inang deformasyonuna karsi oldukga kati
kurallar silsilesi Bati dinyasinin  kiltirel mirasini  koruyabilmesinin  en d6nemli
nedenlerinden birisidir demek yanlis olmayabilir.
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SOME VISUAL REPRESENTATIONS OF THE HORSE IN
SYMBOLISM AND MYTHOLOGY

Sinziana ROMANESCU"

ABSTRACT

There is a belief, rooted, it seems, in the memory of all peoples, according to
which, at the origin, the horse sprouts, galloping as the blood is coming, from the
darkness of the Htonian depths, either from the depths of the earth or from the depths of
the sea. Son of night and mystery, this archetypal horse is both the carrier of life and
death, being linked both to the fire that destroys and triumphs, as well as to the water
that nourishes and drowns.

The multiplicity of the symbolic meanings of the horse derives from the complex
meaning of the great lunar figures, in which imagination associates, by analogy, the
earth in its role as Mother, the moon that illuminates it, its waters and sexuality, its
dream and divination, its vegetation and its periodic renewal.

Psychoanalysts made the horse the symbol of the unconscious or inhuman
psychism, an archetype close to that of the Mother as a memory of the world, or of the
Time, as it relates to the great natural clock, or to that of the unstoppable desire. The
nights follow the day and it happens that, following this process, the horse leaves its
dark origins, rising to the skies, in full light. He appears in a white robe of glory and
ceases to be monthly and htonian, becoming, in the world of good gods and heroes,
uranian or solar, further broadening the scope of his symbolic meanings.

Some Symbolism and Mithology.

The symbol of the Knight God was widespread throughout the Greco-Roman
world, but especially to the Dacians and their descendants. Thus, Kernbach mentions
the deities known as the Thracian Knight, the Danube Knights, and Mircea Eliade
shows that, after Herodotus, several centuries later the so-called "knight heroes"
monuments multiply in the Balkans'.

The Thracian Knight shone above the Euxin Bridge, the cities of Histria,
Callatis, Odessus. We also find it at Romula, in Dacia, where it is not, as thought,
associated with the godess Cybele. In Constanta, the Knight God equipped with his
spear is shown winged as a genius of death and so it turns out in fact that the Thracian
hero often had funeral significations. The stella from Svistov, dedicated to Heroni,
shows us the god faced with a huge dragon variety that has nothing in common with the
life-saving and supportive snake, but probably incarnates death.

We meet other knighted gods in Asia Minor, such as the one called Kksbos in
Lycia, wearing a cuirass®. Like Thracia, Smyrna honored an Apollo knight. But the
micro-Asian knights do not seem to have really been exported by their local worshipers,
unlike the Thracian Hero, whom we find, for example, in Ostia’. Here, two reliefs
represent the God hunting for the wild boar. In one case, the beast emerges from a
cave as the sarcophagus illustrating the myth of Meleagros. On the other, we see him
advancing towards a small altar and the knight god is accompanied, this time by a
scout. The first of these reliefs bears the name of an Aurelius Apronianos inscribed in
Greek, and, even though it was discovered at the bottom of a pavilion of the Ostia
theater, it could be a funerary monument taking into account the prerogatives of Trac
Knight as protector of the dead.

*Assoc. Proff. PhD., Ovidius University of Constanta, ROMANIA

! Mircea Eliade, Istoriacredintelor si a ideilor religioase, vol. |,Bucuresti , 1983, p. 171.
2 Robert, Un dieu anatoliene: Kksbos, lll, Paris, 1946, p. 37, 38.

® Robert Turcan, Cultele orientale in lumea romand, Bucuresti 1998, p. 282.
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Several Thracian epitaphs, more specifically Bessi, were revealed in Ostia.
Together with the future emperor Maximin, Septimius Severus was forced to recruit
Thracian knights for his personal guard who may have brought the Hero's cult with
them.

Perhaps the Macedonians also had their Knight God and we wondered if they
had not implanted a god named Heron in Egypt of Lagiz, which we find here since the
second century BC. Here, this god was mistaken for Horus, crushing Seth. It's a solar
god, like some knights in Asia Minor or the rider identified with Apollo. This image
preceded that of the holy knights who had great success in universal Christian
iconography, especially St. George's bowing down the dragon®. A knight Dionysos
reminds us of the Thracian Hero.

In the Danube provinces, the troops paid tribute to other knights, whose
iconography is more complicated, and whose name is ignored, including being known
as the Danubian Knights. Their worship is alluded to on stars analogous to the mythical
plates of these bodies, by form, format and even by the relief scheme.

The multiplicity of the symbolic meanings of the horse derives from the complex
meaning of the great lunar figures, in which imagination associates, by analogy, the
earth in its role as Mother, the moon that illuminates it, its waters and sexuality, its
dream and divination, its vegetation and its periodic renewal.

Psychoanalysts made the horse the symbol of the unconscious or inhuman
psychism, an archetype close to that of the Mother as a memory of the world, or of the
Time, as it relates to the great natural clock, or to that of the unstoppable desire. The
nights follow the day and it happens that, following this process, the horse leaves its
dark origins, rising to the skies, in full light. He appears in a white robe of glory and
ceases to be monthly and htonian, becoming, in the world of good gods and heroes,
uranian or solar, further broadening the scope of his symbolic meanings. This heavenly
white horse represents the mastered, strung, sublimated Instinct. He is, according to the
new ethics, the most noble conquest of man.

But there are no eternal conquests and, in spite of this luminous image, the
horse of darkness follows steadfastly, in the depths of our being, the infernal gallop. He
is when beneficial, when evil. The horse is not an animal, it is a vehicle, a ship and its
destiny is therefore inseparable from that of man. Between the man and the horse the
specific dialectic of the psychic and the mental one intervenes. Under the midday sun,
carried by the hawkish pursuit, the horse galloped blindly, and the rider, with wide eyes
wide open, chased away his fears and aimed him at the targets to which he set himself.
But at night, when, in turn, the rider is blind, the horse can become a clairvoyant and
then he will be the one to lead, because he alone can pass unpunished the mystery of
the mystery inaccessible to human intellect. If there was a conflict between horse and
rider, their race would lead to madness and death but, on the contrary, it would lead to
triumph if there is harmony between them. The traditions, rites, myths, stories and
poems in which the horse is evoked only express the countless possibilities of this
subtle game.

Visual representations

*Ibidem, p. 284.
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KONYA MEVLANA MUZE_SiNDE BULUNAN BANALUKA SECCADELERIN TURK
ISLEME SANATINDAKI YERI

Naci BAKIRCI®
Cemile EREN**
Ozet

Konya Mevlana Mizesinde bulunan Banaluka isi islemeli seccadeler, nakigli
seccadelerin az bulunan guzel drneklerindendir. Bu Seccadeler Bosna Hersek’in Banja
Luka yoresinde yapildiklari icin Turk sanati icerisinde kisaca Banaluka isi seccadeler
diye adlandinimigtir.

Konya Mevlevi Dergdhindan miizeye intikal eden bu seccadelerin Osmanli
Sultanlari veya devlet adamlari tarafindan hazirlattinlarak Mevlana Dergahina hediye
olarak goénderilmis olduklari distntlmektedir.

Seccadeler normal namaz seccadelerinden oldukga buyuktir. Cuha ve keten
kumas Uzerine, ylzeyleri naturalist karanfil, lale, simbul ve sarmal dallarla aplike ve
Maras Isi tekniginde hazirlanmistir. Zengin islemelerinden dolayi bu seccadelerin saray
isi olduklar saniimaktadir.

ABSTRACT

Banaluka embroidered prayer rugs in Konya Mevlana Museum are among the
rare examples of prayer rugs. Since these prayer rugs are built in the Banja Luka region
of Bosnia and Herzegovina, in the Turkish art, the work of Banaluka is called prayer
rugs.

It is thought that these prayer rugs, which were transferred to the museum from
Konya Mevlevi Lodge, were prepared by Ottoman Sultans or statesmen and sent to
Mevlana Lodge as a gift.

Prayer rugs are much larger than normal prayer rugs. The surface is prepared
on natural and linen cloth with naturalistic carnations, tulips, hyacinths and spiral
branches. It is believed that these prayer rugs are palace work because of their rich
processing.

Giris

1925 yilinda tekke ve zaviyelerin kapatiimasindan sonra Bakanlar Kurulu karari
ile Konya Asar-1 Atika Mulzesi'ne dénustirilen Konya Mevlana Dergahinda bulunan
eserlerin tamami olusturulan komisyon marifetiyle tasnif edilerek mize envanterine
kayt edilmistir.”

Blyuk Tark disinidrld ve mutasavvif Hz. Mevlana’nin 1273 yilinda vefatindan
bir yiIl sonra mezarinin Gzerine oglu Sultan Veled, Emir Muindddin-i Pervane ve esi
Gurcu Hatun ile Aldmeddin-i Kayserin yaptirdigi tirbe etrafinda gelisen Mevlana
Dergéahi, Osmanlilar déneminde tim Mevlevihanelerin merkez asitanesi oImu‘g;tur.2

Selguklu, Karamanoglu ve Osmanlilar zamaninda tirbeye hediye edilen kiymetli
esyalar vakif anlayisi geregi blyUk bir 6zenle korunmus, dergéhin 1891 ve 1911 tarihli
esya defterlerinde yer alan kayitlarda da bazi egyalarin kimler tarafindan hediye edilmis
olduklari belirtilmistir.>

Mize koleksiyonunun biylk ¢ogunlugunu el yazmasi eserler ile tekstil Grtnleri
olusturmaktadir. Tekstil Grdnleri igerinde halilar, kilimler ve kege malzemeler dikkat
cekicidir.

*Dr., Konya Miize Midiir Yardimeisi

**Cemile Eren Sanat Tarihgisi

' Erol, Erdogan. “Mevlana Muzesi ve ziyaretciler’, Konya’dan Dinyaya Mevlana ve Mevlevilik,
2002,s.2230

2 Bakirci, Naci, Konya Mevlana Dergahi, istem,2007, S.10,s.193

® Mevlana Miizesinin 86 nolu Demirbas defteri.
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Bildiri konumuz olan Banaluka seccadelerden mize koleksiyonunda 641, 642,
643, 644, 645 envanter numaralarina kayith 5 adet seccade bulunmaktadir. Bu
seccadeler 1891 yilindaki kayitlara gére Mevlana Dergahina hediye olarak gelmis ancak
kimler tarafindan hediye edildikleri konusunda yazili bir belgeye ulagilamamistir.

Muze koleksiyonunun ve Turk tekstil sanatinin nakisli seccadelerinden olan bu
ornekler zaman zaman yanliglikla kece seccade olarak tanitiimis ve decjerlendirilmigtir.4

Calismamizda muzede bulanan 5 adet Banaluka isi nakisli seccadeyi bilim
dlnyasina tanitirken tekstil sanati icerisindeki yerini ve Balkanlarla Anadolu da
hazirlanmis 6rneklerin etkilesimini ortaya koyacagiz.

Seccade tanimina uygun ilk ifadeler kaynaklarda Peygamber efendimizin
Uzerinde namaz kildi§i hurma lifinden dokunmus kicik hasir humre (6rtu) adiyla
gecmektedir. Daha sonralari Abdullah b. Omer’in bir hali seccadesi (tinfise) oldugu
rivayet edilir. Abbéasiler déeneminde de Vezir Hamid b. Abbas’in yolculuda ¢iktidinda
beraberindekilerle birlikte namaz kilmak i¢in yaninda 400 seccade bulundurdugu
yazildir. Kudis’'in 1187 yilinda fethedildiginde Mescid-i Aks&’nin temizlenip kandiller
asildigi ve seccadeler serildigi bildirimektedir.’

Seccadenin tanimi ve seccade hakkinda Sanat Ansiklopedisinde su bilgiler yer
almaktadir. “Seccade ekseriya Ustinde secdeye varmak yani namaz kilmak igin
kullanilan yaygi ki ylinden, kumastan, abadan, yazmali bezden, halidan olanlari vardir.
Halilarin bdyle kuguk sekilde olanlarina seccade denir. Seccadelere, sekil tezyinat ve
yapildiklari madde itibariyle su isimler verilmistir. Hali seccade, hasir seccade, arakiye
seccade, sal seccade, atlas seccade, kilim seccade, yazma seccade, mukatta seccade,
sahsi seccade, bayrami seccade, Arabi seccade, munakkas seccade, benaluka
seccade, islemeli seccadeler olarak tasnif ediImis,:tir.”6

Anadolu Turk sanatinda ilk hali seccade ornekleri Konya Alaeddin Cami ile
Beysehir Esrefodlu camiinde bulunmustur. 1911 ve 1931 yilinda muzelere tasinan bu
hali seccadeler istanbul Tirk Islam Eserleri ve Konya Mevlana Miizesinde
sergilenmektedir. 15. Yuzyilin ikinci yarisindan itibaren yayginlasan hali seccade
ornekleri Kirsehir, Kula, Gordes, Ladik gibi merkezlerde dokunmustur. Bu hali
seccadeler zengin dokunduklari bolgelere gére zengin tasarimlara sahne olmustur.
Mihrap nisini hatirlatir tarzda sisli kemerler, aynalik ve alinliklar ile iki yanda yer alan
sutunceler, kandil, samdan gibi motiflerin yaninda azda olsa yazi kusaklari hali
seccadelerin tasariminda kullaniimistir. Bazi seccade 6rneklerinde de alnin secdeye
geldigi yere ayetlik, ayak basilan kisimda tabanlik olarak dizenlenmistir.

17, 18 ve 19.ylzyilda hali seccadelerin yaninda kege seccadeler ile nakisli
seccadeler de yayginlasmaya baslamistir. Bu seccadeler hali seccadeler kadar
dayanikli olmadidindan pek c¢ogunun yipranip gunimize kadar gelmedigi
distnUlmektedir. Bu seccade o6rneklerinden az da olsa mizelerimizde 6rnekleri
bulunmaktadir.

Miizelerde bulunan seccadeler iizerinde galismalar yapan Orciin Barista Hoca
Tark El Sanatlan kitabinda nakigli seccadeleri ve Turk isleme teknikleri konusunda
siniflandirmalar yapmis ve kullanilan isleme tekniklerini tanltm|§t|r.7 Geleneksel
sanatlarimizdan kegeyi Konya’da yapan kege ustasi Mehmet Girgic te geleneksel
nakislarimizi son yillarda yeni bir anlayisla harmanlayarak ginimuzde kullanilabilecek
tasarimlarla kece seccadeler yapmaya baslamistir. Atdlyesinde calisan egitimli

* Tan, Melahat. Konya Etnografya Miizesinde Bulunan Nakisli Kege Seccadeler, 2000, S.U.
gYaylnIanmamlg. Lisans Tezi)
Bozkurt, Nebi. “Seccade”, Islam Ansiklopedisi, TDV. 2009.C.36.s.270.
6 Arseven, Celal Esad. Sanat Ansiklopedisi, C.4, istanbul, 1993,s.1774
! Barista, H.Orclin. Tirk El Sanatlari,1998,s.131
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o6grencilerde yeni arayislarla Kubad Abad c¢inilerini kege ile bulusturan gtizel érnekler ve
yayinlar yapmlglardlr.8

Tanitmaya calistigimiz nakish Banaluka seccadeler, 15. Ylzyilda Osmanli
idaresi altina girmis Bosna Eyaletinin Banjaluka veya Banaluka denilen sehrinde
yapillmis oldugundan Banaluka Seccadeler olarak adlandiriimis ve Tirk sanati
icerisindeki yerini almistir.

Mize koleksiyonunda bulunan Banalika seccadelerinin tamami bir insanin
namaz kilabilecedi seccadeden buyudk hazirlanmigtir. Bunlar dergdhin duvarlarina
perdelik gibi asmak niyetiyle veya mezar sandukalarinin tzerine 6rtl olarak hazirlanmis
olduklar dusuntlmektedir. Seccadelerin ylzeyinde etamin benzeri keten kumas arada
biraz daha kalin bir kumasla dikilerek hazirlanmistir. Seccadelerin arkasi da daha ¢ok
kirmizi renkli ipek atlas kumasta kaplanmistir. Seccadelerin dértkenari sim sirma
sacakla gevrilmigtir. Nakigli bezemelerinde de aplike ve Maras isi teknigi kullaniimigtir.
Adirlikh olarak naturalist yaklasimla kivrim dallar, yapraklar, cicek ve gul motifleriyle
adeta bir gicek bahcgesi yaratiimistir.

KATALOG
Adi: Banaula Seccade, (Resim.1)
Mize Envanter No: 641
Dénemi: 19.YY.
Geldigi Yer: Konya Mevlana Dergahi
Boyutlari: 184 x118cm
Kullanilan Malzeme: keten, guha ve atlas kumas, ipekli iplik, sim sagak,
Uygulanan Teknik: Aplike ve nakisli isleme.
Kullanilan Renkler: Pembe, sari, yesil, bordo,
Konu: U¢ sira bitkisel bezemeli burdir, ortada vaodan c¢ikan glllerle iki yanda
bitkisel formlu situca ve kemer alinlidi ile seccade formu olusturulmustur.
Kompozisyon: Seccade dikddrtgen formunda yapilmistir. GUl rengi kumas Uzerine
renkli kumasg parcalari kesilerek naturalist bicimde aplike tekniginde bezenmis nadir
nakisl seccade dOrnegidir. Kece seccadenin dort tarafl stylize edilmis kivrim dalli
cicek buketleriyle etrafi da klaptanl sacakla gevrilmistir.

Adi: Banaula Seccade, (Resim.2)

Mlze Envanter No: 642

Dénemi: 19.YY.

Geldigi Yer: Konya Mevlana Dergahi

Boyutlari: 178 x130cm

Kullanilan Malzeme: keten, guha ve atlas kumas, ipekli iplik, sim sagak,

Uygulanan Teknik: Aplike ve nakisli igsleme.

Kullanilan Renkler: Pembe, mavi, sari, beyaz, yesil,

Konu: iki sira bitkisel bezemeli burdir, ortada kivrim dalli vazodan ¢ikan gicek ve
gullerle iki yanda bitkisel formlu sttunce ve perde gibi kemer alinlidi ile seccade
formu olusturulmustur.

Kompozisyon: Seccade dikdoértgen formunda yapilmistir. Gllkurusu renkli kumas
Uzerine renkli kumas pargalari kesilerek naturalist bicimde aplike teknidinde
bezenmis genis iki bordlrlt nakigl seccade 6rnegidir. Nakisl seccadenin dort tarafi
stilize edilmis kivrim dalli cgicek buketleriyle bezenmis, kenarlarindanda klaptanh
sacakla suslenmistir.

Adi: Banaula Seccade, (Resim.3)

Mlze Envanter No: 643

8 Eren, Cemile. “Geleneksel Sanatlarda Kegenin Cini Sanati ile Bitiinlesmesi Sanatta Yeni
Arayislar’Mize,Konya.2019,s.85
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Dénemi: 19.YY.

Geldigi Yer: Konya Mevlana Dergéahi

Boyutlari: 180 x103cm

Kullanilan Malzeme: keten, ¢uha ve atlas kumas, ipekli iplik, sim sacak,

Uygulanan Teknik: Aplike ve nakisli isleme.

Kullanilan Renkler: Pembe, sari, yesil, ve tonlari, kirmizi, mor, mavi

Konu: Bir sira bitkisel bezemeli kivrim dal ve yol motifli burdiir, ortada iki katl
vazodan c¢ikan gullerle iki yanda dal bigimli, bitkisel formlu situncelerle kemer
alinhgi ile olusturulmustur.

Kompozisyon: Seccade dikdortgen formunda yapilmistir. Beyaza yakin gul renkli
kumas Uzerine, renkli kumas parcalar kesilerek naturalist bigimde aplike tekniginde
yapiimis nakigli seccade ornegidir. Kece seccadenin dort tarafini gevreleyen stilize
edilmis yol ve kivrim dalli gicek buketleriyle sarmalanmistir. Seccadenin igteki
dikdoértgen alani alev dili motifleriyle cevrilmistir.

Adi: Banaula Seccade, (Resim.4)

Mize Envanter No: 644

Dénemi: 19.YY.

Geldigi Yer: Konya Mevlana Dergéahi

Boyutlari: 216x185cm

Kullanilan Malzeme: keten, cuha ve atlas kumas, ipekli iplik, sim sacak,

Uygulanan Teknik: Aplike ve nakisli isleme.

Kullanilan Renkler: Pembe, sari, yesil, bordo, beyaz

Konu: Bir sira bitkisel bezemeli burdir, ortada U¢ kollu vazodan ¢ikan gullerle iki
yanda iki sira bitkisel formlu sttuncelerin Uzerinde yer alan dilimli kemer ve kemer
alinhdindan sarkan u¢ kandil motifi bulunmaktadir.

Kompozisyon: Seccade dikdortgen formunda yapiimigtir. yesil renkli kumas tzerine
renkli kumas parcalarn kesilerek naturalist bicimde aplike tekniginde bezenmisgtir.
Nakiglarin  zenginlignden seccadeden ¢ok kapi perdesi gorinimuandedir.
Seccadenin dort tarafi stilize edilmis kivrim dalli gul ve cicek buketleriyle
doldurulmustur. Kemer alinligindan sarkitilmis t¢ kandil motifi maras isi tekniginde
islenmistir. Seccadenin sol alt késesinde yipranmadan dolayl kiglk bir parcasi
yoktur.

Adi: Banaula Seccade, (Resim.5)

Mize Envanter No: 645

Dénemi: 19.YY.

Geldigi Yer: Konya Mevlana Dergéahi

Boyutlari: 187x120cm

Kullanilan Malzeme: keten, ¢cuha, atlas kumas, ipekli iplik, klaptan ve sagak,
Uygulanan Teknik: Cin ignesi ve sirmeli isleme ile aplike ve Maras isleme
Kullanilan Renkler: Pembe, sari, yesil, mavi, bordo,

Konu: Bir sira iri yaprakh bitkisel bezemeli burdir, kemer biciminde tasarlanmisg,
seccadenin ortasi digerlerinin aksine bunda bos birakiimigtir.

Kompozisyon: Seccade dikdortgen formunda yapilmistir. Krem renkli kumas genis
bir bdérdir seccadenin dort yanini ¢evrelemis olup kemer alinligindan bir buylk
avize motifi sarkitiimistir.Avize motifi maras isi ile sarma teknidinde yapilmis ve
aplike edilmigtir. Bezemede simetri esas alinmistir. Yaprakl bitkisel bezeme ve
cicek motifleri yer yer stilize edilmistir. Seccadenin dort tarafi sagakla gevrilmistir.

DEGERLENDIRME VE SONUG
Konya Mevlana Dergadhina 18. Yuzyllda hediye olarak gelmis ve
gunimuizde muize envanterine kayit edilmis olan 5 adet nakis islemeli seccade,
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katolog bilgilerinin yaninda hazirlanmis oldugu kumas ve nakislari ile tanitiimaya
calisiimistir.

Osmanli Cografyasinda yer alan Balkan sehri Banaluka da hazirlanmis olan
bu seccadelerin 6rnekleri giinimizde yok denecek kadar azdir. Muzelerimizin
teshirinden ¢ok depolarda bulundurulan bu eserler zaman zaman arastirmacilar
tarafindan yanliglikla kege seccade olarak tanitilmistir. Seccadeler (zerinde
yaptigimiz detayli calisma ile bunlarin kegce olmadiklarini belirleyerek bir yanlisi
dlzeltmeye cgalistik. Seccadelerin hazirlandigi isleme tekniklerini ve sahip oldugu
susleme anlayisini belirledik.

Anadolu’da daha c¢ok gunlik kullanim igin hazirlanmis olan seccade
cesitlerinde bu kadar zengin slsleme ve isleme tekniginin gesitliligini bir arada
bulmak olduk¢a zordur.

Balkan cografyasinda insanlarin ya daha zengin yasam sartlarina sahip olduklari
veya iyi bir bezeme anlayisina sahip ustalarin bulundugu akla gelmektedir. Bunu
zamanla yapilacak ¢alismalar dah iyi ortaya koyacaktir.

Turk isleme sanatinin pek c¢ok teknigi bir arada uygulanmis olan bu
seccadeler Tirk isleme sanatinin nadir érnekleri arasinda gésterilebilir. inancimiz
odur ki pek ¢cok geleneksel sanatlarin yeniden ele alinarak giinimuzde Gretimlerinin
yapildigini  hep birlikte gérmekteyiz. llgili Fakiltelerimiz ve Olgunlasma
Enstitilerimiz bu konuyu ele alarak kaybolmaya yiz tutmus nakigli seccadelerin
yeniden Uretimlerini yaparak hak ettikleri yeri almasinina yardimci olurlar.

~
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SANATSAL AGIDAN TURK GiNi SANATINA BAKIS
Nergis CANAK®
ABSTRACT

Art is a form of expression. It is art that conveys what people see and feel on
objects through symbols while watching human experiences. It keeps the mirror of the
society and individuals living there. It confronts the truth, blends traditions, customs,
history, beliefs, philosophy and culture, makes a note of history, and ensures that it
always remains alive.

Traditional arts are the memories of a civilization, their experiences, their
experiences, their past and their future. In short, it is a cultural heritage. The
combination of Seljuk mosaic and colorful glaze technique made the beginning of
Ottoman tile art. However, his most magnificent works were given from the second half
of the 15th century to the end of the 17th century. The contributions of the Ottoman
Empire to tile art were reflected in the richness of color and design. Tile workshops
established in Iznik connected to the palace, like the Ottoman Empire, which was at its
peak in the 16th century, experienced its most brilliant period and reached its peak in
terms of color, design and technique. The “coral red an, which was used for a short
period and disappeared with the death of its master, is also seen in this period. As in all
other fields, tile art began to decline with the political collapse that began to be seen
from the first half of the 17th century and tile workshops closed one by one. Today,
Turkish tile art, which has been tried to be continued in the form of small workshops in
Kltahya, continues to contribute to the economy within the frame of wall decoration,
ornaments and souvenirs and hobby works, even if it has lost its old power.

This study has been carried out in order to explain the adventure of tile art,
which has a very important place in Traditional Turkish Handicrafts and which includes
the most magnificent examples, from the beginning to the present.

Keywords: Traditional, tile, glazura.

GIRIS

1. Turk Cini Sanati

Bilindigi gibi Tlrkce Cini kelimesinin tarihi Osmanli c¢adindan o6teye
gitmemektedir. O déneme kadar mimari seramiklere kasi, kap-kacak seramiklerine ise
evani denilirdi (Oney,1976:7).

Cin kelimesini andiran bu terimin ortaya ¢ikmasina buyuk ihtimalle saraya gelen
Cin porselenlerine karsl duyulan hayranlik ve bu blnyeyi animsatan Osmanli silisli
hamurunun parlak beyazli§i neden olmustur. Kimi Tdrkge kaynaklarda g¢ini'nin
ingilizceye China olarak gevrilmesi de s6zii gegen iligkiyle baglantili olmalidir. Osmanli
seramikleri Gzerinde Cin porselenlerinin etkisi Baba Nakkas déneminden itibaren takip
edilebilir. Raby’ye gére olusumunu Cin’in seramik stslemelerine bor¢lu olan bu tarzin
motifleri Osmanli ustalan tarafindan gelistirilerek ortak bir kavram icinde ve daha
ayrintih galisiimistir. Esinlenme seklinde baglayan Cin etkisi 1520’li yillarin sonundan
itibaren diger Uretimin yani sira bire bir taklit seklindeki uygulamalarin da yapimiyla
devam eder. Saraya gesitli yollardan gelen Yuan ve erken Ming dénemi mavi beyaz Cin
porselenlerin formlarini tekrar eden ustalarin ilerleyen yillarda ¢esitli motif ve dizenleme
semalari da benimsedigi ginimuze ulasan ¢ok sayida érneklerle kanitlanmaktadir (
Atasay, v.d., 1994:121-128).

