Kent dokusunda
mozaik
uygulamalarindan
bir kesit

A cross-section
of mosaic applications
In urban texture

Mozaik antik cagdan gtiniimiize ulasan bir ylizey kaplama sanatidir.
Bu sanat dali farkli renklerde ve ¢ok kiiclk boyutlardaki mermer,
tas, seramik, cam gibi malzemelerin yanyana getirilerek uygulanacak
yiizeye harc ile sabitlenmesiyle gerceklestirilir. Bir anlamda mozaigi
parcadan bittine ulasma yontemi olarak da tanimlayabiliriz.

Tarihsel surecte mozaik uygulamalarin baslangici M.0.3000'lere
uzanmaktadir. Mezopotamya'daki Uruk kenti Inanna tapinagindaki
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Mozaik sanaty, estetik ve yapisal 6zellikleriyle

hi¢ siphesiz daha uzunyillar kentlerin
kimliginin olusmasindaki 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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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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pismis topraktan yapilmis, siyah, beyaz, kirmizi renkli geometrik
desenler olusturan konik civilerin duvara sokulmasi ile yapilan
duvar,mozaik teknigini animsatmasi nedeniyle ilk 6rnek olarak
nitelenmektedir, (Resim 1).

Tas parcalarinin ya da kicuk cakil taslari ve deniz kabuklarinin
dizilmesi ile olusturulan mozaik kaplama ornekleri daha sonra
Misir, Girit, Frig ve Urartu uygarliklarinda kullanitmistir. Mozaik
teknigi Yunanistan ve Anadolu’da M.0. 2. yiizyildan itibaren biiyiik
gelisim gostermis ve yaygin bicimde yapilarda yer almistir. Erken

Islam sanatlarinda da bu kaplama teknigi siirmiistiir.

Roma doneminde islenmemis ¢akil ve taslarin yerini kiiclk kiclik
kesilmis tas kupler almistir. Cok sayida doseme mozaikleri yapilmis,
evlerin yani sira kamu yapilari ve saraylarda da bu teknik
kullanilmistir. Ge¢ Roma ve Bizans'ta yer désemesi olarak mozaik
uygulama azalmis, onun yerine duvarlarin mozaikle kaplanmasi
cok yayginlasmistir. Teknik gelismis renkli cam kiplerin yani sira
cam ve altin varak uygulamasi da bu donemde kullanilmaya
baslamistir.

Mozaik sanatinin ilk orneklerinde daha ¢ok geometrik desenler
gorulurken, Roma donemi mozaiklerinde genellikle mitolojik
oykiiler, av sahneleri, zengin hayvan ve bitki desenleri gorulur.
Bizans doneminde figlratif anlatim ¢ok gelismis, ayrintilar snem
kazanmustir. Ozellikle dini yapilarda mozaik uygulamalarin 6n plana
gecmesi hiristiyanlikla ilgili konulari da beraberinde getirmistir.
Diz bir zemin tzerinde yer alan parlak renkli figurler ve sahneler
kabartma duygusu uyandirir. Vl.ytzyila tarihlenen bu donemin
basyapitlari Ravenna ve istanbul'da Ayasofya’da bulunur.

Duvar mozaigi altin cagini X- XIl. ylzyillar arasi yasamustir. XIV.
Yiizyilda 6zellikle figlrlerin anlatimi ¢ok biiylik rahatlik kazanmis,
altin yaldizli diiz zeminin yerini, manzara ornekleri almistir. Bu
doénemin basyapiti olarak Kariye Camii (Chora Manastiri) mozaikleri
gosterilebilir.

Bizans mimarliginin etkisiyle Erken islam mimarliginda da mozaik
uygulamasi siirmustur. islam sanatinda mermer disinda, cini
mozaik teknigi gelismis, renkli seramik parcalarla desenler
olusturulmustur. Ronesans Avrupasi’'na da yayilan mozaik sanat
gelenegi, ortacag doneminde insa edilen yapilarda da uygulanmis,
mozaiklerin cogunda déneme ait resimlerin ozellikleri yansititmistir.

Tarihsel stirecte sadece ev, dini yapilar ve saraylarin ic mekanlarinda
olimstizlesen mozaik sanati yirminci ylizyilda bu kullanim alanlart
disina tasmistir. Klasik mozaik geleneginde bulunan resim dili
birakilmis ve soyut desenlerin olusturuldugu, parlayan renkleriyle
cevreye estetik deger katan yeni bicimlerde uygulanmistir. Bu
mimari elemanlar, dis cephe kaplamalarindan, heykellere, oturma
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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.




birimlerinden, bacalara, kolon kaplamalarina, cesmelere, alan
dizenlemelerine kadar uzanan genis bir yelpazeye yayilmistir.

20. Yuzyil modern seramik sanatinda bircok sanatci bu uygulamay
eserlerinde kullanarak, kent dokusunda yenilik¢i anlatimlarla ok
zengin ornekler vermislerdir. Ancak burada konu, secilen dort
sanatcinin uygulamalariile sinirlandirilarak orneklenecektir.

Yiizyilin baslarinda modern mimarinin éncii isimlerinden ispanyol
mimar Antoni Gaudi, yapilarin i¢ ve dis yuzeylerinde seramik
malzemeyi mozaik yontemle cok siklikla kullanmis, pek cok
sanatglya ornek olmustur.

Gaudi mimarlik egitimini tamamlamasindan kisa bir siire sonra,
zengin bir sanayici olan Kont Guell'in mimari projelerini
gerceklestirmis ve onun adi ile anilan bir konak ve parkin yani sira
bir de sapel tasarlamistir.

1886- 89 Yillari arasinda gerceklestirdigi ‘Giiell Konagi” heykelsi
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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 Guell who was arich
industrialist, and designed a chapel alongside a mansion and park
called by his name.

The “Giiell 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.
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bicimli ve mozaikle kapli bacalarini uyguladigi ilk yapidir. 1890°dan
sonra Gaudi'nin Uslubunda bazi degismeler olmus, diiz ¢izgilerin
yerini egriler almis, yapilarini dogadan esinlenerek bicimlendirmeye
baslamistir. Barselona'da gerceklestirdigi Batllo ve Mila apartmanlart
bu anlayisin en glizel 6rnekleridir. Bu tarihten itibaren mozaik
kaplamayi calismalarinin vazgecilmez bir parc¢asi olarak kullanmistir.

Esin kaynagi gokytizi ve su olan ve organik cizgiler tasiyan ‘Batllo
Evi’ (1904-1906) tamamen yenilik¢i bir anlayisla yapilmistir. Evin
parabolik catisi yesile kacan mavi renkli seramik kiremitler ve
oluklarla, dis cephenin dalgali ylizeylerinin biytik bolimu de farkl
renklerde sirli mozaik parcalar ve yuvarlak madalyon tarzi birimlerle
kaplanmistir. ( Resim 2 ). Cok renkli bacalar da yine heykelsi
bicimlerini koruyarak mozaikle kaplanmistir. Bu bina aslinda " Guiell
Park’ in da habercisi olmus adeta onun minyatir bir ornegini
olusturmustur.

‘Mila Evi' (1906- 1910 ise biitlinlyle, cok biiyiik bir kaya parcasindan
oyulmus heykel gibidir. Batllo evine gore dis yiizeylerde daha az
mozaik kullanilmistir. Catidaki degisik formlu bacalar da Batllo
Evi'ndeki gibi renkli degildir. Gaudi burada sadece beyaz renkli
seramik mozaik kullanmistir, (Resim 3).

