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‹nsan toplumsal çevresi ve do¤ayla olan bütün
iliflkilerinde kaotik (düzensiz) geçmiflin huzursuz
anlam›n› tafl›r. ‹nsanda yazarak ve biçim vererek
gerçekleflen düzen yetene¤i ise bir kurtulufl ve
sükûn iste¤ini dile getirir. ‹nsan›n her zaman yeni
ifade biçimlerine baflvurmas›n›n nedeni budur.
Çünkü insan ve çevre ile iliflkilerin sonucunda
olup bitmifl bir düzeni gerçeklefltirmekle kalmaz,
bir yenilenme ve de¤iflme süreci içine girer. Bu
yüzden biçim bir defada yaz›l›p bitirilmifl ve edebi
bir dogma gibi kabul edilmifl bir olgu de¤ildir.

Biçimsel yarat›fllar›n gerçek özgürlü¤ü bir bafl›na
buyruk olup gitme de¤il, gündelik hayat›n getirdi¤i
zorunluluklardan ayr›lmadan, uyar›c›, ayd›nlat›c›
kiflili¤i gelifltirmektedir. S›n›rl› ve olanaklar›
de¤iflmifl olabilir, biçim yarat›fllar›nda asli
de¤erleri ortaya koymak tarih boyunca bir d›fltan
içe yönelifltir. Biçim dünyas›n›n kendini
ba¤›ms›zlaflt›rma süreci dedi¤imiz fley de, insan›n
kendi ruhsal yap›s›ndaki derin ayr›nt›lar›, k›saca iç
dünyas›n› keflfedip aç›klamas›na benzer.  

‹nsan ruhunun kendini ifade etme flekli
bafllang›çta içtepinin ürünleri olan resmin diliyle
olmufltur. Günümüz insan›n› dehflete düflürecek
derecede do¤ru ve gerçekçi gözlemler yapan

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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ma¤ara insan›, toplu olarak yaflad›klar›
ma¤aralar›n duvar›na büyüsel bir fonksiyonu 
yerine getirmek amac›yla ilk defa resim dilini 
‹.Ö. 40.000–30.000 y›llar›nda gerçeklefltirdi. 

Yaz› yazma iste¤i de gene soyutlay›c› yetene¤in bir
sonucu olarak ortaya ç›kt›. Bu ça¤larda basit
geometrik biçimler, zig-zag, svastikalar (gamal›
haç biçimleri) spiraller, gündelik seramik eflya ve
benzerlerinin üzerlerinde ve ayn› zamanda ruhsal
bir ifade düzeninin tafl›y›c›s› olarak da yerlerini
almaya koyuldular. ‹nsan›n düzen ihtiyac›n› resim
diliyle gerçeklefltirmesinde ya do¤aya ba¤l› kalan,
ya da üsluplaflt›rma niteli¤i tafl›yan e¤ilimler
geçerli olur. Gerçi insanda, ona yaz›n›n keflfini de
sa¤layan soyutlay›c› yetenek daha geç geliflmifltir,
ama baz› insan topluluklar› uygarl›k düzeyinin ileri
aflamalar›nda da do¤aya s›k› s›k›ya bafll› bir biçim
anlay›fl›n› amaç ve ideal edinmifllerdir. 

Ancak dünyan›n çeflitli yerlerinde insan›n farkl›
diller konuflmas›, düflüncelerini bir tak›m sem-
bollerle somutlaflt›rmas› gibi görsel biçimlerde
ifade etmesinin de farkl› yollar› vard›r.

Klasik Yunan hümanizmas›n›n dar ve ak›lc›
s›n›rlar›ndan kurtulup evrenselleflmeye bütün
insanl›¤› özel de¤erleriyle kavramaya çal›flan 
bilimsel düflünce, insan›n derin psikolojik
davran›fllar›ndaki ayr›mlar› da keflfe yönelmifltir.