Mimaride kullanilan ¢iniye 18. Ylzyila kadar "kasi", ¢ini esyaya (tabak, vazo,
kase vb.) de "evani" (kapkacak) adi verilmekteydi. O dénemde Cin'den ithal edilen
porselenlerin Un kazanmalarindan o6tirt, Tdrk yapisi kasi kalitesinin yuksekligini
vurgulamak igin "CINI" denmeye baslanmistir. Orta Asya'da gelisen seramik sanatinin
bir kolu olan ginicilik, Selguklularla Anadolu'ya girmistir. Selcuklular henliz Anadolu’ya

* Ogr. Gor., Trakya Universitesi, Edirne.
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yerlesmeden énce, iran’da mimaride sirli tugla gelenegini baglatmis, 6zellikle tirbelerde
turkuaz sirli tuglalara yer vermistir. Tek renkli sirli levhalarin kesilmesi ya da desene
g6re hazirlanmis pargalarin sirlanmasi ile olusturulan ¢ini- mozaik teknigi de Anadolu’da
yaygin olarak kullanilmistir. Osmanlilarda mimari stislemede ¢ok énemli yeri olan ¢ini,
cami, medrese, tiirbe, saraylari siislemekte kullaniimistir. ilk Osmanl devri ginileri
Selguklu geleneginin devamidir. Figurli geometrik yazi, nebati sislemelerle sari, yesil
renkler farkli kullanilmistir. Bizanslilar zamaninda bir seramik merkezi olan iznik,
Osmanli imparatorlugunun da en énemli gini merkezi olarak 14. Y{lzyildan, 18. Yizyila
kadar Ustunliguni korumustur. 17.ylizyilda énemini yitiren iznik atélyeleri yaninda
Kitahya'da iznik teknigine erisememekle beraber 15.ylizyildan itibaren bir gini, seramik
merkezi olarak varlik gostermistir. Kitahya isi seramikler mavi, kirmizi, sari, mor, yesil
renklidir.

Gegmisi M.O. 3000 yillarina kadar uzanan ¢ininin en eski kullanim érnegi, sirli
tugladir. Sirli tuglanin gegmisi Misir ve Mezopotamya'ya kadar uzanir. islam sanatinda
cini Sasani'lerin etkisiyle Abbasi halifeleri déneminde iran ve Irak’ta gelismis, buradan
Kuzey Afrika'ya Misira ve ispanyaya gegmistir. iran'da Kasan ve Rey sehirleri tarihte
onemli ¢ini merkezleri olarak bilinir. Daha sonralari Semerkant ve Buhara énemli Cini
merkezleri olmuslardir. Tebriz Erdebil ve Isfahan’daki mimari yapilarda gok giizel gini
ornekleri kullaniimistir. Ozellikle Isfahan'daki yapilarda ve Cami minarelerinde gini
kullanimi ¢ok yaygindir. Bu dénemde tugla ya da pléka seklinde firinlanmis kirmizi
toprak, bazen de Uzeri beyaz toprak astarli olarak renkli sirlarla desenlenerek
firnlanmak suretiyle mimaride kullanilmistir. Buralardaki ¢ini Gretim ve kullanimi 1220-
1270 yillarinda Mogol istilasi déoneminde her yerin tamamen tahrip ve yok edilmesi
nedeniyle durmustur. ilhanlilar déneminde yeni tekniklerle gelisen cini sanati Safeviler
déneminde zirveye ulagsmigtir. (http://www.tefekkurdergisi.com/Yazi-
Tark_Sanatinda_CiNi).

18. yuzyilda bolgesel 6zellik gosteren Canakkale seramikleri ortaya ¢ikmistir.
Osmanli déneminde daha ¢ok saray, cami, medrese, tlrbeler igin Uretilen seramikler,
17. YiUzyildan sonra yozlasmaya baslamistir. Cumhuriyet dénemine kadar Kutahya,
Canakkale seramikleri, Fransa'dan c¢amuru getirilerek yapilan Yildiz Porselenleri
gorilmektedir. 18. ylzyilda iznik'teki ginicilik sanati tamamen kaybolmustur. Ayni
yuzyillda en guzel orneklerini veren Kltahya cinileri, bu yuzyill sonunda gerilemeye
baglamis,19.-20 ylizyllda eski iznik cinileri motiflerinin taklitierine déndlmustir.
Gunumuzde ¢ini merkezi Kutahya’dir. Burada daha ziyade Selguklu renk, desenler taklit
edilerek Uretim yapilmaktadir

2. Cini Sanatinda Kullanilan Teknikler

Gegmisi Misir ve Mezopotamya’ya kadar uzanan ¢ini sanatinin ilk érneklerine,
M.O. 3000 yillarinda rastlanmaktadir. Sirli tugla, diiz gini, kabartmali gini, mozaik, sir
alti, luster ve minai tekniklerinin kullanimi giinimuze kadar ulasmaktadir.

2.1. Sirli Tugla Teknigi

Cininin en eski kullanim &érnegi, sirli tugladir. Sirli tuglanin gegmisi Misir ve
Mezopotamya'ya kadar uzanir. Camii, mescit ve medrese minarelerinde slsleme igin
genellikle daha dayanikli olan sirli tugla ve daha az olarak ¢ini kullanilmistir. Firuze ve
mor renkli olan sirl tuglalar, kirmizimsi renkli sirsiz tuglalarla birlikte dikey, yatay,
diyagonal yerlestirilerek ¢ok gesitli geometrik kompozisyonlar, kdseli girift kufi yazil
bilezikler meydana getiriler. Sirli tugla, tuglanin firuze, patlican moru, lacivert sirla
kaplanip firnlanmasi ile elde edilir. Selguklu devri minare ve tlrbelerinde kullanilan sirli
tuglalarda ana renk firuzedir. 13.ylzyilin ikinci yarisindan sonra kobalt mavi ve patlican
moru renkler bollasir. Sirh tuglanin kullanildigi minareler ve tirbeler Anadolu’nun her
kdsesine yayillmistir. Sivas Ulu Camii, Konya Sahip Ata Camii, Sivas Gék Medrese
bunlara érnektir (Oney, 1988:94-95).
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2.2. Diiz Gini Teknigi

Selguklu eserlerinde yapi i¢cinde duvarlar ¢ogu zaman, cesitli baska teknikle
hazirlanmis ¢inilerin yani sira firuze ve daha az olarak mor, kobalt mavisi renkli diz gini
plakalarla kaplanir. Bu ciniler sirli tuglaya benzer sekilde, fakat daha kaliteli ve sert olan
¢ini hamuru ile yapilir. Sirrin altinda genellikle astar kullaniimaz. Selguklu devrinde ¢ini
hamuru sarimsi kil rengindedir. Kare, dikdortgen, altigen, U¢gen sekillerde hazirlanir.
Kaplamada bazen iki veya U¢ ayri renkli giniler orijinal kompozisyonlar meydana getirir.
Duz ¢iniler daha ¢ok duvar alt bélimlerini, lahitleri kaplar. Tokat Gék Medrese Camii
avlusunda, Konya Sir¢ali Medrese, Konya Karatay Medresesi’'nin duvar suslemelerinde
kullanilmistir (Oney, 1988:96).

2.3. Kabartmali Cini Teknigi

Selguklu mimarisinde ¢ok nadir kullanilan kabartmali ¢iniler, 6zellikle kitabeler
ve yazilar i¢in kullaniimigtir. Daha az olarak bitkisel desene rastlanir. GUinimuze kalan
orneklerin ¢ogu lahitler Uzerinde yer almaktadir. Cini hamuru yumusakken Uzerine
kalipla sekiller kabartma teskil edecek sekilde basilir. Ayni kabartma desen etrafi
kesilerek de cikarilabilir. Cini pigirildikten sonra Uzeri tek renk krem, firuze, lacivert, mor
veya yesil sirla kaplanarak tekrardan firinlanir. Sivas |. izzeddin Keykavus Turbesi,
[I.Kihg Arslan Turbesi, Konya Mevlana Turbesi lahitlerinde bu gesit ¢ini kaplama goérulir
(Oney, 1988:97).

2.4. Mozaik Teknigi

Cini mozaik Ozellikle Anadolu'da Selguk devrinde gelistiriimis, daha sonra
iran’da ilhanlilar devrinden itibaren en bol uygulanan ¢ini teknigi olmustur. Yapi iginde
kullanilan ¢ok zor ve zengin gorinuglu bir ¢ini teknigidir. Bu teknikte firuze hakim olmak
Uzere, patlican moru, kobalt mavisi, siyah renkte hazirlanan ¢ini plakalar istenen motife
gore kesilir ve dekoratif bir kompozisyonla mozaik gibi bir araya getirilir. Cini parcalari
renklerine uygun derecelerde ayri ayr firinlandigindan ¢ok kaliteli ve canlidirlar. Kesilen
pargalarin arkasi hafif koniktir. Meydana getirilecek motife gore sirli yuzleri alta gelmek
Uzere dizilirler. Selguk devri mimarisinin tipik bir teknigi olan mozaik Beylikler ve erken
Osmanl eserlerinde ¢ok azalir ve yok olur. Selguk devri ¢ini mihraplari Anadolu’nun
islam mimarisine getirdigi biiylk yenilik olarak dikkati geker. Erken mihrap érneklerinde
daha sade ve geometrik desenler hakimdir. Konya Aldeddin Camii, Aksehir Ulu Camii,
Beysehir Esrefoglu Camii bu teknigin kullanildigi yapilara érnektir (Oney, 1988:97-98).

2.5. Sir alti Teknigi

Siratli tekniginde desen cogunlukla koyu mavi, mor, firuze, siyah renklerle
boyanir. Uzerlerine seffaf renksiz sir striildikten sonra firinlanir. Ozellikle hag bigimi
cinilerde firuze renkli seffaf sir altina desen siyahla boyanir. Hamur gri-sari ve kolay
dagilan bir hamurdur (Oney, 1988:99).

2.6. Luster Teknigi

Bu bir sir Ustl teknigidir. Firinlanmig, mat beyaz sirl ¢ini Ustiine lUster veya
perdah denilen gimus veya bakir oksitli bir karisimla desen iglenir. DUsuk i1sida yeniden
firnlanir. Oksitlerdeki maden karisimi ince bir tabaka halinde ¢ininin ylzeyini kaplar.
Laster cinilerde desen kahverengi sari tonlarindadir. Bu teknik firuze, kobalt mavisi,
yesil, patlican moru sirli ¢iniler Uzerinde de goérulur. Hamur genellikle gri-sari ve ¢abuk
dagdilan, iri taneli topraktandir. Luster ¢ini ve seramiklerin ilk érnekleri 9. Ylzyilda Abbasi
sanatinda Irak bolgesinde gériiliir ve daha sonra Misirda Fatimi ve iran’da Biyik
Selguklu sanatinda ¢ok gelisir (Oney, 1988:100).
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2.7. Minai Teknigi

iran’da Bilyiik Selguklularin yarattigi ve kullanma seramiginde ¢ok gelistirdigi bir
tekniktir. Yedi renk kullanilabilir. Siratli ve sir Gstu teknigi uygulanir. Gini hamuru sert gri-
sarl renkte ince taneli oldugundan astarlanmadan kullanilabilir. Renklerden mor, mavi,
firuze, yesil sir alinda kullanilir. Bunlar boyanip kurutulduktan sonra ¢ini seffaf renksiz
veya firuze sir ile sirlanip firinlanir. Sir Gstine kiremit kirmizisi, siyah, beyaz, altin yaldiz
renklerle son ilaveler yapilir ve disuk isida tekrar firinlanir. Konya Aldeddin Sarayi
drneklerinde genellikle sir Gstl renklerin kullanildigi dikkati geker (Oney, 1988:100).

3. Turk Cini Sanatina Sanatsal Agidan Bakis

Cini teriminin Cin kelimesiyle kéken yakinhgdi, Osmanli silisli binye beyazliginin
Cin porselenlerin parlak beyazligina benzerligi seklinde yorumlanabilir ve algilanabilir.
Selguklu seramik mirasini devralarak ayni regete ve teknolojiyle hazirlanan bu ¢camurun
daha parlak ve pekismis blnye niteligi hi¢ kuskusuz Bati Anadolu'nun ham madde
niteliginden kaynaklaniyordu. Biiyiik Selguklu dénemi seramik imalatinda da iran’in
Kasan ve Rey gibi merkezlerinde uretilen silisli seramikler bunye beyazligi agisindan
Anadolu 6rneklerinden ¢ok Ustlndur. Bu tstinlugun farkl teknolojiden degil farkh kil ve
kuvars depozitlerinin kullanimindan ileri geldidi bilinen bir gergektir. Dolayisiyla ortaya
¢ikan yeni Osmanli silisli hamurunun daha Ustln estetik ve teknik degeri, Anadolu Turk
seramik ustalarinin bagarisi olmakla birlikte tim dinyada Un salan ve parlak pekismis
beyazligiyla ulasilmaz seviyeyi temsil eden Cin porselenlerine bir adim daha yaklasmak
anlamini tasiyordu. ister sanatsal, isterse ekonomik agidan bu son derece énemli adimi
tarihe not diusmek ve 6zel bir adla isaretlemek istegdi ¢ini kelimesinin ortaya ¢ikmasini
saglamis olmaliydi. Dénemin ticari iligkilerini, seramik imalat ve ihracat alanindaki
mevcut durumu, Cin porselenlerinin pazardaki mutlak hakimiyetini de glzel bir kibarlikla
ifade eden bu kelime bir zaman sonra Osmanli sanatini dinyaya tanitan en gbzde
Uretimi temsil etmege baglar. Cini Uretimi sadece mimari seramikle sinirlamak ayni
hamurdan yapiimis Osmanli kap kacaklarina haksizlik yapmak demek olurdu. Ayrica
mimari ve kap kacak seramikleri arasindaki farki bigim farkina indirgemenin de midmkun
olmadi§i unutulmamali. islam ve Hiristiyan diinyasinda 6zel yer tutan, Anadolu’nun da
sahip oldugu bir grup mimari yapida slslemenin seramik c¢anaklarla olusturuldugu
dikkate alinirsa, seramik degerlendirmesinin Urintn formuna gére degil, kullanim yeri
ve sekline gére yapmanin dogru oldugu kabul edilmelidir. Sanat tarihgileri arasinda gini
teriminin mimari seramik gseklindeki geleneksel algilanmasi bu terimi sirli tugla igin
kullanilmasina da yol agmistir. Turk kdltirinde seramigi mimariye sis unsuru olarak
uygulamak geleneginin sirsiz ve sirh tuglalardan basladidi dikkate alindiginda bu
kullanim gekli anlamli goralebilir. Gergi burada tuglanin farkh kilden yapilisinin yani sira
onun Orta Asya Turk mimarisinde hem insaat hem de slsleme 6gesi olarak 6zel
kullanim sekli de dikkate alinmalidir. Bilindigi gibi bu 6zel beceri Anadolu ustalari
tarafindan unutulduktan sonra desenli tugla dizilisi bir “Gst gdmlek” gibi yapilari
kaplamaga baglar. Dolayisiyla kultirimizde tuglayl sadece bezeme unsuru seklinde
degerlendirmege imkan yok. Diger taraftan ayni asamalardan gegen ve ortak Uretim
teknolojisiyle viicuda getirilen bu malzemenin sirli olanina ¢ini, sirsiz olanina ise tugla
demenin yeterince anlamli olmadigi kabul edilebilir. Cini teriminin anlam sikintisinin bir
diger yonl onun ortaya c¢iktigi tarihten 6nceki dénem drlnlerine ait edilmesiyle de
ilintilidir. Bilindigi gibi Osmanli gaginda izmir ve Kitahya atélyelerinin kullandigi ana
seramik malzeme buylk oranda kuvars igeren ve bu nedenle silisli olarak tanimlanan
kompozit yapay ¢amur karisimi olmustur. Bu hamur hem kap kacak hem de mimari
kaplamalarda kullaniimaktaydi. Oysa ayni terim daha erken tarihlere yoénelik olarak
kullanildiginda manzara degismektedir. Selcuklu c¢agr ayni silisli hamur kullanimiyla
secildigi halde, daha énceki dénem ister islam (Samarra, Kayravan Seydi Ukba Camii)
ister ise Gazne'nin sirli seramik duvar kaplamalari kirmizi toprak (eathenware) kil
binyelidir. Bunlarin bir kismi islam, bir kismi Tirk islam kditir 6rnekleridirler.
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Dolayisiyla tuglanin yani sira bunlarin da ¢ini tanimi kapsamina almanin veya
almamanin yolunu ve sartlan belilemek, arta kalanlara da &6zel bir isim tayin etmek
gerekir. Diger taraftan ister tugla, ister kirmizi topraktan yapilmis mimari kaplamalar,
ister ise her anlamda ¢inilerin seramik Griin oldugu ve bu niteligin en kokten dogrulukta
bir tanimlama oldugu dikkate alinirsa, terimin seramik sanati acisindan
degerlendirilmesi, bu tirden Grlnlerin seramik dretimi igindeki yeri ve anlami daha fazla
onem ve deger kazanacaktir. Belli ki bu agidan bakilarak yapilacak olan tanim ¢ini
denilen seramik teriminin tarihsel gelisimi, bu blnyenin fiziksel ve estetik 6zellikleriyle
ilintili degerleri de ihtiva etmis olmalidir. Fakat bu tanimi yapmadan énce terimin gamur
niteligini mi yoksa Urin fonksiyonunu mu baz almasi gerektigi konusunda ortak bir
karara varilmasi lazim. Mevcut anlam ¢atallasmasi yolundaki en buyuk engel olarak
g6rulen bu husus kelimenin ortaya ¢iktigi mekan ve dénem agisindan bakilarak da
degerlendirilmelidir. Clnkd kelimenin Cin seramiklerinin iyi bilindigi Selguklu ¢aginda
degil, o blnyeye gorsel agidan en fazla yaklasilabilen Osmanl silisli hamur déneminde
ortaya cikmasi manidardir. Ve bu énemli ayrinti bilimsel nesnellik agisindan mutlak
manada dikkate alinmali. Yukarida s6zU gecgen tim ayrintilar ve 6zellikle kelimenin
ortaya ciktigi ¢agdaki ilk anlami i¢in ¢ini teriminin igerigini “silisli hamurdan yapilan
seramik mamuller’ seklinde belirlemek ve sinilamak kanimizca mantikli ve tarihsel
acidan adaletli bir adim olurdu. Zira ister Osmanli, ister ise Selguklu ¢aginda kompozit
silisli gamur karisimi kullanim yayginhgi acisindan tek ¢camur tlrd durumuna ¢ok yakin
bir konum igkal etmekteydi. Ortaya giktigi 11.ylzyihin 2. yarisindan itibaren islam
ustalari tarafindan blyUk ragbet gérmege baslayan bu hamur hem mimari hem de kap
kacak seramidi yapiminda kirmizi toprak kil (eathenware) yerine istifade edilmege
basladi. O zamana kadar tek seramik ¢camur olan bu kirmizi kil tdrleri ise kirsal Gretim
ve bdlgesel Urunlerin malzemesi haline indirgendi. Osmanlida Kirmizi Hamur
déneminden sonraki c¢aglarda benzer Uretim Canakkale, Tokat ve Kinik gibi
merkezlerde sirduriimistir. islam sanatinda 2. seramik devrimi olarak gérilen silisli
camur recetesinin bulusu seramik sanatinin ilerideki gelisimini blyuk dl¢tude etkilemistir.
Beyaza yakin pisme rengine sahip bu yeni masse onceleri islam seramiginde
bilinmeyen yeni tekniklerinin ortaya ¢ikmasina zemin yaratarak seramik Uretimini
sanatsal dizeye ulastirmis oldu. Dénemin sanat ekolinu belirleyen ve yoénlendiren
minyatlr ustalarinin seramik Uzerinde slUsleme yapmalarini da o beyaz blnyeye
borgluyuz.

GuUnUmuUz ¢ini atdlyelerinde surddrilimekte olan yapim ve sisleme Uzerine
uzmanlagsma seklindeki usta ayrisimi da o zamanlarda ortaya c¢ikan gelenegin
devamidir. Diger taraftan Osmanli ¢ini sanatinin Selguklu seramik sanatindan farkl
kilan asil husus ustalarinin yogunlastidi ve tek kullandiklar sir alti tekniktir. Anadolu’da
bu teknik daha 6nce Selguklu seramikgileri tarafindan uygulanmis ve glzel sonuglari
guinimize kadar ulasabilmistir. Bu nedenle Osmanh ¢ini hamurunu ve o hamurdan
yapilan Urtnleri Selgukludan kopararak ona ayricalikli bir statli kazandiriimasini kabul
etmek mumkin olmadidi gibi bu varsayim ndbet devri seklinde gerceklesen bilgi ve
tecribe aktarimini da yok saymak anlamina gelir. Elimizde bulunan Osmanh ve
Selguklu silisli hamurun arkeometri tetkik sonuglari, atélye calisma dizeni ve firinlama
teknikleri hakkindaki bilgiler sureklilik icinde devam eden seramik gelenegin varligini
ortaya koyar. Bu gelenek kendini hamurdaki % 75-80 arasi sabit kuvars orani, eritici
olarak kursun kullanimi, Selcuklu ve Erken Osmanli seramiklerinde sir altina uygulanan
maden oksitlerin turindeki &rtisme, c¢ini plakalarin dikey halde firinlama sekli,
sirlamanin akitilarak uygulanmasi gibi ¢ok sayida kiguk ayrintilarda géstermektedir.

S6zU gegen gelenekteki kismi kopmalar merkezi idarenin ortadan
kalkmasindan, ekonomik ve kultirel dagiimadan kaynaklanmis olmaliydi. Beylikler
déneminde baslayan ve Erken Osmanli ¢agi toparlanmasiyla ortadan kaldinlan bu
duraklama Kirmizi Hamur Devri Milet islerinde kirmizi toprak kilin kullanilmasina neden
olmustur. Gegis devri olarak tanimlanan bu dénemin seramik sirlarinda ¢ini blnyelerde

145



XIll. ULUSLARARASI TURK SANATI, TARIHi ve FOLKLORU KONGRESI /SANAT ETKINLIKLERI

de kullanilan kursunlu firite rastlanmis olmasi, bunlarin silisli seramik adlandiriimasina
neden olamaz. Erken Osmanli mimarisinde Selguklu geleneginin oldugu gibi devam
ettiriimesi seramik yapimindaki malzeme degisimini yeni hammadde arayigl veya
teknoloji aktarimindaki gegici sikintilara baglamaya olanak taniyor ( Avsar, v.d., 2014:3-
10).

SONUG

Cini 6zgin bir durus, bir bakis, sezgi ve kavrayisin Ustin nitelikli sanatsal
formlarla ifade bicimidir. Mavinin en koyusundan en acigina, turkuazindan yesiline,
kirmizisina beyaz zemin Uzerine yazilmig bir siir, adeta bir nakistir. Gézimuzin
gordugu renkler ve motifler araciligi ile dana etmektir. Gériinmeyene ulasmak amaciyla
g6z nuru ve aln teri dokllen ciniler gercekle hayalin ustaca harmanlanarak
yansitilmasidir. Kisacasli ateste acan gigekler ve ustalarin hayallerinin yansimasidir ¢ini.

Bugin Konya Karatay Medresesi Mizesi’nde sergilenen Kubadabad ve
Alaeddin sarayi ¢inileri Selguklu saraylarinin bezemesi konusunda bizi aydinlatir. Saray
yasantisini ve sembolik koruyucu yaratiklari yansitan “siralti” ve “lister” tekniginde
islenmis yildiz formlu c¢inilerle bezenmistir. 22-23 cm. ¢apindaki yildiz formlu plakalarin
arasi firuze renkli ve bitkisel desenli hag bicimli ¢inilerle birbirine baglanmistir. Burada
go6rdigumuz ve bir dis bahgesi gibi gdzler éntine serilen her bir yildiz formundaki figtrl G
ciniler sultani, saray ileri gelenlerini, hizmetkarlari, av eglencelerini, tilsimli ve buyulu
inanclari bize aktarir. Saraylilar mor, firuze veya sari yaldizli (Iuster) renkli kaftanlari ile
bagdas kurmus otururken gortllrler. Uzun saglari, Selguklu tipi hotozlu bagliklari, hale
ile cevrili dolgun yanakli, iri g6zIu yuzleri ¢agin modasini yansitir. Ellerinde cenneti
simgeleyen nar meyvasi, hashas dali veya ¢icek, bazen de kadeh gorulir. Ayakta
canlandirilan hizmetkarlar meyvalar, av hayvani, icki slrahisi tagirken canlandiriimigtir.
Sfenks, siren, grifon, ejder, ¢ift bagli kartal gibi doda Ustl glclne inanilan, koruyucu
veya ugur getirici yaratiklar tilsiml bir masal atmosferi yaratir. Selguklularin inanigina
g6re kartal, sultani koruyan, ona kudret, kuvvet, aydinlik ihsan eden bir semboldi. Bu
nedenle sik sik kalelerde de tas kabartma olarak yer alirlar. Bazi ginilerde gévdelerine
islenmis “es sultani” yazisi sultanin armasi olarak bitin kuvvet ve ihtisamlari ile
canlandinildiklarini kanitlar. Sonsuz hayat ve cennet semboll olan tavus kusu, hayat
agaci ve nar meyveleri birlikte canlandirilarak bizi ebedi aleme gotirdr.

Yukarida ayrintil bir sekilde anlatildigi Gzere, Osmanl ¢ini sanatinin Selcuklu
seramik sanatindan farkli kilan asil husus ustalarinin yogunlastigi ve tek kullandiklar sir
alti tekniktir. Anadolu’da bu teknik daha &nce Selguklu seramikgileri tarafindan
uygulanmis ve glzel sonuglari glinimuize kadar ulasabilmistir. Bu nedenle Osmanli ¢ini
hamurunu ve bu hamurdan yapilan Urlnleri Selgukludan kopararak ona ayricalikli bir
statl kazandiriimasini kabul etmek mumkin olmadidi gibi bu varsayim ndbet devri
seklinde gerceklesen bilgi ve tecriibe aktarimini da yok saymak anlamina gelir. Ancak
ister Selguklu seramiklerinde olsun, ister Osmanli ginilerinde de goérllen sanatsal
anlamdaki devasaliktir. Selguklu seramiklerinde gérilen sembollerle ifade bigimi,
Osmanl cinilerinde de devam etmis, hatta gorselligi tartisiimaz saheserlerle ginimuze
kdltdr mirasi olarak gelmistir. Selguklu gelenedinden gelen sembolik ifade sekli 16.
Yuzyilin ikinci yarisindan itibaren “Baba Nakkas ekol(” olarak anilan mavi-beyaz Cin
porselenlerini andiran tabak, vazo ve kandillerle Osmanli’'nin sanat anlayisini yansitarak
bir adim 6éne gegmistir. Saray destekli iznik gini atdlyelerinde yapilan cini galismalar
sanatsal anlamda Oyle noktalara ulasmistir ki, hem kompozisyon cesitlidi, hem renk
cesitliligi, hem de cini biskivi ve sir kalitesi ile ulasiimasi zor bir noktaya oturmustur ve
yuzyih agkin bir siire bu béyle devam edecektir. Blylk énemli yapilarin ¢ini tasarimlari
Fatih Sultan Mehmet tarafindan kurulan saray nakkaghanesin de, mimarbaginin da
denetiminde ustalar tarafindan hazirlanir ve hayata gegirilirdi. Cini hamurunun
hazirlanmasi, pigirim teknikleri, boyalar ve sir, zengin renk yelpazesi, karakteristik
tasarimlarla bir araya gelerek iznik cinilerinin bilyiisiinii olusturmaktadir.

146



XIll. ULUSLARARASI TURK SANATI, TARIHi ve FOLKLORU KONGRESI /SANAT ETKINLIKLERI

Osmanli sanat zevki ¢ini sanatina bulut, ¢intemani, yari stilize, samisi, hali¢ isi
gibi tasarim formlarini katmanin yaninda mavinin ton araligini artirmig, yesil ve kirmiziyi
da katarak renk ¢cemberini genigletmistir. 16.ylUzyilin erken dénem c¢inilerinde goérllen
sari renk ise 16.yuzyil klasik Osmanli ginilerinde terkedilmigtir.

En glzel drneklerini cami, saray, konak duvarlarini sislemenin yaninda lenger
tabaklar, vazolar, kandiller vb. gibi kullanim esyalarinda da gérdigimuz bu saheserlerin
tartisiilmazhiginin en blyuk ispatlarindan biriside, dinyanin en énemli sanat mizelerinde
halen en cok sergilenen eserlerin basinda gelen ¢ini ve seramik 6rnekleri oldugunu
gOrmekteyiz.
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ANKARA SERGI EVi (Yapimi ve Déniigiimii)

ANKARA EXHIBITION HOUSE (Its building and Transformation)

Yasar SEMIZ
Gilingor TOPLU

SUMMARY

The exhibition buildings, one of the new types of buildings was born after the
industrial revolution, gained international qualification since the second half of the 19th
century with the adoption of free trade understanding and exhibition buildings were
opened in important cities of Europe, the USA and even Australia. Upon declaration of
the Tanzimat' and increasing of westernization activities, the commercial and cultural
significance of the exhibition activities was understood and the Ottoman State
participated in many of the exhibitions held in the Western countries starting from the
1851 London International World Fair. In 1863, “Sergi-ilUmumi-iOsmani’ was organized
in Istanbul to see the current potential of the Oftoman economy and to find solutions to
the problems, if any, and a building that reflects all the architectural features of the
period was built for exhibition purpose in district Sultanahmet.