Gaudi'nin tasarlayip uygulamasini gerceklestirdigi,
genis bir alan tizerine kurulu ‘Guell Park’ (1900-
1914) 6zglin yapisi ve mozaik kaplamalari ile
kent kimliginin olusmasinda Barselona'yi 6zel
ve ayricalikl bir yere tasir. Park
merkez kisminda biytik bir terasi
olan, duvarlari cevre ile uyumlu
kivrimlardan olusmus doga ve
arazi ile btlinlesen bir acik alan
yapisidir. Disaridan baslayarak
iceriye dogru ilerledikce parkinilging
birimleri kadar kullanilan mozaik
kaplamalarda yogun ilgi ceker.
Ana giris kapisinin hemen
yakininda yer alan iki bina
dilimli kiremit etkisi veren
mozik cati kaplamalari
(Resim 4), pencere
pervazinda yer alan
mozaikleri ve fantastik
yapilariyla blydld bir ortam
olustururlar. Bu yapilarda
pencere pervazlari mavi-beyaz
desenli karolarin kirilarak
mozaik etkisi ile ylizeye monte
edilmesi ile olusturulmustur,
(Resim 5).

The 'Batllo House’ (1904-1906), the sources of inspiration
of which are the sky and water, which bears organic Sy
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 i
of the exterior facade 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
‘Guiell 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 ‘Guell 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).

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 é).



Birbirine paralel merdivenlerle parkin merkez kismina
ulasilmaktadir. Merdivenler ve merdivenlerin kenarlarinda sadece
beyaz renkli mozaik kullanilmasi, basamaklarin girisinde yer alan
¢ok renkli mozaiklerle kapli canavar timsah heykelinin 6n plana
cikmasini saglamaktadir, (Resim 6).

Merdivenlerden sonra ulasilan dorik tarzdaki situnlarla cevrili alan
antik orneklerdeki gibi anfitiyatro islevini stirdurirken, mozaikleri
ile 6n plana cikmaktadir. Buradaki stitunlarin alt kisimlari ve tavanin
biylik bolimu beyaz mozaik parcalari ile kaplidir. Ancak doganin
hi¢ bir zaman tek renkli olmadigini kanitlarcasina tavanda yer yer
cok renkli mozaik gobekler yapilmistir, (Resim 7).

Situnlarla olusturulan bu biyiik alanin ¢atisini Gaudi, oturma
birimleriyle cevrili teras alani olarak tasarlanmistir. Duvarlarin
olusturdugu farkli egriler tim alana btiyik bir hareket ve cok renkli
mozaik kaplamalariyla renk katmistir,(Resim 8). Gaudi banklari
tasarlarken de insan viicudunun fiziksel yapisina uyumlu olmasi
icin biyiik 6zen gostermistir.

Parkin buttinine hakim olan mozaik kaplama yonteminde Gaudi,
fabrikalarin kirik ya da defolu Griinlerinden yaralanmis, ekonomik
bir davranis sergilerken Ispanyol karo uretimininde adeta parcalar
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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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halinde bir dokimiini yapmustir, (Resim 9). 1984 Yilinda ‘Giell Park’
mimarlik tarihindeki nemi nedeniyle Unesco’'nun talimatiyla
uluslararasi koruma altina alinmistir.

‘Sagrada Familia’ Kilisesi ise Gaudi'nin 1883 yilindan 1926 yilinda
oliimiine kadar devam ettidi bir projedir. ilging striiktiir calismalarinin
doruk noktasini olusturan bu yapi simgesel anlatimlarla da
zenginlestirilmistir. Cephe Uzerinde yer alan dort kule, Gaudi'nin
tim yaprtlarinda oldugu gibi mozaiklerle kaplanmistir. Ancak kilise
Gaudi'nin 6limd ile bitmeyen bir basyapit olarak kalmistir.

Soyut sanatin onde gelen isimlerinden Miro ressam ve heykeltras
kimliginin yani sira seramik calismalariyla da diinya ¢apinda 6nem
kazanmis bir sanatcidir.Miro seramik malzeme ile yeni anlatim
imkanlari kesfettigini ve bu alanin kendisine essiz bir ufuk actigini
her zaman belirtmis ve dliminden kisa stire 6nce de seramigi
‘hayatimin en sevdigim sanat dali’ diye tanimlamistir.

1944 yiinda Artigas atolyesinde basladigi seramik calismalarina
araliksiz devam etmis, yapitlarinda degisik hamuryapilarini denemis,

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 ‘Gliell 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 fagade 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 | liked the most’ a short

resimlerindeki canli renk skalasini yakalamaya ¢alismistir. Cok
sayida pano calismasi yapmis, sanatin mimari ile bulusmasindan
blyik zevk almistir. Ayni sekilde heykellerinin de yapilarda ya da
kent dokusunda yer almasi calismalarina ivme katmistir.

Kullanildiklari yerlere ve yapitlarin boyutlarina gore malzeme
secimine ¢cok dikkat eden sanatcinin anlatiminda da antropomorfizm,
kadin ve kus bicimleriyle kendini gostermistir.

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



1962'de ‘Saint Paul de Vence Vakfi’ bahcesine yerlestirilen tic metre
boyunda bir heykeli tasarlayip uygulamistir, (Resim 10). Dogurgan
ana tanricaya gonderme yapan kuslu heykel refrakter malzemeden
yapilmis ve Ust Uste binen parcalardan olusmustur. Bu heykel ayni
zamanda Miro’nun 1982'de yapacagi anitsal nitelikli mozaik kapli
heykelin de temelini olusturmustur.

Barselona'daki ‘Escorxador’ parkina yerlestirilen bu heykelde de
Miro, Altamira magarasindaki resimlerden, Katalan sanatindan
edindigi etkilerin izlerini sirdirmustir. Karnindaki yarikla
dogurganlik ve bereketi temsil eden ana tanrica heykelin dayanak
noktasidir, (Resim 11). Kuslu kadin heykeli sari, kirmizi, yesil, siyah
mozaik birimleriyle kaplanmistir, (Resim 12). Miro tarzini en iyi
sekilde temsil eden bicimi ve renkleriyle bu heykel, Miro'ya ait tek
mozaik kaplamali 6rnek olma ozelligini de tasimaktadir.

Mozaik sanatini yapitlarina coskuyla tasiyan bir baska sanatci da
Niki de Saint Phalle’dir. 1955 Yilinda Barselona’ya yaptigi bir gezide
Gaudi'nin tasarlayip uyguladigi ‘Park Giell'i hayranlikla izlemis ve
bu etkilenme ile bir giin insanla doganin bulustugu kendi mutluluk
parkini yapmaya karar vermistir. Bu diistinceden 24 yil sonra da
‘Hayatimin en biiylik macerasi’ dedigi mozaik kapli heykellerden
olusan Tarot Parki'ni yapma isine girismistir. 1979-1996 yillar
arasinda yapimi siiren, ‘Tarot Parki’ olarak niteledigi heykeller parki
Toscana’da ki bir 6zel arazi Uzerindedir. Parkin tasarlayicisi heykel
sanatcisi Niki de Saint Phalle burada tarot kartlarinin bir oyun mu
yoksa bir yasam felsefesi mi oldugunu sorgulamistir.

Parkta 6nemli mesajlar icerdigine inandigi imparatorice, Giines,
Giic, Oliim, Adalet, Sans, Seytan gibi kart numaralariyla da
tanimlanan simgesel anlamlar yiikli 22 tane anitsal nitelikli heykel
gurubu gerceklestirmistir, (Resim 13, 14, 15, 16)
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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 Giell', 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.
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‘Imparatorice” koruyan kollayan rolii ile bir sfenks seklinde
tasarlanmis ve heykelin ici de calismalarin surdirildugu stirece
ev-atolye haline donustirtlerek kullanilmis ve anlami fonksiyonla
buttnlestirilmistir, (Resim17).

