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insan toplumsal cevresi ve dogayla olan biitiin
iliskilerinde kaotik (diizensiz) ge¢cmisin huzursuz
anlamini tasir. insanda yazarak ve bicim vererek
gerceklesen diizen yetenegi ise bir kurtulus ve
siik@in istegini dile getirir. insanin her zaman yeni
ifade bicimlerine basvurmasinin nedeni budur.
Cunkd insan ve cevre ile iliskilerin sonucunda
olup bitmis bir diizeni gerceklestirmekle kalmaz,
bir yenilenme ve degisme siireci icine girer. Bu
ylizden bicim bir defada yazilip bitirilmis ve edebi
bir dogma gibi kabul edilmis bir olgu degildir.

Bicimsel yaratislarin gercek 6zgirligi bir basina
buyruk olup gitme degil, giindelik hayatin getirdigi
zorunluluklardan ayrilmadan, uyarici, aydinlatici
kisiligi gelistirmektedir. Sinirli ve olanaklart
degismis olabilir, bicim yaratislarinda asli
degerleri ortaya koymak tarih boyunca bir distan
ice yonelistir. Bi¢cim dinyasinin kendini
bagimsizlastirma siireci dedigimiz sey de, insanin
kendi ruhsal yapisindaki derin ayrintilari, kisaca i¢
diinyasini kesfedip aciklamasina benzer.

insan ruhunun kendini ifade etme sekli
baslangicta ictepinin driinleri olan resmin diliyle
olmustur. Glinimduz insanini dehsete diuslirecek
derecede dogru ve gercekgi gozlemler yapan
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The human being bears the restless meaning
of chaotic history in all its relations with its
social environment and nature. The skill of
order realized in the human being by writing
and shaping, on the other hand, articulates a
wish for salvation and serenity. This is why
the human being resorts to new forms of
expression all the time. Because the human
being not only gives effect to already hap-
pened order as a result of its relations with
society and environment; it also goes into a
renewal and change process. Therefore, form
is not a phenomenon written and completed
on one off basis and accepted as a literary
dogma.

The real freedom of formal creations is not
going away on one’s own but lies with devel-
opment of a stimulative enlightening person-
ality without deviating from requirements
imposed by daily life. It may be limited and its
facilities may have changed; presentation of
essential valuations in creation of form has
been a movement from outside towards the
inner self, all along history. What we call the
process of world of forms rendering itself
independent is similar to the human being's
discovering and explaining the deep details in
his spiritual structure, in short, his inner
world.
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magara insani, toplu olarak yasadiklari
magaralarin duvarina blyisel bir fonksiyonu
yerine getirmek amaciyla itk defa resim dilini
I.0. 40.000-30.000 yillarinda gerceklestirdi.

Yazi yazma istegi de gene soyutlayici yetenegin bir
sonucu olarak ortaya ciktl. Bu caglarda basit
geometrik bicimler, zig-zag, svastikalar (gamali
hac bicimleri) spiraller, giindelik seramik esya ve
benzerlerinin Uzerlerinde ve ayni zamanda ruhsal
bir ifade duzeninin tasiyicisi olarak da yerlerini
almaya koyuldular. insanin diizen ihtiyacini resim
diliyle gerceklestirmesinde ya dogaya bagli kalan,
ya da Usluplastirma niteligi tastyan egilimler
gecerli olur. Gerci insanda, ona yazinin kesfini de
saglayan soyutlayici yetenek daha ge¢ gelismistir,
ama bazi insan topluluklari uygarlik diizeyinin ileri
asamalarinda da dogaya siki sikiya basli bir bicim
anlayisini amac ve ideal edinmislerdir.

Ancak diinyanin cesitli yerlerinde insanin farkl
diller konusmasi, distincelerini bir takim sem-
bollerle somutlastirmasi gibi gorsel bicimlerde
ifade etmesinin de farkli yollari vardir.

Klasik Yunan hiimanizmasinin dar ve akilci
sinirlarindan kurtulup evrensellesmeye biitin
insanligi 6zel degerleriyle kavramaya calisan
bilimsel distince, insanin derin psikolojik
davranislarindaki ayrimlari da kesfe yonelmistir.