After the proclamation of the Republic of Turkey, exhibition activity continued in
various provinces of Turkey based on the same justifications. The exhibitions, which
were also aftended by foreign embassies in Ankara and Istanbul, were held in
educational institutions or historical places that were not very suitable for the
exhibitions. it was decided to build an exhibition in Ankara in order to overcome this
deficiency. For this purpose, a project competition was held in 1933 under the
leadership of the National Economy and Savings Society, leading the exhibition
activities. Architect SevkiBalmumcu's project was found suitable in the competition in
which 10 foreign project, totally 26 project competed. In spite of the scarce resources of
the Republic, the project was completed in a short period like one year. Exhibition
House was opened in 1935.Exhibition House is important regarding to show accessed
level of Turkey in architecture despite of scarce resources also it composed the ground
for realization of the cultural climate which was tried to set forth by young Republic.

Exhibition House that is defined as very important architectural and cultural
heritage of Capital Ankara is not only important for Ankara but also Architecture of
Turkey in Republic Period thanks to its both function and position; it is one of the most
important buildings for whole Turkey in Republic Period. This building which was
designed and built as exhibition house space in the early years of the Republic
underwent a functional and formal transformation in 1946 and began to be used for
theater and opera performances.

Keywords: Exhibition House, Ankara, Architectural, Economy, Promotion

GIRIS

Tiirkiye’nin Sergi Seruveni

Bilindigi gibi sergi, sinai ve zirai mahsullerin ve resim, heykel, el isleri gibi gtizel
sanatlara ait eserlerin veya ictimai hayatin herhangi bir sahasinin halkin nazarina arz
edilmesidir (Turkoglu, 1952: 230). Bir bagka tanima goére ise bir kisinin, kurumun,
yorenin veya Ulkenin her tirlG UGrdin veya yapimlarini tanitmak ve satmak tzere bunlarin
topluca gosterildikleri yerdir. (Seyidoglu, 1992: 756; Hancerliglu, 1982: 367). Sergi,

*Prof. Dr., Selguk Universitesi, Sosyal Bi_limler Mes_lek Yuksekokulu, Konya.
**Qgr.Gér., Selguk Universitesi, Atatiirk ilkeleri ve inkilap Tarihi Balimy.
'"Tanzimat: The political reforms made in the Ottoman State in 1839
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panayir ve fuarlar mal ticaretinde yaygin olarak kullanilan yéntemlerden biridir. Panayir
ve sergiler kokenleri eski caglara dayanmasina karsin Ortagag’'da Avrupa’da
dizenlenen blyUk pazarlardan gelmektedir (Temel Britannica, 1993: 135).

Tarihi gok eski devirlere dayanan sergilerin uluslararasi nitelik kazanmasi ancak
19. Ylzyilin ortalarinda olmustur. YUzyilin basinda gizel sanatlarin teshiri ile sergiler
daha sonra sanayi subelerini de icine alarak iktisadi ve i¢tima hayatin teshiri mimkin
olan butin kisimlari igine almistir (Turkoglu, 1952: 230). Osmanh Devleti'nin de
uluslararasi ve yerel sergiciligin tarihsel gegmisi 19. YUzyilin ortalari yani Tanzimat
doénemine dayanir. Tanzimat ile birlikte Devlet, Bati Dunyasi ile iligkileri genisletmis,
Avrupa ulkelerinin de Turk Dunyasina ve Turk Urdnlerine kargi ilgisi artmisti. Osmanli’da
devlet idarecileri bu ilgiden faydalanmak istemisler ve Avrupa’nin blylk merkezlerinde
acllan sergilere katilarak uretilen Urdnleri teghir etmeye calismiglar ve bu amagla ilk
defa 1851'de Londra’da duzenlenen ve yaklasik alti ay acik kaldiktan sonra 11 Ekim
1851'de kapanan (Mecmua-i Fundn, 1279: 9) sergiye katiimiglardi. Bircok sanayi
drinuyle birlikte, yeni buluslarin, makine ve araclarin da yer aldidi sergiye Osmanli
Devleti 6zellikle 1830’dan sonra kurulmug olan fabrikalarda Urettigi sanayi ve tarim
drdnlerinin yani sira tamamen el emedi olan sanat eserleri ile sosyal hayatla ilgili
eserleri sergilemisti (Sehsuvaroglu, Cumhuriyet, 4 Agustos 1957). Ozellikle el isleri ve
tarim Urdnleri buyuk ilgi toplamisti. Serginin sonuna dogru kurulan komisyon tarafindan
170’i buylk olmak Uzere 3088 odul dagitiimis ve Osmanl Devleti'ne ait Grlnlerin
birgogu édiile layik bulunmustu (Onsoy, 1983: 198- 199).

Osmanl yénetimi bundan sonra dizenlenen dider uluslararasi sergilere de ilgi
gbstermis ve buyuk maddi fedakarliklara ragmen sanayiyi tesvik amaciyla 1855 Paris
Fuar’na, 1862 Londra Fuar’na katilmistir (Akyol, 1999: 550- 551).Katildigi sergi/fuar
deneyimlerini Ulke ekonomisi agisindan olumlu bulan Osmanl Devleti 1863’'de, Sultan
Abdillaziz'in saltanati déneminde, daha evvel katilmis oldudu uluslararasi sergileri
drnek alarak istanbul’da, Sultanahmet semti At Meydani’nda i¢ pazara yonelik bir sergi
dizenlemeye karar vermistir. Sergi baslangigta i¢ pazara yoénelik olarak disindlmustd.
Bu sekilde duglndlmesindeki amag¢ Osmanl ekonomisinin sorunlarini tespit ederek
onlara ¢6zim aramakti. Ancak daha sonra Avrupa’dan gdnderilecek yeni icatlarin da
sergilenmesinin uygun olacagina karar verildi (Onsoy, 1983: 208). Sergi yeri olarak
Sultan Ahmet'te bazi mevcut binalar distnldlmisse de bunlarin ihtiyaca cevap
veremeyecedi gerekgesi ile ayni semtte 6zel bir sergi binasinin yapilmasina karar
veriimis ve binanin insaati Mustafa Fazil Pa§az, Misirli Sarraf Kevork, Eramian ve
Oppenhein’den olusan bir kumpanyaya ihale edilmigti. Hazinenin icinde bulundugu
6deme glclugl sebebiyle serginin blUtin masraflar giris Ucreti karsihdinda tertip
komitesi tarafindan karsilanmisti (Onsoy, 1983: 208.; Demir, Ocak 2018: 158). Sergi
binasi, Ek 1 ve 2'de de gorulecegi Uzere dikddrtgen planli blylk yapinin ana cephesinin
ortasinda, binanin geri kalanindan daha yuksek, mazgalli ¢ati profilli ve kemerli kapili,
cikintili bir bélum duzenlenmistir (Erguiney- Pilehvarian, 2015: 229).

Osmanl Devleti 1863’ten sonra da uluslararasi sergilere katilmayi surdlrerek
1867, 1878, 1989 ve 1900 Paris Dinya, 1873 Viyana Dlinya, 1893 Chicago Dinya
Fuar'larina katilmis, 1 Ekim— 6 Kasim 1919 tarihleri arasinda da istanbul’da Sanayi
Encimeni tarafindan Beyazittaki Tdrk Ocagr binasinda “milletimizin  iktisadi
kabiliyeglerini dost ve dlsmanlarimiza gbstermege yarayacak olan Sanayi Sergisini”
acmisti”.

’Mustafa Fazil Pasa tarafindan dile getirildigi gibi sergi nizamnamesinin hazirlanmasi, sergi
mekanlarinin insa edilmesi, yurt ici ve yurt disina duyurularin yapilmasi, sergide sergilenecek
malzemelerin Istanbul’a getirimesi ve serginin acilis merasimi gibi agamalarini da yiritmistir.
Kanca, 2013: 167).

“Milli Sanayi Sergisi”, Istiklal, 24 Eyliil 1335/1919, s.2'den nakleden (Tuna, 2016: 245).
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Cumhuriyetin ilanindan sonra da ayni gerekcelerle Tarkiye’nin cesitli
vilayetlerinde sergi etkinligi devam etmisti. Basta Ankara olmak Uizere istanbul digindaki
vilayetlerde dizenlenen sergiler bir sergi evi olmadig icin okul binalari ya da Turk Ocagi
salonlarinda yapiliyor ve yer darligindan dolayi Uretilen yerli mallarinin ¢ok azi
sergilenebiliyordu. Nitekim Milli iktisat ve Tasarruf Cemiyeti tarafindan 1930 yilinda
Ankara’da duzenlenen Milli Sanayi ve Numune Sergisi4de Tark Ocagl binasinda
dizenlenmisti. Bu galismada Ankara’da insa edilen Sergi Evi'nin kurulusu ve burada
acilan ilk sergiler degerlendirilecektir.

Sergi Evi igin Yarisma Agilmasi

1933 yilinda Milli iktisat ve Tasarruf Cemiyeti, “sergilerin en kuvvetli bir telkin ve
bilgi vasitasi oldugunu bilen bir milletin sergi evinden mahrum kalmasina imkan yoktu”
(Hakimiyeti Milliye, 7.7.1934: 4). tezinden hareket ederek Ankara’da “Sergi Evi” binasi
ihtiyacini ortadan kaldirmaya karar vermistir.

Ankara’da Hariciye Vekaleti binasi olarak bilinen yerin kargisinda park alani
olarak dusunulen genis sahanin uygun bir kismina, yetkili kurumlarin da onayini alarak®
daimT bir sergi binasi insasina karar verilmisti. Binanin projesi icin memleket mimarlari
ile yurt disindaki mimarlarin istirak edebilecedi uluslararasi bir yarisma aciimisti.
Yarismanin gartlari su sekilde belirlenmisti:

1 Sergi binasi milli ve beynelmilel yapilacak sergilerde sinal mamulat, zirai
mahsulat ve hayvanat ile glizel sanatlar eserlerinin teshirine ve ayni zamanda kitap,
cocuk bakimi, sari hastaliklarla mucadele gibi ictimal maksatlarla yapilacak sergilere
elverigli olacaktir.

2 Bina beher kati (2,200) iki bin iki yiz metre murabba’ olmak Uzere iki ana
kattan ve bir de takriben (200) iki yiz metre murabbalik bir blro katindan ibaret
olacaktir. Kat satihlari Gzerinde tadilat yapilabilir.

Bunun igin;

A- Binanin alt kati, kismen depo vazifesini gérecek, kismen de otomobil, ziraat
aletleri, buyudk makineler ile hayvanatin teshirine musait olacaktir.

B- Ust kati yapilacak diger sergiler igin elverigli en asagi (¢ salona tefrik edilmis
olacaktir.

C- Salonlar birebirlerine yine teshir maksadi ile kullanilabilecek koridorlarla
heyeti umumiyesinin birbirlerine o sekilde baglanacaktir ki, giris kapisindan iceriye giren
her ziyaretci otomatik bir tarzda serginin her tarafini gérerek ¢ikis kapisindan ¢ikmaga
mecbur kalsin.

D- Ust katin Ustiinde takriben (200) iki yiiz metre murabbai dahilinde bir
maduriyet, bir kitabet, bir daktilo, bir muhasebe, bir ictima odasindan, bir tuvaletten
murekkep bir blro dairesi bulunacaktir.

E- Alt ve Ust katlarda sergi idaresine tahsis olunabilecek bir iki oda ve ayrica alt
katta hademeler icin ikiser odalik (beser kisilik) banyo ve tuvaleti havi iki daire
bulunacaktir.

F- Binanin Ust kati dort, alt kati ¢ cepheli olacaktir. Ana cepheler parka bakan
kisim ile Cumhuriyet caddesine bakan kisim olacaktir. Bu iki cephenin de glzel olmasi
sarttir.

G- Bina, mail bir satih Gzerinde insa edileceginden Ust katin ana giris yeri
Cumhuriyet caddesine aclilacaktir. Alt katin methalleri de arka cephede park dahilinde
olacaktir.

i- Ust kattaki salonlardan biri sinema gostermege ve salon sporlarina (giires,
boks vesaire gibi) faaliyete de misait bulunacaktir.

4 Sergi i¢in bak.,(Semiz, 1996: 117— 126). .
Binanin Arsasi Ankara Belediye Baskani Nevzat Tandogan tarafindan Milli lktisat ve Tasarruf
Cemiyeti'ne kiralanmigti. (Semiz, 1996: 142).
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J- Her katta sihhi tesisat, fazla miktarda elektrik prizi, su tesisati ve lokanta
kisminda da hava gazi tesisati bulunacaktir.

Sartlar:

a- Bina modern mimarf tarzinda olacaktir.

b- Binanin asli kisimlari ve iskeleti betonarme ve aralari tugla olacaktir.

c- Toprakla temas eden zemin katinda Ankara tasi kullanilacaktir.

d- Yer katinin désemesi en asagi 10 santim beton Uzerine iki kat normal dozaj
sap, Ust katin ve biro katinin désemeleri mozaik olacaktir.

e- I¢ sivalar mala perdah kireg siva olacaktir.

f- Dis siva, kapi, pencere sdveleri ile miUnasip gortlen noktalari Ankara tasi
(PjyerArtifisiyel) diger kisimlar (Edelputzﬁ) siva olacaktir.

g- Kapi ve pencereler demirden olacaktir. Pencereler tek olacaktir.

h- Bu bina icin en ¢ok 225 bin lira sarf edilecektir.

I- Binanin 1:100 mikyasinda her kata ait planlari ile dért umumi makta’, dort
cephesi, cati teskilati, esas cephelere nazaran ufak mikyasta menazir ve temeller
ingaatin park dahilindeki zemin seviyesinden iki metre asagida betonarme sémelkontini
veya radye-jeneral olduguna goére ve drenaj tertibati dahil olmak tzere binanin kesfi 10
Nisan 1933 saat 15.00’e kadar Ankara (Milli iktisat ve Tasarruf cemiyeti) merkezine
sergi komisyonu riyasetine bir rumuzla goénderilecek ve rumuza ait agik adres kapall
zarf iginde bildirilecektir.

i- Planlar mutehassis bir heyet tarafindan tetkik olunacak ve birinci gelene 2000
lira, ikinci gelene 500 lira mikafat verilecektir. Kabul edilen projenin tafsilatlh resimleri ve
blylk mikyasta planlarinin Ug¢ hafta igcinde tanzim ve temel ve betonarme hesabi igin
ayrica 2000 lira verilecektir.

Sergi komisyon reisi Kastamonu Mebusu Tahsin (Mimar, 1933: 132).

Yarismaya yurt icinden 16, yurtdisindan da 10 kadar mimar katildi. Yarismaya
katilan projeleri degerlendirecek olan jiri su isimlerden olusuyordu: Milli iktisat ve
Tasarruf Cemiyetinin énciiligiinde Ziraat Umum Mudiirii Sabri Bey, Ankara imar Miidiir
Vekili Mihendis irfan Bey, Ankara Mimarlar Birligi Bagkani Mimar Bedri Bey, Maarif
Vekaleti mimarlarindan bir temsilcisi Mimar Burhan Arif Bey, iktisat Vekaleti Fen
Miisaviri Miihendis Mithat Bey, Milli iktisat ve Tasarruf cemiyeti umumi katibi Vedat
Nedim (Tér) Bey, Devlet Demiryollari ingaat Subesi Reisi Mihendis Fuat Bey ve Nafia
Vekaleti betonarme subesinden Fuat Bey ve Mimar GrossRall Bey (Mimar, 1933: 130).

Heyet, belirlenen kurallar dahilinde projenin mimarf, ingsasi ve iktisadi degeri
konularinda incelemeler yapti. incelemelerden sonra istenilen sartlari tasidigi tespit
edilen Mimar Sevki Balmumcu’'nun’ projesi (ek. 3, 4, 5, 6, 7ve 8) ile italyan Mimar M.
PaoloVioli'nin projeleri finale kaldi (ek 9). Ancak JUri iki proje igin yeni bir maliyet kesfi
yaptirmis ve bu projelerle binanin ancak 350, 400 bin liraya mal olabilecegi bu nedenle
de iki projenin de ingaat icin tahsis edilen 250 bin lira ile gergeklestirilemeyecegdi kararini
vermigtir. Mimar Sevki Bey’in projesi ise gerek mimari kiymeti ve gerekse diger sartlara
uygunlugu gerekgesiyle tercih edilmistir. Birgok yabanci mimarin arasinda yarismalarda
Mimar Balmumcu’nun basarili olmasi Tlrk basininda genis yanki uyandirmistir. 1933’'te
“Hakimiyeti Milliye” gazetesinde yazar Falih Rifki, Tirk mimarlarinin, bu arada Mimar
Sevki’nin basarisini éven yazilar yayinladi (Onal, 1982: 4).

®Kaba g6rinimli siva. Baslangigta Alimanya’ya 6zglydi ve adi da Aimancadir. 1930 baslarindan
itibaren Turkiye'de de yapilarda dis siva olarak kullaniimaya baslanmistir. Homojen renkte ve
blylklikte elenmis 6zel ¢akil (Edelputz Cakili) ve en az séndikten sonra bir ay dinlendirilmis
beyaz kire¢ (mermer) hamuru ve renkli ¢imento (Edelputz cakili ile ayni renkli) kullanilarak
hazirlanan dekoratif amagl sivalara denir (Ozdemir, 2003).

" Dénemin bazi kaynaklarinda Sevki Bey'in soyadi “Balmum” olarak da gegmektedir. Sevki
Balmumcu 1905'te Istanbul’da Beykoz'da diinyaya geldi. 20 Nisan 1982'de vefat etti (Onal, 1982:
3-4).
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Binanin finansmani Ankara Belediyesi, bazi milli kuruluglar, ve imkanlari
elverigli olan vatandaslar tarafindan saglandi (Nadi, Cumhuriyet, 18. 04. 1933; Semiz,
1996: 142). Milli iktisat ve Tasarruf Cemiyeti’nin bu tercihi mimarlik yayinlarinda évgilyle
bahsedilmistir (Mimar, 1933: 131).

Sergi Evi'nin yapisi malzemenin kalitesinden taviz veriimeden, elektrik ve
kalorifer tesisati dahil 310,000 liraya mal edilmistir. Binanin goérinis zenginliginde,
Ankara’nin oteki yapilarinda yabanci mimarlarin lizumsuz yere israf ettikleri gesitli ve
pahali malzemelerin degil, malzemenin saglikh ve uyumlu kullanimina dikkat edilmistir
(Balmum, 1935: 97).

Sergi Evi'nin ingaatina Temmuz 1933'te baslandi (iktisat ve Tasarruf, 6, Mayis
1933; Nadi, Cumhuriyet, 13. 7. 1933). Mihendislik igleri insaat Idare-i Fenniyesi,
kalorifer tesisatt Kogzade, I1siklandirmasi ise Milli Fen Muiessesesi tarafindan
gergeklestirilmisti. Plan bakimindan ¢ok sade ve Milli iktisat ve Tasarruf Cemiyeti'nin
verdigi programa uygundu.

Sergi Evi'nin yapildigi yer yumusak zeminden olustugu igin bina 8 metre
uzunlugunda 450 betonarme kazik Uzerine araliksiz sémel halinde yapilmistir. iskelet
betonarme olmakla beraber kolonlar disaridan ve iceriden tugla ile kaplanmisti. Bu
suretle beton ve tugla kisimlarinin yaslik, kuruluk, aralari ¢gatlamak gibi sorunlarin éniine
gecilmigtir. Dis duvarlar tugla ile 6rlilmus, arada 30 cm. bosluk birakildiktan sonra
iceriden yarim tugla islenmistir. Bu sekilde salonlarda isi degisimi énlenmis ve her tarll
aranun teghirine imkan saglanmistir (Balmum, 1935: 97).

Kule kismi 20 cm. kalinhdinda yekpare betonarme duvarliydi. Gerek yapinin
ehemmiyeti, gerek muhtelif parcalarin birbirinden pek farkli yUkseklik ve agirlikta
bulunmasi dolayisiyla bir yerde diletasyon8 derzleri yapilmistir. Cati (;eloteks9 ile tecrit
edilmis ve c¢ift kat Ruberoid™® kaplanmigtir.

Catinin camh demir kisimlarinda 6zel profilde celik ve tel o6rguli cam
kullanilmistir. Pencereleri kismen demir gergeve, kismen de girali dogramadir. Ondeki
U¢ sakull bloktan ikisine su depolari, ortadakine de kalorifer ve hava borulari
yerlestiriimistir.

Dis siva, yalniz metal kisminda Ankara tasl renginde suni tas, geri kalan
yerlerde fildisi renginde asil sivadir.

Sergi Evi'nin i¢ mimarisinde g6z 6nlinde tutulan énemli noktalardan birisi de
ziyaretgileri biktirmadan oyalamak igin binanin icinde degisik dinlenme mekénlarinin
temin edilmis olmasidir. Bu baglamda genis alanlardan alttaki, biyik makinelerin
teshirine, U¢ salon halinde diizenlenen Ustteki salonlar da ¢esitli sergi, sinema ve kapali
spor etkinliklerine ayriimigti. Binada ayrica yUz kigilik bir restoran yer almaktaydi.
Gorkemli ana girisin yani sira alttaki sergi katina iki kiguk giris daha temin edilmigti.
Uzun kutlede isiklandirma catidan ve c¢epecevre dolanan iki serit pencereden
saglaniyordu. Girisin sagindaki kltlede de yuvarlatimis cepheyi izleyen kesintisiz
pencereler bulunmaktaydi. Ddsemelerin degisik seviyeleri ve asma kat kisimlari
sayesinde bina yalniz satih itibariyle degil, hacim itibariyle de kullanigli konuma
getirilmistir (Balmum, 1935: 98; Aslanoglu, 1985/9: s. 37— 39)

Sergi Evi “Doksan alti metre boy ve kirk bes metrelik kulesiyle Ankara'ya
betondan bir ahenkle bakan bu bina her seyden evvel kocaman bir gemi hissini”
vermisti (Balmum, 1935: 97; Arslanoglu, 1985/9: 38).

® Haddinden fazla uzun yapilarin disey ve yatay yukler sonucu gatlamasina engel olabilmek
amaciyla, belirli uzunluktaki bélimlere ayirmaya yarayan bosluk.

o Seker kamisi lifleri ve posasi, bugday, ¢avdar, keten lifleri gibi bir takim bitkisel lifleri cimento ya
da tutkal ile karistirilip yliksek basing altinda sikistirilarak uretilen levha gesididir. Celoteks ses ve
IsI bakimindan gegirimsizdir.

"%Bir gesit karton gati 6rtlisi. Su yalitimini saglamak igin g¢atilarda kaplama malzemesi olarak
kullanilir.
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Bina, o ddnemde geleneksel mimarinin yenini almaya ¢alisan modern anlayisin
ilk temsilcilerinden birisi ve yeni Turkiye’nin “gelisme simgesi” olarak degerlendirildi
(Hakimiyeti Milliye,07. 08. 1934: 1). Sergi Evi bir bakima hammadde memleketi
imparatorluktan sanayici ve Uretici bir memleket haline gelen Tirkiye'nin bayragi olarak
g6ralda.

Sergi Evi'nin Agilisi ve ilk Yerli Mallar Sergisi

Sergi Evi Cumhuriyetin 11. yili olan 29. Ekim. 1934’te acildi (Hakimiyet-i Milliye,
29 ve 31. 10. 1934; iktisat ve Tasarruf, 10, Eylil 1934.). Acilisa dénemin Bagbakani
ismet indni’niin yani sira gok sayida milletvekili, Ankara Belediye Bagkani Nevzat
Tandogan, Ankara’da bulunan buyuk ve orta elciler, Balkan Antanti daimi Gyeleri, yerli
ve yabancli basin mensuplari ve ¢ok sayida vatandag katiimigti (Semiz, 1996: 142).

Sergi Evi'nin acilisi sirasinda bir konusma yapan Bagbakan ismet inénii, Sergi
Evi icin “bu glizel eseri, Sergi Evi'ni Milli Iktisat ve Tasarruf Cemiyetinin ¢alismasina
borgluyuz. Cemiyet 3-4 sene evvel calismalari ile dikkatleri lzerine c¢ekti. Bu sire
icerisinde 6nemli eksikligi hissedilen bu eseri viicuda getirdi. Bu vesileyle Cemiyeti
huzurunuzda biitiin millete karsi takdir ve tebcil etmek benim igin bir vazifedir” (iktisat ve
Tasarruf, Son Tesrin-ilk Kanun 1934: 2) demisti.

Milli Iktisat ve Tasarruf Cemiyeti Genel Sekreteri izmir Milletvekili Rahmi
(Kbken) de acilan Sergi Evi icin su ifadeleri kullanmistir: “Simdiye kadar kurulmug olan
sergiler bize sanatin en son vesikalariyla bezenmis daimi bir sergi evinin ingasinin
lizumlu oldugunu gdstermistir. Ankara bdyle bir miesseseden uzun sure mahkim
kalamazd. igte bu ihtiyaglardan Milli iktisat ve Tasarruf Cemiyeti’nin tegsebbiisii ile béyle
bir eser meydana gelmistir... Ankara'ya boyle ylksek bir mimari eseri hediye eden ve
bu suretle adini Tiirk mimari tarihinde ebedilestiren Sevki Bey’'e ve onu yetistiren
miiesseseye, Cemiyetimiz (Milli Iktisat ve Tasarruf Cemiyeti) takdir, tebrik ve
tesekkdirlerini sunmakta ve bu dederli genci segkin konuklarimiza tanitmakla derin bir
onur duymaktadir” (iktisat ve Tasarruf, 1934: 3, 4).

Konugmalarin ardindan Milli iktisat ve Tasarruf Cemiyeti'nin diizenledigi “Yerli
Mali” sergisinin aciligi yapildi. Sergi Evi'nin bir salonunda “Lozan’dan 6nce ve
Lozan’dan sonra ekonomik Tiirkiye” bashdi ile diizenlenen sergiye ayrilmis ve burada
bir tarih geridi gibi 27 farkli gorselle ekonomik alanda nereden nereye gelindigi
aciklanmaya calisiimisti (iktisat ve Tasarruf, 1934: 5— 17). is bankasi (iktisat ve
Tasarruf, 1934: 18— 22). Siimerbank (iktisat ve Tasarruf, 1934: 24— 26). gibi 116 milli
kurulusun drettigi Grtnlere yer verilmisti.

Sergi ile ilgili bilgi veren Burhan Asaf bir taraftan Sergi Evi binasi tamamlanirken
diger taraftan da ayni binada sergi tertiplemenin zorlugundan bahsettikten sonra daha
oncekiler gibi satisl olan sergide goérdukleri ile ilgili sunlari nakletmistir: “Sergide baslica
pargalar Lozan Sergisi, Is Bankasi Pavyonu, Siimerbank Pavyonu ve Inhisarlar
Pavyonudur. Serginin giizel kégelerinden birisi de hem karin hem de g6z doyuran
pavyonudur. Lozan sergisi Lozan’dan evvelki ve Lozan’dan sonraki iki Tirkiye'yi
birbirinden kiligla ayirmis gibi rakamlarla kargilastirmaktadir. Birgok resim sematik
denecek kadar sadelestirildigi halde zevkli bir tablo tesiri yapabilmektedir” (Asaf, 1934..
23).

Sergi Evi'nin diger salonunda Vedat Nedim Tor tarafindan organize edilen
Matbuat Umum Mudurligi'nin Trkiye, Tarih, Glzellik ve is Maketi Sergisi(Cumhuriyet
ve Milliyet, 30. 10. 1934.; Hakimiyet-i Milliye, 31. 10. 1934). yer almigst.

Sergi Evinde sonraki yillarda da dikkat cekici sergiler acildi. Bunlardan
bazilarini su sekilde siralamak mimkuinddir.

Saglik Bakanhdi tarafindan dizenlenen Saglik ve Sari Hastaliklardan Korunma
sergisi (Ulus, 31. 10. 1935).

Tarim Bakanligi tarafindan dizenlenen Ziraat Sergisi (Kurun, 31. 05. 1937).

iktisat Vekaleti’'nin destegi ile agilan El isleri ve Kiiglik Sanatlar Sergisi(Ulus, 31.
10. 1936).
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Uluslararasi Dizeyde agilan Kémir Yakan Vasitalar Sergisi (Nadi, Cumhuriyet,
03. 05. 1937). (Ek 10).