Toplumdan topluma farkl›l›k gösteren görsel ve
sözel ifade biçimi yukar›da de¤inilen zaman ve
mekân iliflkisiyle ilintili olup, göreceli olarak
de¤iflen insan psikolojisinin do¤al bir sonucu
olarak do¤ay› farkl› soyutlama ve farkl› ifade etme
biçiminden kaynaklan›yor. ‹nsan, içinde yaflad›¤›,
böylece temel yap›s›n›n belirlendi¤i özel flartlarda,
kendi psikolojik ve toplumsal ihtiyaçlar›n›
karfl›layan bir biçim arama iradesini
gerçeklefltirebilmifl olmas›d›r.

‹nsan resim yoluyla ifade etme içtepisinin bir di¤er
yönü de gerçek ifade fleklinin geometrik 
flekilcilikte iç huzuru ve dengeyi bulmak ve iç
dinginli¤e eriflmektir.

Soruna biçim yaratma iradesinin farkl›l›klar›
aç›s›ndan bakmak zorunlulu¤u vard›r. Yani her
yerde insan›n resim diline baflvurmas›n›n yollar›
ayn›d›r. Geçmiflin kendi görsel biçimlerin diliyle
belgeleyerek gelece¤e aktarmas› yaz›l› belgeler
çeflidinden bir zorunluluktur. ‹nsan›n çizi ve renk
diline baflvurmas› bilinç verilerini yaz› biçimlerine
dökmesine benzer. En eski yaz› çeflitleri
“Piktogram” denilen resim unsurlar›ndan oluflur.
[Resim 1] Eski M›s›r uygarl›¤›n›n kulland›¤›
“Hiyeroglif” ad› verilen yaz› bunun bir örne¤idir.
Yaz› iflaretleriyle resim dili aras›ndaki ilintiler en
çok bu yaz› örneklerinde belirgindir. Bu pik-
togramlar›n bileflimlerinden daha karmafl›k

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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anlamlar› olan “‹deogramlar” (düflünce, ide sem-
bolleri) meydana gelmifltir.

Hindistan’›n eski uygarl›klar›nda bu yaz› çeflidinin
de piktogramlardan olufltu¤u ve bu yaz›daki çizgi
üslubunun, di¤er bölgelerde de oldu¤u gibi Hint
resim çizgisini oluflturdu¤u görülmüfltür. Bu
bak›mdan Piktogram sorunu do¤rudan do¤ruya
resim üslubunu ilgilendirir. M›s›r hiyeroglif
yaz›s›n›n kapal›, donuk ve düflünceyi tutsaklaflt›ran
bir flema duyarl›l›¤›na ba¤l› oldu¤u söylenir.

Aç›k bir flema duygusuyla k›vrak bir çizgi
üslubunu birlefltiren Arap yaz›s› ise düflüncenin
enginli¤ine s›n›r tan›mayan bir yaz› olarak 
nitelenir. Arap yaz›s›; soyut çizgisel oluflumlar›
itibariyle ‹slam dünyas›ndaki “Resim yasa¤›” 
sorununa da uygun düfler. Ama Arap yaz›s›,
dünyevi halk esprisinde resimleflmek olana¤›
bulmufltur. Soyut yaz› desenleri halinde kald›¤›
zamanlarda bile kendi kendine yeten, aslileflmifl
bir plastik dil olarak salt bir yaz› olman›n ötesinde
resimsel bir anlam da bulmufltur.

Arap Yaz› Sanat›
‹slam sanatlar› biçimlenmeye bafllad›¤› her zaman
ve mekânda hatta her kültürde plastik yap›
imkânlar›yla dikkat çekmifl, kabul görmüfltür.
‹slam hat sanat›n›n genifl bir co¤rafi alanda farkl›
ve zengin kültürler içinde varl›¤›n› devam 
ettirmesi flüphesiz, tek bafl›na öteki yaz›larda
bulunmayan zengin diliyle yak›ndan ilgilidir. 

