
Mozaik antik ça¤dan günümüze ulaflan bir yüzey kaplama sanat›d›r.
Bu sanat dal› farkl› renklerde ve çok küçük boyutlardaki mermer,
tafl, seramik, cam gibi malzemelerin yanyana getirilerek uygulanacak
yüzeye harç ile sabitlenmesiyle gerçeklefltirilir. Bir anlamda mozai¤i
parçadan bütüne ulaflma yöntemi olarak da tan›mlayabiliriz.

Tarihsel süreçte mozaik uygulamalar›n bafllang›c› M.Ö. 3000’lere
uzanmaktad›r. Mezopotamya’daki Uruk kenti ‹nanna tap›na¤›ndaki

Mosaic is a surface covering art which is carried to the present
from the antique era. This art discipline is applied by bringing
together of materials like marble, stone, ceramic and glass in
different colors and very small sizes, and fixing them on the surface
by mortar. We can also describe mosaic as the technique for
building of the whole from the components.

Along history, the beginning of mosaic applications goes back to
3,000 B.C. The wall at the Inanna Temple in the city of Uruk in
Mesopotamia; made of fire, earth and by insertion of cone mosaics
forming black, white and red color geometric patterns into the
wall, is called the first specimen, as it reminds of the mosaic
technique.

Specimens of mosaic covering formed by lining up of pieces of
stones or small gravel stones and sea shells were later used in
the Egyptian, Cretan, Phrygian and Urartu civilizations. The mosaic
technique has displayed great progress in Greece and Anatolia,
starting from 2nd Century B.C. and has been used widely in
buildings. This covering technique was maintained in the early
Islamic art as well.

Unprocessed gravel and stones were replaced by stone cubes cut
in small sizes in the Roman period. Numerous floor mosaics were
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Mozaik sanat›, estetik ve yap›sal özellikleriyle
hiç flüphesiz daha uzun y›llar kentlerin
kimli¤inin oluflmas›ndaki yerini koruyacak.

Mosaic art, no doubt, will keep its position
in formation of the identities of cities for long
years to come, with its aesthetical and
structural features
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used and this technique was applied in public buildings and palaces
alongside of homes. Mosaic application diminished as floor covering
in late Roman and Byzantine periods, being replaced by wall
mosaics which became highly prevalent. Glass and gold leaf
applications were started in this period alongside of colored glass
cubes, products of advancing technology.

Whilst geometric designs were prevalent among the first specimens
of the mosaic art; in the mosaics of the Roman period, mythological
tales, hunting scenes and rich animal and plant figures are found.
In the Byzantine period, figurative expression was highly advanced,
details gaining significance. Mosaic applications’ coming to the
forefront especially in religious buildings has brought along the
subjects relating to Christianity. Bright colored figures and scenes
found on a plain surface seem like reliefs. The masterpieces of
this period dated to VI. Century are found in Ravenna and the Saint
Sophia in Istanbul.

The golden age of wall mosaics was the period between X- XII.
Centuries. Expression by figures was used skillfully in the XIV.
Century and the gilded plain background was replaced by specimens
of scenery. The mosaics of the Chora Monastery may be cited as
the masterpieces of this period.

The mosaic application was continued in the early Islamic
architecture as well by the influence of the Byzantine architecture.
In addition to marble, the tile mosaic technique showed progress
in the Islamic art and designs were created using colored ceramic
pieces. The tradition of mosaic art, which spread to Renaissance
Europe, was used in buildings constructed in Middle Ages and the
features of artwork of the period were reflected on the majority
of the mosaics.

piflmifl topraktan yap›lm›fl, siyah, beyaz, k›rm›z› renkli geometrik
desenler oluflturan konik çivilerin duvara sokulmas› ile yap›lan
duvar,mozaik tekni¤ini an›msatmas› nedeniyle ilk örnek olarak
nitelenmektedir, (Resim 1).

Tafl parçalar›n›n ya da küçük çak›l tafllar› ve deniz kabuklar›n›n
dizilmesi ile oluflturulan mozaik kaplama örnekleri daha sonra
M›s›r, Girit, Frig ve Urartu uygarl›klar›nda kullan›lm›flt›r. Mozaik
tekni¤i Yunanistan ve Anadolu’da M.Ö. 2. yüzy›ldan itibaren büyük
geliflim göstermifl ve yayg›n biçimde yap›larda yer alm›flt›r. Erken
‹slam sanatlar›nda da bu kaplama tekni¤i sürmüfltür.

Roma döneminde ifllenmemifl çak›l ve tafllar›n yerini küçük küçük
kesilmifl tafl küpler alm›flt›r. Çok say›da döfleme mozaikleri yap›lm›fl,
evlerin yan› s›ra kamu yap›lar› ve saraylarda da bu teknik
kullan›lm›flt›r. Geç Roma ve Bizans’ta yer döflemesi olarak mozaik
uygulama azalm›fl, onun yerine duvarlar›n mozaikle kaplanmas›
çok yayg›nlaflm›flt›r. Teknik geliflmifl renkli cam küplerin yan› s›ra
cam ve alt›n varak uygulamas› da bu dönemde kullan›lmaya
bafllam›flt›r.

Mozaik sanat›n›n ilk örneklerinde daha çok geometrik desenler
görülürken, Roma dönemi mozaiklerinde genellikle mitolojik
öyküler, av sahneleri, zengin hayvan ve bitki desenleri görülür.
Bizans döneminde figüratif anlat›m çok geliflmifl, ayr›nt›lar önem
kazanm›flt›r. Özellikle dini yap›larda mozaik uygulamalar›n ön plana
geçmesi h›r›stiyanl›kla ilgili konular› da beraberinde getirmifltir.
Düz bir zemin üzerinde yer alan parlak renkli figürler ve sahneler
kabartma duygusu uyand›r›r. VI.yüzy›la tarihlenen bu dönemin
baflyap›tlar› Ravenna ve ‹stanbul’da Ayasofya’da bulunur.

Duvar mozai¤i alt›n ça¤›n› X- XII. yüzy›llar aras› yaflam›flt›r. XIV.
Yüzy›lda özellikle figürlerin anlat›m› çok büyük rahatl›k kazanm›fl,
alt›n yald›zl› düz zeminin yerini, manzara örnekleri alm›flt›r. Bu
dönemin baflyap›t› olarak Kariye Camii ( Chora Manast›r› ) mozaikleri
gösterilebilir.

Bizans mimarl›¤›n›n etkisiyle Erken ‹slam mimarl›¤›nda da mozaik
uygulamas› sürmüfltür. ‹slam sanat›nda mermer d›fl›nda, çini
mozaik tekni¤i geliflmifl, renkli seramik parçalarla desenler
oluflturulmufltur. Rönesans Avrupas›’na da yay›lan mozaik sanat›
gelene¤i, ortaça¤ döneminde infla edilen yap›larda da uygulanm›fl,
mozaiklerin ço¤unda döneme ait resimlerin özellikleri yans›t›lm›flt›r.

Tarihsel süreçte sadece ev, dini yap›lar ve saraylar›n iç mekanlar›nda
ölümsüzleflen mozaik sanat› yirminci yüzy›lda bu kullan›m alanlar›
d›fl›na taflm›flt›r. Klasik mozaik gelene¤inde bulunan resim dili
b›rak›lm›fl ve soyut desenlerin oluflturuldu¤u, parlayan renkleriyle
çevreye estetik de¤er katan yeni biçimlerde uygulanm›flt›r. Bu
mimari elemanlar, d›fl cephe kaplamalar›ndan, heykellere, oturma
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The mosaic art, which became immortal on the interiors of only
homes, religious buildings and palaces along history; moved outside
these fields of application in the twentieth century. The picture
language of the classical mosaic tradition was abandoned and it
started to be applied in new forms made of abstract designs that
made aesthetic contributions to the environment with their shining
colors. These architectural elements were spread on a wide range
extending from exterior coverings to sculptures, from sitting room
units to chimneys, column coverings, fountains and landscaping.

Many artists produced highly rich specimens in the urban texture
by their innovative expressions using this application in their works
in the modern ceramic art the 20th Century. Here, the subject will
be explained limited to applications of four selected artists.

The Spanish architect Gaudi, a leading name of modern architecture,
used ceramic materials on the interiors and exteriors of buildings
by the mosaic technique at the beginning of the century, becoming
an example for many an artist.

A short time after completing his architectural training, Gaudi
undertook the architectural projects of Count Güell who was a rich
industrialist, and designed a chapel alongside a mansion and park
called by his name.

The “Güell Mansion” he built between 1886-89 has the form of a
statue and is the first building he applied his mosaic-covered
chimneys. There were several changes in Gaudi’s style after 1890,
straight lines being replaced by curves and his structures being
formed under inspiration from nature. The Batllo and Mila apartment
buildings he built in Barcelona are the most beautiful examples
of this concept. He has used mosaic covering as an indispensable
part of his work after this date.

birimlerinden, bacalara, kolon kaplamalar›na, çeflmelere, alan
düzenlemelerine kadar uzanan genifl bir yelpazeye yay›lm›flt›r.

20. Yüzy›l modern seramik sanat›nda birçok sanatç› bu uygulamay›
eserlerinde kullanarak, kent dokusunda yenilikçi anlat›mlarla çok
zengin örnekler vermifllerdir. Ancak burada konu, seçilen dört
sanatç›n›n uygulamalar› ile s›n›rland›r›larak örneklenecektir.
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Yüzy›l›n bafllar›nda modern mimarinin öncü isimlerinden ‹spanyol
mimar Antoni Gaudi, yap›lar›n iç ve d›fl yüzeylerinde seramik
malzemeyi mozaik yöntemle çok s›kl›kla kullanm›fl, pek çok
sanatç›ya örnek olmufltur.

Gaudi mimarl›k e¤itimini tamamlamas›ndan k›sa bir süre sonra,
zengin bir sanayici olan Kont Güell’in mimari projelerini
gerçeklefltirmifl ve onun ad› ile an›lan bir konak ve park›n yan› s›ra
bir de flapel tasarlam›flt›r.

1886- 89 Y›llar› aras›nda gerçeklefltirdi¤i ‘Güell Kona¤›’ heykelsi
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biçimli ve mozaikle kapl› bacalar›n› uygulad›¤› ilk yap›d›r. 1890’dan
sonra Gaudi’nin üslubunda baz› de¤iflmeler olmufl, düz çizgilerin
yerini e¤riler alm›fl, yap›lar›n› do¤adan esinlenerek biçimlendirmeye
bafllam›flt›r. Barselona’da gerçeklefltirdi¤i Batllo ve Mila apartmanlar›
bu anlay›fl›n en güzel örnekleridir. Bu tarihten itibaren mozaik
kaplamay› çal›flmalar›n›n vazgeçilmez bir parças› olarak kullanm›flt›r.

Esin kayna¤› gökyüzü ve su olan ve organik çizgiler tafl›yan ‘Batllo
Evi’ (1904-1906) tamamen yenilikçi bir anlay›flla yap›lm›flt›r. Evin
parabolik çat›s› yeflile kaçan mavi renkli seramik kiremitler ve
oluklarla, d›fl cephenin dalgal› yüzeylerinin büyük bölümü de farkl›
renklerde s›rl› mozaik parçalar ve yuvarlak madalyon tarz› birimlerle
kaplanm›flt›r. ( Resim 2 ). Çok renkli bacalar da yine heykelsi
biçimlerini koruyarak mozaikle kaplanm›flt›r. Bu bina asl›nda ‘ Güell
Park’ ›n da habercisi olmufl adeta onun minyatür bir örne¤ini
oluflturmufltur.

‘Mila Evi’ (1906- 1910) ise bütünüyle, çok büyük bir kaya parças›ndan
oyulmufl heykel gibidir. Batllo evine göre d›fl yüzeylerde daha az
mozaik kullan›lm›flt›r. Çat›daki de¤iflik formlu bacalar da Batllo
Evi’ndeki gibi renkli de¤ildir. Gaudi burada sadece beyaz renkli
seramik mozaik kullanm›flt›r, (Resim 3).