Yerli Mali sergileri binanin tiyatro binasina dénustarildigu tarine kadar bunlarin
disinda da birgok sergiye ev sahipligi yapmistir.

Sergi Evinin Tiyatroya Doéniisturiilmesi

Son derece faal olan Sergi Evi ikinci Diinya Savas’nin sonlarina dogru
Hikimetin Milli iktisat ve Tasarruf Cemiyeti'ne sagladigi destegi azaltmasina paralel
olarak etkinligini kaybetmeye basladi. Bu slregte Hikimet de Sergi Evi'ni Devlet
Tiyatro ve Opera binasina ¢evirmek igin Cemiyetten talep etmisti. Ayni yil toplanan Milli
iktisat ve Tasarruf Cemiyeti Kongresi, Sergi Evinin acilisini takip eden 30 yil sonra
Ankara Belediyesine devredilecegini dikkate alarak 615 bin lira karsiliginda binayi
hikimete devretme karari aldi. Satigin ardindan bina Milli Egitim Bakanhigi tarafindan
aslina zarar vermeden Devlet Tiyatrosu ve Operasi binasina dénﬂgtﬂrﬂlmesine karar
verildi (Semiz, 1996: 144) Restorasyon goérevi Prof. Dr. Paul Bonatz'"a verildi.

Doénemin Milli Egitim Bakani Hasan Ali Ylcel, tiyatro ve opera gibi temsiller i¢in
kullanilacak bir binanin modern bir sehir igin gerekli oldugunu séylemis, yani déntstimle
binaya verilecek olan yeni sanatsal iglevin de tipki Sergi Evi'nin iglevi gibi modernlesen
Tarkiye’nin bir ihtiyaci oldugunu vurgulamisti. O dénemde Ankara’nin bir temsil
mekanina olan ihtiyacinin bircok kimse tarafindan da kabul ediliyordu.

Ancak Restorasyon projelerinin hazirlanmasinin, énce Sevki Balmumcu’ya teklif
edilmesine ragmen Paul Bonatz’a verilmesi (Mimarlik, 1946: 43) hakl olarak elestirilere
neden olmustu. Nitekim Z. Sayar “Mimarlik Politikamiz” baglikli yazisinda bu girisimi
elestirerek “Ankara Sergi Evi'nin bir tiyatroya g¢evrilmesini hodbehot dlistiinmeden kabul
eden bu mimara meslek ¢alisma talimatini hatirlatmak isteriz. Telif haklan hazirlandigi
su sirada, mimari hayatta olan bu esere baska bir mimar ulu orta el uzatamamalidir
(Sayar, 1946: 3-4)” demisti.

Sergi Evi'nin dénlisimU sadece islevsel bir dénisim olmaz; kitlesinde,
cephesinde ve i¢c mekanda bircok bicimsel degisiklik yapilmisti. Déndsum sonrasi dig
gorundsu inceledigimizde Sergi Evi’nin kulesi yikilmis; 6n cephede tanimlayici bir diger
eleman olan Ugli dizene sahip yiUksek kutlenin daha da yukseltilip U¢lu dizeninin
bozularak daha batincal bir gérinim kazandirilmisti. Yatay pencerelerin yer yer
kapatilip kare pencerelere donUsturdimis, edimli bir cati eklenmisti. Yapinin 6zgun
halinde fildisi sivali olan cephesi de Ankara’da resmi yapilarda erken Cumhuriyet
yillarindan beri siklikla kullanilan Ankara tasinin dogdal rengine yakin bir tonda
boyanmigti. Dénlsim projesinde bir baska belirgin uygulama da, ana girigin yerinin
degistirilerek sola alinmis 6nine kolon alti bir bolum eklenmigtir. Dis cepheye eklenen
kolonlar gibi, ic mekanda da kolonlar ve tavanla duvarlarda sivayla yapilan motifler
kirmizi ve altin rengi boyayla vurgulanarak birer bezeme elemani olarak kullanilimistir
(Ergut, 2009: 18- 19).

Tdm bu degisimler binanin 6zglin tasarimdaki yatay/disey denge olusturma
vurgusunun kaybolmasina sebep olmustur.

11Bonatz, 6 Aralik 1877 tarihinde Metz yakinindaki Solgne’de (eskiden: Lothringen, Almanya)
dogdu.1896 yilinda liseden mezun olduktan sonra, Miinih Teknik Universitesinde énce makine
mihendisligi dJrenimine basladi, daha sonra mimarliga gegis yapti. Universite dgreniminin
hemen ardindan TheodorFischer ile birlikte Minih Sehir Planlama Mudurliginde cgalisti. 1943
yilinda Almanya’y! terk ederek Turkiye'ye yerlesti. Bir yil dnce Atatirk mozolesinin (Anitkabir)
proje segiminde jiri gérevini Ustlendigi bu Ulkede, Kiiltir Bakanligi tarafindan danisman olarak
atandi. 1946'dan 1955'e kadar profesér olarak istanbul Teknik Universitesinde ders verdi.
Almanya’ya doéndikten iki yil sonra 20 Aralik 1956’da Stuttgart’da vefat etti. Devlet Tiyatrosu ve
Operasi restorasyonunun disinda Ankara’da Fen Fakdiltesi (sadece danismanlik), 1941- 43, Gazi
Egitim Enstitiisii, Erkek Teknik Ogretmen Okulu, Tirkiye Seker Fabrikalar Genel Midirliigi
binasi gibi 6nemli eserlere de imza atti. Genig bilgi icin bak. (Bozdogan, 2001, Suda, 1996)
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Gelisme 1940’larin ilk yarisinda Tekel Genel Mudurliigirnde ingaat Subesi’nde
gorevli olan Sevki Balmumcu'yu c¢ok derinden yaralayip etkiledigini ve bu yaranin
sizisini éliinceye dek yireginde tasididi belirtimektedir (Onal, 1982: 4).

Sonug¢

1934 yilinda Cumhuriyet’in on birinci yildéniminde 116 firmanin katildigi Yerli
Mallar sergisi ile acilan Sergi Evi Tiyatro binasina donustirildigu tarihe karar
Cumhuriyet’in sanayi, tarim, sanat gibi alanlardaki Grinlerinin sergilendigi Turkiye'nin
gelisme simgesi durumundaki binalardan birisiydi. Dénemin basininda da vurgulandigi
gibi, hammadde memleketi imparatorluktan sanayici ve yaratici bir memleket haline
gelen Turkiye’nin bayragi olarak goéruliyordu. Sahip oldugu modern mimari ézelliklerle
oldugu kadar, udlkenin ulastigi gelisme dlzeyini topluma gdstermesi ve ddénemin
modernlesme atilimlarinin toplumun yaygin kesimlerince paylagiimasinin semboliydu.
Bu o6zellikleri ile sembolik degeri ¢cok yuksek olan bir yapiydi.

Tarkiye’nin mimarlik ortaminda blyUk bir bagari olarak yerini alan ve dénemin
modernlesme hareketinin temsilcisi sayillan Sergievi binasi, 1930'la ve 1940’larin
ilkyarisina kadar milli ve milletlerarasi birgok sergiye ev sahipligi yaptiktan sonra, Milli
Egitim Bakanligr’'nin karariyla 1946 yilinda Tiyatro ve Opera Sahnesi’ne dénusturuldu.
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Ek 3. Sergi Evi genel gorunum(Gorseller Mimarlik dergisi S. 5, istanbul 1933 ve Arkitekt
S. 4, Istanbul 1935’ten alinmistir).
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Ek 7. Sergi Evi genel goriinimi 1935.
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Ek 8. Sergi Evi genel gérinimi 1935.
: ol b= 1
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KAZI BULUNTULARI I$IGIND_A ORTAGAG OTIRAR (KAZAKISTAN) SEHRI’NIN
FiziKi YAPISI VE ESKi EVLERI

PHYSICAL STRUCTURE AND OLD HOUSES OF MEDIEVAL OTIRAR
(KAZAKHSTAN) CITY IN THE LIGHT OF EXCAVATION FINDINGS
Osman KUNDURACI
Beibit BAYBUGUNOV**
ABSTRACT

The city of Otirar, where historians and researchers refer to it as Farab also, is
located in the southern Kazakhstan, inside the newly established Turkestan Province
region, and where the Siriderya (Seyhun) River and the Aris River meet.

Otirar, which was one of the most important cities in the region in the 6" -8"
centuries, became the capital of region during the 9™ -12" centuries. Otirar, which again
became one of the big cities of the period in the 13th-15th centuries, was abandoned in
the middle of the 18th century and became a tumulus called Otirartébe (Otirar Hill).
Therefore, in some of the publications, the name of the city is also called Otirartébe.

Numerous scientific excavations have been carried out intermittently on
different dates in the Otirar since the end of the 19th century and these scientific
excavation studies are still going on. As a result of this, a large part of the city was
excavated and different structures such as mosques, baths, bakeries, houses and many
other movable cultural existence were revealed. In the study conducted in a part of the
city for the determination of the cultural layers, 9 layers were determined, and according
to the data obtained, it was understood that Otirar was settled uninterruptedly from the
1st century to the mid-18th century.

The data emerged from Otirar, one of the most important Turkish cities in
Turkestan geography, proves that the Turks, mostly referred to as a nomadic tribe in
some sources, have begun settled life from ancient times as seen in many settlements
in the region.

In this study, in the light of the findings of the excavations carried out in the city
of Otirar, the cultural data of the city, especially the physical structure of it will be
focused on.

Key words: Kazakhstan, Otirar, Home, Sewage, Bakery

1.Girisg:

Otirar sehri, Guney Kazakistan’da, Siriderya (Seyhun)nin sag tarafinda, Aris
nehri ile Siriderya’nin birlestigi bdlgede, yeni kurulan Tarkistan ilgesi yakinindadir. Tarihi
kaynaklarda ve arastirmalarda Otirar sehrinin bagka bir adinin Farab oldugu
belirtiimektedir. Bunun yani sira Ortagag kaynaklarinda Otirar'inOtirarbend, Turar,
Turarband, Tarband, Tarbad, Utrar, Parab, Barab, Tarman, Karaguk, Cin verilerinde ise
Bola seklinde de adlandinidiyini gérmekteyiz (Muhtar, 2006: 120). Otirar isminin
etimolojisi Uzerine ¢ok sayida arastirma vyapilmig, bu arastirmalarda farkh
degerlendirmelere gidilmistir. Sehrin ismi Rusca kaynaklarda “Otrar” seklinde gegmekle
birlikte, Kazak Turkgesinde “Otirar” olarak ifade edildigi igin biz de bildirimizde “Otirar”
terimini tercih ettik.

2.0tirar (Kazakistan) Sehri’nin Fiziki Yapisi ve Eski Evleri:
Bildiride yaklagik 19. yuzyil sonlarindan itibaren aralikli olarak yapilan ve
gunimizde de devam eden arkeolojik kazilarda ortaya g¢ikan yeni verileri de dikkate

*Prof. Dr. Selguk Universitesi Edebiyat Fakiiltesi, Konya, Tiirkiye,
**Dr. Ogrencisi, Kazakistan.
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alinarak Otirar Sehri'nin fiziki yapisi ve eski evleri tanitiimaya c¢alisiimistir. Sehir evleri
ile ilgili cok sayida arastirma bulunmakla birlikte, bu ¢alismalarda 6zellikle ortaya ¢ikan
ev mimari buluntular etraflica degerlendiriimemisgtir.

Ozellikle konuya iliskin Tirkce kaynak olmamasi da bizleri bdyle bir calisma
yapmaya yonlendirmistir. Kazakistan’da ise Otirar bolgesi ve Otirar sehrine iliskin
yapilan galismalar daha ¢ok kazi raporlari seklinde olup, mimarlik tarihi baglaminda
konu gercek anlamda ele alinmamistir. Bu ¢alismada konu ile ilgili dogrudan
kaynaklarin goguna ulasarak, konuyu degerlendirme yoluna gittik.

Kazilardan edilen bilgilere gére Otirar M.S. 1. ylzyilldan 18.yuzyil ortalarina
kadar kesintisiz olarak isk&dn goérmis bir Tdrk sehridir. Kazilarda dokuz yerlesim
tabakasi tespit edilmistir. Sehirde 6zellikle 6. ylzyildan itibaren buluntular daha saglikli
bilgi sunmaktadir. Otirar yoéredeki en 6nemli yerlesmelerden biri olup, bu Ozelligini
hemen hemen terkedilinceye kadar surdirmastar ( Akisev, 1972:81).

6-8. ylzyillarda OtirarSiriderya’nin orta kismindaki énemli sehirlerden biri olup,
9-12. ylzyilllarda ise bdlgenin bag sehridir. 13-15. yuzyillarda Orta Cagdin blylk
sehirlerden biri olma 6zelligini devam ettiren Otirar, 18. yUzyilin ortalarinda tahribata
ugrayarak 1ssiz bir hale gelmis ve Otirartdébe (Otirar tepe) diye isimlendirilen bir
yigindan ibaret kalmistir. Bu yluzden bazi bilimsel ¢alismalarda Otirartdbe seklinde de
gecmektedir(Daribay,2011:78).

Otirar bolgesinde insanoglunun yerlesik hayata gecisinden itibaren kalintilara
rastlaniimaktadir. Bélgenin en énemli sehirlerinden olan Otirar ise orta ¢agda daha da
gelismis, siyasi, ticari ve kultirel anlamda bir merkez olmasi sebebiyle, Arap ve Fars
tarihgileri ile cografyacilar eserlerinde Otirar’a 6zellikle yer vermislerdir.

Otirar sehrinin dnemli bir merkez olusunda, onun cogdrafi olarak kuruldugu yerin
payi buyuktdr. Otirar, Siriderya bodlgesini mesken tutan, ziraatla ugrasan insanlarin
yerlestigi, ayni zamanda Karadag yamaglarina yakin kalelerden biri idi. Otirar sehrini
dnemli kilan bir bagka ozellik ise onun ipek Yolu giizergahinda, kervan yollarinin
kesistikleri yerde bulunmasidir. Bunun igin sehir hep géz éniinde olmus, Otirar sehrine
hakim olmak, Siriderya kenarinda kurulan baska sehirlere de hakim olmak gibi
saylimistir.

Otirar bolgesi erken gaglardan 9. ylzyila kadar Siriderya kiyisini yurt edinen
Bati Turk, Targis, Karluk, Oduz ve Kipgaklarin hakimiyeti altinda kalmistir. Bolge
Targiglerin hakimiyetleri altina girdigi zaman Orta Asya’ya Muslimanlar tarafindan fetih
hareketleri baglamistir. TUrk boylarindan biri olan Turgislerin zayiflamasiyla bu bdlgeye
Karluklar gelmeye baslar. Otirar bdlgesine Karluklardan sonra Turk boylari olan Oguz
ve Kipgaklar gelmis, daha sonra sehir tamamen Harzemsahlar Devleti’nin sinirlar
icerisinde kalmistir (Daribay, 2011:8-42).

Otirar, Cengiz Han’in Harzemsgah Ulkesine gonderdidi kervanda yer alan 450
kisi ve 500 devenin Otirar sehrinde 6ldirtlmesi ve bunun sorumlusu olarak da Otirar
valisi Kayirhan’in gosterilmesi sebebiyle (Daribay, 2011:47) hazin bir son yasamistir.
Cengiz Han ile baglayan Mogol istilasi bu bolgeler igin bir felaket olmustur. Buna bagl
olarak halkin siyasi, ekonomik, sosyal ve kulttrel gelismeleri bir sire durmustur.

Otirar bolgesi kulturel ve ilmi agidan da gelismistir. Bu bdlgede ¢ok yonllu alim,
filozof Ebu Nasr el-Farabi (872-950), Ebu ibrahim ishak b. ibrahim el-Farabi (895-961),
Ebu Nasrlsmail b. Hammad el-Cevheri el-Farabi (61.1009?) ve daha birgok blylk
alimler yetigsmistir (Daribay, 2011:61).

Eski Otirar sehri Temir demir yolu istasyonunun bati tarafinda, istasyona 11,5
km uzakhkta yer alir. Otirar sehri bes kenarli bir tepe gérinimu sergiler (Fotograf: 1).
Guney kenari 380 m, guneybati kenari 145 m, bati kenari 400 m, kuzeydogu kenari 380
m ve dogu kenari 350 m olgllerindedir. Tepenin ylksekligi konumuna gére 10-18 m
arasinda degismektedir(Baypakov, 2014:119-121).

Sehir surlarla gevirilidir. Surlarin ginimuze kadar saglam gelen boélimleri sehrin
kuzeydogu ve dogu tarafindadir. Surlarda kuleler bulunmaktadir. Yikilan kulelerin
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kalintilari gtneybati ve gineydogu koselerde izlenebilmektedir. Ana tepenin etrafinda,
ayni zamanda hendek izleri de géze ¢carpmaktadir. Hendeklerin derinligi 2-3 m, genisligi
ise 10-15 m civarindadir. Sehrin Ug¢ girisi vardir. Birincisi gineyde, ikincisi kuzeydoguda,
Uclncusul ise batidadir ve ana girisinde iki kule bulunur. Sehrin i¢ kalesinde iki kademeli
sekilde inga edilen surlarin izleri géraldr.

Arkeolojik kazi c¢alismalari sirasinda cgesitli kiltir tabakalar ortaya ¢ikmistir
(Cizim: 1; Foto.1). Kazi verilerine gore sehrin Ust kismindan itibaren ilk bes kaltar
tabakasi (I,ILIILIV,V) 9-18. yulzyillara tarihlendiriimistir (Baypakov, 2016:91-92). Bu
tabakalara ait yapilarin tamami 40-45x20-22x10 cm Odlgulerindeki sari renkli kerpigle
inga edilmistir(Foto:2,3,4).

Bunun yani sira 20-22x10-11x3-5 cm O&lgulerinde olan tuglalara da rastlanmigtir.
Yapilarin duvarlar birka¢ defa sivanmistir. Odalarinin ¢odunlugunda mutlaka duvara
bitisik kerpi¢c sedirler, tandir ve oda ortasinda seramikle yapilan ocak—sunagi vardir.
Tuvalet mekanlarinda seramikten yapilan kiglik banyo ve tuvalet tasi bulunur. Pis sular
pismis topraktan yapilan kinkler ile atilmistirFoto:5).

Arkeolojik kazi calismalari sirasinda 18 m. ylkseklikteki sehrin cesitli kaltur
tabakalarinin  ortaya c¢ikmasiyla mahalle ve evlerin duzenlemeleri tespit
edilmistir(Cizim:2,3).

Kazi verilerine gore sehrin Ust kismindan itibaren ilk bes kiltir tabakasi
oldugunu yukarida bahsetmistik (LILILIV,V) ve onlar IX.-XVIIIl. yuzyillar diye
tarinlendirilmistir. Bu tabakalara ait yapilarin tamami 40-45x20-22x10 cm. biciminde
olan sari renkli kerpigle 6rtlmustir. Bununla birlikte 20-22x10-11x3-5 cm dlgllerinde
olan tuglalara da rastlanmistir. Yapilarin duvarlari birka¢ defa sivanmistir.

Odalarin ¢ogunlugunda mutlaka cesitli bicimde kerpicten yapilmis divanlar
(sufa) bulunur. Sufalar duvara bitisik olarak yapilmis olup, ortasinda pismis topraktan
yapilan ocak yer alir. Tuvalet gibi mekanlarda yine pismis topraktan yapilan kiguk
banyo ve hela tagi(darethane) olur. Pis sular pismis topraktan yapilan kinkler ile atilir.
Bu déneme ait seramik kaplar 6zellikle konik ve agik bicimde olup, tUzerinde yazi veya
isaret bulunur ve ylzeyleri gesitli renklerde boyanmistir.

Otirar sehrinde kazilar sonucunda farkli mahalleler aciga cikarimistir. Baz
mabhalleler, ayni zamanda uretimin yapildigi alanlardir ve Uretim yapilan mahalleler
digerlerinden ayri olarak olusturulmuslardir. Mahallelerde evler sokaklarin etrafina
siralanmistir. Evler plan 6zelligi agisindan bazi farkli uygulamalar gésterse de genellikle
odalar birbiriyle baglantih olarak dizenlenmistir. Evlerde seki, tandir ve hela-
banyo(monsa) gibi birimler bulunur (Cizim:4,5). Bu buluntular i1siginda mevcut kent
dokusundaki bazi evlerin plan ve kesitleri ile yeniden tasarimlama cizimleri yapilarak
tandir ve duvar kalintlarinda da yer yer Kkonservasyonu islemleri
gercgeklestiriimistir(Cizim:6,7) (Foto:6).

SONUC

Tark tarihinin en eski ¢cagalarini kesin verilerle ortaya koymanin buyuk guglikler
arz ettigi malumdur. Bu baglamda Tirk sehrinin baslangi¢ devrinin agik¢a belilenmesi
ise, ondan da daha buyuk sorun tegkil eder. En eski Turkler hakkinda simdiye degin ¢ok
sayida bilgiler verilmistir. Bu bilgiler arasinda bazi noktalarda degisik goérusler ileri
strdlmus, tartismalar yapilmis olmakla beraber, bazi hususlarin da aydinhida
kavusturuldugu bir gergektir.

Yapilan ¢alismalarin ¢gogunlukla Turk tarihinin genis bir devrinin gdgebe kalturi
acisindan incelenmis olmasi ve buna bagli olarak Turklerdeki sehir ve sehir kiltirine
dair konulara pek yer veriimemesi, Turklerde sehir ve mimarlidin ne zaman basladigi
konusunda tartismayi da beraberinde getirmistir.

Bu konuda suphe ve teredditleri ortadan kaldiracak saglam bilgilerin
sergilenmesi ve bu baglamda herkesin kabul edebilecedi yargilara varilmasi guglikler
arz etse de, 6zellikle Tirkistan cografyasinda slrdirllen kazilar ve kazilarda ortaya
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cikan verilerin gergek anlamda degerlendirilmesi bu konuya blylk &lgude agiklik
kazandiracaktir.

Son yillarda Kazakistan topraklarinin cgesitli yerlerinde yapilan bilimsel kaz
calismalari, Cin, Arap ve Fars kaynaklarinda s6zi edilenlerden ¢ok daha fazla Tuark
sehirlerinin bu topraklarda bulundugunu ortaya koymustur. Kazakistan’in en eski
yerlesmelerinin ve dolayisiyla sehirlerinin Giney Kazakistan’da, Siriderya nehrinin
asagi, orta ve yukari kiyilarinda ile, Su ve Talas nehirleri gevresinde meydana geldigi
anlagliliyor.

Bu yuzden Otirar kenti Kazakistan topraklarinin kiltir tarihinde ¢ok énemli bir
yeri vardir. Kent uygarliginin ¢ok erkenden dénemlerde basladigi bu topraklarda
yapilacak detayli c¢alismalarla, Tulrklerde yerlesik yasam ve dolayisiyla sehir
uygarhdinin baslangicina ve gelisme seyrine dair énemli bilgiler edilmesi mimkin
olacaktir.

Kazilar sonucunda Otirar sehrinin buylk O&lgude tahrip oldugu, yapilarin
cogunlukla temel seviyesinde ancak agiga ¢ikarildigi, buna bagl olarak da bazi yapilara
iliskin kesin bilgilere ulasmanin zor oldugu anlasiimistir.

Sonu¢ olarak sb6z konusu tahribatin fazla olmasinin basinda yapilarin
cogunlukla kerpi¢ malzeme ile insa edilmesi gelmektedir. Yine de mahallelerin olusumu,
evlerin plan semasinin ortaya konulmasi, kamu ve bazi sosyal yapilarin blyuk élglide
yapim 0&zelliklerinin belirlenebilmesi, eski Turk sehri ile ilgili ¢ok &6nemli bilgiler
vermektedir ki, sehirdeki kazilarin tamamlanmasi ile Turk sehrine dair daha birgok
bilinmeyenin aydinlatilacagdi bir gercgektir.
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Fotograf 1.0tirar sehrinin genel gérinimda.
http://www.nat-geo.ru/travel/1239989-doroga-peremen-kazakhstan/ (erisim tarihi

18.05.2019)

RS e >

Fotograf 2.0tirar sehri. 14.-15. yy. yapilari

(B

Cizim 2. Otirar ’da kazilardan sonra ortaya ¢ikan mahalle diizenleri.
( Baypakov,2014:140)
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Fotograf 3.0tirar kentindeki 11.-12. yy. ait evlerin plani dizenleri
(Baypakov,2012:397)

Fotograf 4.t|ar sehri e| evlerinin ap|3|.
( Baypakov,2014:567)

Cizim 3. Otirar sehrindeki evlerin plani.1, 2, 3 —13. ylzyilinikinci yarisi-14. ylzyilin
birinci yarisi. 4,5 -14.-15. yy. ikinci yarisindan. 6 — 17.yy.dan 7, 8 — 19.ylzyila ait evlerin
plani ve kesiti.( Baypakov,2014:299)

( Baypakov,2014:304)
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Fotograf 5.Otirar §ehrindei aalizasyon kalintisi
__ (Baypakov.2014:168)

s A 4
Fotograf 6.0tirar sehri 16.-17. yy.daki evlerin konservasyonu.
( Baypakov,2014:559)
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Cizim 5. Otirar sehrindeki buyuk bir evin plani.
(Baypakov,2014:315)
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Cizim 6. Otirar sehri 16.-17.yy.a ait bir zengin evinin rekonstriiksiyonu
(Baypakov,2014:324)
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GCizim 7. Otirar sehrindeki bir evinaksonometrikgizimi.
( Baypakov,2014:319)
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UKRAYNA GELENEKSEL KADIN GiYiSILERINDE GORULEN MOTIFLER VE HALK
KULTURUNDEKiI ANLAMLARI

UKRAINE TRADITIONAL WOMEN'S CLOTHES AND THEIR MEANINGS IN FOLK
CULTURE
Serkan ILDEN®
Adalat ANVAROVA™
ABSTRACT

Apart from being a decorative element throughout the history, the motifs seen
on the Ukrainian traditional clothes: we can see that they are used for the purpose of a
message and a talisman, taking on geometric, floral and animal shapes, creating
various codings.By examining the motifs on the clothes worn by a Ukrainian woman, we
can easily un- derstand that woman's characteristics, belief, past, life, future
expectations and descendants.We can also describe that each region has its own and
culture-based motifs and that these motifs have different material and spiritual
values.Because the general meaning of embroidery is not only a creation, we can say
that beyond being an ornament, a nation is an element describing the culture, customs,
customs, traditions, spiritual dimension, the belief, intelligence and history of the
people.When we look at the motifs such as animals, plants, trees and flowers, which are
not the geometric figures seen on the clothes, we can see how much the Ukrainian
people love nature and they are intertwined with nature.In addition, apart from what
needs to be processed, which materials will be used, which color and size will play an
important role.Because, based on the belief that each color, each shape has its own
energy, it is important to write the new destiny. Every Ukrainian woman believes that
she has achieved a new destiny by displaying all her knowledge and belief in order to
preserve her positive energy and to transfer it from generation to generation. Based on
this belief, they move away from copying the work of other people. The reason is that

they refrain from transmitting their fate to them.

GIRIS

Geometrik Motifler

Geometrik soyut motifler tim Slav mitolojisine karakter olmaktadir. Motifler basit
formlara sahipler: daireler, G¢genler, eskenar dikdortgenler (elmas), zikzaklar, cizgiler,
carpl ve artl isaretleri (hag anlamini tasiyan: basit, ¢ift). Olagan Ustl guglere inanan
atalarin igslemis oldugu ilkel geometrik calismalara tasinan anlamlar: diz yatay bir ¢izgi
— topragi; dalgal gizgiler — suyu; ¢arpi isareti — atesi ve Ginesi sembolize etmektedir.
Bunlar inananlar igin buytuk énem tasimaktalar. Motifler kiginin toplumdaki statisunu
belirlemekte yardimci olmaktadir. Koy slslemeleri arasinda kare motifleri siklikla
karsilasiimaktadir. Kare cesitleri olarak: dort parcaya boliunmus her birinde nokta ve
daire motifleri bulunan — tarla veya yeni bir bahgenin semboll olarak bilinmektedir.
Uzun kenarlari olan egkenar dortgen: refah ve ahgaptan yapilmig bir evi sembolize
etmektedir. Glnesin semboll olarak bilinen ise: rozet ve c¢ok y0zlu
(MHororpaHHuk/mnohohrannik) motifidir. Egkenar dortgen; “(kancali) eskenar dortgen”,
“noktall eskenar doértgen”, “capraz eskenar dértgen” motifleri sadece Ukrayna sisleme
sanatinda yaygin degildir. Rombik (elmas) Neolitik déneminden beri, yaklasik yirmi bin
sene 6nceye dayanan motifler arasinda yer almaktadir. Etnografi verilere gore tim
dinyada cesitliligiyle beraber romb motifi kullaniimaktadir. Bu motifin koékeni farkl
arastirmacilar tarafindan farkl sekilde agiklanmaktadir, ancak bu seklin dodurganlik ve
doéllenme sembollerine isaret ettigi bakis agisi hakim olmaya devam etmektedir.

