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Abstract: A detailed examination of the phenomenon of color reveals that, although relatively recent, its use
and naming have progressed alongside human history. With the advent of writing, color, one of the conceptual
names found in oral tradition, is recorded in documented sources. Color names and definitions emerging in
different cultures are directly linked to the geographical conditions of the society they inhabit, as well as its
interaction with other cultures. In this respect, the relationship humans have with their environment has
determined the naming and variety of color uses. Cultures have reflected abstract or concrete ideas on objects
using color pigments, and have also incorporated them into texts through writing, transforming symbolic and
metaphorical meanings into cultural outputs. In particular, belief systems have increased the diversity of
symbolic and metaphorical meanings associated with colors. Literary texts have facilitated the transmission of
color meanings to both new generations and other cultures. Black, possessing the widest range of symbolic and
metaphorical meanings within the color phenomenon, is one of the oldest colors in terms of naming and use
across almost all cultures. The use of black pigment on cave walls is among the earliest examples, and its use
in Sumerian texts, the oldest decipherable written language, is also among the earliest examples of its symbolic
and symbolic meaning. This research focuses on the properties of the color black in general and the symbolic
and symbolic approaches taken in conjunction with writing. Specifically, it aims to identify how the Sumerians,
an important part of Mesopotamian culture, approached the color black symbolically and symbolically in texts
that have survived to the present day. In this context, the color black in surviving Sumerian texts is interpreted
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with a strong mystical aspect, representing power and courage in a positive sense, and darkness, fractures, and
an uncanny nature in a negative sense, exhibiting a duality of meaning through various symbols and metaphors.
These findings in Sumerian texts offer new interpretations of the relationship between writing, color, symbol,
and symbolism. Accordingly, this research falls within the scope of a case study model, a qualitative research
method. This research model interprets the symbolic flow of color names obtained from the analysis of
translated Sumerian texts.

Keywords: Sumerians, Color, Writing, Symbol, Color Black.

Oz: Renk olgusunun bilimsel anlamda incelenmesi gorece yakin tarihli olsa da kullanimi veya isimlendirilmesi
insanlik tarihiyle birlikte ilerlemektedir. Yazinin kullanilmaya baslanilmasiyla birlikte sozlii gelenek igerisinde
yerini bulan kavram isimlendirmelerinden biri olan rengin de yazili kaynaklar igerisinde kayit altina alindig:
goriilmektedir. Farkli kiiltiirlerde ortaya ¢ikan renk isim ve tanimlamalari, o toplumun diger kiiltiirlerle kurdugu
iligkilerin yan1 sira bulundugu cografyadaki kosullarla dogrudan baglantili oldugu gdézlemlenmektedir. Bu
anlamda insanin ¢evresiyle kurdugu iliski, renk isimlendirmelerini ve kullanim c¢esitliligini de belirlemistir.
Kiiltiirler soyut veya somut diisiince yaklagimlarini nesneler iizerinde renk pigmentlerini kullanarak yansittig1
gibi ayn1 zamanda yazi aracilifiyla da metinlere islenmis, simgesel ve sembolik anlam karsiliklar1 bu
yaklasimlar cergevesinde kiiltiir ¢iktilarina doniismiistiir. Ozellikle kiiltiiriin inang dagarcigi, renkler iizerindeki
simgesel ve sembolik anlam ¢esitliligini artirmistir. Edebi metinler ise renklerin anlam ¢esitliligini hem yeni
nesillere hem de diger kiiltiirlere aktarilmasini kolaylastirmistir. Renk olgusu igerisinde en genis simgesel-
sembolik anlam ¢esitliligine sahip olan siyah da hemen hemen tiim kiiltiirlerde isimlendirilmesi ve kullanilmasi
baglaminda en eski olanlardan biri durumundadir. Siyah rengin pigment halinin magara duvarlarindaki
kullanimi ilk &rneklerden oldugu gibi okunabilen en eski yazi dili olarak Siimer metinlerindeki kullanim1 da
simgesel sembolik anlam g¢esitliliginde de ilk kullanilanlardan oldugu gériilmektedir. Arastirma bu baglam
iizerinden genel anlamda siyah rengin dogas1 ve onun iizerinden yaz ile birlikte okunan simgesel ve sembolik
yaklasimlara odaklanmaktadir. Ozelde ise Mezopotamya kiiltiiriiniin énemli bir pargasi olan Siimerlerin, yaziy1
kullanmaya baglamalariyla giiniimiize kadar ulagmast miimkiin olan metinlerde siyah rengi simgesel ve
sembolik anlamda nasil bir yaklasimla ele aldiklarini aktarmay1 hedeflemektedir. Bu dogrultuda, giiniimiize
ulasan Stimer metinlerindeki siyah renk, gii¢lii bir mistik yonle yorumlanmakta olup, olumlu anlamda gii¢ ve
cesareti, olumsuz anlamda ise karanlik, belirsizlik ve tekinsiz olani temsil ederek, ¢esitli semboller ve
metaforlar araciligiyla bir anlam ikiligini sergiledigi goriilmektedir. Bu bulgular 1s181nda Siimer metinleri yazi,
renk, simge ve sembol arasindaki iligki lizerinden yeni okumalar i¢in alanlar sunmaktadir. Bu dogrultuda
aragtirma, nitel aragtirma yontemlerinden durum ¢aligmast modeli kullanilarak olusturulmustur. Bu ¢aligma
modeliyle, giiniimiize ulagmis ve g¢evirisi yapilmis Siimer metinleri analiz edilip ulagilan renk isimlerinin
sembolik anlamlar1 yorumlanmustir.