Gaudi’nin tasarlay›p uygulamas›n› gerçeklefltirdi¤i,
genifl bir alan üzerine kurulu ‘Güell Park’ (1900-
 1914) özgün yap›s› ve mozaik kaplamalar› ile

kent kimli¤inin oluflmas›nda Barselona’y› özel
ve ayr›cal›kl› bir yere tafl›r. Park
merkez k›sm›nda büyük bir teras›
olan, duvarlar› çevre ile uyumlu
k›vr›mlardan oluflmufl do¤a ve
arazi ile bütünleflen bir aç›k alan
yap›s›d›r. D›flar›dan bafllayarak

içeriye do¤ru ilerledikçe park›n ilginç
birimleri kadar kullan›lan mozaik

kaplamalarda yo¤un ilgi çeker.
Ana girifl kap›s›n›n hemen
yak›n›nda yer alan iki bina

dilimli kiremit etkisi veren
mozik çat› kaplamalar›
(Resim 4), pencere
pervaz›nda yer alan
mozaikleri ve fantastik

yap›lar›yla büyülü bir ortam
olufltururlar. Bu yap›larda

pencere pervazlar› mavi-beyaz
desenli karolar›n k›r›larak

mozaik etkisi ile yüzeye monte
edilmesi ile oluflturulmufltur,
(Resim 5).
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The ‘Batllo House’ (1904-1906), the sources of inspiration
of which are the sky and water, which bears organic
lines, was built with an innovative concept. The parabolic
roof of the house is covered by greenish blue ceramic
tiles and channels and a major part of the wavy surfaces
of the exterior façade was covered by glazed mosaic
pieces in different colors and round medallion style
units (Picture 2). Multi-colored chimneys, too, were
covered by mosaic, preserving their statuesque forms.
In fact, this building has become a harbinger of the
‘Güell Park’, forming seemingly a miniature model it.

The ‘Mila House’ on the other hand, is like a sculpture
carved out of a very large piece of rock as a whole.
Less mosaics were used on exterior surfaces
compared to the Batllo House. The chimneys of
various shapes on the roof are not colored like in the
Batllo House. Here, Gaudi has used only white color
ceramic mosaics (Picture 3)

The ‘Güell Park’ (1900-1914), designed and applied
by Gaudi, covering an extensive area, takes Barcelona
to a special and privileged position in the formation
of the city’s identity, with its original configuration and
mosaic coverings. The park is an open space structure
which has a large terrace at the center, whose walls are formed
by curves in harmony with the environment in conformity with
nature and terrain. As one advances towards the interior, the
mosaic coverings employed draw as much attention as the
interesting components of the park. The two buildings situated
right next to the main entrance create a magic environment with
their mosaic roofing giving the appearance of undulated tiles
(Picture 4), the mosaics on window sills and their fantastic form.
In these buildings, window sills are formed by application of blue-
white patterned tiles onto the surface after being broken, giving
the mosaic effect (Picture 5).
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The central part of the park is reached through stairs running
parallel to each other. Use of only white-colored mosaics on stairs
and the sides of stairs allow the dragon alligator sculpture covered
by multi-colored mosaics situated at the entrance to the steps to
come to the forefront (Picture 6).

Ekim - Aral›k / October - December 2004  • Seramik Türkiye114



Ekim - Aral›k / October - December 2004  • Seramik Türkiye 115

Art / Design
Sanat / Tasar›m

Birbirine paralel merdivenlerle park›n merkez k›sm›na
ulafl›lmaktad›r. Merdivenler ve merdivenlerin kenarlar›nda  sadece
beyaz renkli mozaik kullan›lmas›, basamaklar›n giriflinde yer alan
çok renkli mozaiklerle kapl› canavar timsah heykelinin ön plana
ç›kmas›n› sa¤lamaktad›r, (Resim 6).

Merdivenlerden sonra ulafl›lan dorik tarzdaki sütunlarla çevrili alan
antik örneklerdeki gibi anfitiyatro ifllevini sürdürürken, mozaikleri
ile ön plana ç›kmaktad›r. Buradaki sütunlar›n alt k›s›mlar› ve tavan›n
büyük bölümü beyaz mozaik parçalar› ile kapl›d›r. Ancak do¤an›n
hiç bir zaman tek renkli olmad›¤›n› kan›tlarcas›na tavanda yer yer
çok renkli mozaik göbekler yap›lm›flt›r, (Resim 7).

Sütunlarla oluflturulan bu büyük alan›n çat›s›n› Gaudi, oturma
birimleriyle çevrili teras alan› olarak tasarlanm›flt›r. Duvarlar›n
oluflturdu¤u farkl› e¤riler tüm alana büyük bir hareket ve çok renkli
mozaik kaplamalar›yla renk katm›flt›r,(Resim 8). Gaudi banklar›
tasarlarken de insan vücudunun  fiziksel yap›s›na uyumlu olmas›
için büyük özen göstermifltir.

Park›n bütününe hakim olan mozaik kaplama yönteminde Gaudi,
fabrikalar›n k›r›k ya da defolu ürünlerinden yaralanm›fl, ekonomik
bir davran›fl sergilerken ‹spanyol karo üretimininde adeta parçalar

The space surrounded by Doric style columns reached by stairs,
while serving as an amphitheater like in antique examples, comes
to the forefront with its mosaics. The lower parts of the columns
and a major part of the ceiling here are covered with white mosaic
pieces. However, there are multi-colored mosaic islands on the
ceiling as if to prove that nature is never mono-colored (Picture7).

Gaudi has designed the roof of this large space formed by columns
as a terrace area encircled with sitting units. Different curves
formed by the walls add motion and color to the whole space by
multi-colored mosaic coverings (Picture 8). Gaudi has taken great
care that they are in concert with the physical structure of the
human body when designing the benches.

Under the mosaic covering technique, which is dominant in the
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whole part, Gaudi has made use of broken or defective products
of factories; and while displaying an economical attitude, he has
almost taken inventory of the Spanish tile production in the form
of pieces (Picture 9). The ‘Güell Park’ was placed under international
conservation by UNESCO’s instructions due to its significance in
the history of architecture.

The ‘Sagrada Familia’ Church is a project Gaudi pursued from
1883 until his death in 1926. This building, which is the culmination
point of structural studies, has been enriched by symbolic
expression. The four towers on the façade are covered by mosaics
as in all works of Gaudi’s. However, the Church has been left as
an unfinished masterpiece upon Gaudi’s death.

One of the leading names of abstract art, Miro, is an artist who has
achieved worldwide reputation with his ceramic works alongside
of his artist and sculptor identity. Miro has always stated that he
discovered new means of expression by the ceramic material and
that this field opened a unique horizon for him and has described
ceramic as ‘the art discipline of my life I liked the most’ a short

halinde bir dökümünü yapm›flt›r, (Resim 9). 1984 Y›l›nda ‘Güell Park’
mimarl›k tarihindeki önemi nedeniyle Unesco’nun talimat›yla
uluslararas› koruma alt›na al›nm›flt›r.

‘Sagrada Familia’ Kilisesi ise Gaudi’nin 1883 y›l›ndan 1926 y›l›nda
ölümüne kadar devam etti¤i bir projedir. ‹lginç strüktür çal›flmalar›n›n
doruk noktas›n› oluflturan bu yap› simgesel anlat›mlarla  da
zenginlefltirilmifltir. Cephe üzerinde yer alan dört kule, Gaudi’nin
tüm yap›tlar›nda oldu¤u gibi mozaiklerle kaplanm›flt›r. Ancak kilise
Gaudi’nin ölümü ile bitmeyen bir baflyap›t olarak kalm›flt›r.

Soyut sanat›n önde gelen isimlerinden Miro ressam ve heykeltrafl
kimli¤inin yan› s›ra seramik çal›flmalar›yla da dünya çap›nda önem
kazanm›fl bir sanatç›d›r.Miro seramik malzeme ile yeni anlat›m
imkanlar› keflfetti¤ini ve bu alan›n kendisine eflsiz bir ufuk açt›¤›n›
her zaman belirtmifl ve ölümünden k›sa süre önce de serami¤i
‘hayat›m›n en sevdi¤im sanat dal›’ diye tan›mlam›flt›r.

1944 y›l›nda Artigas atölyesinde bafllad›¤› seramik çal›flmalar›na
aral›ks›z devam etmifl, yap›tlar›nda de¤iflik hamur yap›lar›n› denemifl,
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resimlerindeki canl› renk skalas›n› yakalamaya çal›flm›flt›r. Çok
say›da pano çal›flmas› yapm›fl, sanat›n mimari ile buluflmas›ndan
büyük zevk alm›flt›r. Ayn› flekilde heykellerinin de yap›larda ya da
kent dokusunda yer almas› çal›flmalar›na ivme katm›flt›r.

Kullan›ld›klar› yerlere ve yap›tlar›n boyutlar›na göre malzeme
seçimine çok dikkat eden sanatç›n›n anlat›m›nda da antropomorfizm,
kad›n ve kufl biçimleriyle kendini göstermifltir.

time before his death. He has pursued the ceramic endeavors he
started in the Artigas studio in 1944 without interruption, has tried
various paste compositions and has attempted to capture the vivid
color range in his pictures, in his works. He has made numerous
murals and has enjoyed bringing art together with architecture.
In the same manner, his use of sculptures in buildings or in the
urban texture has accelerated his pursuits.

Anthropomorphism has displayed itself in the form of women and
birds in the expression of the artist who was extremely careful in
selection of material, depending on the places of use and the sizes
of his works.

He designed and applied a sculpture 3-meter high placed in the
garden of ‘Saint Paul de Vence Foundation’ in 1962 (Picture 10).
The sculpture with birds, depicting the fertile mother goddess, is
made of refractors and pieces lying on top of each other. This
sculpture has also laid the foundation for the monumental mosaic-
covered sculpture to be built by Miro in 1982.

Miro has pursued the traces of the influences he acquired from
the pictures in the Altamira Cave and Catalan art in his sculpture
placed in the ‘Escorxador’ Park in Barcelona. The mother goddess,
which represents fertility and bountifulness, with the slit in her
belly, is the basis for the sculpture (Picture 11). The sculpture of
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woman with birds is covered by yellow, red, green and black mosaic
pieces (Picture 12). With its form and colors representing the Miro
style in the best manner, this sculpture also has the feature of
being the only mosaic-covered work belonging to Miro.

Another artist carrying the mosaic art to its works with enthusiasm
is Niki de Saint Phalle. She viewed ‘Park Güell’, designed and
implemented by Gaudi, in a trip she took to Barcelona in 1955 with
awe; and decided, under this influence, to build her own park of
happiness, where man would meet nature. 24 years after she
conceived this idea, she started to build the ‘Tarot Park’ made up
of mosaic-covered sculptures she called ‘The greatest adventure
of my life’. The park of statues she called the ‘Tarot Park’, the
construction of which went on between the years 1979 and 1996,is
situated on a private land in Toscana. Here, sculptor Niki de Saint
Phalle, the designer of the park, has inquired whether Tarot cards
are a game or a philosophy of life.

1962’de ‘Saint Paul de Vence Vakf›’ bahçesine yerlefltirilen üç metre
boyunda bir heykeli tasarlay›p uygulam›flt›r, (Resim 10). Do¤urgan
ana tanr›çaya gönderme yapan kufllu heykel refrakter malzemeden
yap›lm›fl ve üst üste binen parçalardan oluflmufltur. Bu heykel ayn›
zamanda Miro’nun 1982’de yapaca¤› an›tsal nitelikli mozaik kapl›
heykelin de temelini oluflturmufltur.

Barselona’daki ‘Escorxador’ park›na yerlefltirilen bu heykelde de
Miro, Altamira ma¤aras›ndaki resimlerden, Katalan sanat›ndan
edindi¤i etkilerin izlerini sürdürmüfltür. Karn›ndaki yar›kla
do¤urganl›k ve bereketi temsil eden ana tanr›ça heykelin dayanak
noktas›d›r, (Resim 11). Kufllu kad›n heykeli sar›, k›rm›z›, yeflil, siyah
mozaik birimleriyle kaplanm›flt›r, (Resim 12). Miro tarz›n› en iyi
flekilde temsil eden biçimi ve renkleriyle bu heykel, Miro’ya ait tek
mozaik kaplamal› örnek olma özelli¤ini de tafl›maktad›r.