* Dog. Dr. Kastamonu Universitesi Glizel Sanatlar ve Tasarim Fakiiltesi Resim Bolimdi.
** Arastirmaci. Ukrayna.
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Noktali eskenar dortgen motifi siklikla “ekilmis tarla” olarak yorumlanmaktadir.
Ve bu isaretin Neolitk dénemde kadin heykellerinde bulundugundan ddllenme
sembollerinden biri olarak da kabul edilmektedir. Etnografi verilere gére bu motif
genellikle digun elbiselerinde veya evliligin ilk senesinde giyilen kadin elbiseleri
Uzerinde gorulmektedir. Délleme, dogum, ve evliligin temel sonucu Ureme olarak kabul
edildigi icin bu “istek” gdmlekler Gzerine naksedilmektedir.

“Hag seklindeki eskenar doértgen”, belli bir bdlgeyi (alan/toprak/mulk) sembolize
eden eski motifler arasinda yer almaktadir. Yani, bu isaret: ekim (Bpoxan)/bereket
anlamina gelen tarlayi/topragi sembolize etmektedir.

Toprak sembolleri arasina kare sekli de eklenmektedir. Bunlardan haricinde,
daire motifi: gdkylzl semboll olarak bilinmektedir. Gékyuzinun kendisi farkli dogal
olaylan sembolize etmektedir. Daire sekli ise siklikla gunesi sembolize eden motifler
arasinda yer almaktadir. iginde garpi isareti bulunan daire formu ise Gilinesin simgesi
oldugu gibi atesin (veya simsegin — “gokylzU atesi”) simgesi olarak da bilinmektedir.
Ates ve Glnes ise gugli tilsim olarak bilinmektedir.

Tek basina carpi isareti antropomorfik gérinimuine yakin olarak erkegin
baslangi¢c evresini sembolize edebilmektedir. Bu nedenle carpi motifi Uretkenligi de
sembolize etmektedir.

Gunimuzde halk galismalarinda, temelinde basit formlari barindiran karisik ve

”

zor motifler kullaniimaktadir. Bunlar: “koyun boynuzu”, “bukleler”, “kivirciklar”, “taraklar”
vb. islemeler arasinda “egik” veya “sonsuzluk” motifleri Tripil kiiltiiriniin zamanindan
beri bilinip kullaniimaktadir. Yani, bu motif ¢ok bilindik Yunan meandr motifinden ¢ok
daha oOnce ortaya cikmis oldugu o6n gérllmektedir. Bilindik motif: roji/rojecka
(yildizlar/rozetler), geometrik motiflerden bitki motiflerine gegisi temsil etmektedir. Bazen
bu motif Glnesi ve Gunes 1ginlarini animsatmaktadir.

Bitki Motifleri

Bitki motiflerin islenme sebebi ise, dodanin gizelligini kumasa aktarmaktir.
Ukrayna bitki islemelerinde siklikla kullanilan birka¢ motifler sunlardir: “Gzim”,
“serbetciotu”, “cinar yapragi”’, “menekse” vb. Bazilari halkin eski sembolik temsillerinin
damgasini tagimaktadir.

Menekse motifi: ayrilmaz hayatin semboll olarak bilinmektedir. Doért sektdre
ayrilarak karsit kisimlari bir renge boyanmis “elma ¢emberi” motifi: agkin sembolu
anlamini tagimaktadir. Modern nakigta bile cogunlukla yaprak ve dallar seklinde stilize
edilmis eski bir sembol olan “hayat agaci” motifi de gérilmektedir. Ukrayna nakislarinda
en ilgi ¢cekici olanlardan biri, bakudlmus bir dalin motifidir (belirli bir ritimde, yapraklardan,
UzUm salkimindan ayrilan sonsuz bir saptir).

Kiyafetler Gzerinde en sik kullanilan motiflere baktigimizda, bunlar eskiye
dayanan serbetgiotu ve Uzim ile iligkili olan motiflerdir. igne yaprakh agaclarla iligkili
olan motifler: “gcam agdaclan”, “Noel agaglari”, ¢inar agaglarina benzer olanlar.

Bu motiflerin Hristiyanlik éncesi inanglara dayali olarak giyim tzerinde nispeten
arkaik sayilabilmektedir. Cinar yapradi motifi genellikle: Kiev, Volyn, Poltava ve Dogu
Podillya nakiglarinda stilize edilmis sekilde gortlmektedir. Cinar agaci Slav inanglarina
gore: hayati, Gunesi, sonsuz varligi, uzun yasami ve evrenin yapisini sembolize
etmektedir (“dinya agacl”).

Bir kadinin gémlegdinin omuzlarinda iglendiginde kollara kuvvet verip onlar
glglendirmektedir. Bu gorintl saglik ve uzun émur olarak da nitelendirilebilmektedir.
Cinar yapragi ayni zamanda bir tilsim niyetine de kullaniimaktadir.

Cam agaci ile Noel agaci da tilsim niyetine kullaniimaktadir.

Serbetciotu ise ritlel icecekler yapmak igin kullanilan eski, kutsal bir bitki olarak
bilinmektedir. Ukrayna folklorunda genellikle ihtisam, cosku, genclik, gelismenin
semboll olarak bilinmektedir. Serbetciotu nakisi gdmleklerin sadece omuz kisimlarinda
degil eteklerinde de siklikla gorilmektedir. Bu nakis, kiyafetin alt kismini tamamlamakta
ve insanin toprak ile baglantisini saglamaktadir. Bazi durumlarda ise kimi agaglarin

172



XIll. ULUSLARARASI TURK SANATI, TARIHi ve FOLKLORU KONGRESI /SANAT ETKINLIKLERI

formlarini dalgali geometrik sekilde gdstermektedir. Boylelikle su ile toprak iligkisini
temsil etmektedir. Ayni zamanda meandirlar da insani daire igine alarak dis dinyadan
uzaklagtirdigina inanilmaktadir. Genel olarak, diger suslemelerle birlikte islenen bu
motif, mevsim degisiklidi, genclik veya olgunluk (gorintinun bireysel nianslara bagh
olarak), intisam ve saglik anlamina gelebilmektedir. Geng kadinlarin nakish gémlekleri
Uzerindeki serbetciotu motifi (geometrik eskenar dértgen formlarla beraber islenmesi)
¢ocuk dogurma fonksiyonlarini arttirdigina inanilmaktadir (kimi bilgilere gére kivircik
bitkiler sadece suyu degil, erkedin baglangic evresi anlamini tasiyan, yilani da
sembolize etmektedir).

XIX. yuzyilin siklikla kullandidi motiflerden biri de yine “Gzim” (“asma”, “somun
UzUm”) motifi olmustur. Ginimuizde de Ukrayna’nin hemen hemen her bdlgelerinde
kiyafet (zerinde bu motif kullaniimaktadir. Ustelik XIX. yizyilin ortasinda bu gizim
geometrik sekillere sahipti ve sadece XX. yuzyilin baslarinda Gzim kimelerinin veya
asma bilesiminin ayrintili arsa goruntilerine dénUsturtlerek dogal bir taslak elde
edilmektedir. Gézlemlere gbre bu motif: Dnyeper nehrinin sad yakasinda, Ukrayna’'nin
glney bodlgelerinde ve Bukovina’da (Moldova geleneklerinin etkisi olarak gordikleri)
oldukga vyaygindir. Gunimizde bu motif siklikla dugin kiyafetleri Gzerinde
kullanilmaktadir. Ukrayna geleneksel dugun sarkilarinda UGzdm: neseli, iyi bir hayata
benzetilmektedir.

Zoomorfik (hayvan) Motifler

Zoomorfik (hayvan) islemelerinde tasvir edilen ise: at, tavsan, balik, kurbaga;
bdceklerden: sinek, kelebek, érimcek, ucan boécekler. Codu durumlarda, zoomorfik
stslemeler sanatginin kisisel goruslerine ve yorumlamasina 6zgudur. Bildircin,
glvercin, tavus kusu gibi kuslar genellikle ¢ift halinde bayanlarin digin gémleklerinin
kollarina islenmektedir. Boyle bir gdmlegin sahibi yalnizca evli bir kadin olabilmektedir.

Ukrayna’da yaklagik 100 tip nakis ve teknik bulunmaktadir (purizsiz, ¢apraz,
yay, ag, kosucu, dokuma vb. Ukrayna islemelerinin kompozisyon karari, sinirsiz hayal
glcl ve renklere gore belirlenmektedir. Yine de bant, buket ve saksi kompozisyonlari
hakim oldugu goérulmektedir. Motifin etnografik &zelliklerine gdre birgok bdlgesel
farkhliklar gdstermektedir. Ornegin, Hutsul islemelerinin ova islemelerinden farki olan,
daglarin net geometrik sekilde gérulebilmesidir. Bu tir ¢ok yonlulik, nakistaki arazinin
dogal kosullarinin restorasyonuna taniklik etmektedir. Polisya’nin kuzey bdlgelerinde
kirmizi renkte yapilmis geometrik gizgiler goérilmektedir. Volyn: iki renkten olusmaktadir
(kirmizi ve mavi). Polissya’nin giney tarafinda beyaz iplikler kullaniimaktadir. Mavi,
kahverengi ve beyaz cicekli motifler Poltava’nin essiz stslemelerindendir. Bu hassas
kompozisyon bilesimi, gémlege hassasiyetini ve 6zgurligunu aktarmaktadir.

Ukrayna nakislarinin tim topraklar igin ortak tarzi vardir. Bu ylizden onlari diger
halklarin motifleri arasinda kolaylikla taninmaktadir. Genellikle tek renkli Arkaik érnekler:
Polissia/llonicci, Volyn/BonuHi ve Boykivshchyna’da/Bonkiswmni géralmektedir. Hutsul/
lMyuynewmnhi, Podillya/ Moginni, Poltavshchina’da/ MonTaswuHi degismez (kesin)
geometrik taban yaygindir. Yogun bir sekilde stilize edilmis bitki motifleri: Pobuzyhye/
MoByxoxksa, Volyn/ BonuHi, Podillya/ Moginng, Bukovina’ya/ bykosuHu 6zgudur. Kiev ve
Ozellikle Poltava bdlgelerinde nakiglar daha ¢ok bitkisel karaktere sahipler. Ag ve genel
olarak ajur nakiglar Poltava ve Pokuttya bdlgelerinde yaygindir. Ukrayna motiflerindeki
renkler genelde sinirh bir sayida ve uyumlu baglantilarla bilinmektedir. En sik
kullanilan: siyah ve kirmizi; siyah, sicak kirmizi ve sicak saridir. Bazen az miktarda yesil
ve mavi renkler eklenmektedir. Nadiren gumus, altin ve gri iplikler kullaniimaktadir.
Genellikle renk zenginlidi kuzeyden guneye dogru artmaktadir. Teknidi, bilesimi,
motifleri ve renkleri ile her nakis amacina karsilik vermektedir. Ozel motifler erkeklerin
gOémleklerinde kullaniimaktadir, digerleri ise kadin, ¢cocuk veya yasca buylk ya da
gencler icin kullaniimaktadir. Ukrayna motiflerinin ¢ok yonltluga bélgelerin ekonomik
durumunu ve dider ulusal azinlk temsilcilerinin gostergeleri olmaktadir. Gunluk, dugdn
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ve yas gunleri icin mikemmel motif ve renklerden olusan havlu ve masa ortlleri
islenmektedir.

Motiflerdeki Renklerin Anlamlari

Sadece motifler dedil ayni zamanda renkler de kendilerinde gugli enerji,
sembolizm tasimaktadirlar. Ve dolayisiyla bunlar da motif sahibini (motifli kiyafeti giyen
veya motifi isleyen kigi) etkilemektedir.

Renk drneklerinden birkagi sunlardir:

Kirmizi:  enerjiyi  glglendirmektedir/artirmaktadir. Siklikla erkek dugin
gbmleklerinde kullaniimaktadir. Boéyle neseli bir slisleme: sevgi, tutku ve
saldirganligi/agresifligi sembolize etmektedir. Tin fonksiyonlari uyandirdigi igin aktif
insanlara tavsiye edilmemektedir.

Beyaz: sevgi ve masumiyeti sembolize etmektedir.

Sari:  seving anlamini  tagimaktadir.  Kiginin  negse duzenini ve
acikligini/giriskenligini artirmaktadir. Bu tir tonlar genellikle Hutsul bdlgelerinde
yaygindir.

Turuncu: daha ¢ok hayati enerjiyi artiran ve vurgu olarak kullaniimaktadir.

Bordomsu (Kiraz/Vigne) ve Kahverengi: adir bir enerjiye sahip olduklarina
inaniimaktadir (vampir). Motif icerisinde baskin degillerdir. Ancak Poltava bdlgesinde
iplikleri ¢inar kabugu ile boyadiklarindan arada bu renklerin kullanildigi gérilmektedir.

Mavi, Yesil ve Pembe: manevi boyutu sembolize etmektedir. Bu renkler
Podillya ve Boykivshchyna’da yaygindir. Ve huzurlu bir yasama katkida bulunan zarif
olarak kabul edilmektedir.

Acik Mavi: suyu yani kadinin basglangi¢ evresi olarak bilinmektedir. Kiev
bélgesinde motiflerde genellikle mavi ve kirmizi renkler kullaniimaktadir.

Mor: erkek ve kadinin 6zunud birlestiren hayirli bir renktir. Eski Ukrayna motif
orneklerinden bu tonlarin ¢cocuklar ve hamile kadinlar tarafindan sevildigi bilinmektedir.

Siyah: emicidir, emici role sahiptir. Kapali bir renktir. Kisinin kendisinde kapal
kalmak istedigini gostermektedir. Nakis yapanlar genellikle toprak rengi olarak
yorumlamaktadirlar. Ancak ¢ogunlukla orug tutarken siyah ipliklerle islenmis motifleri
olan giyisiler giymekteler.

(Bnactok, YOK: 37.035.6:371.134:7)
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TeomeTpHTHI OpPHAMEHTH

Brnorpan Siprr Iaea
(cumeon (cuME0T nOpROKy (cumeon
BIA20NOTVHYA i 2apuonii) Monodocmi {
civ’) po3KEiny cin)
Max Pombd JlacTiexa
(cumeon 3axUCHy (cumeon (cumeot
8id 31a) podioyocmi) Qo6pIY HOBUH)
Jlimis Komo ComoreHro
(cumeon (cumeon (cumeon
JCIHOYHOCT) 2aPMOHIT) NPOAOEICEHHA
pody)
Tpomaga XemmacTi mmEil 3ozyma
(cuvgon Jcumms) (cuMsan eodu, (cumson
dxcepena)
Kamana Keagpar Toayor
(cuvson pody) (cumson (cumson
HOMUPBLOX CHIODIH 3APOONCERHA
ceiny) HogoT ciu 1)
Jyo Xpect Tieri
(cuvgon cumy) (cuvgon boza) (cumson
Monodsm)
Jly0 12 KamEHa TpEEYTHHE Jlebeni
(CuUMBOTY CUTU MA (cumson (cumson
Kpacu, CUMEOTY MpuUeouro20 eipHocmi i
ohcumma) boza) KOXaHHR)
HoprobpHEDI 3eMua, coHITE TA Open
(cuvgon mobosi do BOJA (cuvson enadu
npupodu) (podwioicme i cuitueocmi)
Mamiuxu-3ewri)
Beperena Bopa 1a corme Jlemera
(cumson-obepiz) (Gamexiscena i (cumeon
MOMEPUHCHRA obepezy
eHepzia) HEMOETRM Ma
Manedi)
Xnime 3mix
(cuvgon mexit (cuvson godu,
orcumma i civ ') zpomy i
GnucKasKy)

Kaynak: A.A.Kuksyuk ve I.V.Vasilyeva, 2015, s:173.

Goémlek Uzerindeki Nakis Renkleri

4s Konip BUWIKMBKKM HA copouLLi

e

M YepBoHuit 27,3%

W YopHWi 22,7%

B Binui 15,9%

W XoeTuii 11,4%

W 3eneHnin 11,4%
CuHin 6,8%

m Cipwuii 4,5%

(%11,4), 5-yesil (%11,4), 6-mavi (%6,8), 7-gri (%4,5).
Kaynak: A.A.Kuksyuk ve |.V.Vasilyeva, 2015, s:174.

Tab.1. KnacudikauiscumsonikmopHameHTiBykpaiHcbkoiBuwnsku/ Ukrayna nakislarinin
sembolik siniflandiriimasi.

Tab.2. [liarpamakonbopycopoykoBoiBULLMBKNHaTEpUTOPITYkpaiHu/Ukrayna gémlek
nakislarinin renk semasi; 1-kirmizi (%27,3), 2-siyah (%22,7), 3-beyaz (%15,9), 4-sari
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“Kachuri/Kauypi”, “Kachuristy/KauypucTi” Kafkas ve Turkmen “hali” motiflerine
ve eski Slav motiflerinden dnceki “bijuchiy pes/6ixydnii nec” motifine benzetiimektedir
(Nahornyak; s.220-221) Erigim Tarihi: 20.08.2019.

“YkpaiHcbkmin cTpin/ Ukrayna dizeni (sistemi)” adli eserinde M. Bilan ve G.
Stelmashchuk gémlegin insanin ayrilmaz bir parcasi oldugundan, ayni zamanda,
gerekli, hatta gizli bilgileri verebilecedinden bahsetmekteler (yas, cinsiyet, medeni hal,
toplumdaki durumu, meslegini).

Kadin gbémlegi erkek gdémleginden sadece desen sekli olarak farkhlik
gOstermekle beraber birden fazla bilgiyi de icermektedir. Kadin gémlekleri: dogurganhdi,
anneligin kudretini; erkek gémlekleri ise: UstunlUk, gug, cesaret, koruyucu gelenegini
surdurmekteler (Nahornyak; s.217) Erigim Tarihi: 20.08.2019.

Nakigli Ukrayna kadin gémlekleri diinya sanat kiltlrli hazinesinde énemli bir
yere sahiptir. Nakis, halkin silinmez sanat zenginliginin glcunl ortaya ¢ikaran klasik
gérinimunde Ukrayna’nin halk sanatidir. Ortaya c¢ikisindan ginumuize kadar nakis,
insan hayatinin guizelligini teyit etmede 6nemli role sahiptir. En yaygin kullanilan
dekoratif ve uygulamali sanatsal nakis tirine bilimsel yaklasilan ilk yayinlar XIX ytzyilin
ortalarinda yayinlanmistir. Bunlar arasinda Ukrayna’nin énde giden temsilcileri vardi.

Bunlar: Axisl onoeaubkmin/YakivHolovatsky,
BonogumuplUyxesny/VolodymyrShukhevych, FOpinXaTtkosu4/YuryJatkovych,
®epipBoek/FedirVovk, IMpuropinKynyaHko/HryhoriyKupchanko.

Gomlekler

Nakistaki slUslemelerin dzelliklerini inceleyen bircok arastirmaci, sutslemenin
ana islevinin estetik ve buyu icerdigi ortak gorisu paylagsmaktalar. Atalarin inanglarina
gore nasil ki islemeli havlular evi korumaktadir, ayni onun gibi de islemeli gémlekler
insani (sahibini) k6t gdzden, kiskang dustncelerden ve kétl insanlardan koruduguna
inanmaktalar. Gosterisli islemelerin kétl bakiglarin ve nazarin etkisini azalttigina
inanildigindan tilsim niyetine kullaniimaktadir. Gdmlekte motifler vicuda acilan
kisimlara yerlestirilmektedir. Ornegin: bileklik kisimlarinda, boyun veya yakada, etek
kisminda. Ayrica ruhu koétulikten korumak icin sik sik goédus kismi da motifle
islenmektedir. Motifteki her rengin, her figuriin kendine has bir anlami, aurasi ve enerjisi
mevcuttur.

Ukrayna motiflerindeki geometrik unsurlarin zenginligi ve cesitliligi (eskenar
dortgenler, daireler, carpi/arti isaretleri, suyun dalgali cizgileri, yerylzinun yatay
cizgileri) hayvanlarin, kuglarin, bitkilerin, (hayat agaci: s6git, c¢inar, ak¢caagac vs.)
géruntuleri; yapraklar, meyveler, gicekler; glvercinler, yilanlar, atlar, leylekler, érdekler
vb.; elmas gseklindeki gévdeye sahip olan, ha¢ seklinde baslara sahip olan insanlarin
motifi blyulleyen etkiye sahipler. Kesinlikle motif isleminin her unsurunun kullanildigi
duruma gore 6zel bir anlam tasimaktadir. Mevcut tium siUslemeler kosullu olarak doért
gruba ayrilmaktadir: bitki, geometrik, bitki ve geometrik, zoomorfik.

Ukrayna kadin gdmleginin bir diger 6zelliklerinden biri de Ukrayna halkin yiksek
estetik, sanatsal, blyuleyici kulturini, ézgun zihniyetini, olusumcu potansiyelini, ulusal
yasamin onaylanmasini yansitan renk uyumudur.

Yapilan analizlere gore, halk motiflerinde en yaygin renklerin kirmizi, siyah ve
beyaz oldugu belirlenmistir. Genellikle motif islemlerinde alti ana renk kullaniimaktadir.
Bunlar: topragi (toprak, Ukrayna edebiyatinda besleyici olarak bilinmektedir) temsil
eden, siyah; nese, tutku, sevgi ve hayat sevgisini temsil eden, kirmizi; saflik, butunluk,
kutsallik anlamini tagiyan, beyaz (genellikle ag motifi igin kullaniimaktadir); gdkyuzuinun,
suyun rengi, arinma igin huzurun ve hastaliklardan korunmanin semboli olarak bilinen,
mavi; bitkilerin rengi, bahar ve gencligin, ayni zamanda ayriligin sembolU olan, yesil
rengi.

Kadin gdmlekleri hem i¢ hem dis giyim olarak kullaniimaktadir. Ayni zamanda
bir bitin halinde de parga halinde de (GUst ve alt kisimlardan olusmaktadir)
kullanilmaktadir.  Dikigsiz  yeleklerin  kullanildiyi  bdlgelerde  batin  gémlekler
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kullanilmaktadir. Kisa gémlekler ise Karpat ve Zakarpatya’nin bazi bdlgelerinde,
mutlaka etekle beraber kullaniimaktadir. Kadin gdmlegdinin tabanina dikilmis diz
eklemeler genellikle Chernihivshchyna ve Poltavshchina’da yaygindir. XIX. yy. sonuna
dogru geleneksel kesimden biraz farkli olan kisa, yakasiz ve doért koseli gémlekler
ortaya ¢ikmaktadir (Mateyko, 1996; s:36-37).

Alt Giyim/Bel Kiyafetleri

Kadin kiyafetlerin alt kismini olusturan temel unsurlar: dikiimemis kumaslar,
etekler, onlUklerdir. Onlar, dokuma kumasindan yapilmaktadir (yun ve kumasg) kendine
has slslemesi ve giyim tarzi mevcuttur.

En eski kadin alt giyimlerinden gunimize kadar gelen Hutsulshchina’'da
bulunan o6nluklerdir.Siki bukulmuds ince yUn iplikten dar bir bez biciminde catalli bir
dokuma teknigi ile dokunmustur. Renkli, dar, desensiz bantlarla, renkli ipliklerle
suslemeler olusturmaktadir. Evli kadinlar o6nliklerini metal ipliklerle (kuru altin)
Uzerinden gecmekteler. Genelde iki dnluk takilmaktadir. Ancak tarla islerinde (gundelik)
ise tek bir 6nlik kullaniimaktadir (Hutsul, bélgesinde, Bukovyna, Podillya).

Onliklerin biraz daha gelismis formunda olan dolamali kumaslar da
kullanilmaktadir. Bu model daha ¢ok Bukovyna, Podillya ve Pokuttya’ya hastir. Fakat
materyal ve dokuma teknigi 6nlige benzemektedir. Sarginin rengi daima kayigin rengi
ve gbmleklerdeki motiflerle tutarli olmaktadir. Gliney Podnistrov’da sargi Gzerinde dikey
cizgiler kullaniimaktadir. Bukivyna’nin kuzey bdlgelerinde onuHka/opinka (sargi) U¢
bélimden olusmaktadir. Sargi farkli sekilde kullaniimaktadir. Kimi bdlgelerde bel
etrafina sargl seklinde (diz haliyle) sarilarak islemeli yinli kemer ile baglanmakta ve
Ustten 6nluk takilmaktadir. Kimi bdlgelerde ise bir veya iki taraftan katlanarak kemer
altina sikigtirimaktadir.

Podniprovya icin tipik olan nnaxta/plakhta: yunli kare desenli kumas;
Naddnipryansk’in sargisi ile Hutsul &nllUkleri gibi eski yoresel alt giyim kismini
olusturmaktadir. Plakhta tabaninin rengine goére olan isimleri sunlardir:

. napilna/HaninsHa (tabani kirmizi ve mavi);
) sinyatka/cuHsika (mavi);

. cervonaldepBoHa (kirmizi);

) cervonyatko/qepBoHaTKO ( kirmizi).

Plakhta/nnaxta iki kumastan olusmaktadir ve dekoratif kumasin uzunlugunun
sadece 2/3'UnU birlestirmektedir. Sarglyr sardiktan sonra ikiye katlamaktalar. Alt
kismina: “ctaHkom/stankom”, Ust kisminda serbest disen iki parga ise kryla/kpuna
(kanat) olarak adlandirimaktadir. Kanatli sargilar bayram kiyafeti olarak
kullanilmaktadir. Gunlik olan ise motifsiz, diz siyah sargilardir (derha /gepra,stanok
/cTaHoK).

Maddi durumu el vermeyen kadinlar yarm sargi (kanatsiz sargi:
plakhta/nnaxra, pivplakhta/nisnnaxta). Yani “derha/aepra” ve “stanok/ctaHok”.

Kadin alt kiyafetinin en ge¢ ortaya ¢ikani ise etek olmaktadir. Volyn, Polissya ve
kuzey Ternopil bolgelerinde yazlik ve yinlU etekler (anderaki/aHpepaku) birkag diz ve
motifli gizgilerle stislenmektedir. Polissya’da is kiyafeti olarak kullanilan keten veya yari
yanla “burki/6ypkn” (6nlik), alt kisimda renkli gizgilerle (“batogki/6aToukn’(kelebekler))
suslenmektedir.

Boyali etek: dimki/anmkn (keten kumas) kabartma suslemelidir. Dimka igin
kareli ve seritli slUslemeler karakterdir veya yayilma dlzenine ve zemine serbest
yerlestiriimektedir.

Prikarpatya’da (Boykivshchyna) iki tir kadin kiyafeti vardir: gunlik boyal ve
bayramlik yunlu eteklerdir (“doap6boH”).

Bel kiyafetine bir de onlUkler (zapaski/3anacku,plati/nnatu, fartukhi/paptyxu)
giymekteler. Bunlar dokuma, yUnli kumaglarindan ve daha sonra da fabrikalarda
hazirlanmaya baslanmaktadir (Mateyko, 1996; s: 59-60).
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Ust Giyim

Kadin erkek giyiminin ana komplekslerinin bir parcasi olarak kisa kollu yelek
tarzinda kiyafetler gorilmektedir. Kolsuz yelekler kumas ve kirkten hazirlanmaktadir.
Bicime gdre one cikan diz kesim yelekler, arkasi kesik, alt kisimlari hafif kabarik
yelekler de gorilmektedir.

Ayri bir kolsuz kiyafet grubu, leybiki/nenbuku: dokumali koyu kahverengi
kumas! (Boyk/Bolik) veya fabrika Gretiminde mavi kumaslar (Lem/Iem).

Volyn’de kadinlarin yelek tarzlari, baglamali “snurovtsi/wHyposui” olarak
bilinmektedir ve hapliki/ranuku (ataglar) kullaniimaktadir (Mateyko, 1996; s: 74-75).