Anahtar Kelimeler: Stiimerler, Renk, Yazi, Sembol, Siyah Renk.
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Structured Abstract:

This study aims to investigate the readability of the symbolic language of colour used in productions
that emerge as reflections of the imaginary world, in conjunction with oral and written cultures. While
examining these belief-centred expressions based on Sumerian texts, the study aims to make assessments
through the relationship between colour and writing. In this context, the study focuses on the symbolic
approaches to the colour black, one of the earliest colours used in these cultures, as depicted in Sumerian texts.

This study, shaped by a literature review, was created by analysing the content of various sources such
as books, journals, and articles produced in the field of research. The research universe is defined by the cultural
elements of Sumerian society, including language, writing, art, and beliefs, particularly focusing on how these
elements contributed to the transition from oral to written culture and their approach to colour in various
productions.

The Sumerians, one of the oldest societies in Mesopotamia, and their entire cultural heritage have
been attributed to and interpreted through subsequent societies such as Babylon and Akkad. However, the
discovery and decipherment of cuneiform writing inscribed on clay tablets, and consequently the revelation of
the Sumerian society's existence, has changed this approach, revealing the true nature of the structures used
along with the written language. In this sense, the decipherment of cuneiform writing not only revealed the
existence of Sumerian society but also provided clues about the symbolic and allegorical meanings of the
colour patterns in their objective creations. This study analyses and interprets the colour expressions in the
Sumerian texts "Enmerkar and Artta", "In the Mountain Cave of Luganbanda", "The Epic of Gilgamesh",
"Inanna Prefers the Farmer", and "The Abduction of the Mes by the Goddess Inanna from the God Enki". In
the Mountain Cave of Luganbanda", "The Epic of Gilgamesh", "Inanna Prefers the Farmer", and "The
Abduction of the Mes by the Goddess Inanna from the God Enki". In this context, black, as one of the colour
expressions within the culture, has been interpreted along with its layers of meaning in these texts. In this
context, it appears that the Sumerians attributed positive meanings to the colour black, associating it with
courage and bravery. Negatively, it was associated with darkness. Furthermore, black was used within
symbolic meanings, along with images signifying uncertainty, evil, and ominousness.

The decipherability of cuneiform text tablets, attributed to the Sumerians and later to Mesopotamian
societies, reveals the meanings assigned to colour expressions within them. This process facilitates the reading
of the symbolic meanings of colours used in the productions of societies within a culture, even if the society
has ceased to exist, through written sources that have survived to the present day, along with visual productions.
Within this scope, the study examines the changes in the use of the colour black throughout history,
demonstrating that these changes can be more clearly understood through written sources and visual
productions.

Although the meaning of the word "black" is evaluated within different definitions across cultures, it
generally denotes the opposite of white, the darkest shade of colours, or the absence of light. On the other hand,
in various cultures, the colour black is seen to carry common symbolic meanings such as "darkness, uncertainty,
evil, and inauspiciousness".

With inventions such as paper and ink—tools of writing—the colour black has elevated the meaning
it conveys in verbal expression to a new dimension, achieving a new coherence of meaning in addition to its
use as paint on a surface. Within this approach, which points to a more abstract meaning, the use of colour as
a medium for creating symbols and signs has reached its highest level through its application as writing on
surfaces.

Black seems to have been used earlier than other colours in both pre-writing cultural remnants and
post-writing data. Black, represented by the Chinese character "% (Hei/hey)", the Sumerian expression "black-
headed people", which they used for themselves, also indicates that the colour was used symbolically to
represent the positive aspect, which is considered one of the oldest written languages and is also seen as the
equivalent of the Sumerian expression "gi6-gi6" in its various usages. This colour, whose Turkish name
corresponds to black, has been periodically debated by different researchers throughout history as to whether
it is a colour or not and has been included in various colour theories. In colour theories put forward by various
researchers such as Wilhelm Ostwald and Albert Munsell, the colour black has often been included alongside
the colour white. In some colour models developed in this context, black has also been used alongside white
to represent the progression from dark to light tones.
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The interactions that can be established within and between societies are made possible within the
framework of the meaning offered by the concept of communication. The factor that facilitates communication
is the phenomenon of language, which emerges from cultures, and the subsequent development of writing. The
description of objective productions, which are the physical transformations of the imaginary creations formed
by cultures in daily life, and pictures, which are a formal production, evolved into writing, a more practical
form, alongside the symbolic expression of language. The writing that emerges in conjunction with images
also contains the memory of the society that created the images. In this sense, writing serves as a convenient
tool for both the continuity of cultures and for gaining information about a culture even after its existence has
ended, provided that it had a written language. The written language on Sumerian cuneiform tablets has
survived to the present day as remnants of a culture that no longer exists in this sense, and as mentioned within
the scope of the topic, it has provided data regarding the symbolic meanings attributed to the colour black
within that culture.