Yasam kaynagi olan ‘Giines’ ise Meksika ve Kizilderili destanlarinda
anlatilan ve giinese en ¢ok yaklasabilen canli olan kusla
ozdeslestirilerek tasarlanmistir, (Resim 18).

Bu heykellerin bir diger ortak 6zelligi cok biyiik boyutlu olmalarinin
yani sira herbirinin cok renkli seramik, cam ve siklikla ayna
parcalariyla kaplanmasidir. Mozaikler ayni antik Misir'da oldugu
gibi, ana govdeyi olusturan metal konstriiksiyon Gzerinde
sekillendirilip numaralanmis, sonra pisirilmis ve tekrar yerlerine
sabitlenerek olusturulmustur. Mozaik parcalarin kuruma ve pisirim
kuculmeleri sonucu olusan araliklar birimler arasi derz bosluklarini
olusturmus, cogunlukla bu araliklara 1sigin daha da parlak hale
gelmesini saglayan ayna kiriklari yerlestirilmistir.

Boylesine kapsamli bir projede Niki de Saint Phalle calismalarini
biiyiik bir ekip destegi ile siirdiirmiistiir. Ornegin modellerin
biyitilmesi islemlerini baska projelerde de beraber calistigi Jean
Tinguely ve Don Winsen yapmistir. Ustiin bir sabir ve titizlik
gerektirenseramik mozaik birimler Venera Finocchiaro ve ekibi
tarafindan hayata gecirilmistir. Ayrica peyzaj mimarlari, parki
cevreleyen duvar 1 tasarlayan tinli mimar Mario Botta gibi cok
sayida kisi bu projede yer almistir.

Simgesel 6geler iceren resimleriyle taninan avusturyali ressam
Hundertwasser yapitlarinda hep canli renklerin pesinde kosmus,
cevre ve mimari ile de yakindan ilgilenmistir. Resimlerindeki parlak,
canli renkleri yapilarina da tasimis ve bu konuda seramik
malzemeden yararlanmistir. Sanatci, bina tasarimi ve eski yapilara
yeniden model verilmesi icin ¢cok sayida proje gelistirmis, 1979-
1986 yillari arasinda yapimi gerceklesen Viyana'daki ‘Hundertwasser-
Krawina House' tasarimina katilma olanagi verilen ilk yapi olmustur.
Bu yapida sanatci, mimar Prof. Josef Krawina ile biyik bir uyum
icinde calismistir. Bu ishirligi sayesinde daha sonra gerceklestirecegi
projelericin essiz deneyimler kazanmistir. ‘Hundertwasser-Krawina
House’ cok 6zel bir mimari karaktere sahiptir. Yapidaki her daire
cizgi etkisi yaratan mozaik bantlari ve farkl farkli boyanmis renkleriyle
uzaktan bile ayirt edilebilir, (Resim19). Bina girisindeki mozaik kapli
fiskiyeli havuz ve belli egimler olusturularak dosenen parke
taslari bu evdeki siprizlerin } : .
habercisidir, (Resim 20).

Dogaya olan tutkusu nedeniyle
Hundertwasser binasinda
teraslara cok 6nem vermis ve
insanlarin sehir dokusu icinde,
dogayla tekrar temas
sagliyabilecekleri bahceler
yaratmistir. Teraslarin bazilari
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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, 14).

‘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



kullanilabilirken bazilarina ulasilamamaktadir. Bunlarda doga kendi
donglsini strdirmekte; zengin bitki ortlsu ile ev mevsimin
renklerine birinmektedir.

Hundertwasser evlerin duvarlardan cok pencereleriile 5nem
kazandiklarina inanmaktadir. Bu gorus ile rasgele serpistirilmis
izlenimi veren sira disi bir ¢izgide tasarimlar yapmistir. Genel olarak
evlerde belirleyici bir pencere bicimi olmasina karsin Hundertwasser
evinde bircok tipte pencere vardir. Hepsi ayni cizgide siralanmamistir.
Herbirinin renkleri farklidir ve hepsini cok 6zel kilan da pencere
Ustlerindeki renkli mozaik birimlerden olusan kilit taslaridir,
(Resim21).

Hundertwasser mimaride renk elde etmek isteniyorsa, bunun
seramik malzeme ile miimkiin olacagini dile getirmis, canli ve
dayanikli renkleri nedeniyle bu malzemeyi siklikla ve degisik
sekillerde kullanmistir. Genel olarak ylizeyde lekesel etki birakan
alanlarda buytik parcalar halinde mozaik kullanmayi tercih etmistir.

Bu yapida bircok mimari eleman da seramik malzemenin mozaik
etkisi verecek sekilde birlestirilmesiyle kaplanmistir. Bunlarin
basinda cok renkli seramik kapli kolonlar gelir, (Resim 22). Gaudi
orneginde oldugu gibi degisik tipte kubbeli catilar, mozaik kapli
bacalar da Hundertwasser evinin vazgecilmez elemanlaridir.

1990-91 Yillarinda insa edilen ‘KunstHausWien’ sanatcinin dis
cephede son derece dinamik lekeler olusturacak sekilde mozaikli
yizeyler kullandigi bir kiiltiir merkezidir. (Resim 23). Binanin giris
katinda kafe ve satis Unitesi yer alirken, Ust iki kat Hundertwasser'in
resimlerinin ve mimari maketlerinin sergilendigi daimi miize-galeri
halinde diizenlenmistir. En Ust iki kat ise uluslararasi cagdas sanat
yapitlarinin sergilenmesi icin galeri olarak planlanmistir. Tim bu
katlarin ortak ozelligi zemin kaplamasinin yumusak engebelerle
olusturulmasi ve mozaikle kaplanmasidir. Cati terasi ve seramik
mozaik kapli kolonlar da bu binanin vazgecilmezleridir.

Her ne kadar Hundertwasser ‘Gaudi'nin oliminden sonra
binalardaki ylizey nesesi kact’ dese de kendi yapitlariyla bu nese
ve coskuyu kent dokusunda siirdiirmektedir, (Resim 24).

Kullanim sekilleri ve uygulama yapilan yiizeyler degisse de mozaik
sanati gecmisten glinimuize surekliligini korumakta ve sanatcilar
tarafindan zengin ornekler Uretilmeye devam etmektedir.

Hem estetik hem de yapisal 6zellikleriyle daha uzun yillar kentlerin
kimliginin olusmasinda mozaik sanatinin yerini koruyacagina da
suiphe yoktur.