SONUG

Yapilan arastirmalar sonucunda, Ukrayna ydresel kiyafetlerin icermis oldugu
geometrik, bitkisel ve hayvansal sekillerin, birden fazla kodlamalar barindirarak birer
mesaj ve tilsim niyetine kullanildigi gortuimektedir. Bilhassa, kullanilan malzemeler,
renkler ve boyutlar olduk¢ca 6nem tasimaktalar. Zira halkin inancina gore, islenen her
seklin tasimis oldudu enerji yeni kaderin yaziliginda etkili rol oynamaktadir. Buna
dayanarak, Ukraynali kadinin kiyafetleri Gzerindeki motifler incelendiginde, karakteristik
Ozelliklerinden inancina, gegmisinden yasamina, gelecekteki beklentilerinden statlsulne,
hislerinden medeni durumuna kadar bilgi edinme sansina sahip olmaktayiz. Her
Ukraynali kadinin yapmis oldugu islemeleriyle kendinde barindirdigi pozitif enerjisini,
yasami boyunca edinmis oldugu bilgi ve tecrlibelerini nesilden nesle aktardigina
inaniimaktadir. Bu inanca dayanarak baska kisilerin yapmis oldugu calismalari
kopyalamamaktadirlar. Sebebi ise o kisinin kaderini kendilerine yazmaktan
kacinmalaridir. Ayrica, her bdlgenin kendine has ve kultirine dayanan motiflerin var
oldugunu ve derin anlamlar yUklendigini gorebilmekteyiz. Zira ¢alismalari sadece sls
olarak nitelendirmenin 6tesinde bir milletin kdltaranu, orf, adet, gelenek gdreneklerini,
halkin inancini, zekasini ve tarihini yorumlayan bir unsur oldugu s6z konusudur.
Kiyafetler Gzerinde gorilen geometrik figlrler haricinde olan hayvan, bitki, agag, cicek
gibi motifler ise Ukrayna halkin tabiata olan degerini gostermektedir. Gegmisten
gunimize kadar bu halkin tasimis oldudu degerler, yeni neslin kiltlrine olan
sevgisinin artmasina sebebiyet gostermektedir.
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THE PSYCHOLOGICAL DIMENSIONS OF INTERGROUP CONFLICT WITH AN
EMPHASIS ON NEGATIVE EMOTIONS

Candidate Sanja ANGELOVSKA®

ABSTRACT

Intergroup conflict is a phenomenon that has been happening since the ancient
times. After the WWII the world in general agreed that conflict resolution needs a new
approach. This is how the liberal theory and the realistic theory of international relations
was established. Starting from 1950s the IR field was reevaluated and new disciplines
and approaches emerged. Relevant enough is to mention that the discipline of social
psychology started to establish as one which is equally relevant to the study of conflict
transformation and conflict resolution. Following this trend, scholars worked on and
tested some hypothesis and thus, later have developed social psychology theories
which nowadays are the basis of psychological dimensions of intergroup conflict. They
argue that if we are about to address intergroup conflict holistically, we have to address
to psychological dimensions as a starting entry point.

Different, psychological dimensions can be addresses at different stages of the
conflict resolution process. Emotions are the psychological quality of intergroup conflict
that definitely determine the conflict dynamic. Be it in a positive or negative direction.

The aim of this paper is to explain the role and significance of psychological
dimensions with an accent on negatives ones in intergroup conflict.

Key words: social psychology, negative emotions, intergroup conflict

Introduction

Since ever the world both in the civilized and non-civilized era has faced
intergroup conflict. Conflict probably is one of the few forms of human interaction that
kept its very nature in terms of occurrence and dynamic. We would probably like to
claim that nowadays conflict has changed and that few victims and suffering are
happening on the battle fields, peace dominates the world a bigger harmony | s present.
But it is not the case. The ways nowadays conflict is occurring is very sophisticated
form of destroying. The information, knowledge and data of relevant disciplines is very
few used in conflict prevention and management then it is used for massive destroy
strategies, moreover very subtle but evil strategies through which human lives have
been taken, families destroyed, identities and psychological trauma created that cannot
be fixed in a few generations of descendants in row. This, has much to do with the
emotional perspective in the conflict. It has to do with people feeling both suffering and
happiness, it has to do collective memory — the memory where personal trauma took a
place, or trauma of the ancestors, it has to do with dignity, shame, embarrassment,
degradation, exclusion, humility, guilty, deprivation of basic human needs. It has to do
with the human's lives basic needs and their general image about who they are, where
they are and where they belong.

When in conflict, or even worse heavy wars, people are taken off all these
human needs, part of their identity, a segment that is hard to be replaced. Segment that
carries a burden for the whole life. This stands for the theory of violence generate
violence, or one day a victim the other day a perpetrator.

Numbers that are published by international organizations show that enormous
sums are being invested in wars when compared to sums used for conflict prevention
or even rehabilitation. This clearly explains that in practice the world consciously is
spending a money on wars instead of peace, stabilization, and tackling those affected
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from conflict. The reasons behind these have to be explored, although for the soft
branch of IR position one can easily make a conclusion that is a power game.

When in intergroup conflict numbers of people involved is too big. Regardless,
if it takes a place in a country of 2 million population or country of 20 million population.
Number of people affected directly or indirectly is still so high, that the state’s apparatus
cannot repair this situation by itself. This generates other side effects that might be
present at that certain society for years, decades, and some time centuries. Groups ad
people are recalling on a conflict that happened a century ago, in order to have another
one in the present time. And with certain countries or even groups within a country this
has no end. The cycle of violence is taking off over and over again.

One of the reasons why this is happening might be that conflict analysis and
operations rarely tackle the nature and root causes of conflict considering the emotions.
Emotions are the drive of the conflict, the fuel that determines its dynamic. Starting both
from the leaders leading this operations and victims or groups in the conflict. Without
emotions conflict cannot move nor to the positive nor to the negative side of the
continuum. If people are angry, disappointed, sad, and victimized they can easily go to
the streets and protests or even involve in some cycle of violence, but if a certain
situation or conflict episode don’t touch them emotionally these people will probably
stay at home.

The nuclear bomb of the emotions (Lindner, 2009) are the feeling of humiliation
and fear the ones that bring people in violent behaviors or even maybe make them just
to withdraw of such a violence and come a passive recipients of violence and victims.

Emotions are the separate section in the frames of the psychological

dimensions of intergroup conflict. They are presented as a basis in most of the
psychological dimensions especially when we speak about stereotypes and prejudice.
For the later they are a consistent part along with the cognitive component of the
prejudice.
However, the scope of psychology in intergroup conflict is quite diverse and broad. It
starts with stereotypes and prejudice along with processes of categorization(s) and later
it becomes more complex in whole the phases of the conflict: conflict prevention, conflict
escalation, conflict management, conflict transformation — peacebuilding activities,
conflict resolution and conflict reconciliation. If through all of these phases, emotions
don’t change from negative to neutral at least not even positive we haven't done much
of the work. As you can notice, emotions are that quality of the intergroup processes
(conflict dynamic) so when they change the whole conflict gains a new dynamic and
perspective.

That is why is of immense importance to address them in conflict issues rightly.

Group Based Emotions

It is well known that emotions are first and foremost personal constructs. When
people come together in a group that have attachment to the same or some kind of
sentiment, membership of simply they identify with it, as this membership is part of the
person’s identity — group emotions are prevailing as well.

Below are few terms relevant for the group emotions.

Emotions based on the group refers to emotions that are being felt by the group
members as a result of their belonginess to the group or society (Mackie, Devos and
Smith 2000).

Collective Emotions — when intergroup emotions are shared and felt simultaneously by
a larger group of individuals in a certain society.

Emotive Climate — the collective configuration of emotions is very significant to
understand the role of the individual emotions in the context of intergroup conflicts.
Moral Group Emotion - Group Guilt and Group Shame which in most of the cases they
are intertwined. It has to do with the group’s emotion of guilt for an act of violence.

182



XIll. ULUSLARARASI TURK SANATI, TARIHi ve FOLKLORU KONGRESI /SANAT ETKINLIKLERI

However, admitting such a behavior is more complicated that it may look. It is related to
the group’s level of consciousness and readiness to admit that the group itself is
accountable. Among other factors this is tight related to the cultural context of the group.
Some groups are known for their "winning’ culture, so accepting a lose and taking a
responsibility over it is not an option. This kind of behavior is common for Eastern
cultures, countries such as China and Japan are. The emotion of shame comes after
the group collectively accepts the guilt or is feeling guilt over an action. This is the case
with Germany nowadays. The state of German officially takes the accountability for the
hostilities during the WWII and its nation if feeling ashamed of this violence in the past.
As one can notice there is difference from culture to culture, part of the world when it
comes to the emotions. We cannot simplify them and put only in one category. Guilt and
shame especially as they are considered moral emotions, have so much to do with the
system of values of that certain culture and group. Later in this text anger and shame
are further explained.

Speaking about some basic mainly negative emotions in intergroup conflict, it is
important to mention different clarification of basic emotions. However, there has never
been a consensus among different author which are the basic (universal) human
emotions. This, cannot be the case because it depends on the context. For example,
some cultures and languages don’t have even a word for certain feelings, thus here it is
harder to explain them appropriately and harder to put all basic emotions in one
categorization.

Here is a table borrowed by Eveline Lindner, where she makes an effort to put
most of the authors on emotions and the way they classify basic emotions along with a
short explanation for basis for inclusion.

Magda B. Arnold: Anger, aversion, courage, dejection, desire, despair,
fear, hate, hope, love, sadness
Basis for Inclusion: Relation to action tendencies
Paul Ekman, Wallace V. Friesen, and Phoebe C. Ellsworth: Anger, disgust,
fear, joy, sadness, surprise
Basic for Inclusion: Universal facial expression
Nico H. Frijda: Desire, happiness, interest, surprise, wonder, sorrow
Basic for Inclusion: Forms of action readiness
Jeffrey A. Gray: Rage and terror, anxiety, joy
Basic for Inclusion: Hardwired
William James: Fear, grief, love, rage
Basic for Inclusion: Bodily involvement
William McDougall: Anger, disgust, elation, fear, subjection, tender-
emotion, wonder
Basic for Inclusion: Relation to instincts
Orval Hobart Mowrer: Pain, pleasure
Basic for Inclusion: Unlearned emotional states
John B. Watson: Fear, love, rage
Basic for Inclusion: Hardwired
Table 1: Classification of Basic Emotions from different Authors
by Evelin Lindner (2009)

Most of authors include the emotion of fear as a basic one, then comes anger and
maybe few overlapping on sadness. For the rest of the emotion classification is
different. This testimony how culturally determined emotions are. Another reason one to
be cautious when is trying to understand group emotions and avoid and judgements.
The relational — cultural theory (RCT) posits that growth-fostering relationships
are a central human necessity and that acute or chronic disconnection in or from such
relationships (such as humiliation and human rights violations) cause psychological and
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social problems. RCT emphasizes that all relationships are defined and influences by
the cultural context in which they exist. Relational development rather than development
of the self, is the primary focus of study in RCT.

So called social emotions (guilt, embarrassment, shyness, jealousy, shame for
example) play a crucial role in social situations, according to Ralph Adolphs and Antonio
Damasio. They say: “ One might predict a need for highly differentiated affective
responses precisely in guiding cognition and behavior in those domains with the
greatest complexity, and surely the social domain is the most complex of all’(Adophs,
Tranel, & Damasio, 1996).

Keltner and Haidt call on scholars to focus on emotions within social practice,
treating the dyad or group as the basic unit of analysis rather than the individual and
including cultural objects and practices (for example, etiquette manuals, religious texts,
or institutions). They suggest that is it precisely in looking at these sorts of interactions
and practices where one will find culturally elaborated emotion.

Galen V. Boedenhausen and his colleagues study affective influence on
phenomena such as stereotyping and intergroup relations. They differentiate integral
affect (chronic or episodic), and incidental affect. They define incidental affect as
arising for reasons outside of the intergroup context itself-carried over from other
events. Integral affect, in contrast, is elicited by the group itself, either as chronic feeling
about the group or as episodic affect, for example when one has a pleasant interaction
with a member of an otherwise disliked group. The authors call for more research: we
must understand more about the potentially distinct effect of various discrete types of
integral and incidental affect (for example, guilt, pride, anger, resentment, envy,
disgust). Research addressing the impact of affect on the earliest stages of person
perception (i.e., category identification and stereotype activation) is clearly needed as
well(Lindner, 2009).

Fear as a Primordial Emotion

Fear is basic emotion both in ordinary life and likewise in conflict situations. The
center for fear emotion is the amigdala, an almond shaped cluster where the information
or sensation for a feeling of fear is being processed. Reactions to the emotion of fear in
conflict might be different and also gender determined. It is said and was proven that
women react differently when in fear during a conflict, whereas men tend to fight or flight
or frozen. According to some of the authors women when faced with the emotion of fear
in conflict are more tend to be submissive i.e. trying to decrease the level of violence by
this kind of behavior. Also, they claim that fear is the fuel of conflict in terms it can be a
way to withdrawal or reaction. Very often the feeling of fear is related to the feeling of
humiliation in conflict context. This relates many times in the cases of genocide, the
most recent and comment by academic is the one in Rwanda. People in fear are usually
humiliated and thus in order to avoid a potential or new humiliation i.e. living with the
fear of such a situation the group decides to perpetrate a violence over the other group
in order to avoid any suffering to its own members of the group.

Although, it is known that fear has been protecting us from dangerous situations
and threats as same times fear put and push groups into violent behavior.
Guilt and Shame

To feel guilty, we need self-awareness and the ability to measure our behavior
in relation to standards.Self-conscious evaluative emotions such as pride, shame, or
guilt are not
possible earlier than the second or third year of life. In its simplest description, guilt may
be understood as an affective state of regret at having done something one believes
one should not have done. Humiliation, humility, shame and guilt are related concepts.
(Lindner, 2009)
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Shame and gquilt, however, are not necessarily seen as separate
but as shading into each other: both emotions “direct people into self-examination in
social situations in order to recognize their own wrong doings, as well as to motivate
people to improve themselves.

Anger — always provokes a tendency to approach, but the nature of the actual
response(constructive-destructive) is determined at same levels of sentimental fear,
hatred and hope. Probably among all the negative emotions, anger is the one the puts
firstly the individual down carrying a lot as an emotional burden and then the whole
group. A group where anger prevails as an emotion is ready for violence and conflict
escalation.

Humiliation

Peter T. Coleman and his group at Columbia University, who study intractable
conflict (for example, by including the significance of humiliation) writes:(Coleman,
2007) “Protracted, intractable conflict is a domain of human interaction that may very
well determine our capacity to survive as species. He explains, these intense,
inescapable conflicts over issues such as critical resources, identity, meaning, justice,
and power are complex, traumatic, and often resist
even the most serious attempts at resolution. - “But why are they intractable?
What characteristics distinguish intractable conflicts from more tractable, resolvable
conflicts?”

Julian L.Stamm proposes that humiliation is experienced when one
feels “belittled or slandered, lowered in the eyes of others or in his own
eyes.” Coleman and his colleagues are among the first to bring humiliation research into
the lab and they define humiliation as follows: “Humiliation is an emotion, triggered by
public event, which evokes a deep dysphoric feeling of inferiority resulting from the
realization that one is being, or has been, treated in a way that departs from the normal
expectations for fair and equal human treatment. ” Peter Coleman, Jenifer S. Goldman,
and Katharina Kugler point out that as individuals and groups at the community, national
and international levels, struggle with the effect of humiliation and aggression in
protracted violence in schools, ethnopolitical conflict and global terrorism this topic is of
utmost importance today.

The definition that Linder., E. suggests for humiliation is as follows: Humiliation
means the enforces lowering of a person or group, a process of subjugation that
damages or strips away their pride, honor or dignity/ To be humiliated is to be places,
against your will (very occasionally with your consent as in cases of religious self-
humiliation or in sadomasochism) and often in a deeply hurtful way, in a situation that is
greatly inferior to what you feel you should expect.

Humiliation entails demeaning treatment that transgresses established
expectations. It may involve acts of force, including violent force. At its hear is the idea
of pinning down, putting down or holding to the ground. Indeed, one of the defining
characteristics of humiliation as a process is that the victim is forced into passivity,
acted on and made helpless.

Conclusion

Emotions in intergroup conflict have very important role for the conflict dynamic
in whole the phases of it. They've been a subject of a research starting by the late
1950s. As many scholars have agreed scholarships for Emotions in Intergroup Conflict
or broadly conflicts have been offered very few. Somehow, this field has been
underestimated although its importance for research should be at the top level.

The interest for emotions in conflict has emerged among researchers and some
quality work has been done so far. The intention is to spread the importance of
continuing this kind of research in the frames of international relations.
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Following the root causes of intergroup conflict, it is known that the most
complex ones are the psychological ones. Here lay many emotions, mostly negative.
Emotions such as hatred, anger, humiliation, guilt and shame. These emotions have to
be acknowledged properly, analyzed and approached. If not, kept as they are already in
their nature negative, they easily become an emotional bomb that can explode at this
first “convenient” opportunity. This is how many interventions were mistaken, because
emotions weren't taken into consideration.

In order this not to the case anymore, emotions have to be canalized. As such
(not tackled and approached) they are a good foundation for later more complex
psychological constructs and states (anxiety, PTSD etc.). This is the simplest
explanation how one cycle of violence generates another one.

Programmes have to be implemented in this direction tackling all levels and
actors in intergroup conflict. Otherwise, conflict analysis process will remain very poor in
its nature if it excludes emotions. Results from such work cannot guarantee
sustainability.
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TURKIC STONE STATUES 11" -13" CENTURIES
FROM COLLECTION OF AZOV MUSEUM-RESERVE

Irina GUSACH"

Fifteen stone Turkic (Polovtsian) statues are stored in the collection of the Azov
Museum-Reserve. Nine of them are early monuments dating back to the 11"-12"
centuries, six are later finds dating to the late 12 — early 13" century. There are six
male (3 - “sitting”, 2 - with uncertain posture, dug in the ground by the breast level and 1
probably stela-like) and six female statues (3 -“standing”, 2 - probably “sitting” and 1
half-finished). A sex of the other 2 statues is uncertain because of their bad
(fragmented) condition. The statues are made of soft rock: shell rock (7 pieces),
sandstone (7 pieces) and limestone (1 piece).

All Turkic stone statues come from the territory of Rostov region. More exact
location of the finds of nine statues exhibited in the court yard of the “Powder cellar’ (a
branch of the Azov Museum-Reserve) is unknown (they were given to the preserve by
local inhabitants as well as researchers in 1960s-1980s). Two stone statues (“babas”)
were found in the Polovtsian sanctuaries of different types: the first one at the top of a
barrow in a foundation pit on a platform paved with stone, the second — in an oval pit in
NE sector of a barrow covered by a mound. These sanctuaries with stone statues are
dated back to the 12" — early 13" centuries.

*Azov Museum-Reserve, Russia
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(")DEMis ETNOGRAFYA MUZESI’NDE YER ALAN iPEKLi DOKUMALARA DAIR

A RESEARCH ON SILK WEAVINGS IN ODEMIS ETNOHRAPHY MUSEUM

Berna DERIN*
ABSTRACT

The origins of weaving in Odemis region go back to the fourteenth century. Ibn
Battuda, a Moroccon scholar and explorer who widely travelled the medieval world,also
referred some information about weaving in the region in his studies. The production of
some tradinational wearing and complements as peshtemal, chador and handkerchief,
which had widely been used until the 1990s, has gradually stopped nowadays.

Although there is no weaving loom actively used in the region, some initiatives
have already been started via a cooperative union newly founded with the aim of
increasing the women employment in the workplace.

In this presantation, | will examine the technic details and pattern properties of
some weaving in Odemis Ethnograhy Museum and underline its importance of Odemis
weaving.

Key words: weaving, silk, loom, yarn

GIRIS

El sanatlari, dogal yollardan elde edilen hammaddelerin elle islenmesi
sonucunda ortaya ¢ikan sanatlardir ve bir ulusun kilttrel kigiliginin en canli ve anlamli
belgeleridir. insanlarin gereksinimlerini karsilayacak sekilde ortaya c¢ikmis, yasam
tarzlari, iklim kosullarina uygun olarak gelisim gdstermistir.Geleneksel Turk El Sanatlari,
Anadolu'nun binlerce yillik tarihinden gelen ¢esitli uygarliklarin kalttir mirasiyla, kendi 6z
degerlerini birlestirerek zengin bir mozaik olusturmustur. Turk kaltarindn en buyuk
ozelligi binlerce yil boyunca Orta Asya’dan Orta Avrupa’ya uzanan genis bir bdlgede
etkili olmasi ve bu bélge kiiltirlerinden etkilenmesidir. Uretildigi yoreye ait kiiltiirel
Ozelliklerini ginuimlze tasimada araci olmuslardir. Turk el sanatlari, halkin dogal
cevresiyle geleneksel kudltarinin etkisinde ve diger kuiltirlerden etkilenerek
benimsedigi, estetik ve yararlih@i butinlesmis trlnlerdir. El sanatlarinin Kilttr varliklari
icersinde dnemli bir yeri vardir. Cesitlilik gosteren el sanatlari ve bunlara bagli olarak
Uretilenler, bir butin olarak kultur Grinddir ve dogrudan dogruya insan ile ilgili
oldugundan, insanin yasam bicimini gdsteren belgelerden biridir.(1) Turkler de el
sanatlarinda her dénemde 6nem verilmistir.(2). El sanatlarimiz geleneksel yapida,
yoresel cesitlilikler gosterir. Tas ve agac¢ olarak zengin olan yorelerde tas ve agacg
islemeciligi, hayvanciligin gelismis oldugu bdlgelerde hali-kilim ve ydresel kumasg
dokumacihgi bulundugu boélgenin gereksinimlerine gore gelisim gdstermistir.

insanlarin dis etkilerden korunmasini ve yasadiklari gevrenin giizel bir sekilde
désenmesini saglamak gibi 6nemli gereksinmelerini saglayan dokumacilik, insanligin en
eski sanatlarindandir. Anadolu’daki geleneksel el sanatlarinin en dikkat ceken ve yaygin
olani “dokumacilik’tir. iki veya daha ¢ok iplik grubunun gesitli dizenlerde birbirleri
arasindan (Ustinden altindan) gecerek birbiriyle kenetlenmesi islemine ve bu
kenetlenme sonucu olusan diz yizeyli Urtnlere “dokuma” denir.

Farkli cografyalara, degisen dini inanca, slrekli yenilenen kultlrel-sanatsal-
bilimsel gelismelere ragmen, degisimi geleneksel Tlrk sanat anlayisina uyarlamayi ¢ok
muikemmel bicimde basaran Tlrk dokuyucusu yuzyillar boyu bu sanata éncilik etmeyi
basarmistir (3).

1299'da tarihte yerini alan Osmanlilar, ilerleyen dénemlerde siyasi ve kultlrel
acidan hizli bir gelisme gdstermistir. Osmanli imparatorlugu kokli bir gelenegin
tasiyicisi olarak Selguklulardan devraldidi kultir mirasiyla birlikte, Anadolu’da

* Dokuma Uzmani, Ogretmen, Odemis, Izmir.
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karsilastigr cesitli uygarliklardan gelen etkileri de kendi benliginde erittikten sonra
kullanmistir. Anayurttan getirdikleri sanat anlayisini, Anadolu’nun eski uygarliklarindan
gelen, gelenek ve gorenekleri ile zenginlestirmis ve bu sentez sonunda kendisine has
bir Tulrk sanati Uslubu ortaya ¢ikmistir. Osmanlilar, Beylik Dénemi’nde, Selguklulardan
devraldiklar ileri dlzeyde bir dokumacilik bilgisine sahiptir. Devletin zamanla
zenginlesmesi, her alanda oldugu gibi kumas sanatina da yansimistir. XIV. ylzyilda
ipekli dokumacilidin merkezi olan Bursa, Osmanlrnin eline gegtikten sonra bu énemini
biraz yitirmistir. Daha 6nceleri yasanan Mogol istilasinin olumsuz etkileri ve Bizansli
ustalarin istanbul’a g¢ekilmeleri bunda 6nemli etken olmustur. Ancak ilerleyen
dénemlerde toparlanarak Osmanli Imparatorlugu'nun hem baskenti, hem kumas
merkezi olmugtur.(4)

ipek geleneksel dokuma maddelerinden biridir. Dogal ipek, ©zel olarak
yetistirilen ipek boceginden elde edilen salgidir. Dogal ipegin kékeni Cin’e gitmektedir.
M.0.2600-3000'li yillarda Cin'de ipek bocedi yetistirildiginden s6z edilmektedir.
Avrupa’ya M.S.500'li yillarda tarihi ipek Yolu ile sokulan ipek, Cin'de ipek maddesi
olarak iglem gérmustir. ipege ait en eski efsanevi bilgiler Cinliler tarafindan yaziimis ise
de, Orta Asya’da, Cinlilerden ¢ok daha 6nce yasamig, blylk bir medeniyetin sahibi
Tarkler arasinda basladigina dair yakin tarihte yapilan galismalarin ve arastirmalarin da
oldugu tespit edilmistir (5). Anadolu topraklarinda, M.S. VI. yy’da Bizanslilar kullanmiglar
ve bazi tarihi kaynaklara gére de Orta Dogu’da ipegi ilk kullananlarin iranlilar oldugu bile
séylenir (6). Konumuz olan Odemis ve Birgi'de XIV. yy’dan énce ipek veya ipekten
uretilen dokumalarla ilgili, kaynaklarda higbir bilgiye rastianmaz. Odemis ve gevresinde
ipek dokumacihdi tarihi olduk¢ca eskilere dayanir. Birgi; XIV. yy baglarinda
Aydinogullarinin Ege bélgesinde kurduklari devletin bagkentlerinden biriydi. Bu bdlgeye
yonelik ilk Tark akinlarn Xl. yy’da Selcuklular tarafindan gerceklestirilmistir. 1307°de,
Aydinoglu Mehmet Bey tarafindan zaptedilen sehir, ayni zamanda beyligin merkezi
olmustur. 1308 tarihinde Mehmet Bey'le ayni safhada birlesen damadi Sasa Bey,
Bizanslara karsi micadele ederek Tire'yi ve Ayasulu’gu (Efes) da topraklarina katmistir.
Mehmet Beyin 1334'de vefati (izerine yerine odlu Umur Bey gegmis, Umur Beyin izmir
Hristiyanlari ile micadelesi esnasinda 6limii lizerine 1344’de oglu isa Bey tahti devr
almistir. 1391’de isa Bey tarafindan Osmanlilara devredilen Birgi, Ankara savagindan
sonra yeniden Aydinogullar’nin eline gecmistir.  XVI. yy'In sonuna dogru fiziki bir
gelisme gosteren Birgi, XVII. yy'da karisikliklar yasamis ve tahribata ugramis,
XIX.yy'da ise Odemig’in énem kazanmasiyla giderek onun gélgesinde kalmaya ve
gerilemeye baslamistir (7-8-9). Unli tarihgi ibni Batuta, 1333 yilinda Birgi'ye yaptig
seyahatte Aydinogullari Mehmet Bey’in kendisine takimlari ile donatiimis Ug¢ at, ayrica
kemha (bir cesit ipek kumag) ve blirimcik gibi kumaglardan dikilmis ¢cok guzel elbiseler
hediye ettiginden bahseder. Ayrica Evliya Celebi de Seyahatnamesi’nde 1671 yilinda
Birgi'de ipek ipligi yapildigini anlatir. Tim bunlar Odemis ve cevresinde ipek
dokumacihdi oldugunu kanitlar nitelikte bilgilerdir. XIX yy’da durgunluk dénemine giren
Birgi, yavas yavas onemini yitireek, ilgi ve nifusun zamanla Odemig’e kaydigi
gorulmektedir. Nitekim; XVIII. yy’da Birgi’nin nifusunun 4450 oldugu yazilmakta, oysa
XVII. yy’'da bile Odemig’in nifusu 8000°'den biraz fazladir. XIX. yy’da, (1840 yilinda)
hizli bir gelisme cizgisi ile nifusunu iki katina gikaran Odemis; ayni dénem paralelinde
bir hayli kigulen Birgi kasabasini geri plana iterek daha 6n plana ¢ikmaya baslamistir
(10).