In tablets that have survived from the Sumerian written language to the present day, the word "black"
contains multiple pronunciation variants and meanings. These expressions, which refer to various symbols
associated with different events and situations in the texts (ge6, gi6-gi6, gig2/gi6(-g), ug3-right-gi6, Mes), have
meanings such as “black, becoming black, being black, being ambiguous, black-headed, ambiguous, black
speck, dark, speckle, and dishonest". Apart from the negative connotation of the meanings attributed to the
word "black", the Sumerian expression "black-headed people", which they used for themselves, also indicates
that the colour was used symbolically to represent the positive aspect in relation to courage. As seen in the
example provided, the meaning or meanings attributed to colour possess a bidirectional nature, indicating both
positive and negative connotations.

Rene Guenon, discussing the fundamental function of symbolism within culture, states that the symbol
is related to human beings' aim of reaching the metaphysical realm through nature. This approach must be
considered alongside Helmut Uhlig's interpretation of the relationship between geography and belief and
Harriet Crawford's commentaries on geography in understanding the cultural history of Mesopotamia. The
authors mentioned state that in their approach to the subject, they establish a direct relationship between human
beings and the geographical conditions of their environment, or the area where they live, and that as a result,
they obtain cultural outcomes. When examining motifs such as "mountains and the flood" that appear in
Sumerian texts within this context and are considered part of their beliefs, it becomes evident that nature was
used as a tool for accessing metaphysical knowledge. Additionally, it is observed that geographical elements
mentioned in Sumerian texts were used alongside colour expressions. The mountain element also stands out
alongside the colour black as one of the symbols believed to embody greatness, sanctity, and the mystical. The
concept of grandeur associated with the mountain element in connection with the Sumerians' beliefs forms a
unified whole when combined with the characteristics of being courageous and mystical attributed to the colour
black, which also appears in epic texts. On the other hand, in narratives, the colour black is also seen to be used
in a sense directly referring to the mountain's state in darkness. Black, as a symbolic colour, has been used
alongside depictions of trees, soil, animals, clothing, and monsters, in addition to its association with the
mountain image. It is accepted that the religious and mystical aspects of the narratives in these texts, in relation
to Sumerian beliefs, enhance the symbolic value of the colour expressions used alongside the mentioned
objects. This context can be supported by Carl G. Jung's approach. In his book "Man and His Symbols", Jung
states that the relationship between human beings and objects must be considered as a whole. He attributes the
reason for this to the human being's ability to unconsciously transform every form and object or shape in their
environment into symbols through interaction. In this sense, it is concluded that the written forms of the
mystical and mythical narratives used in Sumerian texts can be interpreted alongside the colours employed in
the productions created by that culture. Within the scope of this study, it is evident that the changes in the usage
areas of the colour black throughout history can be more clearly understood through written sources alongside
visual productions.

Keywords: Sumerians, Colour, Writing, Symbol, Colour Black.
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Résumé Structuré:

Cette étude vise a analyser la lisibilit¢ du langage symbolique de la couleur utilisé dans des
productions qui se présentent comme le reflet d’'un monde imaginaire, en lien avec les cultures orales et écrites.
Tout en examinant ces expressions centrées sur les croyances et fondées sur des textes sumériens, 1’étude
cherche a formuler des évaluations a travers la relation entre la couleur et 1’écriture. Dans ce contexte, 1’étude
se concentre sur les approches symboliques de la couleur noire, I’une des premiéres couleurs utilisées dans ces
cultures, telle qu’elle est décrite dans les textes sumériens.

Cette ¢tude, fondée sur une revue de la littérature, a été élaborée a partir de 1’analyse du contenu de
diverses sources telles que des ouvrages, des revues et des articles publiés dans ce domaine de recherche.
L’univers de recherche est défini par les éléments culturels de la société sumérienne, notamment la langue,
I’écriture, 1’art et les croyances, en mettant particuliérement 1’accent sur la maniére dont ces éléments ont
contribué a la transition de la culture orale a la culture écrite, ainsi que sur leur approche de la couleur dans
diverses productions.