Hattat harfi resmeder, onun mutlak formuna
yaklaflmaya çal›fl›r. D›fl dünyaya ait bilinen bir 
nesneyi de¤il, d›fl dünyada var olmayan harfleri ve

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. “Ideograms” 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
Islam, 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

Resim 1. Çin’ de bulunan ilk Piktogram örne¤i
Picture 1. The first Pictogram specimen found in China
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harfler aras›ndaki iliflkiyi düflünür. Harf sanat›
hem zengin plasitesi hem de mant›ksal içeri¤iyle
hala cazibesini yitirmemifltir. Hattat dünyan›n
görünen arka plan›n›, onlar› görünür bulan
evrensel de¤iflmeyen yasalar› ifade etmeye çal›fl›r.
Nurullah Berk bu konuda flöyle söylemektedir,
”Yaz›y› mimarl›k, heykel ya da resim sanat› gibi
ele almak estetik yönden incelemek gerekir.”
‹slam yaz›s› sadece bat› yaz›s› gibi bir yaz› de¤ildir,
resimdir, flekildir, biçimdir, hatta müziktir.

Hat sanat›n›n görsel düzenleme elemanlar› nokta,
çizgi, leke, mekân, boflluk, renk, biçim, doku gibi
bu elemanlar plastik bir tasar›m da oldu¤u kadar
hat sanat›n›n da yap› tafllar›d›r.

Nokta asl›nda soyut bir kavramd›r, devinerek
çizgiyi, çizgi devinerek yüzeyi, yüzey devinerek
nesneyi meydana getirir. Nokta yan yana veya üst
üste gelerek deseni meydana getirmesinin
yan›nda leke tesiri, boflluk doldurma, denge,
süsleme ve biçimleri ayn› harflerin birbirinden
ay›rt edilmesi gibi görevleri de vard›r. Her yaz›
türünün anatomik yap›s›n›n kurulmas›nda,
boflluk-doluluk, dikey-yatay, düzenlemelerinde
nokta parça olarak kullan›lmaktad›r.

Yatay ve dikey desen istiflerinde, baflka yaz›larda
olmayan bir kontrpuan ve üst üste bindirme
anlay›fl›yla zenginleflir. Yüzey daha da anlam
kazan›r. O zaman bu yatay ve dikey desenin 
diyalogu Piet Mondrian, (1872–1944) ve Theo Van
Doesburg’da (1883–1931) görüldü¤ü gibi desenle
musikinin sentezini icra ederler.

‹slam kaligrafisi, biçim bak›m›ndan, bir sanat
eserinde olmas› gereken birlik, de¤ifliklik, ege-
menlik, ritim gibi plastik düzenleme ilkelerine çok
uygundur. ‹nsanda görsel biçimler yaratma ve yaz›
yazma zorunlulu¤unun bütün yöneliflleri hayat›
düzenli bir biçimde sürdürme iste¤inin ipuçlar›n›
tafl›r. Resimde düzen birli¤i daima insan› hoflnut
k›lan bir baflar›d›r. (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. Kudüs’teki Kubbetü’s-Sahra camii, Farkl› bir
besmele yorumu Uzakdo¤u Kaligrafi Teknikleri ve
Resim Sanat›na Yans›malar›