Sanat/Tasarim
Art/Design

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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The first mosaic covering example formed by cone mosaics
Gaudi, ‘Batllo House’ and roof detail
Gaudi, Mosaic covered chimneys (Giiell Mansion, Batllo House,

Uruk'taki inanna Tapinaginda, konik seramik civilerle olusturulan
ilk mozaik kaplama ornegi
Gaudi, ‘Batllo Evi' ve cati detay:
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Gaudi, Mozaik kapli bacalar (Giiell Konag, Batllo Evi, Mila Evi)
Gaudi, ‘Guell Park’ ta mozaikli cati kaplama detayi

Gaudi, ‘Giiell Park’ mozaikli yapi ve pencere pervazi detayi
Gaudi, ‘Glell Park” mozaik kapli canavar timsah heykeli
Gaudi, ‘Giell Park’ mozaik kapli dor siitunlu mekan

Gaudi, ‘Glell Park’ mozaik kapli oturma elemanlari

Gaudi, desenli karo kiriklari ile olusturulan mozaik detayi
Miro, Kadin ve Kus adli 1962 yilina ait refrakter heykel

Mila House)

Gaudi, mosaic roofing detail at ‘Guell Park’

Gaudi, ‘Giell Park” mosaic structure and window sill detail
Gaudi, ‘Guell Park” mosaic covered dragon alligator sculpture
Gaudi, ‘Guiell Park’ space with mosaic covered Doric column
Gaudi, ‘Guell Park” mosaic covered sitting units

Gaudi, detail of mosaic formed by designed broken tiles
Miro, refractor statue from year 1962, named Woman and Bird
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Miro, mosaic covered statute from year 1983 named
Woman and Bird

Miro, Kadin ve Kus adli 1983 yilina ait mozaik kapli heykel
Miro, Kadin ve Kus adli mozaik heykel detayi
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Niki de Saint Phalle, ‘Gli¢’ temali mozaik heykel gurubu Miro, detail of mosaic statute named Woman and Bird

(Kart X1) Niki de Saint Phalle, The Power’ themed statue group
Niki de Saint Phalle, Tarot Parki'nda ‘Olim’ temali mozaik heykel (Card XI)

(Kart XII) Niki de Saint Phalle, ‘The Death’ themed mosaic statue in ‘Tarot
Niki de Saint Phalle, ‘Tarot Parki’'nda ‘Adalet’ temali mozaik Park’ (Card Xill)

heykel (Kart VIII ) 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 facade 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

B

Niki de Saint Phalle, Tarot Parki'nda ‘Sans Tekerlegi’ temali
mozaik heykel, (Kart X]

Niki de Saint Phalle, ‘Tarot Parki’'nda ‘imparatorice” heykeli
metal striiktiirii ve mozaik kapli hali

Niki de Saint Phalle, ‘Tarot Parki'nda ‘Giines’ heykeli metal
striiktlrt ve mozaik kapli hali

Hundertwasser-Krawina evi cephesi

Hundertwasser-Krawina evi girisindeki mozaik kapli fiskiyeli
havuz

Hundertwasser-Krawina evi, katlari ayiran ¢izgisel mozaikler
ve pencere ustlerindeki seramik birimler

Hundertwasser, KunstHaus — mozaikli dis cephe ve parke taslari
ile terra kottalarla kapli mozaik etkili yer dosemesi
Hundertwasser, KunstHaus girisindeki seramik kapli kolonlar
Kent dokusu icerisinde KunstHaus'un gériinisu
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Tarihsel surecte, Bati
Anadolu’'dakiorneklerde
tuvalet ve banyo
ekipmaninin tasarim
acisindan incelenmesi

Study of washroom and bathroom

Ars. Gor. Efe Tiirkel

Dokuz Eylil Univer§itesi

fixtures in terms of design a[ong higtory Gizel Sanatlar Fakiies Sramik BALimG, i

Research Ass. Efe Tuirkel

on examples in Western Anatolia O Urversty

Temizlik eylemi, gerek saglik
gerekse psikolojik acidan
insanligin varolusundan bu yana
en onemli gereksinimlerinden
biri olmustur. Temizlik kavrami
toplumdan topluma, bireyden
bireye ve hatta sosyal sinif ve
egitim farki olan gruplar arasinda
bile cesitlilik gostermistir. Kimi
zaman temizlik, insanlar arasinda
bagimllik boyutuna varirken kimi
zaman da dini ya da batil inanclar
dogrultusunda bireylerin
ellerinden geldigince uzak
durmaya calistigi bir davranis
bicimi olarak kendini gostermistir.
Temizlik kavrami

Faculty of Fine Arts, Ceramic Department, lzmir

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
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icin durum bdyleyken tuvalet ihtiyaci icin sdyleyebilecegimiz fazla
istisnai durumlar ortaya ¢cikmamistir. Sonucta bosaltim sistemi
insanin iradesi disinda ¢alisan bir mekanizma olarak gorildiigu
takdirde kisinin eylemi ve temizligi konusundaki alternatifleri
sinirlidir. Ancak farklliklar ekipmanin tasarimlari ve islevselligi
boyutunda ortaya ¢ikacaktir.

Tuvalet techizatlarinin tasarimlari zaman stirecinde farkliliklar
bireyler her gecen zaman diliminde daha “iyi” olani aramistir.
Ornegin, Antik Déneme ait Frigya magara evlerindeki tuvaletlerle,
(Resim 1a.1b). Bodrum Kalesi'nde bir zamanlar mahkumlarin
kullandigi tuvaletlerin arasinda hem tasarim hem de mekan olarak
cok biyik farkliliklar gézlenmez, (Resim 2). Ancak buradaki “iyi”
kavraminin temelinde, tasarimdaki ergonomi problemi yatmaktadir.
Kullanilacak olan techizat her ne kadar “insana dair” olursa olsun
tasarim ve islevsellik cercevesiicinde gelisim gosterebilecek bir
yapiya sahip olabilmelidir. Tuvalet ve banyo techizatlarinin tasarimlan
da Roma ve Osmanli donemlerinde muhtemelen bir mimari problem
olarak gorilmekteydi. Clinkd kullanilan tuvalet ve banyo gerecleri
seramikten degil, mimarlarin kullandigi tas veya mermer
malzemeden islenmekteydi. O donemin tasarimcilari tas iscileri ve
onlara siparis veren mimarlar olmaliydi,(Resim 3).

Tuvaletler ve banyolar hem techizat, hem de mekan baglaminda
daima gelisim gostermis ancak bu gelisim, aliskanliklarin,
geleneklerin, modanin, teknolojinin ve bilimin 1sigi altinda olmustur.
Banyo ve tuvalet aliskanliklarini ve ekipmanin tasarimlarini gecmisten
gunimiize inceledigimizde, zaman ilerledikce cesitliligin arttigini
gordruz.

Techizatlarin tasarimlarinin gelisimi toplumlarin sahip oldugu su
kulturu ile de ilgili olmustur. Eski Turklerde kuskusuz dag, ates,
su gibi doga unsurlari tanri mertebesine cikarilmistir. irtis kiyilarinda
yasayan Kimek-Kipcaklar, irtis Irmagi'na tapar ve suya tanri goziiyle
bakarlardi. Orhun Yazitlar’'nda kutsal su kaynaklari ve bunlarin
kirletilmesinden kacinildigr belirtilmistir. ibn Faldan ise Oguzlarin
sudan kactiklarindan bahsetmis ve tuvaletten sonra
temizlenmediklerini, sudan kacarcasina davrandiklarini belirtmistir.
Cagataylar'da ise glindiiz akarsuya girmek yasaklanmistir. Suyu
idrariyla kirleten idam edilmistir. Yazar Cliveyni bu konu hakkinda
sunu yazmistir; “ilkbahar ve yaz aylarinda kimse giindiiz suya
giremez. Akarsuda ellerini ylkayamaz. Gimus ve altin kapla su
dolduramaz. Suyun ruhu temiz olmayan seylerle kirletilmemelidir.”