Les Sumériens, 1’une des plus anciennes sociétés de Mésopotamie, ainsi que I’ensemble de leur
patrimoine culturel, ont été attribués a des sociétés postérieures telles que Babylone et Akkad, et interprétés a
travers elles. Cependant, la découverte et le déchiffrement de I’écriture cunéiforme gravée sur des tablettes
d’argile, et par conséquent la révélation de ’existence de la société sumérienne, ont modifié cette approche,
dévoilant la véritable nature des structures utilisées parallélement a la langue écrite. En ce sens, le
déchiffrement de 1’écriture cunéiforme a non seulement révélé I’existence de la société sumérienne, mais a
également fourni des indices sur les significations symboliques et allégoriques des motifs de couleurs dans
leurs créations matérielles. La présente étude analyse et interpréte les expressions chromatiques présentes dans
les textes sumériens « Enmerkar et Artta », « Dans la grotte de Luganbanda », « L’Epopée de Gilgamesh », «
Inanna préfére le laboureur » et « L’enlévement des Mes par la déesse Inanna au dieu Enki ». « Dans la grotte
de Luganbanda », « L’Epopée de Gilgamesh », « Inanna préfére le paysan » et « L’enlévement des Mes par la
déesse Inanna au dieu Enki ». Dans ce contexte, le noir, en tant qu’une des expressions chromatiques de cette
culture, a été interprété en tenant compte de ses multiples niveaux de signification dans ces textes. Dans ce
contexte, il apparait que les Sumériens attribuaient des significations positives a la couleur noire, I’associant
au courage et a la bravoure. Sur le plan négatif, elle était associée aux ténebres. De plus, le noir était utilisé
dans des significations symboliques, associ¢ a des images évoquant 1’incertitude, le mal et le caractére de
mauvais augure.

La possibilit¢ de déchiffrer les tablettes de texte cunéiforme, attribuées aux Sumériens puis aux
sociétés mésopotamiennes, révele les significations attribuées aux expressions de couleur au sein de ces
sociétés. Ce processus facilite la lecture des significations symboliques des couleurs utilisées dans les
productions des sociétés au sein d’une culture, méme si celle-ci a cessé d’exister, grace a des sources écrites
qui ont survécu jusqu’a nos jours, ainsi qu’a des productions visuelles. Dans ce cadre, I’étude examine
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I’évolution de ’'usage de la couleur noire a travers ’histoire, démontrant que ces changements peuvent étre
mieux compris a travers les sources écrites et les productions visuelles.

Bien que la signification du mot « noir » soit évaluée selon différentes définitions d’une culture a
I’autre, il désigne généralement le contraire du blanc, la teinte la plus sombre des couleurs ou I’absence de
lumiére. D’autre part, dans diverses cultures, la couleur noire est considérée comme véhiculant des
significations symboliques communes telles que « 1’obscurité, I’incertitude, le mal et le mauvais augure ».

Avec des inventions telles que le papier et I’encre — outils de I’écriture —, la couleur noire a élevé
la signification qu’elle véhicule dans 1’expression verbale a une nouvelle dimension, atteignant une nouvelle
cohérence de sens en plus de son utilisation comme peinture sur une surface. Dans cette approche, qui renvoie
a une signification plus abstraite, 1’utilisation de la couleur comme moyen de création de symboles et de signes
a atteint son apogée grace a son application sous forme d’écriture sur des surfaces.

Le noir semble avoir été utilisé plus t6t que les autres couleurs, tant dans les vestiges culturels
antérieurs a 1’écriture que dans les données postérieures a celle-ci. Le noir, représenté par le caractére chinois
« =% (Hei/hey) », ainsi que 1’expression sumérienne « peuple a la téte noire », qu’ils utilisaient pour se désigner
eux-mémes, indique également que cette couleur était employée symboliquement pour représenter 1’aspect
positif. Considérée comme l’'une des plus anciennes langues écrites, elle est également pergue comme
I’équivalent de I’expression sumérienne « gi6-gi6 » dans ses divers usages. Cette couleur, dont le nom turc
correspond a « noir », a fait I’objet de débats périodiques parmi différents chercheurs tout au long de I’histoire
quant a savoir si elle est une couleur ou non, et a été intégrée dans diverses théories des couleurs. Dans les
théories des couleurs proposées par divers chercheurs tels que Wilhelm Ostwald et Albert Munsell, la couleur
noire a souvent été incluse aux cotés de la couleur blanche. Dans certains mode¢les de couleurs développés dans
ce contexte, le noir a également été utilisé aux c6tés du blanc pour représenter la progression des tons sombres
vers les tons clairs.