Toplumdan topluma farklilik gosteren gorsel ve
sozel ifade bicimi yukarida deginilen zaman ve
mekan iliskisiyle ilintili olup, goreceli olarak
degisen insan psikolojisinin dogal bir sonucu
olarak dogayi farkli soyutlama ve farkli ifade etme
biciminden kaynaklaniyor. insan, icinde yasadig,
boylece temel yapisinin belirlendigi 6zel sartlarda,
kendi psikolojik ve toplumsal ihtiyaglarini
karsilayan bir bicim arama iradesini
gerceklestirebilmis olmasidir.

insan resim yoluyla ifade etme ictepisinin bir diger
yonu de gercek ifade seklinin geometrik
sekilcilikte i¢ huzuru ve dengeyi bulmak ve i¢
dinginlige erismektir.

Soruna bicim yaratma iradesinin farkliliklari
acisindan bakmak zorunlulugu vardir. Yani her
yerde insanin resim diline basvurmasinin yollari
aynidir. Gecmisin kendi gorsel bicimlerin diliyle
belgeleyerek gelecege aktarmasi yazili belgeler
cesidinden bir zorunluluktur. insanin gizi ve renk
diline basvurmasi biling verilerini yazi bicimlerine
dokmesine benzer. En eski yazi cesitleri
“Piktogram” denilen resim unsurlarindan olusur.
[Resim 1] Eski Misir uygarliginin kullandig
“Hiyeroglif” adi verilen yazi bunun bir 6rnegidir.
Yazi isaretleriyle resim dili arasindaki ilintiler en
cok bu yazi érneklerinde belirgindir. Bu pik-
togramlarin bilesimlerinden daha karmasik
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A way the human spirit expressed itself was
through the language of pictures which were
the products of impulse. The caveman who
made correct and realist observations at a
scale which would terrify the human being of
today realized the language of pictures for the
first time circa 40,000-30,000 B.C. on the
walls of caves they lived in, to perform a
magic function.

The wish to write script again appeared as a
result of abstract talent. In those ages, sim-
ple geometrical forms, zigzags, swastikas,
spirals appeared on ceramic ware and simi-
lar objects of daily life at the same time as
the carrier of a spiritual expression system. In
satisfaction of the human being’s need for
order through the language of pictures,
trends either staying loyal to nature or which
have the quality of stylization become effec-
tive. In fact, the abstracting talent, which
allowed him the invention of script, has devel-
oped later in the human being; yet certain
human societies have made a form concept
strictly tied to nature, their objective as ideal
even in the advanced stages of civilization.

However, there are different ways the human
being may express himself by visual forms
just as different languages are spoken in dif-
ferent places of the world and ideas are
depicted by various symbols.

Scientific thinking striving to become univer-
sal and embrace whole humanity with its
special values being saved from the narrow
and rational limits of classical Greek human-
ism has started to discover the distinctions in
the deep psychological behavior of man.

The visual and verbal form of expression,
which varies from society to society, is related
to the time and space relationship addressed
above and stems from man’s abstracting and
expressing nature differently of man as a
result of the relatively changing human psy-
chology. The human being has been able to
realize the will of searching for a form satis-
fying his own social and psychological needs
under special conditions he lives in which
determine his fundamental structure.

Another aspect of the impulse of man for
expressing by pictures is finding inner peace
and equilibrium and reaching inner serendip-
ity through geometrical forms.

One has to look at the problem in terms of
the differences of the will for creating form.
In other words, the paths to resorting to the
language of pictures by man are the same
everywhere. Transmission of the past to the
future through documentation by the lan-
guage of one’s own visual forms is a require-
ment similar to written documents. Man's
resorting to the language of lines and colors
Is similar to his putting his consciousness
data into forms of script. The most ancient
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Resim 1. Cin’ de bulunan ilk Piktogram ornegi
Picture 1. The first Pictogram specimen found in China

anlamlari olan "ideogramlar" (dUslince, ide sem-
bolleri) meydana gelmistir.

Hindistan'in eski uygarliklarinda bu yazi ¢cesidinin
de piktogramlardan olustugu ve bu yazidaki gizgi
tslubunun, diger bolgelerde de oldugu gibi Hint
resim ¢izgisini olusturdugu gorilmustir. Bu
bakimdan Piktogram sorunu dogrudan dogruya
resim Uslubunu ilgilendirir. Misir hiyeroglif
yazisinin kapali, donuk ve distnceyi tutsaklastiran
bir sema duyarliigina bagli oldugu soylenir.