122

“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, (Pictures).
One of the most significant of these specimens is the Ephesus
Latrina,(Picture 5a- 5b). Latrinas were public washrooms and they




Eski cag kavimlerinde, su kaynaklarina yakin ve kaynagi bol olanlar
digerlerine oranla suyu daha rahat kullanmislar, yeterli kaynaklara
sahip olamayanlar ise birkac glin boyunca ayni kaptaki suyu
kullanmak zorunda kalmislardir. Ozellikle Roma imparatorlugu'nda
su kemerlerinin gelisimiyle saglanan su tasima islemi sayesinde
techizatlar da gelisim gostererek yeni 6rnekler olusmasini
saglamistir,(Resim 4). Bu 6rneklerin en énemlilerinden biri Efes
Latrinasi'dir,(Resim 5a- 5b). Latrinalar halkin umumi olarak
kullandigi tuvaletler olup genel yapilarina bakildiginda, yanyana
dizilmis oturma alanlari ve bunlarin altindaki suyun daimi olarak
aktigi kanallardan olusmaktadir. Ayni zamanda latrinalar,

belli bir sinifa ait insanlarin biraraya gelip toplantilar
gerceklestirdikleri bir mekandir. Kayda ge¢mis veriler bulunmasa
da soguk giinlerde, Ust siniftan insanlarin latrinalara once kolelerini
oturtup zemin isindiktan sonra kendilerinin oturduklari savi bugline
kadar ulasmistir. Gintimiuzde 1sitmali oturaklara sahip klozetler
de ayni anlayistaki isleve gore tasarlanmislardir.

Banyo ve tuvalet mekanlarina ncelikli olarak Roma imparatorlugu
déneminde gercek anlamda 6nem verilmeye baslanmistir. Ozellikle
hamam yapilarinda bunu hissetmek miimkiindiir. Oyle ki Romalilar
hamamlarini Hiristiyanligin kabulinden dnce, bir toplanti ve eglence
mekani haline donistiirmiistd, (Resim 6). Hamamlara kimi zaman
tst siniftan kadin ve erkeklerin ayni anda banyo yaptigi hedonist bir
mimari, kimi zaman da blrokratlarin devlet islerini konustuklari
bir toplanti salonu kimligi kazandirilmisti. Bunun yaninda o donemde
bir egitim okulu olarak gorilen ve sporcularin yetistirildigi
gymnasiumlarin da kendi biinyelerinde orta 6lcekte hamamlar da
bulunmaktaydi. Bu hamamlar 6zellikle sporcularin tipki
glinimuzdeki saunalarda oldugu gibi misabakalar sonrasinda
rahatladiklari ya da buharla bazi kiiclik sakatUklarini tedavi ettikleri
mekanlar olmuslardi, (Resim 7). Roma imparatorlugu’nun en
gorkemli donemlerinde sayilart hizla artan hamamlar, bu donemde
altin caglariniyasamislardi. Bu hamamlarin cok azi termal nitelikli
dogal sicak su kaynaklarina sahipti. Diger hamamlarda suyun
isitilmasi icin kiilhan (ateslik) bélimiinde odun kullanilmaktaydi.
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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.

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 Ottornan Empire. Just like
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(Resim 8). Fakat imparatorlugun giiciinii kaybetmeye baslamasiyla
hamamlarin sayilari da azaldi. Buna sebep olan etkenlerden birinin
de o donemdeki ekonomik buhran esnasinda suyun isitilmasi
isleminde yakacak olarak kullanilan odunlarin kesim ve nakliye
maliyetlerinin artmis oldugu soylenmektedir.

Roma imparatorlugu’nun mirasini Anadolu'da, banyo ve tuvalet
mekanlari anlaminda Bizans imparatorlugu'na oranla Osmanli
imparatorlugu daha iyi degerlendirmistir. Ozellikle islam dinini
benimsemis olmasi, Osmanli imparatorlugu’nda temizlige ve tuvalet
mekanlarinin ve ekipmanin tasarimlarina daha farkli anlamlarda
etki etmistir. Tipki Romalilarda oldugu gibi Osmanllar da hamam
yapilarina dnem vermistir. Mekani her ne kadar kimi zaman eglence
ve toplant amacli kullansalar da Roma imparatorlugu'ndaki gibi
diplomatik toplanti alanlari ya da “ask evleri” olarak ggrmemislerdir.
Bunun disinda Anadolu’da varligini stirdirmus olan Tiirk Devletleri,

ayni zamanda bazi su kaynaklarina da sifali olduklari gerekcesiyle
oldukca ilgi gostermislerdir. Genel olarak kullanilan bu sifali su
kaynaklarindan bazilari sicak, bazilari da soguk su kaynaklariydi.
Glnlmuzde genellikle tesislesmis olan bu su kaynaklari onceleri
dogal goletler ya da sicak su magaralari seklindeydi ve insanlar bu
kaynaklari oldugu gibi kullanarak sifa bulmaktayd:. Bu alanlar
umuma acik alanlar oldugu igin glinimuzde ya hamam ya da havuz
haline dondstirilmustur. (Resim 9-10-11-12)

Umumi olanlarin disinda her ne kadar Roma doneminden glinimiize
evlere ait banyo ve tuvalet mekanlari kalmamis olsa da bunlarin
disinda hala ayakta kalabilmis olan banyo ve tuvalet mekanlarini
Efes Yamac Evleri'nde gérmemiz mimkiindir. Ancak bu 6rnekler
Osmanli imparatorlugu’na ait son donem dérnekleri gibi ayakta
kalamadiklariicin gorsel olarak daha az bilgi vermektedirler. (Resim
13-14) Osmanli dénemine ait evlere baktigimiz zaman, banyo ve

124

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.

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.



tuvalet ekipmaninda ginimuizdekilere kiyasla oldukca buyuk
farklulklar vardir. Tuvaletler, 18. ylizyildan itibaren gelistirilen teknik
imkanlarla kokusuz hale getirilene kadar genellikle evlerin disindaki
alanlara insa edilmislerdir. Bu tuvaletler genelde derin cukurlarin
zerine monte edilmis hela taslarini kapsamaktadir. Tuvalet sonrasi
temizlik ise tasima sularla saglanmaktadir. Banyo mekanlari ise
mimariye dahil olup genelde bir oturma odasindaki ocagin hemen
bitisiginde, zemini kursun kapli ahsap dolaplarin iginde ihtiyac
giderilecek sekilde tasarlanmistir. (Resim 15) Dénemin bazi zengin
ev sahipleri ise evlerinin bahcesine yaklasik on kisi kapasiteli kiictik
hamamlar yaptirmislardir. Bu yapilar da tipki buyuk olcekte olanlar
gibi sogukluk ve halvet bolimlerine sahiptir.

Osmanli donemine ait umumi tuvalet yapilari da oldukga ilgi cekicidir.
Bu mekanlara sakahane adi verilmistir. Sakahaneler Selcuklu -
Beylikler ve Osmanli doneminde genelde camilerin bitisiginde
bulunan tuvalet ihtiyacinin giderilebildigi ve abdest alinabilen kiiciik
olcekli mimari yapilardir. Sakahanelerin en biyiik 6zelligi devaml
akan bol sularinin olmasidir. Gliniimize kadar orijinalligini
koruyabilmis ve halen kullanilan bu yapilarda tuvalet esnasindaki
kokuyu ve atiklari uzaklastirmak tzere tipki Efes Latrinasi'nda
oldugu gibii¢inden suyun

siirekli olarak aktigi bir kanala

sahiptirler. (Resim 16) Bu,
Romalilar doneminden kalma

bir tuvalet sistemi olmasina

ragmen Osmanlilarda da

kullanilmis olup giinimtize

kadar gelmistir. Aradaki en

onemli farklar;

Romalilardakinin aksine tuvalet

ihtiyacinin oturarak degil

Musliman geleneklerinde

gorildigu tzere comelerek

giderilmesi ve kisilerin ihtiyacini

giderdigi alanin kapali

olmasidir. Ayrica bu tuvalet

mekanlarinda arklardan gelen

sular, tipki giinimiiz

Turkiye'sinde kullanilan

klozetlerde gorildugu Uzere

taharet borularina sahiptir.