Les interactions qui peuvent s’établir au sein des sociétés et entre elles sont rendues possibles dans le
cadre de la signification offerte par le concept de communication. Le facteur qui facilite la communication est
le phénomeéne du langage, issu des cultures, et le développement ultérieur de I’écriture. La description des
productions objectives, qui sont les transformations physiques des créations imaginaires fagonnées par les
cultures dans la vie quotidienne, et des images, qui constituent une production formelle, a évolué vers I’écriture,
une forme plus pratique, parallélement a I’expression symbolique du langage. L’écriture qui émerge en
conjonction avec les images renferme également la mémoire de la société qui a créé ces images. En ce sens,
I’écriture constitue un outil pratique tant pour la pérennité des cultures que pour I’acquisition d’informations
sur une culture méme apres la fin de son existence, a condition qu’elle ait disposé d’une langue écrite. La
langue écrite sur les tablettes cunéiformes sumériennes a survécu jusqu’a nos jours en tant que vestiges d’une
culture qui n’existe plus en ce sens, et comme mentionné dans le cadre de ce sujet, elle a fourni des données
concernant les significations symboliques attribuées a la couleur noire au sein de cette culture.

Dans les tablettes de la langue écrite sumérienne qui ont survécu jusqu’a nos jours, le mot « noir »
comporte de multiples variantes de prononciation et de significations. Ces expressions, qui renvoient a divers
symboles associés a différents événements et situations dans les textes (ge6, gi6-gi6, gig2/gi6(-g), ug3-right-
gi6, Mes), ont des significations telles que « noir, devenir noir, étre noir, étre ambigu, a téte noire, ambigu,
tache noire, sombre, moucheture et malhonnéte ». Outre la connotation négative des significations attribuées
au mot « noir », I’expression sumérienne « peuple a la téte noire », qu’ils utilisaient pour se désigner eux-
mémes, indique également que la couleur était employée symboliquement pour représenter 1’aspect positif 1ié
au courage. Comme le montre I’exemple fourni, la ou les significations attribuées a la couleur possédent un
caractere bidirectionnel, indiquant a la fois des connotations positives et négatives.

René Guénon, évoquant la fonction fondamentale du symbolisme au sein de la culture, affirme que le
symbole est li¢ a la volonté des étres humains d’atteindre le domaine métaphysique a travers la nature. Cette
approche doit étre considérée conjointement avec l’interprétation d’Helmut Uhlig sur la relation entre
géographie et croyance, ainsi qu’avec les commentaires d’Harriet Crawford sur la géographie dans la
compréhension de I’histoire culturelle de la Mésopotamie. Les auteurs mentionnés indiquent que, dans leur
approche du sujet, ils établissent un lien direct entre les étres humains et les conditions géographiques de leur
environnement, ou de la région ou ils vivent, et que, par conséquent, ils en tirent des résultats culturels. En
examinant dans ce contexte des motifs tels que « les montagnes et le déluge », qui apparaissent dans les textes
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sumériens et sont considérés comme faisant partie de leurs croyances, il apparait clairement que la nature était
utilisée comme un outil permettant d’accéder a la connaissance métaphysique. De plus, on observe que les
¢léments géographiques mentionnés dans les textes sumériens étaient utilisés en association avec des
expressions colorées. L’élément « montagne » se distingue également, aux cotés de la couleur noire, comme
I’un des symboles censés incarner la grandeur, la sainteté et le mystique. Le concept de grandeur associé a
I’élément « montagne » dans le cadre des croyances sumériennes forme un tout cohérent lorsqu’il est combiné
aux caractéristiques de courage et de mysticisme attribuées a la couleur noire, qui apparait également dans les
textes épiques. D’autre part, dans les récits, la couleur noire est également utilisée dans un sens faisant
directement référence a 1’état d’obscurité de la montagne. Le noir, en tant que couleur symbolique, a été utilisé
aux cOtés de représentations d’arbres, de terre, d’animaux, de vétements et de monstres, en plus de son
association avec I’image de la montagne. Il est admis que les aspects religieux et mystiques des récits contenus
dans ces textes, en relation avec les croyances sumériennes, renforcent la valeur symbolique des expressions
chromatiques utilisées aux cotés des objets mentionnés. Ce contexte peut étre étayé par 1’approche de Carl G.
Jung. Dans son ouvrage *L’homme et ses symboles*, Jung affirme que la relation entre les étres humains et
les objets doit étre considérée dans sa globalité. Il attribue cela a la capacité de 1’étre humain a transformer
inconsciemment, par le biais de 1’interaction, chaque forme, objet ou silhouette de son environnement en
symboles. En ce sens, on peut conclure que les formes écrites des récits mystiques et mythiques utilisés dans
les textes sumériens peuvent étre interprétées en paralléle avec les couleurs employées dans les productions
créées par cette culture. Dans le cadre de cette étude, il apparait clairement que 1’évolution des domaines
d’utilisation de la couleur noire au cours de I’histoire peut étre mieux comprise grace a des sources écrites
associées a des productions visuelles.

Mots-clés: Sumériens, Couleur, Ecriture, Symbole, Couleur noire.