Mozaik sanat›n› yap›tlar›na coflkuyla tafl›yan bir baflka sanatç› da
Niki de Saint Phalle’dir. 1955 Y›l›nda Barselona’ya yapt›¤› bir gezide
Gaudi’nin tasarlay›p uygulad›¤› ‘Park Güell’i hayranl›kla izlemifl ve
bu etkilenme ile bir gün insanla do¤an›n bulufltu¤u kendi mutluluk
park›n› yapmaya karar vermifltir. Bu düflünceden 24 y›l sonra da
‘Hayat›m›n en büyük maceras›’ dedi¤i mozaik kapl› heykellerden
oluflan ‘Tarot Park›’n› yapma ifline giriflmifltir. 1979-1996 y›llar›
aras›nda yap›m› süren, ‘Tarot Park›’ olarak niteledi¤i heykeller park›
Toscana’da ki bir özel arazi üzerindedir. Park›n tasarlay›c›s› heykel
sanatç›s› Niki de Saint Phalle burada tarot kartlar›n›n bir oyun mu
yoksa bir yaflam felsefesi mi oldu¤unu sorgulam›flt›r.

Parkta önemli mesajlar içerdi¤ine inand›¤› ‹mparatoriçe, Günefl,
Güç, Ölüm, Adalet, fians, fieytan gibi kart numaralar›yla da
tan›mlanan simgesel anlamlar yüklü 22 tane an›tsal nitelikli heykel
gurubu gerçeklefltirmifltir, (Resim 13, 14, 15, 16)
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She has built a group of 22 monumental sculptures bearing symbolic
meanings identified by card numbers like The Empress, The Sun,
The Power, The Death, The Justice, The Fortune and The Devil,
which she believed to give out important messages in the park
(Pictures 13, 14, 15, 16).

‘The Empress’ was designed in the form of a sphinx in the role of
protector and the interior of the statue was converted into a home
studio during the time work was pursued, integrating meaning with
function. (Picture 17).

‘The Sun’, the source of life, was designed through identification
with the bird described in Mexican and American Indian legends,
which was the living being that can get closest to the earth
(Picture 18).

Alongside of their being very large, another common feature of
these statues is that each one is covered by multi-color ceramic,
glass and often with pieces of mirrors. Mosaics were shaped and
numbered on the metal construction forming the main body just
as in ancient Egypt and was then fired and fixed into place. The gaps
formed as a result of drying and firing contractions of the mosaic
pieces have served as the joint gaps between pieces and often pieces
of mirrors allowing light to become even brighter were placed in
these joints.

Niki de Saint Phalle has pursued her work in such an extensive
project with the support of a large team. For example, the
enlargement of the models was done by Jean Tinguely and Don
Winsen, with whom she worked together with in other projects. The
ceramic mosaic pieces requiring superior patience and
meticulousness were applied by Venera Finocchiaro and team.
Also, a number of people like landscape architects and the renowned
architect Mario Botta, who designed the wall surrounding the park,
took part in this project.

Austrian artist Hundertwasser, known for pictures containing
symbolic elements, has always pursued vivid colors in his works
and has been interested in the environment and architecture closely.
He has carried the bright, lively colors in his pictures to his buildings
as well and has made use of ceramic materials in doing so. The
artist has developed numerous projects for building design and
remodeling of old structures and the first building he participated
in the design of has been the ‘Hundertwasser- Krawina House’ in
Vienna built between 1979- 1986. In this building, the artist has
worked in great harmony with architect Prof. Josef Krawina. He
has gained unique experience because of this cooperation, for the
projects he was going to achieve later on. The ‘Hundertwasser-
Krawina House’ has a very specific architectural character. Each
flat in the building may be distinguished from a distance by the
mosaic strips creating a line effect and by their different colors
(Picture 19). The mosaic coated pool with fountain at the entrance
of the building and the cobblestones laid at certain slopes are
harbingers of the surprises in this house (Picture 20).

Because of his passion for nature, Hundertwasser has placed great
significance to terraces in his building and has created gardens in
which people could come into touch with nature once again within
the urban texture. While some of these terraces may be used, some
are inaccessible. Here, nature continues its own cycle and the house
takes the colors of the season with the rich plant texture.

Hundertwasser believes that homes are emphasized by their
windows rather than their walls. With this perspective, he has
designed in an extraordinary line giving the impression of being
scattered around randomly. Whilst in general there is a defining

‘‹mparatoriçe’ koruyan kollayan rolü ile bir sfenks fleklinde
tasarlanm›fl ve heykelin içi de çal›flmalar›n sürdürüldü¤ü sürece
ev-atölye haline dönüfltürülerek kullan›lm›fl ve anlam› fonksiyonla
bütünlefltirilmifltir, (Resim17).

Yaflam kayna¤› olan ‘Günefl’ ise Meksika ve K›z›lderili destanlar›nda
anlat›lan ve günefle en çok yaklaflabilen canl› olan kuflla
özdefllefltirilerek tasarlanm›flt›r, (Resim 18).

Bu heykellerin bir di¤er ortak özelli¤i çok büyük boyutlu olmalar›n›n
yan› s›ra herbirinin çok renkli seramik, cam ve s›kl›kla ayna
parçalar›yla kaplanmas›d›r. Mozaikler ayn› antik M›s›r’da oldu¤u
gibi, ana gövdeyi oluflturan metal konstrüksiyon üzerinde
flekillendirilip numaralanm›fl, sonra piflirilmifl ve tekrar yerlerine
sabitlenerek oluflturulmufltur. Mozaik parçalar›n kuruma ve piflirim
küçülmeleri sonucu oluflan aral›klar birimler aras› derz boflluklar›n›
oluflturmufl, ço¤unlukla bu aral›klara ›fl›¤›n daha da parlak hale
gelmesini sa¤layan ayna k›r›klar› yerlefltirilmifltir.

Böylesine kapsaml› bir projede Niki de Saint Phalle çal›flmalar›n›
büyük bir ekip deste¤i ile sürdürmüfltür. Örne¤in modellerin
büyütülmesi ifllemlerini baflka projelerde de beraber çal›flt›¤› Jean
Tinguely ve Don Winsen yapm›flt›r. Üstün bir sab›r ve titizlik
gerektirenseramik mozaik birimler Venera Finocchiaro ve ekibi
taraf›ndan hayata geçirilmifltir. Ayr›ca peyzaj mimarlar›, park›
çevreleyen duvar › tasarlayan ünlü mimar Mario Botta gibi çok
say›da kifli bu projede yer alm›flt›r.

Simgesel ö¤eler içeren resimleriyle tan›nan avusturyal› ressam
Hundertwasser yap›tlar›nda hep canl› renklerin peflinde koflmufl,
çevre ve mimari ile de yak›ndan ilgilenmifltir. Resimlerindeki parlak,
canl› renkleri yap›lar›na da tafl›m›fl ve bu konuda seramik
malzemeden yararlanm›flt›r. Sanatç›, bina tasar›m› ve eski yap›lara
yeniden model verilmesi için çok say›da proje gelifltirmifl, 1979-
1986 y›llar› aras›nda yap›m› gerçekleflen Viyana’daki ‘Hundertwasser-
 Krawina House’ tasar›m›na kat›lma olana¤› verilen ilk yap› olmufltur.
Bu yap›da sanatç›, mimar Prof. Josef Krawina ile büyük bir uyum
içinde çal›flm›flt›r. Bu iflbirli¤i sayesinde daha sonra gerçeklefltirece¤i
projeler için eflsiz deneyimler kazanm›flt›r. ‘Hundertwasser-Krawina
House’ çok özel bir mimari karaktere sahiptir. Yap›daki her daire
çizgi etkisi yaratan mozaik bantlar› ve farkl› farkl› boyanm›fl renkleriyle
uzaktan bile ay›rt edilebilir, (Resim19). Bina giriflindeki mozaik kapl›
f›skiyeli havuz ve belli e¤imler oluflturularak döflenen parke
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tafllar› bu evdeki süprizlerin
habercisidir, (Resim 20).

Do¤aya olan tutkusu nedeniyle
Hundertwasser binas›nda
teraslara çok önem vermifl ve
insanlar›n flehir dokusu içinde,
do¤ayla tekrar temas
sa¤l›yabilecekleri bahçeler
yaratm›flt›r. Teraslar›n baz›lar›
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kullan›labilirken baz›lar›na ulafl›lamamaktad›r. Bunlarda do¤a kendi
döngüsünü sürdürmekte; zengin bitki örtüsü ile ev mevsimin
renklerine bürünmektedir.

Hundertwasser evlerin duvarlardan çok pencereleri ile önem
kazand›klar›na inanmaktad›r. Bu görüfl ile rasgele serpifltirilmifl
izlenimi veren s›ra d›fl› bir çizgide tasar›mlar yapm›flt›r. Genel olarak
evlerde belirleyici bir pencere biçimi olmas›na karfl›n Hundertwasser
evinde birçok tipte pencere vard›r. Hepsi ayn› çizgide s›ralanmam›flt›r.
Herbirinin renkleri farkl›d›r ve hepsini çok özel k›lan da pencere
üstlerindeki renkli mozaik birimlerden oluflan kilit tafllar›d›r,
(Resim21).
Hundertwasser mimaride renk elde etmek isteniyorsa, bunun
seramik malzeme ile mümkün olaca¤›n› dile getirmifl, canl› ve
dayan›kl› renkleri nedeniyle bu malzemeyi s›kl›kla ve de¤iflik
flekillerde kullanm›flt›r. Genel olarak yüzeyde lekesel etki b›rakan
alanlarda büyük parçalar halinde mozaik kullanmay› tercih etmifltir.

Bu yap›da birçok mimari eleman da seramik malzemenin mozaik
etkisi verecek flekilde birlefltirilmesiyle kaplanm›flt›r. Bunlar›n
bafl›nda çok renkli seramik kapl› kolonlar gelir, (Resim 22). Gaudi
örne¤inde oldu¤u gibi de¤iflik tipte kubbeli çat›lar, mozaik kapl›
bacalar da Hundertwasser evinin vazgeçilmez elemanlar›d›r.

1990-91 Y›llar›nda infla edilen ‘KunstHausWien’ sanatç›n›n d›fl
cephede son derece dinamik lekeler oluflturacak flekilde  mozaikli
yüzeyler kulland›¤› bir kültür merkezidir. (Resim 23). Binan›n girifl
kat›nda kafe ve sat›fl ünitesi yer al›rken, üst iki kat Hundertwasser’in
resimlerinin ve mimari maketlerinin sergilendi¤i daimi müze-galeri
halinde düzenlenmifltir. En üst iki kat ise uluslararas› ça¤dafl sanat
yap›tlar›n›n sergilenmesi için galeri olarak planlanm›flt›r. Tüm bu
katlar›n ortak özelli¤i zemin kaplamas›n›n yumuflak engebelerle
oluflturulmas› ve mozaikle kaplanmas›d›r. Çat› teras› ve seramik
mozaik kapl› kolonlar da bu binan›n vazgeçilmezleridir.

Her ne kadar Hundertwasser ‘Gaudi’nin ölümünden sonra
binalardaki yüzey neflesi kaçt›’ dese de kendi yap›tlar›yla bu nefle
ve coflkuyu kent dokusunda sürdürmektedir, (Resim 24).

Kullan›m flekilleri ve uygulama yap›lan yüzeyler de¤iflse de mozaik
sanat› geçmiflten günümüze süreklili¤ini korumakta ve sanatç›lar
taraf›ndan zengin örnekler üretilmeye devam etmektedir.

Hem estetik hem de yap›sal özellikleriyle daha uzun y›llar kentlerin
kimli¤inin oluflmas›nda mozaik sanat›n›n yerini koruyaca¤›na da
flüphe yoktur.

window style in homes, there are many types of windows in the
Hundertwasser House. These are not aligned. Color of each one
is different and what makes each one very special is the apex
stones made of colored mosaic units at the top of the windows
(Picture 21).

Hundertwasser has stated that if one wants to derive color in
architecture, this would be achieved by using ceramic material
and has used this material frequently and in different forms because
of its vivid and resilient colors. He has opted for using mosaic in
large pieces in spaces, leaving a spotty impression on the surface.

Many architectural elements in this building are covered by joining
ceramic materials to give the impression of mosaic. Multicolored
ceramic coated columns are the most significant ones (Picture
22). As in the case of Gaudi, different types of doomed roofs and
mosaic covered chimneys are indispensable elements of the
Hundertwasser House.

‘KunstHausWien’ built in 1990-91 is a cultural center where the
artist has employed mosaic surfaces to form extremely dynamic
spots on the exterior (Picture 23). Whilst a café and the selling unit
are located in the ground floor of the building, the upper two floors
are arranged as a permanent museum gallery where
Hundertwasser’s pictures and architectural models are displayed.
The top two floors are planned as galleries for exhibition of
international temporary works of art. The common feature of all
these floors is that the floor covering is formed by soft undulation
and is covered with mosaic. Roof terrace and ceramic mosaic
covered columns are indispensables of this building.