(Resim 17a-17b). Bu tasarim

bize gosterecektir ki, Tiirk

geleneklerine ait bir uygulama

guinimiiz sartlarina bu bicimde

adapte edilebilmistir.

insan yasaminin en biiyiik ihtiyaclarindan ikisi olan banyo ve tuvalet
ekipmaninin tasarimlari s6z konusu olunca, islevsellikte olusacak
aksamalar ekipmanin estetigine zarar verecektir. Bu durum goz
onune alindiginda estetigin islevselligin niine gegmesi sik rastlanir
bir durum degildir. Bu “islevsellik” catisi altinda tarihin tim ¢aglari
boyunca, tuvalet ve banyo tasarimlari diger ihtiyaclara oranla daha
belirgin 6zelliklere sahip olmustur. insan anatomisi de ok biiyiik
degisiklikler gecirmedigi icin tasarim kriterlerinde de buyiik
farklliklar gozlenmemistir. Clinku ihtiyac ve aktivitenin tanimi
insanoglunun varolusundan bu yana degismemistir. Tesisler ve
aliskanliklar, Anadolu'da Roma imparatorlugu'na kadar daginik ve
ilkel bir siire¢ yasamistir. Fakat Roma ve Osmanli imparatorlugunun
ekonomik giicti bu konuda halkin ve imparatorluklarin kendilerini
tesislesme, begeni ve tasarimsal ¢oziimleme konularinda
gelistirmelerine onayak olmustur. Bununla beraber tasarimlara
etki eden faktorlerin basinda dinler, gelenekler ve bazi sosyal
davranis bicimleri yer almistir. Buna gtinimtizden bir 6rnek verecek
olursak Turkiye'deki evlerde ve umumi tuvaletlerde hem alaturka
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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

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 thatin 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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hem de alafranga tuvalet gereclerinin bulundugunu soyleyebiliriz.
Buna karsilik evlerinde halen yeterli diizeyde banyo gerecleri
olmayan bireylerin sayisi da azimsanmayacak ol¢ldedir.

19.yy. da Osmanli burjuvasinin Bati ile gelisen iliskileri ve
apartmanlarin ortaya ¢ikisi, banyoya yasanilan mekanin bir parcasi
olarak yaklasilmasina neden olmustur. 20. yy. banyolarinda kurna
yerine kivet ve banyo teknesi kullanilmis, beton ya da tastan yapilan
hela taslari yerlerini seramik saglik geregcleriyle degistirmistir.
Turkler Batr'dan alinan bu banyo 6gelerini gerektigi gibi
kullanmamislar, ytkanma aliskanliklari ile bittinlestirmeye
calismislardir. Kiiveti icine su doldurarak ylkanmak yerine, ya ayakta
dus yaparak ya da bir taburede oturarak kullanmislardir. Bu kullanim
bicimi ile kuvet, Bat'dan gelme bir eklenti olmanin otesine
gecememistir. Bidenin islevi anlasilamamis, ya da banyo mekani
icinde fazla yer kapladigi distinilmiis, bu amacla klozete bir su
borusu ekleyerek tuvalet sonrasi temizlik ihtiyacina ¢ozim
bulunmustur. Tiirk banyo aliskanliklarina baktigimizda bir 6genin
degismedigini gorebiliriz, o da temiz ve akar su ile ylkanmaktir.
Hicbir zaman insanlarin su dolu figilarda veya kiivetlerde yikanmasiyla

karsilasilmamis, akar su kaynagi olmasa bile kurna sisteminde
oldugu gibisitilan su ile viicut direkt temas etmeksizin bulusmustur.

Bu veriler dogrultusunda soyleyebiliriz ki; ginumz Turkiye'sinde
kullanilan banyo ve tuvalet gereglerinin tasarimlari ve kullanim
aliskanliklari Roma’dan itham almis olan Osmanli donemi
tasarimlariyla ortismektedir. Tasarimin ve aktivitenin benzerligi
su an icin her ne kadar gecerlilik ifade etse de ¢cok kultirlu kuresel
dinya anlayisinin 6niimuze sundugu yeni secenekleri de goz ardi
edemeyiz. Bununla beraber gliniimizde tim diinyada kullanilan
tuvalet ve banyo ekipmani biiyiik l¢iide Roma imparatorlugu'ndan
miras kalan tasarimsal niteliklerle benzerlik gésterir. insanoglu
tasarim ve islevsellik yoniinden mutlak surette yeni secenekler
ureteceklerdir ancak basta fizyonomi olmak tizere gelenekler ve
kiiltirler tipki Roma ve Osmanli imparatorluklarinda oldugu gibi
tasarimlarin hayata gecirilmesinde biylik rol oynayacaklardir.
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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.

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 magara evlerde bulunan alaturka tipi
tuvalet.

Afyon Frig Vadisi’'ndeki magara evlerin gorinimd

Bodrum Kalesi'nde mahkumlara tahsis edilmis alaturka tipi
tuvalet tasl.

Kiitahya Av.Sadik Atakan Cini ve Seramik Miizesi 6ntinde bulunan
18. yy.a ait alaturka tipi tuvalet tasi.

Efes Skolastikia Hamami'nin halvet b6liimiinde bulunan ve su
tasimada kullanilan seramik boru.

B Efes Latrinasi'ndaki alafranga tipi tuvalet taslari.

Bl Efes Latrinasi’ndaki alafranga tipi tuvalet taslarindan detay.

[ Aizanoi'de M.S. 3:yy'a ait hamam yapisinin havuzu. Bu havuz
toplanti ve eglence mekani olarak kullanilmistir.

Aizanoi'deki gymnasiumda bulunan buhar delikleri. Bunlar
hem mekanin isitilmasinda hem de sporcularin tedavisi icin
kullaniliyordu.

B Aizonai Gymnasium’unda bulunan ateslik (kiithan).

B Kiitahya Yoncali, Diibecik dogal su havuzu. 1945°e kadar

dogalligini korumus daha sonra tesislesmistir. (Av. Sadik Atakan

Arsivi'nden.)

Yoncali Camur Banyosu. 1940’lara ait bu fotografta dogal su

kaynaklarinin ilk donem tesislerini ggrmek mimkundr. (Av.

Sadik Atakan Arsivi'nden.)

Kiitahya - Eskisehir yolu tizerindeki llica Hasulhas Dogal Su

Havuzu'nun 1947 yiina ait ilk tesisi. (Av. Sadik Atakan Arsivinden.)

Kiitahya Ilica’daki Bylik Hamam'in magarada bulunan sicak

su kaynag!.

Efes Yamacevlerine ait ev tipi bir latrina ornegi.

Efes Yamacevlerine ait ev tipi bir hamam yapisi. Kiilhan ve

banyonun zemini tasiyan siitun ayaklar (Hipokaust ayaklari).

Kiitahya’da Osmanli Donemi’ne ait Germiyanevleri'nden 19.yy.a

ait bir banyo kabini.

Sakahane’de bulunan ve pisuar islevi goren tuvalet tasi.

Sakahane’deki tuvalet tasinin lizerinde yer alan taharet muslugu.

Sakahanenin icindeki tuvalet tasi ve gider arki.
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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 Kiitahya Av. Sadik 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.

Kiitahya Yoncali, Diibecik natural spring pool. Maintained its
original form until 1945, was turned into a spa later. (Archive
of Av. Sadik Atakan)

Yoncali Mud Bath. The first period facilities of the natural springs
are visible in this photo from 1940s. (Archive of Av. Sadik Atakan)
The first spa facility on the llica Hasulhas Natural Spring Water
Pool on Kiitahya - Eskisehir highway dating to 1947.