Resumen Estructurado:

El presente estudio tiene como objetivo investigar la legibilidad del lenguaje simbolico del color
utilizado en las producciones que surgen como reflejos del mundo imaginario, en relacion con las culturas oral
y escrita. Al examinar estas expresiones centradas en las creencias y basadas en textos sumerios, el estudio
pretende realizar valoraciones a través de la relacion entre el color y la escritura. En este contexto, el estudio
se centra en los enfoques simbolicos del color negro, uno de los primeros colores utilizados en estas culturas,
tal y como se describe en los textos sumerios.

Este estudio, basado en una revision bibliografica, se ha elaborado mediante el analisis del contenido
de diversas fuentes, como libros, revistas y articulos publicados en el &mbito de la investigacion. El &mbito de
investigacion viene definido por los elementos culturales de la sociedad sumeria, entre los que se incluyen la
lengua, la escritura, el arte y las creencias, centrandose especialmente en como estos elementos contribuyeron
a la transicion de la cultura oral a la escrita y en su enfoque del color en diversas producciones.

Los sumerios, una de las sociedades mas antiguas de Mesopotamia, y todo su patrimonio cultural han
sido atribuidos e interpretados a través de sociedades posteriores, como Babilonia y Akkad. Sin embargo, el
descubrimiento y el desciframiento de la escritura cuneiforme grabada en tablillas de arcilla y, en consecuencia,
el descubrimiento de la existencia de la sociedad sumeria, han cambiado este enfoque, revelando la verdadera
naturaleza de las estructuras utilizadas junto con la lengua escrita. En este sentido, el desciframiento de la
escritura cuneiforme no solo revel6 la existencia de la sociedad sumeria, sino que también proporcioné pistas
sobre los significados simbdlicos y alegéricos de los patrones de color en sus creaciones objetivas. Este estudio
analiza e interpreta las expresiones cromaticas en los textos sumerios «Enmerkar y Arttay, «En la cueva de la
montaia de Luganbanda», «La epopeya de Gilgamesh», «Inanna prefiere al labrador» y «El rapto de los Mes
por la diosa Inanna al dios Enki». «En la cueva de la montafia de Luganbanda», «La epopeya de Gilgameshy,
«Inanna prefiere al labrador» y «El rapto de los Mes por la diosa Inanna al dios Enki». En este contexto, el
negro, como una de las expresiones cromaticas de dicha cultura, se ha interpretado junto con sus distintos
niveles de significado en estos textos. En este contexto, parece que los sumerios atribuian significados positivos
al color negro, asociandolo con el valor y la valentia. En sentido negativo, se asociaba con la oscuridad.
Ademas, el negro se utilizaba con significados simbolicos, junto con imagenes que representaban la
incertidumbre, el mal y el mal presagio.
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La posibilidad de descifrar las tablillas con texto cuneiforme, atribuidas a los sumerios y
posteriormente a las sociedades mesopotamicas, revela los significados asignados a las expresiones de color
en ellas. Este proceso facilita la interpretacion de los significados simboélicos de los colores utilizados en las
producciones de las sociedades de una cultura, incluso si dicha sociedad ha dejado de existir, a través de fuentes
escritas que han sobrevivido hasta nuestros dias, junto con las producciones visuales. En este marco, el estudio
examina los cambios en el uso del color negro a lo largo de la historia, demostrando que dichos cambios pueden
entenderse con mayor claridad a través de las fuentes escritas y las producciones visuales.

Aunque el significado de la palabra «negro» se evalua seglin diferentes definiciones en las distintas
culturas, generalmente denota lo contrario del blanco, el tono mas oscuro de los colores o la ausencia de luz.
Por otra parte, en diversas culturas se considera que el color negro conlleva significados simbolicos comunes,
tales como «oscuridad, incertidumbre, maldad y mal augurio».

Con inventos como el papel y la tinta —herramientas de la escritura—, el color negro ha elevado el
significado que transmite en la expresion verbal a una nueva dimension, logrando una nueva coherencia de
significado ademas de su uso como pintura sobre una superficie. Dentro de este enfoque, que apunta a un
significado mas abstracto, el uso del color como medio para crear simbolos y signos ha alcanzado su maximo
nivel a través de su aplicacion como escritura sobre superficies.

El negro parece haberse utilizado antes que otros colores, tanto en los vestigios culturales anteriores
a la escritura como en los datos posteriores a ella. El negro, representado por el caracter chino «2& (Hei/hey)»,
y la expresion sumeria «gente de cabeza negra», que utilizaban para referirse a si mismos, también indican que
el color se empleaba simbdlicamente para representar el aspecto positivo; este caracter se considera una de las
lenguas escritas mas antiguas y se considera, ademas, el equivalente a la expresion sumeria «gi6-gi6» en sus
diversos usos. Este color, cuyo nombre turco corresponde al negro, ha sido objeto de debate periddico por parte
de distintos investigadores a lo largo de la historia en cuanto a si se trata o no de un color, y se ha incluido en
diversas teorias del color. En las teorias del color propuestas por diversos investigadores, como Wilhelm
Ostwald y Albert Munsell, el color negro se ha incluido a menudo junto al color blanco. En algunos modelos
de color desarrollados en este contexto, el negro también se ha utilizado junto al blanco para representar la
progresion de los tonos oscuros a los claros.