Acik bir sema duygusuyla kivrak bir cizgi
Uslubunu birlestiren Arap yazisi ise diisiincenin
enginligine sinir tanimayan bir yazi olarak
nitelenir. Arap yazisi; soyut cizgisel olusumlari
itibariyle islam diinyasindaki “Resim yasagi”
sorununa da uygun diser. Ama Arap yazis,
diinyevi halk esprisinde resimlesmek olanagi
bulmustur. Soyut yazi desenleri halinde kaldigi
zamanlarda bile kendi kendine yeten, aslilesmis
bir plastik dil olarak salt bir yazi olmanin 6tesinde
resimsel bir anlam da bulmustur.

Arap Yazi Sanati

islam sanatlari bicimlenmeye basladigi her zaman
ve mekanda hatta her kiiltlirde plastik yapi
imkanlariyla dikkat ¢cekmis, kabul gérmustdr.
islam hat sanatinin genis bir cografi alanda farkl
ve zengin kulturler icinde varligini devam
ettirmesi stiphesiz, tek basina oteki yazilarda
bulunmayan zengin diliyle yakindan ilgilidir.

Hattat harfi resmeder, onun mutlak formuna
yaklasmaya calisir. Dis diinyaya ait bilinen bir
nesneyi degil, dis diinyada var olmayan harfleri ve

o

scripts comprise picture elements called
“Pictograms”. (Picture 1) Egyptian civilization
is one of its specimens. The relations
between script symbols and the language of
pictures are most prominent in these script
specimens. “ldeograms” which have more
complex meanings have emerged from com-
binations of these pictograms.

It was observed that a script used in ancient
Indian civilizations also comprised of pic-
tograms and the style of lines in this script
constituted the Indian picture line, as in other
regions. Therefore, the issue of pictogram is
directly related to style of pictures. It is said
that the Egyptian hieroglyph script is tied to a
schematic sensitivity which is closed, frozen
and enslaving thought.

The Arabian script, which combines an open
schematic sentiment and a flexible style of
lines, on the other hand, is described as a
script placing no limits on the broadness of
thought. The Arabic script also complies with
the “Picture ban” problem in the world of
Istam, thanks to its abstract linear forms.
However, the Arabic script has got the chance
to become picturesque in the spirit of worldly
population. It has found itself a picturesque
meaning beyond becoming only a script as an
essentialized, self-sufficient plastic language
even at times when it remained just as
abstract script patterns.

Arabic Art of Script

It has drawn attention and was accepted at
all times and spaces, in fact in every culture
where Islamic arts started to take shape, with
its plastic structural capabilities. Survival of
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harfler arasindaki iliskiyi distiniir. Harf sanati
hem zengin plasitesi hem de mantiksal icerigiyle
hala cazibesini yitirmemistir. Hattat diinyanin
gorinen arka planini, onlari goriinir bulan

evrensel degismeyen yasalari ifade etmeye calisir.

Nurullah Berk bu konuda sdyle sdylemektedir,
"Yaziyt mimarlik, heykel ya da resim sanati gibi
ele almak estetik yonden incelemek gerekir.”
islam yazisi sadece bati yazisi gibi bir yazi degildir,
resimdir, sekildir, bicimdir, hatta muziktir.

Hat sanatinin gorsel diizenleme elemanlari nokta,
cizgi, leke, mekan, bosluk, renk, bigim, doku gibi
bu elemanlar plastik bir tasarim da oldugu kadar
hat sanatinin da yapi taslaridir.

Nokta aslinda soyut bir kavramdir, devinerek
¢izgiyi, ¢izgi devinerek ylizeyi, ylizey devinerek
nesneyi meydana getirir. Nokta yan yana veya ust
Uste gelerek deseni meydana getirmesinin
yaninda leke tesiri, bosluk doldurma, denge,
slisleme ve bigimleri ayni harflerin birbirinden
ayirt edilmesi gibi gorevleri de vardir. Her yaz
tirtnin anatomik yapisinin kurulmasinda,
bosluk-doluluk, dikey-yatay, dlizenlemelerinde
nokta parca olarak kullanilmaktadir.

Yatay ve dikey desen istiflerinde, baska yazilarda
olmayan bir kontrpuan ve Ust Uste bindirme
anlayisiyla zenginlesir. Yiizey daha da anlam
kazanir. O zaman bu yatay ve dikey desenin
diyalogu Piet Mondrian, (1872-1944) ve Theo Van
Doesburg’da (1883-1931) gorildigi gibi desenle
musikinin sentezini icra ederler.

islam kaligrafisi, bicim bakimindan, bir sanat
eserinde olmasi gereken birlik, degisiklik, ege-
menlik, ritim gibi plastik diizenleme ilkelerine cok

uygundur. insanda gérsel bicimler yaratma ve yazi

yazma zorunlulugunun butin yonelisleri hayati
duzenli bir bicimde siirdiirme isteginin ipuclarini
tasir. Resimde diizen birligi daima insani hosnut
kilan bir basaridir. (Resim 2)

Islamic art of calligraphy in a wide geographical territory
within different and rich cultures undoubtedly is closely
dependant upon its rich language not existing in other
scripts by themselves.