Glinimizde ise daha ¢ok Odemis’te devam ettirilen bu dokuma sanati ile yore
dyle dzdesglesmistir ki, dokunan kumasin cinsi ile yore adi, “Odemis ipeklileri” veya
“Odemis Burimcikleri” gibi, birlikte aniimaktadir. “Odemis ipeklileri” olarak anilan
Odemis ipekli dokumalari uzun yillar yéredeki énemini siirdiirmistiir. Yérede 1990l
yillarin sonlarinda yapilan arastirmalarda idare kumasi, pestamal, ¢ig c¢arsafi,
pembezar, mendil ve Odemis Keteni olarak adlandirilan kumaslara rastlanmigtir.
Bunlardan pembezar i¢c camasiri dikmek icin kullanilan, dokuma 6rgust bezayagi olan
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bir kumastir. Eski 6rneklerinde ¢6zgusli ve atkisi ipek, daha sonra dokunanlarin ise
¢b6zglsl pamuk, atkisi ipektir. Burdu adi verilen kumasg, basortlist yapmak icin dretilmis
olup ¢6zgu olarak pamuk, atki olarak bukimld ipek iplik kullanilmistir. Pestamal olarak
kullanilan kumaslar 6nceleri ylizde 100 ipekten dokunurken, daha sonra ¢6zgusu
pamuk, atkisi ipek olarak dokunmustur.

idare bezi, ic gamasiri Uretimi igin kullanilan pamuk, ipek karigimi bir kumasgtir.
Uriinin eni 20 santimetre olup, atkida kullanilan yiiksek bikimli iplikler kumasin
esneme yetenegdini arttirmistir. Carsaflik ve perdelik olarak kullanilan ¢ig carsaf,
¢bzglsli ve atkisi ipek, dokuma 6rglsii bezaya@i olan bir kumastir. isleme yapilarak
ortl amacli ev dekorasyonunda kullaniimistir.

ODEMIiS ETNOGRAFYA MUZESI

Kuzeyde Bozdaglar ile, giuneyde Aydin Daglari arasinda uzanan Kuiglk
Menderes Nehri'nin suladigi verimli bir ovada yer alan Odemis'te bir miize kurulmasi
fikri 1974 yilinda olusmaya bagslamistir. Eski eser koleksiyoneri olan Mutahhar
Bagoglu'nun biri 1816 m? digeri de 956 m? olmak Uzere toplam 2772 m? lik arsasinin,
1975-1976 yillarinda muze binasi yapilmak Uzere hazineye baglanmasiyla mizenin
kurulusuyla ilgili ilk tesebbis gerceklesmistir.

Muze binasinin ingsaatina 1977 yilinda baslanmig, 1983 yilinda da
tamamlanmistir. Odemis Miizesi'nin yapimindan énce yoéreye ait eserler izmir Arkeoloji
Muzesi ve Tire Mdizesi'nde korunmaya alinmis bulunuyordu. Muizenin yapimina
muteakip bu eserler her iki mizeden devir alinmistir. Diger taraftan kronolojik battnlagu
saglamak amaciyla ihtiyac duyulan arkeolojik ve etnografik eserler ile sikke 6rnekleri
gesitli mizelerden secilmis ve Odemis Miizesi'ne intikal etmistir.

Bodrum kat Uzerine bir zemin kattan ibaret olan ve cadir formu verilerek

yapilan muze tek bir salondan olusmaktadir. Etnografya Mizesi olarak yapilan binada
mevcut etnografik malzemelerin yani sira bdlgeye ait arkeolojik eserler de teshir
edilmektedir. Arkeolojik bélimde; ¢ogunlugu Eski Tung Cagi'na (M.O. 3000), Arkaik
(M.O. 700-480), Klasik (M.O. 30-M.S. 395) ve Bizans (M.S. 395-1453) gaglarina ait
eserler teshir edilmektedir. Bu eserler; seramikler, idoller, keski ve baltalar, kandiller,
bronz eserler, cam eserler, sls esyalari, pismis toprak heykelcikler, mermer heykel ve
heykelciklerdir.
Bu bdlimde ayrica Hellenistik, Roma, Bizans, Selcuk ve Osmanli Dénemlerine ait
12.278 adet sikke bulunmaktadr. Etnografik bélimde; cogunlugu Osmanli dénemine ait
cesitli silahlar, bakir ve gimus esyalar, cam eserler, sls esyalari, el islemeleri, giysi
ornekleri sergilenmektedir. Mizede Tulrkiye Cumhuriyeti Dénemine ait el sanatlarina
iliskin 6rnekler de mevcuttur.

Odemis Miizesi'nde koleksiyoner Mutahhar Basoglu tarafindan hibe edilen bir
grup arkeolojik ve etnografik eser ile birlikte satin alma yoluyla elde edilen toplam
16.416 eser bulunmaktadir ve bunlarin 1.485'U sergilenmektedir.

-

'Fotoél;af: 1, M—sze binaS|.l
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l_\{ll'JZEDE YER ALAN iPEK DOKUMA ORNEKLERI
Ornek 1:

Fotograf 1:

Envanter No: 418

Cinsi: islemeli Yatak Carsaf/ Ham Bez

Mizeye Gelis Tarihi: 13/10/1988

Mizeye Gelis nedeni: Hibe

Teknigi: Diz Dokuma

Olglileri: 145x100cm

Kompozisyon 6zellikleri: Boyundan kesilmistir. Kenarda zikzakl bir su bulunmaktadir.
Ust bosluk yildiz, alt bosluk tek noktalarla siislenmistir. Yatik cok yaprakli ve dalli, yildiz
cicekli motiflerin tekrarindan ibarettir. Blytk ve dolu bir kompozisyon olusturmustur.
Beyaz tel islemelidir. Carsafin kenari genis dantelle tamamlanmistir.

Ornek 2:

Fotograf 2: Ham ipek Cevre

Fotograf 2:

Envanter No: 520

Cinsi: Ham ipek Cevre

Mizeye Gelis Tarihi: 18/10/1988

Mizeye Gelis nedeni: Hibe

Teknigi: ipek Dokuma

Olgileri: 78x80 cm

Kompozisyon 6zellikleri: Dortkenari dolasan yaprakli, yatik dal ve aralarda stilize nar
motiflidir. Dort kdsede ayrica birer nar bulunmaktadir. Gimus sim ve sar telle
islenmistir. Kenarlari gimus simden ti§ oyasi ile oyalanmistir.
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Ornek 3:

— otoéf'éf 3:Kirmizi Esarp

Fotograf 3

Envanter No: 575

Cinsi: Cevre/ipek Sim

Muzeye Gelig Tarihi: 21.12.1993

Mizeye Gelis nedeni: Satin alinma

Olgileri: 54x54 cm

Kompozisyon 06zellikleri: Osmanli dénemine aittir. Pembe ipek kumasin orta kismi,
kendinden beyaz baklava desenlidir. Dort kenarda birbirine ince, kisa bir dal ve yaprakla
baglanmis, stilize yuvarlak gigek frizi seklindedir. Dort kosede bir kdkten ¢ikan uzun ¢
yaprak vardir. Beyaz sim ve tel islemedir. Cevrenin kenari beyaz simle tig oyalidir. Tam
ve saglam haldedir.

Ornek 4:

- Fotograf 4: Oyal Grep

Fotograf 4: Oyall Grep

Envanter No: 176

Cinsi: Grep

Miizeye Gelis Tarihi: Aydin;18/01/1974-Odemis;22/01/1986

Mizeye Gelis nedeni: Aydin mizesinden devir(Riza KANKER’den satin alma)

Olgileri: 70x70 cm

Kompozisyon Ozellikleri: Kare yazma ¢ingene pembesi renktedir. Kenarlari yesil iplik,
aralarinda pembe ve sari kenar ipliklerle yapiimistir. Etrafi papatya motifli igne oyasiyla
islenmistir.
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Ornek 5:

Fotograf 5: Cevre Mendil(ipek)

Fotograf 5: Cevre Mendil(ipek)

Envanter No: 415

Cinsi: Cevre Mendil/ Bez

Muzeye Gelig Tarihi: 15.10.1987

Miizeye Gelis nedeni: Mutahar BASOGLU'ndan Hibe (Etn. Es. Koleksiyonundan)
No:796

Olglleri: 75x75 cm

Kompozisyon 6zellikleri: ipekten dokunmustur. Kenarlar yildiz gigekli bir dalgali hatla
cevrilidir. Késelerde tel serpmelerle yapilmig, kare iginde bir kdkten gikan ve simetrik iki
yan dalli bir ana dal vardir. Cigek, meyve ve yapraklarla suslidir. Kenarlar pulludur.
Dallar siyahla iglenmistir. islemede sari tel, koyu yesil, bordo ve mavi tonlarda ipler
kullaniimigtir.

&
¥

Fotograf 6: Basoértisl /Krep

Fotograf 6: Basortisl /Krep

Envanter No: 505

Cinsi: Basortusu /Krep

Muzeye Gelig Tarihi:17.05.1993

Miizeye Gelis nedeni: Mutahhar S.BASOGLU Koleksiyonundan (No:922)

Olglileri: 73x72 cm

Kompozisyon &zellikleri: Krep koyu kahverenginde ve ipek kumastir. Kenarlari bordo,
koyu krem, acik mavi ve agik yesil igne oyalidir. Saglam halde bulunmaktadir.

194



XIll. ULUSLARARASI TURK SANATI, TARIHi ve FOLKLORU KONGRESI /SANAT ETKINLIKLERI

SONUG

Tirk kumas dokumaciligi Selguklular déneminden, Osmanl imparatorlugu
dénemine yeni teknik ve bicimler kazanarak ge¢gmis ve sonugta ortaya zengin malzeme,
desen ve ylksek teknikle dokunan bir kumas tirli c¢ikmistir. Bu déneme ait kumas
ornekleri ile yapilan cesgitli Grtinler dnemini koruyup, muzelerimizde sergilenmektedir.

Muzede c¢ok sayida 6rnek olmasina ragmen fonksiyonel kullanim alani dikkate
alinarak bes farkli 6rnek galismaya alinmistir.
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KARPAT HAVZASI'NDA BiR AVAR YAY USTASININ MEZAR KALINTILARI: ESKi
TURKLERDE BILESIK (KOMPOZIT) YAY YAPIMINA iLiSKIN ARKEOLOJIK
BULGULAR

Csilla BALOGH*

ABSTRACT

In this article is presented a burial of an Avar bowyer excavated in 2010 in
Hungary (Fig. 1) and dated to the end of the 6th century or to the very beginning of the
7th century (Fig. 2-3). Its unique feature is that it consisted of a number of tools (Fig. 4)
and semi-finished bow plates of horny material (Fig. 5). The man lying in the grave must
have been a craftsman also making bows. He was buried according to nomadic rite, i.e.
together with his horse and weapons. His tools (2 adzes, 2 hammers, a file, a saw, a
splitting knife, a hand drill and a small two-pronged tool) were placed to his right calf.
The semi-finished bow plates of horny material were placed in a melting pot. In
connection with the interpretation of the finds from the grave, we try to reconstruct in
accordance with specific archaeological finds how the dreaded weapon all over Eurasia,
the composite bow of nomads, should have been made. On the other hand the tools
found beside of the deceased reveal that the 40-49 year old man buried in the grave not
only produced objects of bone and horn, but also dealt with metalworking.

Giris

Tarklere iliskin arkeolojik buluntularin en tipik 6geleri atli definler ve mezarlara
konulmus yay, ok, sadak (okluk) gibi atli bozkir savascilarinin vazgecilmez silahlari ve
donanimlaridir.’ Simdiye kadar kazilmisg Eski Turk Cagi mezarlarinin neredeyse her
birinde karsimiza c¢ikan bilesik ya da kompozit diye bilinen yaylarin hayvan
kemiklerinden veya boynuzdan hazirlanmig parcalarinin, yay baslarinin ve kabzalarinin
mukavemet gucunl artirmak igin kullanildigi bilinmektedir.

Avrasya capinda son derece 6nemli bir yeri olan bu silahlarin hazirlanigina
iliskin arkeolojik veriler maalesef bulunmamaktadir. Simdiye kadar Avrasya
bozkirlarinda yapilan kazilarin hi¢birinde yay yapiminda

=

® Maks, Mikéesa-halom

Resim: 1, Kaz alam (Mako, Mikécsa-halom, Macaristan)

*Dr., Szeged Universitesi Jeoloji ve Paleontoloji Béliimii, Szeged, Macaristan.
'Bu galisma OTKA-K 109510 numarali proje destegiyle hazirlanmistir.
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kullanilan aletlere ve malzemelere de rastlanmamigstir. Bu Erken Ortagag (4-8. yuzyil)
dénemine ait yaylarin hazirlanigina iligkin bilgilerimiz ancak konunun uzmanlari
tarafindan yapilan rekonstriksiyon-lara dayanmaktadir.

Bu calismada, 2010 yilinda Dogu Macaristan’da 6. yuzyil sonlarina, 7. yuzyl
baslarina ait bir Avar mezarinda yaptigimiz kazida gin 1sigina ¢ikan buluntulan
tanitacagiz. Mezarda yay yapiminda kullanilan pek c¢ok alet yaninda yari igslenmis
kemiklerin de bulunmasi, mezara defnedilen kisinin ¢ok blylk bir olasilikla bir yay
ustasi olduguna isaret ediyor. Mezardan ¢ikan aletlere ve bu aletler tizerinde yaptigimiz
incelemelere dayanarak Erken Ortacag doneminde bir Turk, daha dogrusu bir Avar
yayinin nasil yapildigini anlamaya caligacagiz.

Mezarligin konumu ve incelenen mezar

Kazi alani, Karpat Havzasr’nin ortasinda, Macaristan’in Makd sehrinin yaninda,
Tisza Nehri'nin orta bdéliminde, Tisa’nin Maros Nehri’yle birlestigi yerde bir 16s
tepesindedir ve bu alan bugln, ¢evresi Maros Nehri’'nin yan kollariyla gevrili, zaman
zaman sular altinda kalan sazlik bir bélgedir (Resim: 1). Mezarlik olarak kullanilan tepe,
bu alanda bir ylkselti olarak karsimiza cikiyor. inceleyecegimiz mezarlik, bir fabrika
insaatl nedeniyle yaptigimiz kurtarma kazisi sonucunda ortaya glkm|§t|r.

2010 yilinda bu alanda 251 mezarda arkeolojik kazi yaptik.” Mezarlar, gdmme
adetleri — bati-dogu ve kuzeybati-giineydogu oryantasyonu, nis-mezarlar (Alm.
Nischengrab), kabin mezarlar (Alm. Stollengrab) ve pek ¢ok kurban hayvani — ve
arkeolojik buluntulari, 6-7. yuzyil Dodu Avrupa bozkirlarinin mezarlari ve gémme
adetleriyle yakinlik gosteriyorlar. Mezarlardan c¢ikan sikkeler ve buluntulardan bu
mezarhgin 568-630 tarihleri arasinda kullanildigi anlasiliyor. Mezarlik, Koros-Tisa-
Maros Nehirleri arasinda yasamig didger topluluklarin kabin mezarlariyla da benzer
Ozellikler gosteriyor. Karpat Havzasi’nda, Tisa Nehri’nin batisinda, Kéros-Tisa-Maros
Nehirleri’nin gevreledigi bdlgede yerlesen bu topluluk, Avarlara Dodu Avrupa
bozkirlarinda bir yerde, Avarlarin batiya go¢u sirasinda katiimig olmali.

S6z0 edilen bu toplulugun etnik kdkeni hakkinda simdiye kadar c¢esitli gorusler
ileri sirtlse de, bunlar simdilik varsayimdan 6teye gegemiyor. Tisa Nehri’nin batisindaki
bu toplulugun dogu kokenlerine de isaret eden Dezsé Csallany onlarin, tarihi
kaynaklardan da bildigimiz Kutrigurlar olmasi gerektigini dustnliyordu (Csallany,
1934:211-212). Janos Harmatta, benzer nitelikteki Volga Bulgar mezarlarina dayanarak
etnik kékenlerini Kutrigur-Bulgar olarak disinmustid (Harmatta, 1954:205). Ayni sekilde
Péter Somogyi de, Karadeniz’in kuzey kiyi geridinde 6-7. ylzyilda olugan Sivagovka
kiltdr gevresi gdmme adetleriyle olan ortak yonleri nedeniyle bu toplulugun Kutrigur
kékenli oldugunu ileri sirmisti (Somogyi, 1987:145-147). Raso Rasev de ayni
gorusteydi (Rasev, 2007:104-117). Béla Kurti, Seyhun Nehri boyunca olusan Ceti Asar
kilturuyle olan benzerlikleri nedeniyle bu toplulugun Orta Asya kdkenli olmasi
gerektigini distndyor (Kurti, 1996:131). Gabor L&rinczy, etnik kdken konusunda ¢ok
daha temkinlidir ve bu toplulugun Dogu Avrupa bozkir kdkenli oldugundan s6z eder
(L&rinczy, 1998:355). Bu goérlse biz de tamamen katiliyoruz.

Mezarliktaki 61. mezarda 40-49 yagslarinda bir erkek iskeleti bulunuyor (Resim:
2). Oli, mezarin kuzey duvarina oyulmus bosluga (nis-mezara) gémiilmus. Metal
kakma slsleri olan bir kemeri ve yine ayni sekilde metal kakma susleri olan bir
ayakkabisi var. Kilicini, yayini ve ici temrenlerle doldurulmus oklugunu yanina
koymuslar. Sag bacagi yaninda aralarinda toérpd, bigaklar, keserler, ¢ekicler, ¢ivi gekme
aleti, isaretleme ve gizme amacgh ¢esitli aletler vs. disinda demir levhadan hazirlanmis

2 Bu mezarhigin daha ayrintili bir tanitimi i¢in bkz. Csilla Balogh, Orta Tisa Bdlgesi’nde Avar
Cagr'na ait bir mezarlik (Mako, Mikocsa-Halom, Macaristan).XVIl. Ortagag-Tiirk Kazilari ve Sanat
Tarihi Arastirmalari Sempozyumu. 02-05.10.2013. Istanbul (Baskida).
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bir dékim kabi da bulunuyordu (Resim: 3—4). Dokim kabi (Resim: 4, 5), islenmis
hayvan kemikleri ve boynuz pargalariyla, yay kemikleriyle doluydu (Resim: 5).

Bu arag¢ gereglerin tek bir meslege ait olmadigini belitmek gerekir. Nitekim
agac ve kemik isleme arag gerecleri yaninda metal isleme, demirci ve kuyumcu arag ve
gerecleri de bulunuyor (Resim: 4, 3-5, 8).

Sekiz bigimli preslenmis kantar takimlari, ayakkabisi Uzerindeki simetrik kakma
metal slUslemeler, maske tasvirli kayis ucu susleri ve preslenmis, kemer tokasi
bicimindeki metal kakmalar gibi tipik nesnelere dayanarak 6. yuzyilin en sonuna, 7.
yuzyilin en basina tarihlendiriimesi gerektigini rahatlikla sGyleyebiliriz.

Arkeolojik verilere ve analojilere dayanarak yay yapiminin
rekonstriiksiyonu

Avar Q/a_yl, bilesik yay diye bilinen yaylardandir ve yapiminda Ug¢ farkli malzeme
kullanilmigtir:™ Igyapi (okguya bakan yizeyi), ahsap bir iskeletten olusmaktadir. Dig
yuzeyi (hedefe bakan yuzeyi), esnekligi artirarak yayin gerilmeye dayanikli olmasini
saglamak amaciyla tabakalar halinde yapistirimis hayvansal kokenli sinirlerle
(tendonlarla) guglendirilmistir. Yay kollarinin u¢ kisimlari ve kabzasi, dayanikli bir
malzeme olan boynuzla kaplanmigstir. Bu sayede yay, gerilmesi sirasinda normalden on
kat daha fazla ¢cekme kuvvetine maruz kalabilmektedir. Kabza kismindaki boynuz
kaplama ise, okun yaydan firlamasi sirasinda ortaya c¢ikan ve surtinmeden
kaynaklanan yipratici etkiye karsi kabzay! korumaktadir. S6z konusu sinirler (tendonlar)
ve boynuz kaplama, ahsap iskelete hayvan dokularindan elde edilen bir ¢esit tutkal ile
yapistirimislardir. Bu sayede yayin sekil degistirme ve esneklik kabiliyeti artirilmistir.

Ahsap iskelet ginimuze kadar ulasmadigindan yay yapiminda ne tir bir agag
kullanildigini ancak tahmin etmek mimkindiir. iskeletin yapimi icin gerekli olan aga¢
sert, fakat esnekligi de en iyi saglayabilen, ayni zamanda hafif ve yapismanin iyi
olabilmesi igin nem emici 6zelligi yiksek olan bir aja¢ olmaliydi. Akgaagag, disbudak ve
hus agaclari tim bu 6zelliklere sahip agacglardandir.

S6z konusu Avar mezarindaki aletlerden biri, yay yapimi icin gerekli olan ahsap
malzemenin temini ve islenmesi icin kullanildigini disindugimiz bir c¢esit keserdir
(Resim: 4, 1-2). Daha 6nceki literatiirde bu aletin bir ¢esit ¢capa, kirek, keski, balta ve
hatta at nalinin bakiminda kullanilan bir alet oldugu ileri surtlmustu. Fakat etnografik
analojiler yardimiyla bu aletin ahgap oymaciliyinda ve isciliginde kullanilan bir alet
oldugu anlasildi (Erdélyi, 1965; Erdélyi, 1967). Karpat Havzasi’'nda ilk olarak Keltler
déneminde ortaya c¢ikan bu alete Roma dénemi buluntulari arasinda da rastliyoruz,
fakat elimizde somut kanitlar olmadigindan bunlarin Kavimler Gé¢u Donemi’ndeki (4-8.
yuzyil) benzerleriyle dogrudan bir iliskisi oldugunu sézlemek zordur. Bu aleti Altaylar
bdlgesinde, Tuva’'da, Yukari Ob bdlgesinde, Bati Sibirya’da, genel olarak Orta Asya'da
I. Tark Kaganhgi déneminde de (6-7. yuzyil) goérebiliyoruz (Kovacs, 1983:38).4 Dogu
Avrupa’da ilk olarak Hazarlar déneminden (7. ylzyilin en sonundan itibaren) itibaren
gérulrler (Kovacs, 1983:39). Buna dayanarak s6zU edilen bu keser tlrlintn Avarlarin
maddi kulturinde Asya kdkenli oldugunu anlasihiyor.

Yay kollarinin u¢ kisimlari ve kabzadaki kaplamalar Avar dénemi yaylarinin
¢ogunda normal boynuzdan, geyik boynuzlarindan, nadiren de blylk bas hayvanlarin
kaburgalarindan yapiliyordu. Bu is i¢cin en uygun boynuz, Avrupa’nin blyUk bir
kisminda, Kafkasya’da, Anadolu’da ve Asya’nin bati ve orta kisminda gorilen alageyik

3 Bilesik (kompozit) bir yay olan Avar yayi, Osmanli bilesik yayi ile birgcok noktada ortak 6zellikler
gOstermektedir. Osmanli bilesik yayinin ézellikleri ve yapim asamalari hakkinda ayrintili bilgi igin
bkz. Acar/Ozveri, 2008.

* Orta Asya’daki veriler igin bkz. Kovacs, 1983:67-71. dipnotlar.
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(Dama dama) boynuzuydu.5 Alageyigin boynuzu kis sonuna dogru kendiliginden diser
ve bes ay gegmeden yerine yeni boynuz ¢ikar. Dolayisiyla boynuz malzemesi temin
etmek oldukga kolaydi.

Egri boynuz parcalarinin dogrultulmasi isi kaynar suda pisirme yoluyla veya
buharda birakmak suretiyle yapiliyordu. Elde edilen boynuz levhalarin islenmesi ve
sekillendiriimesi igin kesici alete, yontma aletine, testere ve térpiye gerek vardi. S6z
konusu Avar mezarindan ¢ikan aletler arasinda bu saydiklarimizin hepsi mevcuttur.

Testere (Resim: 4, 10), Erken Ortagag Avrupasi’nda son derece nadir bir
buluntudur. Karpat Havzasi’nda, s6zunu ettigimiz bu buluntu disinda, Jutas’taki 166
nolu kuyumcu mezarinda (Rhé/Fettich, 1931:32) ve Orménykat'da (Bende, 2003:190,
Resim 2. 4) bulunmus iki érnegimiz daha vardir. Bati Avrupa’da sadece isveg'teki
Drocksjér’de testereye rastlan-mistir (Wolters, 1998:375).

Mezarda bulunan sapli testerenin metal kismi kavislidir ve kesici digler kavisin i¢
kismindadir. Sap kismi ise boynuzdan yapilmistir. Boynuzlarin istenilen 6lcllerde
kesimi igin kullanilan bu testere, boynuzlari ortalarindan ikiye bélmek igin de kullaniyor
olmaliydi.

Bu suretle yarim daire seklinde kesilen boznuzlarin timsek taraflari keskin bir
cisim yardimiyla yontularak diz ve purizsiz bir hale getiriliyordu. Buluntularimiz
arasinda, sadece genis kesici kismi ginumuze ulasan yontma aleti (Resim: 4, 7) bu
amaca hizmet ediyor olmaliydi.

Dulz ve puruzsiz hale getirilerek olgliye gére kesilen levhalarin (ve ahsap
iskeletin) yapisma ylzeylerine, yapismanin daha iyi olabilmesi icin ¢esitli yonlerde gelisi
giizel tasin gekilmistir.® Alageyik boynuzunun yapisi zaten yapismay! en iyi saglayacak
fiziki d6zelliklere sahiptir, fakat yine de bu malzeme Uzerine kismen de olsa oluk agma,
yani tasin cekme ihtiyaci duyulmustur. Mezardan ¢ikan birka¢ boynuz parcasi Uzerinde
bu islemin izleri agikga gérllmektedir. Bu tasin ¢ekme islemi muhtemelen, buluntular
arasindaki sap!i kemikten olan, ucuna dogru incelen ve paralel disleri olan ucu
yuvarlatilmig térpl (Resim: 4, 6) ile yapiimis olmali.

Simdiye kadar sadece Erken Ortagag’daki (Kavimler Gogli Donemi, 4-8. yuzyil)
kuyumcu mezarlarinda goéruldiginden antik dénemlerdeki kuyumcularin térpu kullanip
kullanmadigini bugln icin henlz kanitlayamiyoruz (Wolters 1998:375). Avar Kaganligi
bdlgesinde toplam yedi mezarda toérpd bulunmustur. Bunlardan besi kuyumcu
mezaridir. Bu calismada s6z konusu Avar mezarindan ¢ikan torpu en ¢ok Mokrin
(Sirbistan) Avar mezarlidi 31. mezarindan ¢ikan térplye benzemektedir (Ranisavlyev,
2007:T. IX. 1). Her ikisinde de térpu disleri sik ve paralel bigimde olusturulmustur. Bu tdr
torpuler, torplleme isleminde ortaya ¢ikan talas olusumu nispeten buylk olacagi igin
hassas kuyumculuk islerinde degil, aga¢ ve kemik gibi malzemelerin térpllenmesi igin
kullaniliyor olmaliydilar.

Boynuz levhalar ahsap iskelete hayvan dokularindan elde edilen bir ¢esit tutkal
ile yapistiriyordu. Avar yayinda bu organik tutkalin tam olarak nelerden yapildigini
gOsteren verilerimiz yoktur, fakat etnografik analojiler bu tutkalin hayvan kikirdaginin,
kemiklerinin ve derisinin pisiriimesiyle elde edilmis olabilecegine isaret ediyor.”

Ahsap iskelet ve boynuz kaplamalar, elde edilen organik tutkal ile birbirlerine
yapigtirildiktan sonra ayrilmamalari igin kalin bir iple simsiki sarilarak baglanirdi.

® Osmanli yaycilari ise bilesik yay yapinda manda boynuzunu tercih ediyorlardi, bkz. Acar/Ozveri,
2008:125.

6Ta§in cekme, Osmanli yay yapimciligindan bildigimiz Uzere, tasin diye adlandirilan ve minik bir
tirmid1 andiran ve testere gibi disleri olan demir bir alet ile yay yapiminda kullanilan farkli
malzemelerin yapisma ylizeylerine oluklar agiimasi islemidir Acar/Ozveri, 2008:126.