Thermal water spring in the cave of Biyiik Hamam in llica,
Kitahya

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, Kiitahya, 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

127



Sanat/Tasarim
Art/Design

Kentte cam
Urban glass

Kent dokusunda cam malzemenin varligi neredeyse vazgegilmezdir.
Bilindigi gibi cam giiniimiizde pencerelerde, aydinlatma
elemanlarinda, ylizey kaplamalarinda, tanitim panolarinda,
duraklarda ve benzeri pek cok yerde kullanilmaktadir (Resim 1,2).

Cam malzemenin mimaride kullanimi camin bulunusundan itibaren
karsimiza cikmaktadir. Ozellikle Misir ve Mezopotamya'da, daha
sonra da Roma’da yapilarin iclerinde bazen de dis cephelerinde
cam karolar, camdan kakma ile yapilmis resimler, cam mozaikler
gibi uygulamalar kullanilmistir (Resim 3). Zaman icerisinde bir
baska kullanim alani da 1sik kaynaginin cevre kosullarindan
korunmasini saglamak amact ile olusmustur.

Dis cephede cam kullaniminin en énemli adimi Roma doneminde
iiflemenin kesfi ile atilmistir. ilk diiz cam imalati iifleme cam ile
sekillendirilerek baslamistir. Uflenen cam, kapali tarafindan ikinci
pipoya alinir, acik olan agiz cam firininin sicak olan girisine yakin
tutularak hizla cevrildigi zaman disa dogru acilarak daire biciminde
bir plaka olusturmasi saglanir (Resim 4). Giinimizde alismis
oldugumuz diiz cam kavramindan uzak olan bu cam plakalarin
her yerinde kalinlklar esit olamamaktadir. Plakanin ortasi da sise
dibine benzer, girdap gorinimundedir. Bir baska sorun da bu cam
plakalarin boyutlarinin cok biyiik olamamasidir. Bu nedenlerden
dolay: tretilmis olan diiz camlari, pencerelerde kullanmak icin
cesitli vitray teknikleri gelistirilmistir. Giin isigindan faydalanmanin
en etkili araci pencereler, alci vitray, beton vitray gibi buglin diger
vitray teknikleri kadar taninmayan cesitli yontemlerle
olusturulmustur. Pencereler, fonksiyonelliklerinin yani sira ait
olduklari yapilara estetik degerler de katabilmektedir. Ortacag
Avrupasi'nda giiglenen kilise, tebaasini etkilemek icin gorkemli
kilise binalari insa ettirmislerdir. Kilise binalarinda yer alan
vitraylardaki resimler dénemin en iyi sanatcilari tarafindan yapilmisti
(Resim 5). GlinlimUzde de vitray gelenegi ¢agdas sanatcilar
tarafindan kendi sanatsal ifade bicimleri ile yorumlanarak
uygulanmaktadir. Ozellikle pencerelerde kullanilan cagdas vitraylar,
gecmisteki ornekleri ile ayni teknikle veya daha az zahmetli olan
ve teknoloji sayesinde imkanlari cok daha fazla olan camin cama
i1st ile kaynastirilmasi teknigi ile sekillendirmektedirler (Resim ).
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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
facade 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
stillinterpreted 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).



Dz cam, float cam, giiclendirilmis camlar gibi ilerleyen teknolojinin
yeni Urlinleri camin mimaride kullanimini daha da zenginlestirmistir.
Cam sanati olgusu 20. yiizyilin baslarinda gorilmeye baslamistir.
Sanatsal degere sahip cam eserler 20. yiizyilin ortalarinda da
fonksiyonellikten uzaklasip kendi kimliklerini kazanmaya
baslamistir. Kent dokusunda da cam sanat eserlerinin goriilmeye
baslamasi bu donemdedir.

Avrupali ve Amerikali sanatgilar camin sanat malzemesi olarak
imkanlarini kesfederken, Cekoslovakyali cagdaslar buytik boyutlu
heykeller, mimari diizenlemeleri ile 1950°li yillarin ortasinda
gerceklestirilen Diinya Fuarlarinda tlkelerini temsil etmekte idiler.
Cekoslovakyali sanatgilarin sasirtici basarilarindaki en 6nemli
faktor, temeli cok guicld atilmis olan cam egitiminin devlet ve cam
endustrisi tarafindan da desteklenmesidir. Dénemin dogu blogu
tlkeleri arasinda yer alan Cekoslovakya'nin siyasi yapisi nedeniyle
de Uretimde rekabet, bencillik gibi kavramlarin bulunmamasi,
endustrinin devlete bagli olmasi bu paylasimi daha da gli¢lendirmis
ve bu alanda onlari rakipsiz kilmistir.

Gunimiizde, Cek Cumbhuriyeti ve Slovakya olarak ikiye ayrilan
tlkede kent dokusu icinde cam eserlerin bulunmasi ve cam
sanatcilarinin tim diinyada en iyilerden sayilmalari bizleri
sasirtmamaktadir. Cekoslovakyali cam sanatcilarinin buylik
cogunlugunu yetistiren ve cam kullanan sanatcilar icinde kalipla
sekillendirilmis blylk boy cam heykelleri ile taninan Stanislav
Libensky ve Jaroslava Brychtova, ayni zamanda cam egitiminin de
kurucularindandir. 2002 yiinda Libensky'nin vefatina kadar ortak
eserler ureten ikilinin bazi sanatsal ¢calismalari mimari
uygulamalarda da degerlendirilmistir (Resim 7). Bir baska
Cekoslovakyali sanatgl, Rene Roubicek, Diinya Ticaret Fuarinda
sergiledigi Ufleme bicimlerden olusan diizenlemelerle ismini
uluslararasi platformda duyurmus, gliniimtizde de kent dokusunda
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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 Fairsin 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.
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yer alan ¢ok bilylik boyutlu tifleme parcalardan diizenlemeleri ile
taninmaktadir (Resim 8). Libensky ve Brychtova'nin 6grencisi
Marian Karel ise ya mekani eserin bir parcasi haline getirmekte
ya da eseri mekanin bir baska boyutta devami kilmakta ve
malzemenin optik etkisini dzellikle yansimalari- yanilsamalari
ustaca kullanmaktadir. Karel genellikle diz cam kullansa da,
malzemenin siradan diiz cam oldugu zorlukla algilanabilmektedir
(Resim 9). Sanatcilarin kullandiklari cam cesitleri ve sekillendirme
teknikleri de kendi sanatsal ifadeleri dogrultusunda degismektedir.
Karel diiz cam ile soguk sekillendirme tekniklerini tercih ederken,
digerleri kalipla sekillendirme, tfleme gibi farkl teknikleri
kullanmaktadir. Bu dort sanatcinin da ifadeleri cok farkli olmakla
birlikte ortak yonleri; eserlerinin salt heykel olarak
degerlendirilebilecegi ve hicbir fonksiyonel 6zellik tasimamalaridir.

Ozellikle Amerikali sanatcilarin girisimleri ile 1960°l yillarin
ortalarindan itibaren, sttidyo cami olarak tanimlanan, camin sanat
eserleri olusturabilmek icin fabrika ortami disinda da Uretilip
sekillendirilebilecegini savunan goriis tiim diinyada siiratle yayild.
C1g gibi blyiyen bu hareketin sonucunda Cekoslovakya disinda
diger Ulkelerde de cam sanatcilari ortaya ¢ikmaya baslamistir.

Cagdas cam sanatcilari, kent dokusunda degerlendirilecek
calismalarinda teknik ozellikleri ve dis kosullara karsi dayanikliligi
nedeniyle ozellikle SKS cami diger adi ile pencere camini tercih
etmektedir (Resim 10, 11). Karel gibi diiz cam kullanan bu sanatcilar
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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 Brychtova, 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 Roubicek, 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 Brychtova'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).