The calligrapher pictures the letter; strives to approach its
absolute form. He thinks of letters non-existing in the
outer world and the relationship between letters not a
known object from the outer world. The art of letters is still
attractive due to its rich plasticity and also its logical con-
tent. The calligrapher attempts to express the visible back-
drop of the world and the universal unchanging laws which
render them visible. According to Nurullah Berk; “On has
to address script as architecture, sculpture or painting art
and must analyze it aesthetically”. Islamic script is not just
a script like the Western script. It is picture, shape, form
and even music.

Point, line, spot, place, space, color, shape and texture are
the visual arrangement elements of the art of calligraphy
and these elements are the building blocks of the art of
calligraphy as much as a plastic design.

The point, in fact, is an abstract concept; it forms the line

by motion, the line forms a surface through motion and the
surface forms the object through motion. In addition to its
forming design being placed next to each other or on top of
each other, the point has functions like the stain effect, fill-
ing gaps, balance, decoration and differentiation of letters
with the same forms. The point is used as a component in
establishment of the anatomic structure of each style of
script and in full-empty, vertical-horizontal arrangements.

In horizontal and vertical pattern pilings, it is enriched by a
counterpoint and overlapping concept, non-existent in
other scripts. The surface becomes more meaningful.
Then this dialogue of the horizontal and vertical pattern
performs the synthesis of music as seen in Piet Mondrian
(1872-1944) and Theo Van Doesburg (1883-1931).

The Islamic calligraphy is highly suitable to the union,
change, sovereignty, rhythm and similar plastic arrange-
ment principles which an art work must have. All moves of
the requirement for creating visual forms and writing
scripts in the human being bears the clues of the wish to
maintain life in an orderly fashion. The union of order in
picture is a success always pleasing the human being
(Picture 2).

Resim 2. Kudiis'teki Kubbetii’s-Sahra camii, Farkli bir
besmele yorumu Uzakdogu Kaligrafi Teknikleri ve
Resim Sanatina Yansimalari

Picture 2. Kubbetl's-Sahra Mosque in Jerusalem, a
Different Besmele Interpretation

Reflections on the Far-Eastern Calligraphy Techniques
and Art of Painting

o
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Resim 3. Ming Dynasty Chéng-té imperial ware
Picture 3. Ming Dynasty Chéng-té imperial ware
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Akic ¢izgisel ifade: Distincesinin cogunu boyutlu
ifade olarak cizgiye adayan ve tiplerini ve
fonksiyonlarini en dikkatli sekilde siisleyen artistik
kiltir Cincedir. Japonca Cin metotlarini
kendilerine uydurup gelistirmistir. Boylece
Uzakdogulu taslak ressamlari esnek Cin fircasini
kullanarak olaganistu cesitlilikte vurus-formlari
ve vurus-kaliteleri yaratmayi basarmislardir.
Kaligrafinin alisilmis uygulanisi Cinceyi okuyup-
yazmayi 6grenen insanlarda cizgilerin olasi
cesitliliginin canli bir duygusunu olusturmustur.
Birinci sinif Cinli veya Japon ressam, Avrupali bir
ressamin kapasitesinin yetmeyecegi kadar belli
bir tirtiin anlamli genisletilmis hatlarinin uzun
siralarini olusturabilir (Elbette bu diger artistik
kaynaklardan 6diin vermesini gerektirir).
Boylesine genisletilmis cizgisel siralari olusturma
yetenegi, Uzakdogu'da Ustiin sanat¢inin bir belir-
tisi olarak bilinmektedir, ayni zamanda, bu uzun
sureli yogunlasma i¢in yogun bir disiplin kapasite-
si de gerekmektedir. Uzakdogu antolojisi gercegi,
essiz hareketlerin ve hi¢bir zaman tekrarlan-
mayan degisikliklerin Ustin ve sonsuz sireci
olarak algilar. Cince 6zellikle fiil formlari
acisindan zengin bir dildir. Normal Cin kaligrafi
egitimi blylk olcide degisik egimde hatlar
yaratma yetenegini gelistirir.