Picture 2. Kubbetü’s-Sahra Mosque in Jerusalem, a
Different Besmele Interpretation
Reflections on the Far-Eastern Calligraphy Techniques
and Art of Painting 
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Ak›c› çizgisel ifade: Düflüncesinin ço¤unu boyutlu
ifade olarak çizgiye adayan ve tiplerini ve 
fonksiyonlar›n› en dikkatli flekilde süsleyen artistik
kültür Çincedir. Japonca Çin metotlar›n› 
kendilerine uydurup gelifltirmifltir. Böylece
Uzakdo¤ulu taslak ressamlar› esnek Çin f›rças›n›
kullanarak ola¤anüstü çeflitlilikte vurufl-formlar›
ve vurufl-kaliteleri yaratmay› baflarm›fllard›r.
Kaligrafinin al›fl›lm›fl uygulan›fl› Çinceyi okuyup-
yazmay› ö¤renen insanlarda çizgilerin olas›
çeflitlili¤inin canl› bir duygusunu oluflturmufltur.
Birinci s›n›f Çinli veya Japon ressam, Avrupal› bir
ressam›n kapasitesinin yetmeyece¤i kadar belli
bir türün anlaml› geniflletilmifl hatlar›n›n uzun
s›ralar›n› oluflturabilir (Elbette bu di¤er artistik
kaynaklardan ödün vermesini gerektirir).
Böylesine geniflletilmifl çizgisel s›ralar› oluflturma
yetene¤i, Uzakdo¤u’da üstün sanatç›n›n bir belir-
tisi olarak bilinmektedir, ayn› zamanda, bu uzun
süreli yo¤unlaflma için yo¤un bir disiplin kapasite-
si de gerekmektedir. Uzakdo¤u antolojisi gerçe¤i,
eflsiz hareketlerin ve hiçbir zaman tekrarlan-
mayan de¤iflikliklerin üstün ve sonsuz süreci
olarak alg›lar. Çince özellikle fiil formlar›
aç›s›ndan zengin bir dildir. Normal Çin kaligrafi
e¤itimi büyük ölçüde de¤iflik e¤imde hatlar 
yaratma yetene¤ini gelifltirir.

‹leri derecede bir çizimde en önemli faktör, arac›n
kullan›l›fl›d›r. Avrupal›lar›n ço¤u, sanatç›lar da
dâhil olmak üzere, dirsek ve ellerini destekli bir
yüzeye dayayarak yazmak gibi bir al›flkanl›k
kazanm›flt›r. Bir ö¤rencinin ö¤renmek zorunda
oldu¤u ilk fley de bundan baflka bir fley de¤ildir.
Hatta bunu küçük parma¤›n›n deste¤i olmadan
yapmas› da zordur. Aynen kopya ve mekanik
do¤ruluk endiflesi bunu zorunluymufl gibi
gösterebilir, fakat bu tür yap›lan çizimler, do¤ru
çizimler de¤ildir. Tamamen formlaflt›r›lm›fl kinetik
etkiler (Dürtüler) ancak her ikisi de her türlü
engelden uzak olan kola ve oradan da ele

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 unique
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).

Resim 3. Ming Dynasty Chêng-tê imperial ware
Picture 3. Ming Dynasty Chêng-tê imperial ware
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Resim 5. Arap kaligrafisi (E.Güner)
Picture 5. Arabic calligraphy (E.Güner)

Resim 4. Göbtürk yaz›s› (Bediz) “Sanat”  (E.Güner)
Picture 4. Göbtürk script (Bediz) “Art”  (E.Güner)

Resim 6. Çince “At” Çincenin 
geçirdi¤i dört farkl› evreyi gösterir, Piktogramdan ,‹deograma (E.Güner)
Picture 6. Chinese “Horse” depicts four different phases Chinese has gone
through From Pictogram to Ideogram (E. Güner) 

Resim 7. Çince, ‘’Sanat” (E.Güner)
Picture 7. Chinese “Art” (E.Güner)

aktar›labilir. Çinliler bunu fark
ettiler ve hem Çinli hem Japon
sanatç›lar f›rçalar›n› sürekli
olarak yukar›ya do¤ru tutarak
yazd›lar ve çizdiler. Bunu
yaparken de iflaret parma¤›n›n
deste¤ine çok az ihtiyaç 
duydular. Çinliler bunun 
sebebini de¤iflmeceli olarak
flöyle aç›klad›lar: Onlar kozmik
hareketten esinlenen bir
sanatç›n›n kehanetinin, s›rr›n›n
sadece t›kan›k olmayan aç›k bir
kanaldan akabilece¤ine
inanm›fllard›r. Elin böyle özgür
oluflu, yukar›da bahsedilen
düflüncenin, yönelimsel
al›flkanl›klar›n› bertaraf
etmeyecektir. Ancak desen
sanatç›s›na hem bulufl hem de 
uygulamada, mevcut yapabile-
ceklerinin d›fl›nda bir özgürlük
sa¤lamaktad›r.  (Resim 3)     
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