Although Hundertwasser has said “The surface joy in the buildings
disappeared after Gaudi’s death”, he maintains this joy and
enthusiasm in urban texture with his own works (Picture 24).

Ceramic art maintains its continuity from the past to the present
and artists continue to produce rich examples although methods
of use and application surfaces keep changing.

There is no doubt that mosaic art will maintain its position in
formation of the identities of cities for many long years to come
due to its aesthetic and structural properties.
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Uruk’taki ‹nanna Tap›na¤›nda, konik seramik çivilerle oluflturulan
ilk mozaik kaplama örne¤i
Gaudi, ‘Batllo Evi’ ve çat› detay›
Gaudi, Mozaik kapl› bacalar (Güell Kona¤›, Batllo Evi, Mila Evi)
Gaudi, ‘Güell Park’ ta mozaikli çat› kaplama detay›
Gaudi, ‘Güell Park’ mozaikli yap› ve pencere pervaz› detay›
Gaudi, ‘Güell Park’ mozaik kapl› canavar timsah heykeli
Gaudi, ‘Güell Park’ mozaik kapl› dor sütunlu mekan
Gaudi, ‘Güell Park’ mozaik kapl› oturma elemanlar›
Gaudi, desenli karo k›r›klar› ile oluflturulan mozaik detay›
Miro, Kad›n ve Kufl adl› 1962 y›l›na ait refrakter heykel
Miro, Kad›n ve Kufl adl› 1983 y›l›na ait mozaik kapl› heykel
Miro, Kad›n ve Kufl adl› mozaik heykel detay›
Niki de Saint Phalle, ‘Güç’ temal› mozaik heykel gurubu
( Kart XI)
Niki de Saint Phalle, ‘Tarot Park›’nda ‘Ölüm’ temal› mozaik heykel
(Kart XIII)
Niki de Saint Phalle, ‘Tarot Park›’nda ‘Adalet’ temal› mozaik
heykel (Kart VIII )
Niki de Saint Phalle, ‘Tarot Park›’nda ‘fians Tekerle¤i’ temal›
mozaik heykel, (Kart X)
Niki de Saint Phalle, ‘Tarot Park›’nda ‘‹mparatoriçe’ heykeli
metal strüktürü ve mozaik kapl› hali
Niki de Saint Phalle, ‘Tarot Park›’nda ‘Günefl’ heykeli metal
strüktürü ve mozaik kapl› hali
Hundertwasser-Krawina evi cephesi
Hundertwasser-Krawina evi giriflindeki mozaik kapl› f›sk›yeli
havuz
Hundertwasser-Krawina evi, katlar› ay›ran çizgisel mozaikler
ve pencere üstlerindeki seramik birimler
Hundertwasser, KunstHaus – mozaikli d›fl cephe ve parke tafllar›
ile terra kottalarla kapl› mozaik etkili yer döflemesi
Hundertwasser, KunstHaus giriflindeki seramik kapl› kolonlar
Kent dokusu içerisinde KunstHaus’un görünüflü
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The first mosaic covering example formed by cone mosaics
Gaudi, ‘Batllo House’ and roof detail
Gaudi, Mosaic covered chimneys (Güell Mansion, Batllo House,
Mila House)
Gaudi, mosaic roofing detail at ‘Güell Park’
Gaudi, ‘Güell Park’ mosaic structure and window sill detail
Gaudi, ‘Güell Park’ mosaic covered dragon alligator sculpture
Gaudi, ‘Güell Park’ space with mosaic covered Doric column
Gaudi, ‘Güell Park’ mosaic covered sitting units
Gaudi, detail of mosaic formed by designed broken tiles
Miro, refractor statue from year 1962, named Woman and Bird
Miro, mosaic covered statute from year 1983 named
Woman and Bird
Miro, detail of mosaic statute named Woman and Bird
Niki de Saint Phalle, ‘The Power’ themed statue group
(Card XI)
Niki de Saint Phalle, ‘The Death’ themed mosaic statue in ‘Tarot
Park’ (Card XIII)
Niki de Saint Phalle, ‘The Justice’ themed mosaic statue in
‘Tarot Park’ (Card VIII )
Niki de Saint Phalle, ‘The Wheel of Fortune’ themed mosaic
statue in ‘Tarot Park’ (Card X)
Niki de Saint Phalle, Metal structure and mosaic covered state
of ‘The Empress’ statue in ‘Tarot Park’
Niki de Saint Phalle, Metal structure and mosaic covered state
of ‘The Sun sculpture in ‘Tarot Park’
The façade of Hundertwasser-Krawina house
The mosaic covered pool with fountain at the entrance to
Hundertwasser-Krawina house
Hundertwasser-Krawina house, linear mosaics dividing floors
and ceramic units over windows
Hundertwasser, KunstHaus –Exterior with mosaics and mosaic
effect flooring covered by pitching, and terracotta units
Hundertwasser, KunstHaus, Ceramic covered columns at the
entrance
The view of KunstHaus within the urban texture
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Temizlik eylemi, gerek sa¤l›k
gerekse psikolojik aç›dan
insanl›¤›n varoluflundan bu yana
en önemli gereksinimlerinden
biri olmufltur. Temizlik kavram›
toplumdan topluma, bireyden
bireye ve hatta sosyal s›n›f ve
e¤itim fark› olan gruplar aras›nda
bile çeflitlilik göstermifltir. Kimi
zaman temizlik, insanlar aras›nda
ba¤›ml›l›k boyutuna var›rken kimi
zaman da dini ya da bat›l inançlar
do¤rultusunda bireylerin
ellerinden geldi¤ince uzak
durmaya çal›flt›¤› bir davran›fl
biçimi olarak kendini göstermifltir.
Temizlik kavram›

The act of cleaning has been one of the most important needs of
humanity since its coming to existence, in terms of both health
and also psychology. The concept of cleanliness has varied from
society to society, individual to individual and even among groups
with social strata and educational differences. While sometimes
gaining the dimension of addiction among people, cleanliness has
at times appeared as a form of behavior individuals tried to avoid
as much as possible in accordance with either religious or
superstitious beliefs. Yet, for washroom needs, not too many
exceptional situations have arisen which we can cite. Since the
defecation system is a mechanism functioning involuntarily, the
choices of the individual on his act and cleaning are limited.
Differences will appear in terms of design and functionality of the
fixtures.

Designs of sanitary ware have shown differences with time. In
terms of functionality of such equipment, individuals have sought

Tarihsel süreçte, Bat›
Anadolu’daki örneklerde
tuvalet ve banyo
ekipman›n›n tasar›m
aç›s›ndan incelenmesi
Study of  washroom and bathroom
fixtures in terms of design along history
on examples in Western Anatolia
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için durum böyleyken tuvalet ihtiyac› için söyleyebilece¤imiz fazla
istisnai durumlar ortaya ç›kmam›flt›r. Sonuçta boflalt›m sistemi
insan›n iradesi d›fl›nda çal›flan bir mekanizma olarak görüldü¤ü
takdirde kiflinin eylemi ve temizli¤i konusundaki alternatifleri
s›n›rl›d›r. Ancak farkl›l›klar ekipman›n tasar›mlar› ve ifllevselli¤i
boyutunda ortaya ç›kacakt›r.

Tuvalet teçhizatlar›n›n tasar›mlar› zaman sürecinde farkl›l›klar
göstermifltir. Bu teçhizatlar›n ifllevselli¤i söz konusu oldu¤unda ise
bireyler her geçen zaman diliminde daha “iyi” olan› aram›flt›r.
Örne¤in, Antik Döneme ait Frigya ma¤ara evlerindeki tuvaletlerle,
(Resim 1a.1b).  Bodrum Kalesi’nde bir zamanlar mahkumlar›n
kulland›¤› tuvaletlerin aras›nda hem tasar›m hem de mekan olarak
çok büyük farkl›l›klar gözlenmez, (Resim 2).  Ancak buradaki “iyi”
kavram›n›n temelinde, tasar›mdaki ergonomi problemi yatmaktad›r.
Kullan›lacak olan teçhizat her ne kadar “insana dair” olursa olsun
tasar›m ve ifllevsellik çerçevesi içinde geliflim gösterebilecek bir
yap›ya sahip olabilmelidir. Tuvalet ve banyo teçhizatlar›n›n tasar›mlar›
da Roma ve Osmanl› dönemlerinde muhtemelen bir mimari problem
olarak görülmekteydi. Çünkü kullan›lan tuvalet ve banyo gereçleri
seramikten de¤il, mimarlar›n kulland›¤› tafl veya mermer
malzemeden ifllenmekteydi. O dönemin tasar›mc›lar› tafl iflçileri ve
onlara siparifl veren mimarlar olmal›yd›,(Resim 3).

“the better” in each period of time. For example, no major differences
are observed between the washrooms in the Phrygian cave homes
of the antique era (Picture 1a.1b) and the ones used by convicts
once upon a time in the Bodrum Castle in terms of either design
or space (Picture 2).  However, the issue of ergonomics in design
lies in the foundation of the concept of “better” here. Although the
fixtures to be used are “human-related”, it must have a configuration
that may be developed within the framework of design and
functionality. Probably, designs of washroom and bathroom fixtures
were seen as an architectural problem in the Roman and Ottoman
times because the used washroom and bathroom fixtures were
processed not out of ceramic but stone or marble materials used
by architects. The designers of that period must have been the
masonry workers and the architects who commissioned them.
(Picture 3).

Washrooms and bathrooms have always shown progress in terms
of both fixtures and space but this progress has occurred in light
of customs, traditions, fashion, technology and science. When we
review bathroom and washroom habits and fixture design from past
to the present, we see that diversity increases as time goes by.

The advancement of the designs of sanitary ware has been affected
by the water culture of the societies as well. Undoubtedly, in ancient
Turks, elements of nature like mountain, fire and water were
raised to the level of god. Kimek-Kipchacks who lived along the
coasts of Irtish used to worship the Irtish river and viewed water
as god. Sacred water springs and that it was avoided to contaminate
them are mentioned in the Orkhun Inscriptions. Ibn- Faldan says
that the Oghuzes avoided water and that they did not clean up after
going to the washroom and they acted in such a way to avoid water.
The Chagatais have banned going into rivers in daytime. Those
contaminating the water with their urine were executed. Djuvaini
has written the following on this subject: “Nobody can go into the
water in spring and summer months. He may not wash his hands
in the river. He cannot fill water by silver and gold vessel. The spirit
of water must not be contaminated with unclean things”.

Among the tribes of the antique era, those close to water springs
and with ample resources have used water more comfortably
compared to the others and those with inadequate resources were
forced to use the water in the same container for several days.
Equipment has progressed because of the water carriage process
achieved through development of water arches, especially in the
Roman Empire period, allowing formation of new models, (Picture4).
One of the most significant of these specimens is the Ephesus
Latrina,(Picture 5a- 5b). Latrinas were public washrooms and they
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Tuvaletler ve banyolar hem teçhizat, hem de mekan ba¤lam›nda
daima geliflim göstermifl ancak bu geliflim, al›flkanl›klar›n,
geleneklerin, modan›n, teknolojinin ve bilimin ›fl›¤› alt›nda olmufltur.
Banyo ve tuvalet al›flkanl›klar›n› ve ekipman›n tasar›mlar›n› geçmiflten
günümüze inceledi¤imizde, zaman ilerledikçe çeflitlili¤in artt›¤›n›
görürüz.

Teçhizatlar›n tasar›mlar›n›n geliflimi toplumlar›n sahip oldu¤u su
kültürü ile de ilgili olmufltur. Eski Türklerde kuflkusuz da¤, atefl,
su gibi do¤a unsurlar› tanr› mertebesine ç›kar›lm›flt›r. ‹rtifl k›y›lar›nda
yaflayan Kimek-K›pçaklar, ‹rtifl Irma¤›’na tapar ve suya tanr› gözüyle
bakarlard›. Orhun Yaz›tlar›’nda kutsal su kaynaklar› ve bunlar›n
kirletilmesinden kaç›n›ld›¤› belirtilmifltir. ‹bn Faldan ise O¤uzlar›n
sudan kaçt›klar›ndan bahsetmifl ve tuvaletten sonra
temizlenmediklerini, sudan kaçarcas›na davrand›klar›n› belirtmifltir.
Ça¤ataylar’da ise gündüz akarsuya girmek yasaklanm›flt›r. Suyu
idrar›yla kirleten idam edilmifltir. Yazar Cüveyni bu konu hakk›nda
flunu yazm›flt›r; “‹lkbahar ve yaz aylar›nda kimse gündüz suya
giremez. Akarsuda ellerini y›kayamaz. Gümüfl ve alt›n kapla su
dolduramaz. Suyun ruhu temiz olmayan fleylerle kirletilmemelidir.”