" Osmanli bilesik yayinda ise sinir (tendon) tutkali ve balik tutkali kullaniliyordu, bkz. Acar/Ozveri,
2008:129.
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Bundan sonra ise sinir déseme iglemi geliyordu. Désenecek sinirler (tendonlar)
herhangi bir blylkbas hayvanin (alageyigin, atin, sigirin) bacak sinirlerinden elde
ediliyordu. Sinirler, iyice kurutulduktan sonra uglari ve birlesme noktalari tamamen
bezaylasincaya ve iyice yumusayincaya kadar doévilerek liflerine ayriliyordu. Lifleri
birbirinden ayirma islemi ise, inceledigimiz Avar mezarinda bulundugumuz (daha énce
ornegine hic¢ rastlanmayan) iki disli ki¢tk bir tirmigi andiran alet ile yapiliyordu. Aletin
sapl ince, uzun, dikdértgen bigimlidir ve sapin sonuna dogru biraz incelir ve sivrilir.
Uzerinde agag kalintilari buldugumuzdan, sapindaki tutacak kisminin agagtan yapildigi
anlagiliyor (Resim: 4, 9).

inceledigimiz Avar mezarinda bulunan aletler bir yay yapimi igin gerekli olan
aletlerdir ve bu aletler yay yapiminin bitin safhalarinda kullanilabilirler. Fakat bir
zamanlarki sahibi bu aletleri muhtemelen sadece yay yapiminda degil, kemikten baska
nesnelerin (6r.: kemikten kemer tokalari, kemikten sus esyalarl, gem pimi vs.)
yapiminda da kullaniyordu. Buluntular arasindaki dékiim kabi, kuyumcu g¢ekici ve uzun
sapli el matkabl, mezara defnedilen erkedin sadece yay yipimindan, kemik
islemeciliginden degil, kuyumculuktan da anladigini gésteriyor. Olimiinden sonra sahip
oldugu butin aletleri ise mezarda yanina gémduler. Bunu iki sekilde agiklamak
muamkuin; c¢evresinde, ¢ok teknik bilgi isteyen yay yapimindan anlayan bir kimsenin
olmamasiydi veya aletlerin de beraberinde gémuilme sebebi 6teki diinyada da meslegini
surdurebilmesi icindi.

SONUG

Burada tanitmaya ¢alistigimiz mezar, Avar dénemi arkeoloji arastirmalarinin
Tark halklarinin arkeolojik ve etnografya arastirmalarinda nasil kullanilabilecegdinin, Tark
kaltar ve teknoloji tarihine nasil 1sik tutabileceginin cok iyi bir 6rnegidir.

Eski Tarklerin maddi kdltird hakkindaki bilgilerimiz ancak Eski Tarklerin
mezarlik yapilarina iligkin genis ¢apli arkeolojik kazilarin yapilmasi ve bunlarin
sistematik bicimde incelenmesiyle artabilir. Fakat Eski Turklere iliskin genis c¢apli
arkeolojik arastirmalar son derece azdir. Bu noktada, kimi problemlerin incelenmesinde
Avarlara iligkin arkeolojik arastirma sonuglarinin kullanilabilecegini distinmekteyiz.
Nitekim Turk dilli Avarlar, 568’'den 9. ylzyila kadar Avrupa tarihinde ¢ok belirleyici bir rol
oynamistir. Bunun sonucu olarak Karpat Havzasi’nda Avar doneminden kalan yaklasik
3.500 mezarlik bulunmaktadir. Simdiye kadar ise yaklasik 60.000 Avar mezari kaziimis
ve buluntulan incelenmigtir. Bu buluntular arasinda Orta Asya’dan getirdikleri defin
adetlerinin izleri yaninda, inan¢ dinyalarina ve maddi kultUrlerine ait bulgular da énemli
bir yer tutmaktadir.
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Resim: 3, 61. mezara ait fotograflar

10 ¢m
3 0 10 — 1
:lcm 10
Resim: 4, 61. mezarda bulunan aletler. 1-2. Keser; 3-4. Cekig; 5. Dokiim Resim: 5. Yart iglenmig yay kemikleri

kabr; 6. Tarpil; 7. Yontma aleti; 8. Matkap; 9. Sinir (tendon) taragr; 10, Testere
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KULTUREL SURDURULEBILIRLIK KAPSAMINDA EL SANATI URUNLERINDE
GOZLENEN TASARIM DEGERLERI

Emine NAS*

ABSTRACT
Handicraftsdeveloped in linewiththeskills of individuals in theprocess of existence;
traditional, regional, functional, aesthetic, artistic, artistic, decorative, religious,
sociallyhandicraftcarrying a symboliccharacter is a series of activities. Facedwithsocial,

technologicalandeconomicthreatsover time, some of
theseactivitieshavebeenlostandsome of
themhavecontinuedtoexistbybecominglocaltourismobjects.Inthiscontext, thedesign

element thatwas put intoeffectledto a change in thefunction of theproducts,
whilesupportingtheexpansion of thetargetaudience in a positiveway. On theotherhand,
aestheticandartisticvaluesthatacttogetherwiththedesign element;
theyassumedvariableroles on theoriginalcharacters of
theproducts.Whiletheserolescontributepositivelytotheoriginalqualities of localhandicrafts
on a culturalbasis in a sustainablemanner, theyhave a negativeeffectwith a number of
designsthat do not depend on origin. Theseexamples, whichareincreasing in number,
leadtotherapiddegenerationandtransformation of
traditionalvaluesandacceleratetheprocess of culturalextinctionunderthetitle of
“updatinginin handicrfactivities. Thismeansthattheconcept of design is
usedunconsciouslyby a wideaudience in a waythatwillserveonlycertainpurposes,
andthesensitivity, respect, interaction, analysis, solution, etc.,whicharethe main
responsibilities of thedesignerprinciples.Thestudyfocuses on theevaluation of
theawareness of selectedTurkishhandicraftproducts in theconcept of
culturalsustainability in thecontext of designfeatures.Withintheframework of thestudy;
effects of design element on productaddedvalueandaestheticvalue in keeping a
traditionalandlocalhandicraftproductwill be evaluated. Thepositiveandnegativeaspects of
theevolution of thehandicrafttraditionwhichacts as a carrier in the transfer of
culturalheritage in theface of theattractionpower of thedesignwill be examined.

GIRIS

El sanatlari, sanayi 6ncesi toplumlarin pek ¢ok alandaki ihtiyaci karsilamaya
yonelik faaliyetleri olarakzengin bir alani kaplamaktadir. Kullanilan malzeme, teknik ve
isleve gore cesitlenmektedir. Bu cesitlilik icinde, belli ihtiyaglari karsilamak Uzere
uzmanlasip sosyal ve toplumsal hayatta “meslek” olarak yer edinenler kendi kurumlarini
olusturarak geleneksel hale gelmislerdir. Gelenegi belirleyen bagslica unsurlar
arasinda imalat teknigi, kullanilan malzeme, bu malzemenin geldigi yer ve cesitlerine
gore belirlenmis kullanim yerleri, meslege girenlerin etnik, dinsel ve/veya cografi kbkeni,
meslege mekénsal érgitlenme iginde tahsis olunan alan gibi unsurlar yer almaktadir
(KP, 2019). Bu cgercevede sanatsal faaliyetleri etkileyen em o&nemli unsur kuilttr
kavramidir. Birbirini tamamlayan ve slrekli etkilesim saglayan sanat ve kiltlr unsurlari
toplumlarin sosyo-kiiltiirel faaliyetlerinin devamliliginda énemli roller tstlenirler. Ozellikle
Anadolu cografyasi pek ¢ok kliglik kiiltiirel cevreyi ve onlarin kiiltiirel yapilarini bir arada
icinde barindirmistir. Bu kiiltiir zenginligini kesin ¢izgilerle birbirinden ayirmak mimkin
degildir. Bu bir kiiltiir mozaigi degildir; yurt tutulan Anadolu cografyasinda kdiiltiirlerin
yarattigi alasim; yeni bir Anadolu kdltdrdddr (Artun,2002:78). Anadolu kaltrintn énemli
gOstergelerinde olan el sanatlari tarih, klltlr, beceri, ekonomi, tasarim kavramlari
arasinda glclu etkilesimler sunan ve toplumda birlik ve dengeyi saglayan maddi

*Prof. Dr.,Selguk Universitesi Sanat ve Tasarim Fakiiltesi El Sanatlari Tasarimi ve Uretimi
Boélimu, Konya.
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unsurlardir. Son 10 yil igerisinde yasanan kiresel sirece ayak uydurma g¢abalarina ne
yazik ki yenik digsmeye baslayan ve endustriyel anlamda 6zgun nitelikleri deformasyona
ugrayan el sanatlarinin, Anadolu cografyasindaki ge¢misi ve ginimuz arsindaki
baglantisi giderek zayiflamaktadir. Kuilttrel sUrdurdlebilidik kavrami iginde malzeme,
teknik, tasarim ve islev basliklari altinda glincel trendlere uyarlanarak moda olgusunda
yer almaya caligan el sanati UrUnlerinin bir kismi; tekrar ve niteliksiz kopya Urin haline
gelmeye baslamistir. Orijinal bir fikir olarak i¢ ve dis piyasada yer edinen bazi trlnlerde
ise temelde tasarim kavrami drtnln fikirsel anlamdaki yaraticilik ve bulus strecinde
odak noktayi olusturmustur. Calismada kaltirel strdurdlebilirlik kavramina katki sunan
6zgun nitelikli ve marka degeri olan tasarim Urlnlerine yer verilmistir. Bu Grlnler 6zgin
tasarim degerleri ile “kiiltirel tasarim Griind” niteligi tagimaktadirlar. Tirk-islam sanatina
6zgu ve bigim Uzerine vurgu yapan geleneksel motifleri redesign yoluyla dinya
pazarlarina tanitan milli markalardir. Kaltlrel tasarim konseptleri yasam tarzina ait
artnler bir araya getiren markalar, ginimuiz Tark el sanatlari ve endustriyel Urln
tasariminda 6zgun kulttr degerlerinin tasarim bileskesinde orijinal bir fikir olarak ortaya
cikmasinda 6nemli érnekler olusturmaktadir.

2.Kiiltiirel  Siirdiiriilebilirlik Kapsaminda Bazi ElI Sanati Uriinlerinde
Gozlenen Tasarim Degeri

Klresellesen dinyada; i¢ ve dis pazarlarda rekabetin artmasiyla Urinler hem
islev hem de estetik acidan dnem kazanirken, endustriyel tasarim olgusu da Uretimde
onemli bir yere sahip olmustur. Giderek popularitesi artan endUstri Grlnleri ve tasarim
artnleri birlikteligi estetik kaygi ve arayislari da beraberinde getirmistir.

Son yillarda hem kullanici hem de Ureticinin ortak faydalarini baz alarak trinin
bicim, fonksiyon, maddi/manevi degerlerini optimize eden dzellikler ve konseptler ortaya
cikmigtir.  GUnUmuUz endUstriyel tasarim arastirmalarinda maddi klltire 6nem
verilmektedir.

Marx kiltir(, doganin yarattiklarina karsilik Insanoglunun yarattigi  her
seydirolarak tanimlarken insanoglunun tasarim gidcline atifta bulunmustur. Bu
cercevede ele alindiginda kultlr; sosyal miras ve gelenekler bitliniinde yasam bigimi;
idealler, de@erler ve davraniglar; cevreye uyum; genis anlamda egitim; sosyal etkilesim;
dlsunceler sistemi; maddi 6gelerin, davraniglarin, distince ve duygularin simgesel
orgutlenmesi olarak goértlmektedir (Tosun, 2005:138). Bu zengin kapsam iginde kultar
kavrami tasarim Urlnlerinde somut bigimlerde kendini gdstermektedir. Kultdr;
gelenekleri, tdérenleri, sanat eserlerini, buluslari ve teknolojiyi kapsar. Butlin bu
davraniglar bilingli ya da bilingsiz olarak égrenilerek nesilden nesile geger. Bu kavram
ayni zamanda Ozel ve estetik bir tanima da sahiptir. Bir toplumun entelektiel ve
sanatsal basarilarini tarif eder.

Tasarim surecini 6grenme, akil yiritme ve modelleme ve var etme igin tasarimin
baslama ve etkilenme noktalarini algilama ile ilgilidir. Bu alanda ayr disiplinler olarak;
tasarim estetigi(guzellik kuramlarinin ya da kavramlarinin arastiriimasi), tasarim
semantigi(anlam ve istenclerin arastiriimasi), tasarim morfolojisi (yapi, bicim fiziksel
Ozelliklerin arastirilmasi), tipolojisi (bicimsel ve tipolojik ¢dzimlemeler) ¢alismalarinin da
yapilmasi gereklidir (Bayazit, 1998:27) (Fotograf No: 1-2-3).

Uriinler, tasarimcilari hakkinda ipuglari verebilirler ama tasarim siireci hakkinda
pek fazla veri tasimazlar. Sanatsal Urin ve tasarim arasindaki temel fark da burada
gorulmektedir. Bu fark, gérinim veya estetik kalite degil gecirdikleri surectir (Friedman,
1997:34). Tasarim bilin¢li bir gelisme/gelistirme surecidir. Problemlere ¢6zUmdur.
Sadece cevap degildir. Sanatsal yaklasim, bir goérinim, stil veya mdugterinin
beklentilerine cevaptir ve sonug, ihtiyaci tam olarak karsiliyor olabilir ama bilingli bir
problem ¢ézme siireci yok ise tasarim degildir (Unli, 1998:9).

Giderek yaygin bir ekol haline gelen bu aligkanlik bilingli ya da bilingsiz olarak
ogrenilerek biyimeye devam etmektedir. Geleneksel bigimlerin korunarak somut
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aktarimlarinin kontrollu bicimlerde yapilmasi giderek bir problem halini almaktadir. Son
yillarda tasarim alanlarinda bir hayli populer olan geleneksel unsurlarin yeniden
kullanimi konusunda pek c¢ok ©Onerme sunulmaya devam etmektedir.Tasarimda
gelenekseli glincellenmenin gerekli olup olmadigdi, gerekli ise bunun nasil yapilmasi ve
gerceklestiriimesi gerektigi tartisiimalidir.Bu tartismada kalturle ilgili cesitli terimlere
gbndermeler yapilarak, sanat yaratmalari, halk bilim ve halk kultiri c¢ergevesinde
olmalhdir. Clinkl glinimizde guncellenmeye en ¢ok ihtiyag duyulan veya duyuldugu
sanilan alan, sanat ve halk bilimi alani olup, glncelleme fikri de bu alanin kapsami
icindeki halk bilgisi yaratmalariyla ilgilidir (Ekici,2008:34) (Fotograf No:4).

SONUG

21. ylzyllin toplumsal donlsima, teknolojik ve kiltirel zemin ve olanaklariyla
bigimlenmeye baslamistir. Bunun temel nedeni, sanatin ne kadar bagimsiz ve aykiri
olursa olsun, diger butln insani Uretim ve pratikler gibi maddi diinyanin ¢ercevesiyle bir
deger belirlenmesidir. Acik bir ifadeyle “sanat Uretimi” ¢ok buylk oranda bir bagimli
degisken; toplumsal gelisme ve maddi yasam dedigimiz blylk toplumsal formasyonun
bir Grinl haline gelmistir (Fovkes, 2012:2-3).Toplumlar, kendi kdlttrlerini modern ¢aga
uyumlayarak geleneksel kaynaklardan aldiklarini ¢addas sentezlerle gelistirmek
zorundadirlar. Yeni/estetik/plastik degerlerin arastinldigi dusinsel tabanli, sorgulayan
ve ayni zamanda Ureten bir tavrin —kendini de slrekli glincelleyip yenileyerek— devinen
bir gelenek haline getirilebilmesi icin ortak caba gdsterilmelidir. Bu c¢abalar,
kllturlerarasi 6zimsemenin bireyin c¢evresindeki gundelik yasantiyi ve siradanlig
degistirmesi agisindan da énemlidir.

Kalturel sUrdurdlebilirlikyaklasimiyla tasarim yapmak, tasarimciya Grinin hedef
kitlesini genisletmek, objenin islevsel degeriniartirmak, objenin tasarim degerini
artirmak, objenin estetik degerini artirmak ve objenin katma degeriniartirmak gibi
oldukga énemli gérevler yliklemektedir (Glrcim, vd, 2018:382).

Kultirel deg@erlerin sanatsal tasarim sureci icin oldukca etkili bir kaynak oldugu
sOylenebilir. Kdltdr, tasarim ve sanatsal yaraticilik ile Uretim sUrecleri birbirleriyle
eklemlenir. Baska deyigle, tarih boyunca aralarinda surlp giden rekabeti bir kenara
koyarak, sanayi kultirle harmanlanarak sanatsallasir ve bu sekliden Urinde 6zgin
degerin etkisi ortaya cikar.
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Dr. Naci BAKIRCI
Assoc. Prof. Dr. Mutluhan TAS
Dr. Sinziana Cuciuc ROMANESCU
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Dr. Ahmet AYTAG

iki guin siren etkinligin sonuna geldik. Kongreler zor iglerdir. Hele ki yurt diginda
dlzenleniyorsa daha da zordur. Yaklasik alti yedi Ulkeden katilimci vardi. Selguk
Universitesi dost Ovidius Universitesi ile i birligi yaparak bu giizel etkinligi de bagardi.

Ozelikle bes Ulkeden eserlerin yer aldi§i sergi de etkinlige yakisan bir
dizeydeydi. Birazdan baslayacak olan atdlye ¢alismalarinda da Tirk Sanatinin burada
tanitimi  adina guzel sonuglar elde edilecegi ve burada ilgi uyandiracagina
inanmaktayim.

Etkinligin Romanya ayaginda iki kahraman vardi. Adlarini anmadan
gecmeyecegim. Sevgili dostlarimiz Aline ve Sinzi. Her iki sanatgi akademisyen dostuma
¢ok tesekklr ediyorum.

Yurt disi etkinliklerinde sadece kongre yapip, sergi acip dénmuyoruz. Baska
ortak projelere de kapilar aralaniyor. Diinden beri konusuyoruz. iki tilke akademisyenleri
olarak baska birkag proje icinde temaslarimizi stirdirecegiz insallah.

Bu guzide etkinligin bildirilerini de aralik ayina kadar e-kitap olarak c¢ikaracagiz.
Katki saglayan herkese tesekkir ediyorum.S6zu kiymetli Esin hocama veriyorum.
Buyurun hocam

Prof. Esin SARIOGLU

Ovidius Universitesi’'nin evsahipliginde ve Selguk Universitesi'nin énclliigiinde
hakikaten glzel bir etkinlik oldu. Birkag bildiri yeniden gbzden gecirilecek bunlari
konustuk ama genel anlamda seviye hakikaten ¢ok ¢ok iyiydi.

Benim meslekte yaklasik 50. Yilim. Ok insan yetistirdik. Hep soylUyorum.
Tekrara dismekten kaginalim. Bura da pek tekrar yoktu.

Bu topluluk litfen hig dagiimasin. Sayimiz giderek artsin. Ulkemize gizel
anilarla ve yeni bilgilerle dénecegiz. Bu anlamda da mutluyum. Gelenekseli kayit altina
alip, yeni Uretimlere devam etmek zorundayiz.

Hakikaten guzel bir etkinlikti. Dr. Ahmet AYTAC hocamizi yirekten kutluyorum.
Hepinizi saygiyla selamliyorum.

Dr. Ahmet AYTAG

Esin hocamiza tesekkir ederiz. Dogru sOyliyor hocamiz. Gelenek asla
yozlastirimamali. Simdi Azerbaycan’in degerli bilim insani, énemli bir epigrafi ve kadim
dostumuz Dog. Dr. Habibe ALIYEVA'ya sz veriyoruz. Buyurun

Dog. Dr. Habibe ALIYEVA

Herkesi selamliyorum. Her sempozyumda bir amacimiz vardir. Bu amag
sempozyumun adini tasityan kultire katki yapmaktir. Burada da Turk kiltird adina
glzel bildiriler dinledik. Romanyali meslektaslarimizla milliyetimiz dinimiz ayri olsa da
bizi birlestiren bir sey var. Oda sevgidir. Bu isi de bir kisi gok ama ¢ok iyi basariyor.O
kisi de bizim kadim dostumuz Dr. Ahmet AYTAC'tir. Kendisine ¢ok tesekkir ederim.

isterdim ki diger Turk Ulkelerinden de daha gok katilim olsun. Orta Asya’dan
gelen ecdat ispanya’ya kadar gitmis. Biz Dr. Ahmet AYTAC ile orada da bulunduk.
Madrid’de de Dr. Ahmet AYTAC Turk kultird adina guzel igler yapti zamaninda. Biz
akademisyenler kalem ile génulleri fetih etmeliyiz.

Dr. Ahmet AYTAC’a Allah can saghgd: versin. Turk dilli Glkelerin biraraya geldigi
bu kalem savagi Dr. Ahmet AYTAC’in boynunun borcudur. Ugur olsun.

Dr. Ahmet AYTAG
Kadim dostumuz Habibe hanima tesekkir ederiz. Do¢. Dr. Mutluhan TAS
hocam buyurun.
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Dog. Dr. Mutluhan TAS

Oncelikle bu etkinlige emek veren herkese tesekkiir ederim. Biz Turk dilli
milletler olarak zaman icerisinde soykirimlara da maruz kaldik. Baski gordik. Ama
kaltarimGzl, benligimizi kaybetmedik. Ben bu konularda uzun zamandir yalniz kurt
oldugumu distniyordum. Ama gortyorum ki bir sirt yalniz kurt var. Dr. Ahmet AYTAC
hoca buna en iyi 6rnektir. Karsilik, madalya, taltif beklemeden hizmet etmektedir
kendisi.

Bu kongre Romanya ile Turk bilim-sanat adamlarinin kaynasmasina da vesile
oldu. Ahmet hocam da sdyledi. Yeni projeler, is birlikleri de giindemde diinden beri.
Sonu hayir olsun ingallah. Herkese saygilarimla.

Dr. Ahmet AYTAG
Yunus Emre Enstitisi0 Muadurd Seher KORUCU hanima s6z veriyoruz.
Buyurun.

Seher KORUCU

Hocam tesekkirler. 2013 yilindan beri buradayim. iki gindir Selguk
Universitesi’nin  bu etkinligini ilgiyle takip ediyorum ve gériyorum ki Romanyali
dgrenciler ilgiyle takip ediyor. Enstitii olarak Selguk Universitesi'ne iilkemize her zaman
burada hizmete haziriz. Dr. Ahmet AYTAC hocam basta olmak Uzere herkese tesekkur
ediyorum.

Dr. Ahmet AYTAG

Hemgerim Seher hanima tesekkir ederiz. DUnden beri geviri islerini ekibi ile
ustlendi. insallahEnstitiiyli de gitmeden ziyaret edecegiz. Dr. Naci Bakirci Beye soz
verelim. Buyurun.

Dr. Naci BAKIRCI

Tarkiye’de bile bunu yapmak zor. Hele ki baska bir Glke daha da zor. Ve
devamlilik ¢ok énemli. Turkiye’de benim bildigim yillardir devam eden iki etkinlik var.
Birisi kazi sempozyumu. Digeri de Dr. Ahmet AYTAC hocamizin gdérev aldigi bu
etkinliklerdir ki sanirim 20 denedir 40’1 gecti. Bu artik oturdu. Allah hocamizin édmrinu
bereketli kilsin. Hasetten Dr. Ahmet AYTAC hocamiza tesekkir ediyorum. Hepinizi
sayglyla selamliyorum.

Dr. Ahmet AYTAG
Naci Mudurime tesekkir ederiz. Dr. Sinziana Cuciuc ROMANESCU’ya s6z
veriyoruz.

Dr. Sinziana Cuciuc ROMANESCU (Ceviri: Ozlem KAYA)

Tesekkir ediyorum. Turkiye ile boyle bir isbirliginden ¢ok mutluyum. Bu aktivite
sayesinde Turk kdltari ve sanati hakkinda yeni bilgiler edindim kendi adima. Tark
sanatgl dostlarla baska projelerde gergeklestirme karari aldik. Cok mutluyum. Cok
tesekklr ederim.

Dr. Ahmet AYTAG
Tesekkur ederiz. Alina hocay! dinliyoruz. Buyrun.

Dog. Dr. Alina CRISTEA(Ceviri: Ozlem KAYA)

Cok tesekkir ederim. iki Ulke olarak bu etkinlikleri diizenlemek igin arkadagim
Dr. Ahmet ile ¢ok calistik. Ama mutluyum. Biz bunu bagardik. Romanya ve Turkiye bu
cografyada iki énemli llke ve Selguk Universitesi cok faal bir (niversite. Biz bunu
biliyoruz.
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Romanya ve Tirkiye hakkinda konusmalar oldu. Onemli olan bunlarin kitap
olmasi. Karma sergi ¢ok gizeldi. Sevgili arkadasim Dr. Ahmet AYTAC’a ve sizlere ¢ok
tesekklr ederim.

Dr. Ahmet AYTAC
Etkinligimiz atlye ¢alismalari ile devam edecektir. Herkese tesekkir ederiz.
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Kdstence T. C. Bagskonsolosu SulhiTURAN’In Agilis Konusmasi
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Oturumlardan gériintiiler
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Sergi ve Kongre hazirliklarindan goériintiiler
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Blikres Atatiirk Biistiinii ziyaret goruntiileri
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bir gériintii

1=

i¥. e
Tiirkiye-Romanya Tiirk Is Adamlari Dernegi ziyaretinden bir goériintu
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Kdstence T. C. Konsoloslugunu ziyaretten goriintiiler
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Katilimcilardan bir grup
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ULUSLARARASI PLASTIK SANATLAR
SERGISI

(INTERNATIONAL PLASTIC ARTS
EXHIBITION)
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Ahmet AYTAC

L

Alexandru SERBANESCU(Romania)
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Alina CRISTEA(Romania)
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Ayse Gil GOKKAYA TUYSUZ
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Aysegiil KARAKELLE
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Berna DERIN

Cigdem ERTUNG
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Emine NAS

Emine NAS
glilimse/h.50cm./kalip,decal.

Esin SARIOGLU
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Fadim AKCA

Fatih BASBUG
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Fatma MOEN (India)

Irmak BAYBURTLU

231



XIll. ULUSLARARASI TURK SANATI, TARIHi ve FOLKLORU KONGRESI /SANAT ETKINLIKLERI
Isilay KONAK

Korkma, stinmez bu safaklarda yizen al sancak; Sonmeden yurdumun istiinde titen en son
ocak. [ benim milletimin yildizdie, parlayacak; 0 benimdir, o benim milletimindir ancak.
(atma, kurban olayim, cehreni ey nazli hilal! Kahraman irkima bir giil... Ne bu siddet. bu celal?
Sana olmaz daklen kanlarmuz sonra helah Hakkidir, Hakk'a tapan, milletimin istiklal. Ben
ezelden heridir hiir N Hangi cilgin bana zincir vuracakmis? sasarim!
Kiikremis sel gibiy Pl cigner, asamw; Yirtarim daglar, enginlere sigmam tasarim.
Barb'in afakin J cehk 2irhl duvar Eenlm man dnlu gagsum gibi serhaddim var.

R un b hayasizca akin. Doge-
caktir sana ‘ gunfer Hakk'in... Kim hilirs E"(I yarindan da yakin. Bastigin
yerleri “topr i rek gecme. tan! Dusiin altind@PRece kefensiz yatani. Sen sehid
oglusun, incit A\, atani: Verme, Bunyalar alfPh da. bu cennet vatani, Kim bu cennet
vatanin ugruna ¥ Reda? Suheda fiskiracak topraq: siksan, sihedal Cani, canani, biitin
varimi alsin da HutH B v g g heni dinyada cida. Rubumun senden ilahi sudur
ancak emeli: egmest p-Une na-mahrem eli; Bu ezanlar ki sehadetleri dinin
temeli Ebed, yurdumun Gstinde benim Iﬂ|EI'|1E|I 0 zaman vecd ile hin secde eder varsa tasim;
Her cerihamda, ilahi, bosanip kanh yasim. Fiskirie rub-i miicerred gibi yerden na'sim! 0 zaman
yikselerek Ars'a deger, belki, basim. Dalgalan sen de safaklar gibi ey sanh hilal! Olsun artik
dakiilen kanlarimin hepsi helal. Ebediyyen sana yak, irkima yok izmihlal: Hakkidir, hiir yasamis,
bayragimin hiirriyet: Hakkidir, Hakk'a tapan, milletimin istiklal. Korkma, siinmez bu safaklarda |
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Kafiye KARLIK

Karim MIRZAE (Iran)
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LeliaRus PIRVAN(Romania)
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Mutluhan TAS

Naci EDI
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Ovidiu FELIPOV(Romania)

Ozlem ERZURUMLU JORAYEV

——
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Ozlem KAYA
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Razvan DRAGOS(Romania)

Titlul lucrfirii: | Artes mechanicae 8"

Tehnica: Acvaforte, Acvatinia (gravurd in adncime)
Dimensiuni: 25 x 30 cm

Anul: 2015

Ruhi KONAK
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Serkan ILDEN

239



XIll. ULUSLARARASI TURK SANATI, TARIHI ve FOLKLORU KONGRESI /SANAT ETKINLIKLERI
Shole AHLALIOROF(Iran)

2%

SinzianaCuciuc ROMANESCU(Romania)
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Siiheyla ATABAY

Smgyya BAKIR,
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Sebnem Ruhsar TEMIR GOKGELI
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KiSISEL SERGILER(PERSONAL EXHIBITIONS)

i. M. V. Noyan GUVEN

Ozlem KAYA
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