ileri derecede bir cizimde en 6nemli faktor, aracin
kullanilisidir. Avrupalilarin ¢cogu, sanatgcilar da
dahil olmak Uzere, dirsek ve ellerini destekli bir
ylizeye dayayarak yazmak gibi bir aliskanlik
kazanmustir. Bir 6grencinin 6grenmek zorunda
oldugu ilk sey de bundan baska bir sey degildir.
Hatta bunu kiclk parmaginin destegi olmadan
yapmasi da zordur. Aynen kopya ve mekanik
dogruluk endisesi bunu zorunluymus gibi
gosterebilir, fakat bu tiir yapilan cizimler, dogru
cizimler degildir. Tamamen formlastirilmis kinetik
etkiler (Durtiiler] ancak her ikisi de her turli
engelden uzak olan kola ve oradan da ele

o

Fluent linear expression: The artistic culture,
which dedicates most of its ideas to lines as a
dimension of expression and which decorates
its types and functions most carefully, is the
Chinese. The Japanese have adapted and
developed the Chinese methods. Hence, the
sketch painters of the Far-East have been
successful in creating strike forms and strike
qualities of extraordinary variety, employing
the flexible Chinese brush. The tradition of
application of calligraphy has created a vivid
sentiment of the potential diversity of lines in
people who have learned to read and write
Chinese. A first class Chinese or Japanese
painter may form long lines of meaningful,
expanded lines of a specific type which may
not be imagined by a European painter
(Indeed, this requires compromise of other
artistic sources). This capability of forming
such expanded linear rows is known as an
indication of a superior artist in the Far-East.
Furthermore, an intense discipline capacity is
required for such a long-term concentration.
The Far-Eastern anthology perceives reality
as a superior and endless process of unigue
movements and never repeated changes.
Chinese is a rich language especially in terms
of forms of verbs. The normal Chinese callig-
raphy training largely develops the capability
of creating lines in different tilts.

The most important factor in advanced draw-
ing is the use of the tool. Most Europeans,
including artists, have gained a habit like
writing placing their elbows and hands on a
supporting surface. The first thing a student
has to learn is none other than this. In fact, to
do this without the support of the pinky finger
is quite difficult. The concern for exact copy-
ing and mechanical accuracy may make this
seem mandatory; but these types of drawings
are not the right drawings. Kinetic effects
(urges) which are totally formalized may only
be transmitted to the arm and from the arm
to the hand which are both free from any
obstructions. The Chinese notice this and
both the Chinese and also the Japanese
artists wrote and drew by folding their brush-
es upwards all the time. They felt little need
for the support of the forefinger when doing
so. The Chinese explained the reason for this
as follows: They believe that the soothsaying
or secret of an artist inspired by cosmic
motion may only flow from a non-obstructed
open channel. Such a free hand will not elim-
inate orientational habits of the above-men-
tioned thought. Yet, this allows a freedom
outside its present capabilities to the design
artist both in discovery and also in application
(Picture 3).
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aktarilabilir. Cinliler bunu fark
ettiler ve hem Cinli hem Japon
sanatcilar fircalarini stirekli
olarak yukariya dogru tutarak
yazdilar ve cizdiler. Bunu
yaparken de isaret parmaginin
destegine cok az ihtiyag
duydular. Cinliler bunun
sebebini degismeceli olarak
soyle acikladilar: Onlar kozmik
hareketten esinlenen bir
sanat¢inin kehanetinin, sirrinin
sadece tikanik olmayan acik bir
kanaldan akabilecegine
inanmislardir. Elin boyle ozgur
olusu, yukarida bahsedilen
ddsiuncenin, yonelimsel
aliskanliklarini bertaraf
etmeyecektir. Ancak desen
sanatc¢isina hem bulus hem de
uygulamada, mevcut yapabile-
ceklerinin disinda bir 6zgurlik
saglamaktadir. (Resim 3)

Resim 4. Gobtlrk yazisi (Bediz) “Sanat” (E.Giiner)
Picture 4. Gobtirk script (Bediz) “Art” (E.Guner)

Resim 6. Cince “At” Cincenin
gecirdigi dort farkli evreyi gosterir, Piktogramdan ,ideograma (E.Giiner)

Picture 6. Chinese "Horse” depicts four different phases Chinese has gone
through From Pictogram to Ideogram (E. Giiner)

Resim 5. Arap kaligrafisi (E.Glner)
Picture 5. Arabic calligraphy (E.Gtner]

Resim 7. Cince, "Sanat” (E.Giiner)
Picture 7. Chinese “Art” (E.Gliner)
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