05b

06

Art / Design
Sanat / Tasar›m

Ekim - Aral›k / October - December 2004  • Seramik Türkiye 123

07

05a

were made up of seats lined up side by side and ducts in which
water flowed continuously under them. At the same time, a latrina
was a space where people of a certain class came together and
held meetings. Although there is no recorded data, the hypothesis
that on cold days, upper class individuals first had their slaves to
sit on the latrinas and after the base got warm, they sat on them
themselves, has been carried to the present. Today’s toilet bowls
with warmed seats are designed under the same concept.

Bathroom and washroom spaces started to be considered important
in a real sense in the Roman Empire period. It is possible to sense
this especially in bath structures. Romans had turned their baths
into places of meeting and recreation before they turned Christians
(Picture 6). The baths were given the identity of sometimes a
hedonist architecture where women and men from upper classes
bathe at the same time and sometimes a meeting room where
bureaucrats discussed state affairs. Also, the gymnasiums, which
served as education schools and where athletes were developed,
had mid-size baths in them. These baths were spaces where
athletes relaxed after games like in the saunas of today or where
they had their minor injuries treated. (Picture 7). The baths, which
increased in number in the most splendored periods of the Roman
Empire, had their golden age in that period. Very few of these baths
had natural thermal water sources. Wood was used to heat water
in the stokehole section in other baths (Picture 8). Yet, as the Empire
started to lose its might, the baths also started to decrease in
number. It is rumored that one of the factors causing this was the
increase in the cutting and transportation costs of wood used in
the process of heating of water during the economic crisis that
occurred in that period.

Eski ça¤ kavimlerinde, su kaynaklar›na yak›n ve kayna¤› bol olanlar
di¤erlerine oranla suyu daha rahat kullanm›fllar, yeterli kaynaklara
sahip olamayanlar ise birkaç gün boyunca ayn› kaptaki suyu
kullanmak zorunda kalm›fllard›r. Özellikle Roma ‹mparatorlu¤u’nda
su kemerlerinin geliflimiyle sa¤lanan su tafl›ma ifllemi sayesinde
teçhizatlar da geliflim göstererek yeni örnekler oluflmas›n›
sa¤lam›flt›r,(Resim 4). Bu örneklerin en önemlilerinden biri Efes
Latrinas›’d›r,(Resim 5a- 5b). Latrinalar halk›n umumi olarak
kulland›¤› tuvaletler olup genel yap›lar›na bak›ld›¤›nda, yanyana
dizilmifl oturma alanlar› ve bunlar›n alt›ndaki suyun daimi olarak
akt›¤› kanallardan oluflmaktad›r. Ayn› zamanda latrinalar,

belli bir s›n›fa ait insanlar›n biraraya gelip toplant›lar
gerçeklefltirdikleri bir mekand›r. Kayda geçmifl veriler bulunmasa
da  so¤uk günlerde, üst s›n›ftan insanlar›n latrinalara önce kölelerini
oturtup zemin ›s›nd›ktan sonra kendilerinin oturduklar› sav› bugüne
kadar ulaflm›flt›r. Günümüzde ›s›tmal› oturaklara sahip klozetler
de ayn› anlay›fltaki iflleve göre tasarlanm›fllard›r.

Banyo ve tuvalet mekanlar›na öncelikli olarak Roma ‹mparatorlu¤u
döneminde gerçek anlamda önem verilmeye bafllanm›flt›r. Özellikle
hamam yap›lar›nda bunu hissetmek mümkündür. Öyle ki Romal›lar
hamamlar›n› H›ristiyanl›¤›n kabulünden önce, bir toplant› ve e¤lence
mekan› haline dönüfltürmüfltü, (Resim 6). Hamamlara kimi zaman
üst s›n›ftan kad›n ve erkeklerin ayn› anda banyo yapt›¤› hedonist bir
mimari, kimi zaman da bürokratlar›n devlet ifllerini konufltuklar›
bir toplant› salonu kimli¤i kazand›r›lm›flt›. Bunun yan›nda o dönemde
bir e¤itim okulu olarak görülen ve  sporcular›n yetifltirildi¤i
gymnasiumlar›n da kendi bünyelerinde orta ölçekte hamamlar da
bulunmaktayd›. Bu hamamlar özellikle sporcular›n t›pk›
günümüzdeki saunalarda oldu¤u gibi müsabakalar sonras›nda
rahatlad›klar› ya da buharla baz› küçük sakatl›klar›n› tedavi ettikleri
mekanlar olmufllard›, (Resim 7). Roma ‹mparatorlu¤u’nun en
görkemli dönemlerinde say›lar› h›zla artan hamamlar, bu dönemde
alt›n ça¤lar›n› yaflam›fllard›. Bu hamamlar›n çok az› termal nitelikli
do¤al s›cak su kaynaklar›na sahipti. Di¤er hamamlarda suyun
›s›t›lmas› için külhan (atefllik) bölümünde odun kullan›lmaktayd›.

The Ottoman Empire has made better use of the Roman Empire’s
heritage in terms of bathrooms and washrooms in Anatolia,
compared to the Byzantine Empire. The fact that it had adopted
the Islamic religion has affected cleanliness and the design of
washroom spaces and fixtures in the Ottoman Empire. Just like
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(Resim 8). Fakat ‹mparatorlu¤un gücünü kaybetmeye bafllamas›yla
hamamlar›n say›lar› da azald›. Buna sebep olan etkenlerden birinin
de o dönemdeki ekonomik buhran esnas›nda suyun ›s›t›lmas›
iflleminde yakacak olarak kullan›lan odunlar›n kesim ve nakliye
maliyetlerinin artm›fl oldu¤u söylenmektedir.

Roma ‹mparatorlu¤u’nun miras›n› Anadolu’da, banyo ve tuvalet
mekanlar› anlam›nda Bizans ‹mparatorlu¤u’na oranla Osmanl›
‹mparatorlu¤u daha iyi de¤erlendirmifltir. Özellikle ‹slam dinini
benimsemifl olmas›, Osmanl› ‹mparatorlu¤u’nda temizli¤e ve tuvalet
mekanlar›n›n ve ekipman›n tasar›mlar›na daha farkl› anlamlarda
etki etmifltir. T›pk› Romal›larda oldu¤u gibi Osmanl›lar da hamam
yap›lar›na önem vermifltir. Mekan› her ne kadar kimi zaman e¤lence
ve toplant› amaçl› kullansalar da Roma ‹mparatorlu¤u’ndaki gibi
diplomatik toplant› alanlar› ya da “aflk evleri” olarak görmemifllerdir.
Bunun d›fl›nda Anadolu’da varl›¤›n› sürdürmüfl olan Türk Devletleri,

Romans, the Ottomans have placed significance on baths. Although
they have used the space for recreation and meetings from time
to time, they have not considered them to be diplomatic meeting
halls or “love houses” as they were in the Roman Empire. On the
other hand, the Turkish States, which had prevailed in Anatolia,
have shown interest in certain water springs as they thought them
to have a heeling effect. Some of these healing water springs were
thermal and some, cold water springs. These water springs, which
are turned into spa complexes today, were previously in the form
of natural ponds or thermal water caverns and people were being
healed by using these springs as they were. These spaces have
been turned into baths or pools today as they are public spaces,
(Picture 9-10-11-12).

Although there are no bathrooms or washrooms other than public
ones which have remained from the Roman period, it is possible
to find bathrooms and washrooms that are still standing in Ephesus
Terrace Slope Houses. However, as these specimens are not in
as good shape as the specimens from the Ottoman Empire houses;
they convey less information visually, (Picture 13 - 14).
Looking at the houses of the Ottoman period, we observe quite
major differences compared to today’s in bathroom and washroom
fixtures. Washrooms were usually built in spaces outside the
homes until they became free of odor by the technical means
developed starting the 18th Century. These washrooms usually
encompass WC pans mounted on deep holes. Cleaning after is
achieved by carried waters. Bathrooms are part of the architecture
and are designed so that one could relieve himself inside wooden
cabins, floors of which were covered with lead sheets right next
to the stove in a living room, (Picture 15). Some rich home owners
had small bathrooms for approximately 10 people built in the yards
of their homes. These structures, like in larger ones, had a
tepidarium and a private hot room.

08
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ayn› zamanda baz› su kaynaklar›na da  flifal› olduklar› gerekçesiyle
oldukça ilgi göstermifllerdir. Genel olarak kullan›lan bu flifal› su
kaynaklar›ndan baz›lar› s›cak, baz›lar› da so¤uk su kaynaklar›yd›.
Günümüzde genellikle tesisleflmifl olan bu su kaynaklar› önceleri
do¤al göletler ya da s›cak su ma¤aralar› fleklindeydi ve insanlar bu
kaynaklar› oldu¤u gibi kullanarak flifa bulmaktayd›. Bu alanlar
umuma aç›k alanlar oldu¤u için günümüzde ya hamam ya da havuz
haline dönüfltürülmüfltür. (Resim 9-10-11-12)

Umumi olanlar›n d›fl›nda her ne kadar Roma döneminden günümüze
evlere ait banyo ve tuvalet mekanlar› kalmam›fl olsa da bunlar›n
d›fl›nda hala ayakta kalabilmifl olan banyo ve tuvalet mekanlar›n›
Efes Yamaç Evleri’nde görmemiz mümkündür. Ancak bu örnekler
Osmanl› imparatorlu¤u’na ait son dönem örnekleri gibi ayakta
kalamad›klar› için görsel olarak daha az bilgi vermektedirler. (Resim
13-14) Osmanl› dönemine ait evlere bakt›¤›m›z zaman, banyo ve

The public washrooms of the Ottoman period are also quite
interesting. These spaces were called sakahanes. Sakahanes are
small-scale architectural structures where toilet needs were
relieved and ritual ablution could be performed, usually built next
to mosques in the Seljuki – Principalities and the Ottoman period.
The most significant feature of sakahanes was that they had plenty
of continuously running water. These structures that have preserved
their original form until today and that are still in use are equipped
with a channel in which water flows continuously just like the
Ephesos Latrina to remove the odor during defecation and wastes
(Picture 16). Although this is a toilet system from the Roman period,
it has been used by Ottomans as well and has been carried to the
present. The most significant differences in between are relieving
being made not sitting in contrast to Romans but squatting as in
Islamic tradition and the area where people relieve themselves
being closed. Also, there are ablution pipes like in the toilet bowls
of today’s Turkey for waters coming from water ducts.
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(Picture 17a-17b). This
design shows us that a
practice which is part of
Turkish tradition was
adapted to the needs of the
present day in this manner.
As far as the design of
bathroom and washroom
fixtures; two of the greatest
needs in human life is
concerned, problems in
functionality will hurt the
aesthetics of the fixtures.
Therefore, cases where
aesthetics take over
functionality do not occur
very often. Washroom and
bathroom design has had
more distinct characteristics
compared to other needs
through history because of

tuvalet ekipman›nda günümüzdekilere k›yasla oldukça büyük
farkl›l›klar vard›r. Tuvaletler, 18. yüzy›ldan itibaren gelifltirilen teknik
imkanlarla kokusuz hale getirilene kadar genellikle evlerin d›fl›ndaki
alanlara infla edilmifllerdir. Bu tuvaletler genelde derin çukurlar›n
üzerine monte edilmifl hela tafllar›n› kapsamaktad›r. Tuvalet sonras›
temizlik ise tafl›ma sularla sa¤lanmaktad›r. Banyo mekanlar› ise
mimariye dahil olup genelde bir oturma odas›ndaki oca¤›n hemen
bitifli¤inde, zemini kurflun kapl› ahflap dolaplar›n içinde ihtiyaç
giderilecek flekilde tasarlanm›flt›r. (Resim 15) Dönemin baz› zengin
ev sahipleri ise evlerinin bahçesine yaklafl›k on kifli kapasiteli küçük
hamamlar yapt›rm›fllard›r. Bu yap›lar da t›pk› büyük ölçekte olanlar
gibi so¤ukluk ve halvet bölümlerine sahiptir.