Las interacciones que pueden establecerse dentro de las sociedades y entre ellas son posibles en el
marco del significado que ofrece el concepto de comunicacion. El factor que facilita la comunicacion es el
fenomeno del lenguaje, que surge de las culturas, y el posterior desarrollo de la escritura. La descripcion de las
producciones objetivas —que son las transformaciones fisicas de las creaciones imaginarias formadas por las
culturas en la vida cotidiana— y las imagenes —que constituyen una produccion formal— evolucionaron hacia
la escritura, una forma mas practica, junto con la expresion simbélica del lenguaje. La escritura que surge junto
con las imagenes también contiene la memoria de la sociedad que cre6 dichas imagenes. En este sentido, la
escritura sirve como una herramienta util tanto para la continuidad de las culturas como para obtener
informacioén sobre una cultura incluso después de que su existencia haya llegado a su fin, siempre que esta
contara con una lengua escrita. La lengua escrita en las tablillas cuneiformes sumerias ha sobrevivido hasta
nuestros dias como vestigios de una cultura que ya no existe en este sentido y, tal y como se ha mencionado en
el marco de este tema, ha proporcionado datos sobre los significados simbolicos atribuidos al color negro dentro
de dicha cultura.

En las tablillas que han sobrevivido de la lengua escrita sumeria hasta nuestros dias, la palabra «negro»
presenta multiples variantes de pronunciacion y significados. Estas expresiones, que aluden a diversos simbolos
asociados a diferentes acontecimientos y situaciones en los textos (ge6, gi6-gi6, gig2/gi6(-g), ug3-right-gi6,
Mes), tienen significados tales como «negro, volverse negro, ser negro, ser ambiguo, de cabeza negra, ambiguo,
mota negra, oscuro, mota y deshonesto». Aparte de la connotacion negativa de los significados atribuidos a la
palabra «negro», la expresion sumeria «pueblo de cabeza negra», que utilizaban para referirse a si mismos,
también indica que el color se empleaba simbolicamente para representar el aspecto positivo en relacion con
el valor. Como se observa en el ejemplo proporcionado, el significado o los significados atribuidos al color
poseen una naturaleza bidireccional, lo que indica connotaciones tanto positivas como negativas.

René Guénon, al analizar la funcion fundamental del simbolismo dentro de la cultura, afirma que el
simbolo esta relacionado con el objetivo de los seres humanos de alcanzar el ambito metafisico a través de la
naturaleza. Este enfoque debe considerarse junto con la interpretacion de Helmut Uhlig sobre la relacion entre
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geografia y creencias, asi como con los comentarios de Harriet Crawford sobre la geografia a la hora de
comprender la historia cultural de Mesopotamia. Los autores mencionados afirman que, en su enfoque del
tema, establecen una relacion directa entre los seres humanos y las condiciones geograficas de su entorno —o
la zona en la que viven— y que, como resultado, se obtienen resultados culturales. Al examinar motivos como
«las montaiias y el diluvio», que aparecen en los textos sumerios dentro de este contexto y se consideran parte
de sus creencias, resulta evidente que la naturaleza se utilizaba como herramienta para acceder al conocimiento
metafisico. Ademas, se observa que los elementos geograficos mencionados en los textos sumerios se
utilizaban junto con expresiones de color. El elemento de la montafia también destaca, junto con el color negro,
como uno de los simbolos que se creia que encarnaban la grandeza, la santidad y lo mistico. El concepto de
grandeza asociado al elemento de la montaia, en relacion con las creencias de los sumerios, forma un todo
unificado cuando se combina con las caracteristicas de valentia y misticismo atribuidas al color negro, que
también aparece en los textos épicos. Por otra parte, en las narraciones, también se observa que el color negro
se utiliza en un sentido que alude directamente al estado de oscuridad de la montafia. El negro, como color
simbolico, se ha utilizado junto a representaciones de arboles, tierra, animales, vestimentas y monstruos,
ademas de su asociacion con la imagen de la montafia. Se acepta que los aspectos religiosos y misticos de las
narraciones de estos textos, en relacion con las creencias sumerias, realzan el valor simbolico de las expresiones
cromaticas utilizadas junto a los objetos mencionados. Este contexto puede respaldarse con el enfoque de Carl
G. Jung. En su libro «El hombre y sus simbolosy», Jung afirma que la relacion entre los seres humanos y los
objetos debe considerarse como un todo. Atribuye la razéon de ello a la capacidad del ser humano para
transformar inconscientemente, a través de la interaccion, cada forma, objeto o figura de su entorno en
simbolos. En este sentido, se concluye que las formas escritas de las narraciones misticas y miticas utilizadas
en los textos sumerios pueden interpretarse junto con los colores empleados en las producciones creadas por
dicha cultura. En el marco de este estudio, resulta evidente que los cambios en los ambitos de uso del color
negro a lo largo de la historia pueden entenderse con mayor claridad a través de fuentes escritas junto con las
producciones visuales.