The variety of glasses and the
shaping methods were altered
depending on their artistic
expression. Karel prefers to use m
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.



pencere caminin en dogal halini, onun tiim fiziksel 6zelliklerine
hicbir miidahalede bulunmadan kullanmis, yalin bicimleri tercih
etmislerdir. Karel ise boya ve kumlama gibi gorsel efektlerle
camdaki yanilsamalari daha da arttirmistir.

Kamusal alanlarda, park ve bahcelerde, bina girisleri gibi cesitli
mekanlarda sanatgilarin cam calismalari yer almaktadir. Anitsal
boyutlarda heykellerle kent dokusuna yeni bir yapi eklemiscesine
miidahalelerde bulunan sanatcilar tek parcadan imal edilmis
calismalar yerine malzemeden gelen kisitlamalar nedeniyle de
¢oklu parcalardan olusan diizenlemeleri tercih etmektedirler.
Anitsal heykelleri ile taninan Ray King kent ortamindaki mimari
dokuyu yapilarin i¢ dokularini heykellerine tasimakta, cam malzemeyi
digeryapi 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].

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.
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Hollandali sanatci Sien van Meurs dzellikle 1985 yilindan beri
mimari heykeller yapmayi hedeflemis ve bunu gerceklestirmistir.
Heykellerinin cikis noktasini ait olduklari mekanlarin bosluklari
olarak tanimlayan sanat¢i bu boslugu cam ve dogal malzemeler
kullanarak ifade etmektedir (Resim 13, 14). Sanatci SKS camina
kesme, kumlama ve hafif ¢okertme islemleri gibi miidahalelerde
bulunarak kullanmaktadir. Uygulanan sekillendirme islemleri ne
olursa olsun bu calismalarda kullanilan camlar hi¢ miidahale
edilmemiscesine dogal durmaktadirlar. Bunlarda cam kimi zaman
boslugu kavrayip tasiyan kimi zaman da boslukla heykel arasinda
seffaf bir bag kurar.

Bazi sanatcilar sanat objesi ile fonksiyonellik arasinda bir iliski
kurarak sanat ve kent dokusu arasindaki iliskiyi zorunlu kilmaktadir.
kitasindan Japonya'ya kadar cesitli mekanlarda izleyiciye sunmustur.
Bazen bir doga parkinin avizesi, bazen bir binanin kolyesi, bazen
de bir havuzun fiskiyesi olarak karsimiza cikan ustaca tiflenmis
camlar zarif ama guiclu bir ifadeye sahiptirler (Resim 15, 16, 17).
Raymond Martinez'in Marsilya’da Lonchamp Parkinda yer alan,
sembolik anlamlar iceren Ucli cesmesi de cevre ile malzemenin
uyumunu basariyla ifade etmektedir (Resim 18). Bazi sanatcilar
ise camdan urettikleri kent mobilyalari ile camin kirilganligr ile
ilgili genel kaniyi hicvetmektedir (Resim 19).

Kent dokusunda neredeyse kullanilmasi dogal olarak kabul edilen
cam, zaman zaman da kent dokusunun temel elemanlari binalar
ile butlinleserek onlari birer sanat eserine donustirmustir. Bu
donlisim bazen bitiinde bazense mimari biitlinlin ayrintilarinda
gozlenmektedir (Resim 20, 21).

Glnumuizde malzeme olarak cam, uzay teknolojisinde dahi basariyla
kullanilabilmektedir, bu da bize camin insan hayatindaki yerinin
ne derece kalic oldugunu géstermektedir. insanoglu kent ortamini
nerede olusturursa olustursun cam kullanacagi temel
malzemelerden birisi olacaktir.
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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
atthe 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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Modular VII Chiller Plant, Pennsylvania Plant, Leers Weinzapfel

Associates, ABD

Posta Kutusu, Bert Van Ransbeeeck

Roma Donemi, mozaik cam duvar kaplamasi

Ufleme teknigi ile diiz cam imalatini gosteren al¢i heykel
Vitray pencere, Fransa

ING Bankasi, Udo Zembok, Amsterdam

Stanislav Libensky ve Jaroslava Brychtova

“Don’t worry be happy”, Rene Roubi_ek, 1990

“Pyramid”, Marian Karel, 1996

Bertvan 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
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Romn Period, mosaic glass wall tile

Plaster sculpture which explains the flat glass production with
blown glass

Stained Glass Window, France
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Resim 8, 13, 14 RICKE, Helmut, Neues Glas in Europa/ New
Glass in Europe 50 Kiinstler-50 Konzepte/ 50 Artists-50 Concepts,
Disseldorf: 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

Kaynakca

BUECHNER, Thomas S, WARMUS William (1981),
Czechoslovakian Diary: 1980 23 Glassmakers, Corning Cam
Mizesi, New York

COOKE, Frederick, Glass Twentieth-Century Design, Birinci
Baski, New York: E.P.Dutton, 1986

COUSINS, Mark, Twentieth Century Glass, Birinci Baski, New
York: Shooting Star Press, 1996

[ FRANTZ, Susanne K., Contemporary Glass: a world survey from
the Corning Museum of Glass, Birinci Baski, New York: Harry N.
Abrams, 1989

GARNER, Philippe, Contemporary Decorative Arts from 1940 to
the Present, Birinci Baski, New York: Facts on File, 1980

[ KLEIN, Dan ve Ward Lloyd (Genel Editdr), The History of Glass,
Birinci Basim, Londra: Orbis Publishing, 1984, 274

LAYTON, Peter, Glass Art, Birinci Baskisi Londra’da A&C Black
tarafindan yapilmistir, Washington: University of Washington
Press, 1996

[ TAIT, Hugh (Editor), Five Thousand Years of Glass, Birinci Basim,
Londra: The Trustees of the British Museum Publications by
British Museum Press, 1991

2 WIGGINTON, Michael, Glass in Architecture, Birinci Baski, London:
Phaidon Press Limited, 1996

ZERWICK, Chloe, A Short History of Glass, ikinci Baski, New
York: Harry N. Abrahams Incorporated

134

Pictures References

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. Gulgin Elitez

Picture5, 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 Kiinstler-50 Konzepte/ 50 Artists-50 Concepts,
Disseldorf: 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

References

BUECHNER, Thomas S, WARMUS William (1981),
Czechoslovakian Diary: 1980 23 Glassmakers, Corning Museum
of Glass, New York

COOKE, Frederick, Glass Twentieth-Century Design, First Edition,
New York: E.P.Dutton, 1986

COUSINS, Mark, Twentieth Century Glass, First Edition, New
York: Shooting Star Press, 1996

[A FRANTZ, Susanne K., Contemporary Glass: a world survey from
the Corning Museum of Glass, First Edition, New York: Harry N.
Abrams, 1989

GARNER, Philippe, Contemporary Decorative Arts from 1940 to
the Present, First Edition, New York: Facts on File, 1980

06 KLEIN, Dan ve Ward Lloyd (Genel Editér), The History of Glass,
First Edition, London: Orbis Publishing, 1984, 274

LAYTON, Peter, Glass Art, First Edition by A&C Black London,
Washington: University of Washington Press, 1996

EJ TAIT, Hugh (Editor], Five Thousand Years of Glass, First Edition,

London: The Trustees of the British Museum Publications by

British Museum Press, 1991

WIGGINTON, Michael, Glass in Architecture, First Edition, London:

Phaidon Press Limited, 1996

ZERWICK, Chloe, A Short History of Glass, Second Edition, New
York: Harry N. Abrahams Incorporated