Osmanl› dönemine ait umumi tuvalet yap›lar› da oldukça ilgi çekicidir.
Bu mekanlara sakahane ad› verilmifltir. Sakahaneler  Selçuklu –
Beylikler ve Osmanl› döneminde genelde camilerin bitifli¤inde
bulunan tuvalet ihtiyac›n›n giderilebildi¤i ve abdest al›nabilen küçük
ölçekli mimari yap›lard›r. Sakahanelerin en büyük özelli¤i devaml›
akan bol sular›n›n olmas›d›r. Günümüze kadar orijinalli¤ini
koruyabilmifl ve halen kullan›lan bu yap›larda tuvalet esnas›ndaki
kokuyu ve at›klar› uzaklaflt›rmak üzere t›pk› Efes Latrinas›’nda
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oldu¤u gibi içinden suyun
sürekli olarak akt›¤› bir kanala
sahiptirler. (Resim 16) Bu,
Romal›lar döneminden kalma
bir tuvalet sistemi olmas›na
ra¤men Osmanl›larda da
kullan›lm›fl olup günümüze
kadar gelmifltir. Aradaki en
önemli farklar;
Romal›lardakinin aksine tuvalet
ihtiyac›n›n oturarak de¤il
Müslüman geleneklerinde
görüldü¤ü üzere çömelerek
giderilmesi ve kiflilerin ihtiyac›n›
giderdi¤i alan›n kapal›
olmas›d›r. Ayr›ca bu tuvalet
mekanlar›nda arklardan gelen
sular, t›pk› günümüz
Türkiye’sinde kullan›lan
klozetlerde görüldü¤ü üzere
taharet borular›na sahiptir.
(Resim 17a-17b). Bu tasar›m
bize gösterecektir ki, Türk
geleneklerine ait bir uygulama
günümüz flartlar›na bu biçimde
adapte edilebilmifltir.

‹nsan yaflam›n›n en büyük ihtiyaçlar›ndan ikisi olan banyo ve tuvalet
ekipman›n›n tasar›mlar› söz konusu olunca, ifllevsellikte oluflacak
aksamalar ekipman›n esteti¤ine zarar verecektir. Bu durum göz
önüne al›nd›¤›nda esteti¤in ifllevselli¤in önüne geçmesi s›k rastlan›r
bir durum de¤ildir. Bu “ifllevsellik” çat›s› alt›nda tarihin tüm ça¤lar›
boyunca, tuvalet ve banyo tasar›mlar› di¤er ihtiyaçlara oranla daha
belirgin özelliklere sahip olmufltur. ‹nsan anatomisi de çok büyük
de¤ifliklikler geçirmedi¤i için tasar›m kriterlerinde de büyük
farkl›l›klar gözlenmemifltir. Çünkü ihtiyaç ve aktivitenin tan›m›
insano¤lunun varoluflundan bu yana de¤iflmemifltir. Tesisler ve
al›flkanl›klar, Anadolu’da Roma ‹mparatorlu¤u’na kadar da¤›n›k ve
ilkel bir süreç yaflam›flt›r. Fakat Roma ve Osmanl› ‹mparatorlu¤u’nun
ekonomik gücü bu konuda halk›n ve imparatorluklar›n kendilerini
tesisleflme, be¤eni ve tasar›msal çözümleme konular›nda
gelifltirmelerine önayak olmufltur. Bununla beraber tasar›mlara
etki eden faktörlerin bafl›nda dinler, gelenekler ve baz› sosyal
davran›fl biçimleri yer alm›flt›r. Buna günümüzden bir örnek verecek
olursak Türkiye’deki evlerde ve umumi tuvaletlerde hem alaturka

this “functionality”. No major differences have been observed in
design criteria as human anatomy did not undergo major changes
either. Because the definition of need and act has not changed
since human beings came into existence. Installations and customs
have gone through a diverse and primitive process until the Roman
Empire period in Anatolia. Yet, the economic power of the Roman
and the Ottoman Empires has allowed people and Empires to
develop themselves in terms of installations, tastes and design
solutions. The factors affecting design have been religions, traditions
and social behavior forms. To cite an example from the present,
we can say that in homes and public washrooms in Turkey, both
Turkish and Western style bathroom fixtures are used. However,
the number of individuals who do not have adequate bathroom
fixtures in their homes is quite high.

The Ottoman bourgeoisie’s advancing relationships with the West
in the 19th Century and the appearance of apartment houses have
given rise to an approach where the bathroom was seen as part
of the space lived in. In the bathrooms of 20th Century, tubs and
washbasins were used instead of vats and the WC pans made of
concrete or stone were replaced by ceramic sanitary ware. Turks
have not used these bathroom elements taken from the West as
required but have tried to integrate them with their bathing habits.
They have used the bathtub either by taking showers while standing
or by sitting on a stool instead of bathing by filling it up with water.
In this form of usage, the bathtub has been left as an accessory
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arriving from the West. The
function of the bidet was not
understood or it was
considered to cover too much
room in the bathroom and a
solution was found for the need
for cleaning after using the
toilet by adding a water pipe to
the toilet bowl. Looking at the
bathing habits of Turks, we see
that only one element stays
unchanged, which is bathing
with clean and running water.
At no time people have bathed
in barrels full of water or tubs
but the body has come into
contact with heated water
without coming into contact
with the container, like in the
vat system, even if running
water is not available.

hem de alafranga tuvalet gereçlerinin bulundu¤unu söyleyebiliriz.
Buna karfl›l›k evlerinde halen yeterli düzeyde banyo gereçleri
olmayan bireylerin say›s› da az›msanmayacak ölçüdedir.

19. yy. da Osmanl› burjuvas›n›n Bat› ile geliflen iliflkileri ve
apartmanlar›n ortaya ç›k›fl›, banyoya yaflan›lan mekan›n bir parças›
olarak yaklafl›lmas›na neden olmufltur. 20. yy. banyolar›nda kurna
yerine küvet ve banyo teknesi kullan›lm›fl, beton ya da tafltan yap›lan
hela tafllar› yerlerini seramik sa¤l›k gereçleriyle de¤ifltirmifltir.
Türkler Bat›’dan al›nan bu banyo ö¤elerini gerekti¤i gibi
kullanmam›fllar, y›kanma al›flkanl›klar› ile bütünlefltirmeye
çal›flm›fllard›r. Küveti içine su doldurarak y›kanmak yerine, ya ayakta
dufl yaparak ya da bir taburede oturarak kullanm›fllard›r. Bu kullan›m
biçimi ile küvet, Bat›’dan gelme bir eklenti olman›n ötesine
geçememifltir. Bidenin ifllevi anlafl›lamam›fl, ya da banyo mekan›
içinde fazla yer kaplad›¤› düflünülmüfl, bu amaçla klozete bir su
borusu ekleyerek tuvalet sonras› temizlik ihtiyac›na çözüm
bulunmufltur. Türk banyo al›flkanl›klar›na bakt›¤›m›zda bir ö¤enin
de¤iflmedi¤ini görebiliriz, o da temiz ve akar su ile y›kanmakt›r.
Hiçbir zaman insanlar›n su dolu f›ç›larda veya küvetlerde y›kanmas›yla
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karfl›lafl›lmam›fl, akar su kayna¤› olmasa bile kurna sisteminde
oldu¤u gibi ›s›t›lan su ile vücut direkt temas etmeksizin buluflmufltur.

Bu veriler do¤rultusunda söyleyebiliriz ki; günümüz Türkiye’sinde
kullan›lan banyo ve tuvalet gereçlerinin tasar›mlar› ve kullan›m
al›flkanl›klar› Roma’dan ilham alm›fl olan Osmanl› dönemi
tasar›mlar›yla örtüflmektedir. Tasar›m›n ve aktivitenin benzerli¤i
flu an için her ne kadar geçerlilik ifade etse de çok kültürlü küresel
dünya anlay›fl›n›n önümüze sundu¤u yeni seçenekleri de göz ard›
edemeyiz. Bununla beraber günümüzde tüm dünyada kullan›lan
tuvalet ve banyo ekipman› büyük ölçüde Roma ‹mparatorlu¤u’ndan
miras kalan tasar›msal niteliklerle benzerlik gösterir. ‹nsano¤lu
tasar›m ve ifllevsellik yönünden mutlak surette yeni seçenekler
üreteceklerdir ancak baflta fizyonomi olmak üzere gelenekler ve
kültürler t›pk› Roma ve Osmanl› ‹mparatorluklar›nda oldu¤u gibi
tasar›mlar›n hayata geçirilmesinde büyük rol oynayacaklard›r.

In light of these data, we can say that the designs and habits of
usage of bathroom and washroom fixtures used in today’s Turkey
are in concert with the designs of the Ottoman period which was
inspired by Romans. Although the similarity of design and act is
still valid, we cannot disregard the new choices offered to us by
the multi-cultural global world concept. Still, today, the washroom
and bathroom fixtures used globally show similarities to the design
qualities inherited from the Roman Empire to a major extent.
Human beings will definitely generate new choices in terms of
design and functionality but customs and cultures and mainly
physiognomy will play major roles in launching of designs just as
in the times of Roman and Ottoman Empires.
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Afyon Frig Vadisi’ndeki ma¤ara evlerde bulunan alaturka tipi
tuvalet.
Afyon Frig Vadisi’ndeki ma¤ara evlerin görünümü
Bodrum Kalesi’nde mahkumlara tahsis edilmifl alaturka tipi
tuvalet tafl›.
Kütahya Av.Sad›k Atakan Çini ve Seramik Müzesi önünde bulunan
18. yy.a ait alaturka tipi tuvalet tafl›.
Efes Skolastikia Hamam›’n›n halvet bölümünde bulunan ve su
tafl›mada kullan›lan seramik boru.
Efes Latrinas›’ndaki alafranga tipi tuvalet tafllar›.
Efes Latrinas›’ndaki alafranga tipi tuvalet tafllar›ndan detay.
Aizanoi’de M.S. 3:yy’a ait hamam yap›s›n›n havuzu. Bu havuz
toplant› ve e¤lence mekan› olarak kullan›lm›flt›r.
Aizanoi’deki gymnasiumda bulunan buhar delikleri. Bunlar
hem mekan›n ›s›t›lmas›nda hem de sporcular›n tedavisi için
kullan›l›yordu.
Aizonai Gymnasium’unda bulunan atefllik (külhan).
Kütahya Yoncal›, Dübecik do¤al su  havuzu. 1945’e kadar
do¤all›¤›n› korumufl daha sonra tesisleflmifltir. (Av. Sad›k Atakan
Arflivi’nden.)
Yoncal› Çamur Banyosu. 1940’lara ait bu foto¤rafta do¤al su
kaynaklar›n›n ilk dönem tesislerini görmek mümkündür. (Av.
Sad›k Atakan Arflivi’nden.)
Kütahya – Eskiflehir yolu üzerindeki Il›ca Hasulhas Do¤al Su
Havuzu’nun 1947 y›l›na ait ilk tesisi. (Av. Sad›k Atakan Arflivi’nden.)
Kütahya Il›ca’daki Büyük Hamam’›n ma¤arada bulunan s›cak
su kayna¤›.
Efes Yamaçevlerine ait ev tipi bir latrina örne¤i.
Efes Yamaçevlerine ait ev tipi bir hamam yap›s›. Külhan ve
banyonun zemini tafl›yan sütun ayaklar (Hipokaust ayaklar›).
Kütahya’da Osmanl› Dönemi’ne ait Germiyanevleri’nden 19.yy.a
ait bir banyo kabini.
Sakahane’de bulunan ve pisuar ifllevi gören tuvalet tafl›.
Sakahane’deki tuvalet tafl›n›n üzerinde yer alan taharet muslu¤u.
Sakahanenin içindeki tuvalet tafl› ve gider ark›.
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Squat type washroom found in cave homes at Afyon Phrygian
Valley
View of cave homes at Afyon Phrygian Valley
WC pan allocated to convicts in Bodrum Castle
WC pan from 18th Century in front of Kütahya Av. Sad›k Atakan
Tile and Ceramic Museum
Ceramic pipe situated in the private hot room of Ephesus
Skolastikia Bath, conveying water
Western type toilet stones in Efes Latrina
Detail of Western type toilet stones in Efes Latrina
Pool of 3th Century A.D. bath in Aizanoi. This pool was used as
a meeting and recreation place.
Steam holes in the gymnasium at Aizanoi. These were used
both for heating of the space and also for treatment of athletes.
Stokehole in the Aizanoi gymnasium.
Kütahya Yoncal›, Dübecik natural spring pool. Maintained its
original form until 1945, was turned into a spa later. (Archive
of Av. Sad›k Atakan)
Yoncal› Mud Bath. The first period facilities of the natural springs
are visible in this photo from 1940s. (Archive of Av. Sad›k Atakan)
The first spa facility on the Il›ca Hasulhas Natural Spring Water
Pool on Kütahya – Eskiflehir highway dating to 1947.
Thermal water spring in the cave of Büyük Hamam in Il›ca,
Kütahya
A home-type latrina in Ephesos Terrace Slope Houses.
A home-type bath in Ephesos Terrace Slope Houses. Columnar
pedestals bearing the stokehole and the floor of bath (Hipokaust
pedestals)
A bathroom cabin in Germiyanevleri, Kütahya, from Ottoman
period dating to 19th Century.
WC pan situated in Sakahane, serving as urinal
Ablution tap on the WC pan in Sakahane
WC pan and drain arch in Sakahane
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Kent dokusunda cam malzemenin varl›¤› neredeyse vazgeçilmezdir.
Bilindi¤i gibi cam günümüzde pencerelerde, ayd›nlatma
elemanlar›nda, yüzey kaplamalar›nda, tan›t›m panolar›nda,
duraklarda ve benzeri pek çok yerde kullan›lmaktad›r (Resim 1,2).

Cam malzemenin mimaride kullan›m› cam›n bulunuflundan itibaren
karfl›m›za ç›kmaktad›r. Özellikle M›s›r ve Mezopotamya’da, daha
sonra da Roma’da yap›lar›n içlerinde bazen de d›fl cephelerinde
cam karolar, camdan kakma ile yap›lm›fl resimler, cam mozaikler
gibi uygulamalar kullan›lm›flt›r (Resim 3). Zaman içerisinde bir
baflka kullan›m alan› da ›fl›k kayna¤›n›n çevre koflullar›ndan
korunmas›n› sa¤lamak amac› ile oluflmufltur.

The presence of glass material in the architectural structure is
almost inevitable. Today it was common that glass have been used
as windows, illumination elements, surface coatings, billboards,
bus stops and many other resembling places (Picture 1, 2).

We have been encountering the usage of glass in architecture
since the discovery of the material. Specially, in Egypt and
Mesopotamia, later in Roma applications such as glass tiles, glass
inlayed illustrations were being used inside occasionally outside
the buildings (Picture 3). During the time period, another field of
usage was occurred with the need of insulation of the light source
from the environmental conditions.

The most important step for the activation of using glass on the
façade of the buildings was taken by the invention of blowing during
the Roman period. At the beginning flat glass were being produced
by blowing. The glass piece that was being blown, taken to another
punty from the closed side and by rapidly turning the punty against
the heat at the entrance of the furnace opens up and form a round
flat surface (Picture 4). These glass sheets were distinguished
from the sheets that we get used to by unequal distribution of
thickness. In addition, the center of the sheet looks like the bottom
of the bottle, forming a shape like a whirlpool. Also as another
problem, the sizes of these panels were not so big. Therefore,
people developed various vitrail techniques in order to use these
glass sheets at the windows. At the beginning windows, the most
effective way of benefiting from daylight, were being produced with
vitrail techniques like plaster vitrails, concrete vitrails those were
not as familiar as stained glass technique. Besides their functionality
the windows introduces aesthetical qualities to their buildings. The
Church, that is being strengthening in the Europe during the Middle
Ages, kept building enormous churches in order to attract people.
The paintings on the stained glass windows were being painted by
the most important artists of that period (Picture 5). Today artists
still interpreted stained glass techniques with self-artistic approach.
Especially, contemporary stained glass windows are applied either
with the old technique or with glass fusing technique which is less
troublesome and which provides more possibilities with the
technological opportunities of our day (Picture 6).
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Kentte cam
Urban glass
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D›fl cephede cam kullan›m›n›n en önemli ad›m› Roma döneminde
üflemenin keflfi ile at›lm›flt›r. ‹lk düz cam imalat› üfleme cam ile
flekillendirilerek bafllam›flt›r. Üflenen cam, kapal› taraf›ndan ikinci
pipoya al›n›r, aç›k olan a¤›z cam f›r›n›n›n s›cak olan girifline yak›n
tutularak h›zla çevrildi¤i zaman d›fla do¤ru aç›larak daire biçiminde
bir plaka oluflturmas› sa¤lan›r (Resim 4). Günümüzde al›flm›fl
oldu¤umuz düz cam kavram›ndan uzak olan bu cam plakalar›n
her yerinde kal›nl›klar eflit olamamaktad›r. Plakan›n ortas› da flifle
dibine benzer, girdap görünümündedir. Bir baflka sorun da bu cam
plakalar›n boyutlar›n›n çok büyük olamamas›d›r. Bu nedenlerden
dolay› üretilmifl olan düz camlar›, pencerelerde kullanmak için
çeflitli vitray teknikleri gelifltirilmifltir. Gün ›fl›¤›ndan faydalanman›n
en etkili arac› pencereler, alç› vitray, beton vitray gibi bugün di¤er
vitray teknikleri kadar tan›nmayan çeflitli yöntemlerle
oluflturulmufltur. Pencereler, fonksiyonelliklerinin yan› s›ra ait
olduklar› yap›lara estetik de¤erler de katabilmektedir. Ortaça¤
Avrupas›’nda güçlenen kilise, tebaas›n› etkilemek için görkemli
kilise binalar› infla ettirmifllerdir. Kilise binalar›nda yer alan
vitraylardaki resimler dönemin en iyi sanatç›lar› taraf›ndan yap›lm›flt›
(Resim 5). Günümüzde de vitray gelene¤i ça¤dafl sanatç›lar
taraf›ndan kendi sanatsal ifade biçimleri ile yorumlanarak
uygulanmaktad›r. Özellikle pencerelerde kullan›lan ça¤dafl vitraylar,
geçmiflteki örnekleri ile ayn› teknikle veya daha az zahmetli olan
ve teknoloji sayesinde imkanlar› çok daha fazla olan cam›n cama
›s› ile kaynaflt›r›lmas› tekni¤i ile flekillendirmektedirler (Resim 6).
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Depending on the new products of the advancing technology, such
as flat glass shields, float glass shields, strengthened glass shields,
provides a more productive use of glass in architecture. The fact
of glass art was being considered at the beginning of the 20 th
century. In the middle of the 20 th century, the artistic glass works
abandoned functionality and acquire its own artistic identity. The
commencement of artistic glass works in the urban design was
seen at this period.

While the European an American artists were inventing the
opportunities of glass as an artistic medium, contemporary
Czechoslovakian artists were representing their country with their
huge glass sculptures and architectural installations at the World
Trade Fairs in 1950’s. The most important factor of the surprising
attainment of the Czechoslovakian artists was the support on
education of glass, which has a strong base, provided by the
government and the glass industry. At that period depending on
the political situation of the Czechoslovakia, which was among the
countries of eastern block of Europe, there were no egoistic or
selfish approaches among the producers because the main
producer was the government. All of these facts strengthened the
glass education and let them become unrivalled.

Düz cam, float cam, güçlendirilmifl camlar gibi ilerleyen teknolojinin
yeni ürünleri cam›n mimaride kullan›m›n› daha da zenginlefltirmifltir.
Cam sanat› olgusu 20. yüzy›l›n bafllar›nda görülmeye bafllam›flt›r.
Sanatsal de¤ere sahip cam eserler 20. yüzy›l›n ortalar›nda da
fonksiyonellikten uzaklafl›p kendi kimliklerini kazanmaya
bafllam›flt›r. Kent dokusunda da cam sanat eserlerinin görülmeye
bafllamas› bu dönemdedir.

Avrupal› ve Amerikal› sanatç›lar cam›n sanat malzemesi olarak
imkanlar›n› keflfederken, Çekoslovakyal› ça¤dafllar› büyük boyutlu
heykeller, mimari düzenlemeleri ile 1950’li y›llar›n ortas›nda
gerçeklefltirilen Dünya Fuarlar›nda ülkelerini temsil etmekte idiler.
Çekoslovakyal› sanatç›lar›n flafl›rt›c› baflar›lar›ndaki en önemli
faktör, temeli çok güçlü at›lm›fl olan cam e¤itiminin devlet ve cam
endüstrisi taraf›ndan da desteklenmesidir. Dönemin do¤u blo¤u
ülkeleri aras›nda yer alan Çekoslovakya’n›n siyasi yap›s› nedeniyle
de üretimde rekabet, bencillik gibi kavramlar›n bulunmamas›,
endüstrinin devlete ba¤l› olmas› bu paylafl›m› daha da güçlendirmifl
ve bu alanda onlar› rakipsiz k›lm›flt›r.
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Günümüzde, Çek Cumhuriyeti ve Slovakya olarak ikiye ayr›lan
ülkede kent dokusu içinde cam eserlerin bulunmas› ve cam
sanatç›lar›n›n tüm dünyada en iyilerden say›lmalar› bizleri
flafl›rtmamaktad›r. Çekoslovakyal› cam sanatç›lar›n›n büyük
ço¤unlu¤unu yetifltiren ve cam kullanan sanatç›lar içinde kal›pla
flekillendirilmifl büyük boy cam heykelleri ile tan›nan Stanislav
Libensky ve Jaroslava Brychtová, ayn› zamanda cam e¤itiminin de
kurucular›ndand›r. 2002 y›l›nda Libensky’nin vefat›na kadar ortak
eserler üreten ikilinin baz› sanatsal çal›flmalar› mimari
uygulamalarda da de¤erlendirilmifltir (Resim 7). Bir baflka
Çekoslovakyal› sanatç›, Rene Roubícek, Dünya Ticaret Fuar›nda
sergiledi¤i üfleme biçimlerden oluflan düzenlemelerle ismini
uluslararas› platformda duyurmufl, günümüzde de kent dokusunda

04

05



yer alan çok büyük boyutlu üfleme parçalardan düzenlemeleri ile
tan›nmaktad›r (Resim 8). Libensky ve Brychtová’n›n ö¤rencisi
Marian Karel ise ya mekan› eserin bir parças› haline getirmekte
ya da eseri mekan›n bir baflka boyutta devam› k›lmakta ve
malzemenin optik etkisini özellikle yans›malar›- yan›lsamalar›
ustaca kullanmaktad›r. Karel genellikle düz cam kullansa da,
malzemenin s›radan düz cam oldu¤u zorlukla alg›lanabilmektedir
(Resim 9). Sanatç›lar›n kulland›klar› cam çeflitleri ve flekillendirme
teknikleri de kendi sanatsal ifadeleri do¤rultusunda de¤iflmektedir.
Karel düz cam ile so¤uk flekillendirme tekniklerini tercih ederken,
di¤erleri kal›pla flekillendirme, üfleme gibi farkl› teknikleri
kullanmaktad›r. Bu dört sanatç›n›n da ifadeleri çok farkl› olmakla
birlikte ortak yönleri; eserlerinin salt heykel olarak
de¤erlendirilebilece¤i ve hiçbir fonksiyonel özellik tafl›mamalar›d›r.

Today, it is not surprising to see artistic glass works at the country
whiche has been divided as Czech Republic and Slovakia, also
considering the glass artists among the best in the world. Stanislav
Libensky and Jaroslava Brychtová, trained most of the
Czechoslovakian glass artists, were known with large cast sculptures
were also among the founders of the glass education. The couple
had been producing their artistic studies together up until the death
of Libensky in 2002. Some of their artistic glass works were
produced as a part of architectural structure (Picture 7). Another
Czechoslovakian glass artist was Rene Roubícek, at the World
Trade Fair exposed his name to the international area, by the
installations which were built by blown pieces, still today well-
known by his installations with huge blown pieces (Picture 8).
Whereas Libensky and Brychtová’s student Marian Karel has been
either makes the space a part of the work or let the piece become
another dimensional continuation of the space, also he skillfully
uses the optical qualities of glass especially reflections- illusions.
Even though Karel has been using mostly flat sheet glass, it is
hardly recognized that the material was plain glass (Picture 9).
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The variety of glasses and the
shaping methods were altered
depending on their artistic
expression. Karel prefers to use
cold shaping methods with flat
glass, while the others chose to
use different methods like casting
or blowing, etc. Albeit, these four
artists happen to have very distinct
expressions, the common point
in their works is that they can be
evaluated as a sculpture with no
functional characteristic.
Starting from the middle of the
1960’ the idea that artistic glass
can also be produced and shaped
outside the factories, known as
studio glass movement spread
all over the world, especially with
the endeavor of the American
artists. Because of this rapid
growth of the movement, also
artists, that is outside the
Czechoslovakia, started to
produce glass works.

08

Özellikle Amerikal› sanatç›lar›n giriflimleri ile 1960’l› y›llar›n
ortalar›ndan itibaren, stüdyo cam› olarak tan›mlanan, cam›n sanat
eserleri oluflturabilmek için fabrika ortam› d›fl›nda da üretilip
flekillendirilebilece¤ini savunan görüfl tüm dünyada süratle yay›ld›.
Ç›¤ gibi büyüyen bu hareketin sonucunda Çekoslovakya d›fl›nda
di¤er ülkelerde de cam sanatç›lar› ortaya ç›kmaya bafllam›flt›r.

Ça¤dafl cam sanatç›lar›, kent dokusunda de¤erlendirilecek
çal›flmalar›nda teknik özellikleri ve d›fl koflullara karfl› dayan›kl›l›¤›
nedeniyle özellikle SKS cam› di¤er ad› ile pencere cam›n› tercih
etmektedir (Resim 10, 11). Karel gibi düz cam kullanan bu sanatç›lar



pencere cam›n›n en do¤al halini, onun tüm fiziksel özelliklerine
hiçbir müdahalede bulunmadan kullanm›fl, yal›n biçimleri tercih
etmifllerdir. Karel ise boya ve kumlama gibi görsel efektlerle
camdaki yan›lsamalar› daha da artt›rm›flt›r.

Kamusal alanlarda, park ve bahçelerde, bina giriflleri gibi çeflitli
mekanlarda sanatç›lar›n cam çal›flmalar› yer almaktad›r. An›tsal
boyutlarda heykellerle kent dokusuna yeni bir yap› eklemiflçesine
müdahalelerde bulunan sanatç›lar tek parçadan imal edilmifl
çal›flmalar yerine malzemeden gelen k›s›tlamalar nedeniyle de
çoklu parçalardan oluflan düzenlemeleri tercih etmektedirler.
An›tsal heykelleri ile tan›nan Ray King kent ortam›ndaki mimari
dokuyu yap›lar›n iç dokular›n› heykellerine tafl›makta, cam malzemeyi
di¤er yap› malzemeleri ile destekleyerek yeni dokular elde etmektedir
(Resim 12).

Contemporary glass artists mostly prefer to use Soda Lime glass
in other words plain windows glass panels at their glass urban art
works because of their technical qualities and durability against
outside effects (Picture 10, 11). Even though these artists prefer
to use plain window glass panels just like Karel, they also prefer
to keep it as natural as possible, and use them without changing
any of the physical characteristics, prefer to keep them plain.
Whereas Karel insists on intensifying the reflections by using visual
effects like painting, sand blasting, etc.

Glass art works take place at different places like public areas,
parks and gardens, building entrances. Artists, which interfere the
urban structure with monumental sculptures as if added a new
building, prefer to use installations with numerous pieces instead
of one-piece productions because of the restrictions of the material.
Ray King known with his monumental sculptures transfers the
textures of the city and the inner textures of the constructions to
his sculptures, acquires new textures by supporting the glass
material with other construction elements (Picture 12).
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Especially since 1985, Dutch artist Sien van Meurs, has been
targeted and realized to build architectural sculptures. The artist
who has defined the starting point of her works as the environment,
and expresses this space with glass and natural materials (Picture
13, 14). In addition, she is forming float glass with cutting, sand
blasting and slightly slumping. No matter which technique she
uses the glasses that were used at her works remains natural, as
if untouched. In these works, glass is sometimes holding the space
and carrying it and sometimes creating a relationship between
the sculpture and the space around.

14 15



Hollandal› sanatç› Sien van Meurs özellikle 1985 y›l›ndan beri
mimari heykeller yapmay› hedeflemifl ve bunu gerçeklefltirmifltir.
Heykellerinin ç›k›fl noktas›n› ait olduklar› mekanlar›n boflluklar›
olarak tan›mlayan sanatç› bu bofllu¤u cam ve do¤al malzemeler
kullanarak ifade etmektedir (Resim 13, 14). Sanatç› SKS cam›na
kesme, kumlama ve hafif çökertme ifllemleri gibi müdahalelerde
bulunarak kullanmaktad›r. Uygulanan flekillendirme ifllemleri ne
olursa olsun bu çal›flmalarda kullan›lan camlar hiç müdahale
edilmemiflçesine do¤al durmaktad›rlar. Bunlarda cam kimi zaman
bofllu¤u kavray›p tafl›yan kimi zaman da bofllukla heykel aras›nda
fleffaf bir ba¤ kurar.

Baz› sanatç›lar sanat objesi ile fonksiyonellik aras›nda bir iliflki
kurarak sanat ve kent dokusu aras›ndaki iliflkiyi zorunlu k›lmaktad›r.
Dale Chihuly, üfleme ile gerçeklefltirdi¤i düzenlemelerini Amerika
k›tas›ndan Japonya’ya kadar çeflitli mekanlarda izleyiciye sunmufltur.
Bazen bir do¤a park›n›n avizesi, bazen bir binan›n kolyesi, bazen
de bir havuzun f›skiyesi olarak karfl›m›za ç›kan ustaca üflenmifl
camlar zarif ama güçlü bir ifadeye sahiptirler (Resim 15, 16, 17).
Raymond Martinez’in Marsilya’da Lonchamp Park›nda yer alan,
sembolik anlamlar içeren üçlü çeflmesi de çevre ile malzemenin
uyumunu baflar›yla ifade etmektedir (Resim 18). Baz› sanatç›lar
ise camdan ürettikleri kent mobilyalar› ile cam›n k›r›lganl›¤› ile
ilgili genel kan›y› hicvetmektedir (Resim 19).

Kent dokusunda neredeyse kullan›lmas› do¤al olarak kabul edilen
cam, zaman zaman da kent dokusunun temel elemanlar› binalar
ile bütünleflerek onlar› birer sanat eserine dönüfltürmüfltür. Bu
dönüflüm bazen bütünde bazense mimari bütünün ayr›nt›lar›nda
gözlenmektedir (Resim 20, 21).

Günümüzde malzeme olarak cam, uzay teknolojisinde dahi baflar›yla
kullan›labilmektedir, bu da bize cam›n insan hayat›ndaki yerinin
ne derece kal›c› oldu¤unu göstermektedir. ‹nsano¤lu kent ortam›n›
nerede oluflturursa olufltursun cam kullanaca¤› temel
malzemelerden birisi olacakt›r.
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Some artists prefer to make a compulsory relationship between
the city and art by establishing a connection between the art piece
and functionality. Dale Chihuly presents his blown installations at
different places all through from the United States to Japan. These
skillfully blown glasses that we met sometimes as a chandelier
of a natural park, sometimes as the necklace of a building
sometimes as the fountain of a pond have elegant but powerful
expressions (Picture 15, 16, 17). Raymond Martinez’s trio fountain
at the Lonchamp Park in Marseilles, which carry symbolic meanings,
successfully expresses the harmony of the material and the
environment (Picture 18). On the other hand, with glass furnitures
some artists satirize the general belief on glass that it is easily
breakable (Picture 19).

Glass, that we almost accept as a natural material in the city
structure, occasionally integrating with buildings, the basic elements
of the city, turning them into an artwork. This transformation can
be observed from time to time at the whole or else at the details
of the architectural whole (Picture 20, 21).

Today, as a material glass can be used at the space technology,
this fact also proves us that it has a lasting situation in human lives.
Regardless of where the human beings constitute the city structure,
glass is going to be one of the basic materials.
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Resimler Pictures

Modular VII Chiller Plant, Pennsylvania Plant, Leers Weinzapfel
Associates, ABD
Posta Kutusu, Bert Van Ransbeeeck
Roma Dönemi, mozaik cam duvar kaplamas›
Üfleme tekni¤i ile düz cam imalat›n› gösteren alç› heykel
Vitray pencere, Fransa
ING Bankas›, Udo Zembok, Amsterdam
Stanislav Libensky ve Jaroslava Brychtová
“Don’t worry be happy”, Rene Roubí_ek, 1990
“Pyramid”, Marian Karel, 1996
Bert van Loo
“Pantheon”, Danny Lane, 2000
“Eliptic Lens”, Ray King
“Ship on Granite”,“Glass-Object with Black Granite”, Sien van
Meurs, 1989, 1990
“Ship on Granite”,“Glass-Object with Black Granite”, Sien van
Meurs, 1989, 1990
“Icicle Creek Chandelier (Leavenworth) ”, Dale Chihuly
“Anemone Wall (Seattle) ”, Dale Chihuly
“Tower of Light (Monte Carlo) ”,  Dale Chihuly
“Blue Fountain”, Raymond Martinez
“Park Bench”, Won Joo Park, Kore
“Nationale Nederlanden Building”, Frank O. Gehry & Assoc.
(USA), Prag, 1992-96
“Die Treppe”, Ivo Rozsypal

Modular VII Chiller Plant, Pennsylvania Plant, Leers Weinzapfel
Associates, ABD
Mailbox, Bert Van Ransbeeeck
Romn Period, mosaic glass wall tile
Plaster sculpture which explains the flat glass production with
blown glass
Stained Glass Window, France
ING Bank, Udo Zembok, Amsterdam
Stanislav Libensk_ and Jaroslava Brychtová
“Don’t worry be happy”, Rene Roubí_ek, 1990
“Pyramid”, Marian Karel, 1996
Bert van Loo
“Pantheon”, Danny Lane, 2000
1“Eliptic Lens”, Ray King
“Ship on Granite”,“Glass-Object with Black Granite”, Sien van
Meurs, 1989, 1990
“Ship on Granite”,“Glass-Object with Black Granite”, Sien van
Meurs, 1989, 1990
“Icicle Creek Chandelier (Leavenworth) ”, Dale Chihuly
“Anemone Wall (Seattle) ”, Dale Chihuly
“Tower of Light (Monte Carlo) ”, Dale Chihuly
“Blue Fountain”, Raymond Martinez
“Park Bench”, Won Joo Park, Korea
“Nationale Nederlanden Building”, Frank O. Gehry & Assoc.
(USA), Prag, 1992-96
“Die Treppe”, Ivo Rozsypal

01

02

03

04

05

06

07

08

09

10

11

12

13

14

15

16

17

18

19

20

21

01

02

03

04

05

06

07

08

09

10

11

12

13

14

15

16

17

18

19

20

21



Ekim - Aral›k / October - December 2004  • Seramik Türkiye134

Art / Design
Sanat / Tasar›m

Resimler icin Kaynakça Pictures References

Resim 1, 2, 7, 11, 12, 19, 20, 21 Neues Glas/ New Glass, German
Language Publications Inc.,New Jersey
Resim 3 BATT‹E, David ve Simon Cottle, Sotheby’s Concise
Encyclopedia of Glass, Londra: Conran Octupus Limited, 1997
Resim 4 N. Gülgün Elitez
Resim 5, 6, 17,18 La Revue de la Ceramique et du Verre, Vendin-
le-Vieil
Resim 8, 13, 14 RICKE, Helmut, Neues Glas in Europa/ New
Glass in Europe 50 Künstler-50 Konzepte/ 50 Artists-50 Concepts,
Düsseldorf: Verlagsanstalt Handwerk, 1990
Resim 9, 11, KLEIN, Dan, Artists in Glass, Londra: Octopus
Publishing Group Ltd., 2001
Resim 15, 16 www.chihuly.com/installations/public

Picture 1, 2, 7, 11, 12, 19, 20, 21 Neues Glas/ New Glass, German
Language Publications Inc.,New Jersey
Picture 3 BATTIE, David ve Simon Cottle, Sotheby’s Concise
Encyclopedia of Glass, Londra: Conran Octupus Limited, 1997
Picture 4 N. Gülgün Elitez
Picture 5, 6, 17,18 La Revue de la Ceramique et du Verre, Vendin-
le-Vieil
Picture 8, 13, 14 RICKE, Helmut, Neues Glas in Europa/ New
Glass in Europe 50 Künstler-50 Konzepte/ 50 Artists-50 Concepts,
Düsseldorf: Verlagsanstalt Handwerk, 1990
Picture 9, 11, KLEIN, Dan, Artists in Glass, Londra: Octopus
Publishing Group Ltd., 2001
Picture 15, 16 www.chihuly.com/installations/public
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