Palabras clave: sumerios, color, escritura, simbolo, color negro.
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CrpykrypupoBannoe Pe3iome:

Ilens [MAHHOTO WCCIEAOBAHMS — W3YYWTh IIOHSTHOCTH CHMBOJHMYECKOTO sI3bIKA LIBETa,
HCIIONIb3YyEMOT0 B IPOU3BEACHHAXK, KOTOPBIC SIBISAIOTCS OTPAKCHHEM BOOOPakaeMOTO MHpa, B COBOKYITHOCTH
C YCTHO# W MHCBMEHHO# KynbTypamu. Mccremyst 3TH OCHOBaHHBIC Ha BEPOBaHHAX (HOPMBI BBIPAKCHHS Ha
nOpuMepe HIYMEPCKHX TEKCTOB, aBTOPBI CTPEMATCS MPOBECTH aHAIM3 Yepe3 MPU3MY B3aUMOCBSA3H MEKIY
[IBETOM U IUCBMEHHOCTBI0. B 3TOM KOHTEKCTE HCClIeI0BaHUE COCPEIOTOUCHO HAa CHMBOJIMUECKUX MOAXO0aX K
YEPHOMY [BETY — OJHOMY M3 CaMbIX PAaHHHX IIBETOB, UCMOJB30BABIIUXCS B 3THX KYJIbTypax, — Kak OH
N300pakeH B IIYMEPCKUX TEKCTaX.

HaHHOG HCCICAOBAHNEC, OCHOBAHHOC Ha 0630pe JINTEPATypHhl, OBLIO IIPOBCACHO IIYTEM aHaIn3a
COACPIKAHUA PA3TINYHBIX MCTOYHHKOB, TAKUX KaK KHHI'H, JXYpPHAJbl U CTATbH, OHy6HI/IKOBaHHLIe B ,HaHHOI>'I
obnactu PICCHe,IlOBaHPIﬁ. O6aacTh HCCIICAOBAHMS ONPCACITIACTCA KYJIbTYPHBIMU 3JICMCHTAMHU HIYMEPCKOIO
06HI€CTB8., BKJIIOYAA SA3bIK, IMCBMCHHOCTb, HCKYCCTBO U BCPOBAHUS, C 0COOBIM AKIICHTOM Ha TO, KaK 5TH
3JIEMEHTHI CITOCOOCTBOBAIH nepexony ot YCTHOI>'I K IMIHCbMCHHOM KYJBbTYPC, 4 TAK)XKC Ha UX TOAXOJ K IIBCTY B
Pa3JIMYHBIX TPOU3BCACHUAX.

lymepsl, onHO W3 ApeBHeHmMx oOmecTB MecomoramMun, M BCE€ HMX KyJIbTYpHOE Haclenue
MPUIKCHIBAIMCH M WHTEPIIPETHPOBAIUCH 4Yepe3 NPU3MY MOCIENYIOUIMX OOLIECTB, TaKUX Kak BaBwioH n
Axkan. OmHaKo OTKpbITHE W pacmM(poBKa KIWHOIKMCH, HAHECEHHOW Ha TIIIMHSHBIE TaONWYKH, M, Kak
CIIC/ICTBHE, PAcKpbITHE (haKTa CYIIECTBOBAHUS LIYMEPCKOIO OOLIECTBA W3MEHWIIM 3TOT IOAXOM, PACKpBIB
HUCTHHHYIO HPUPOAY CTPYKTYp, HCIOJIB30BABIIMXCS HapsAgy C MUCbMEHHBIM S3BIKOM. B 3TOM cMBIcie
pacimppoBKa KJIMHOIIMCH HE TOJIBKO PacKpblla CyIIECTBOBaHHE IIYMEPCKOT0 OOLIECTBA, HO U Jlalia KIIFOUU K
MOHUMAHHIO CUMBOJIMYECKUX U AJJIETOPUYECKUX 3HAYEHUH [IBETOBBIX Y30POB B UX MaT€pPHAIbHBIX TBOPEHHUSX.
B nanHOM mCclenOBaHHN aHATU3UPYIOTCS W WHTEPIPETHUPYIOTCS IBETOBBIE 00pa3bl B MIYMEPCKHX TEKCTaX
«2HMepKap u Aptray, «B roproii nemepe Jlyranbanner», «Omnoc o ['mmsramentey, «lHaHHA IpeImOYNTaCT
3emienensiay u «lloxumenne Meca Ooruneit HaHHO# y Oora DHKM». «B ropHoit memepe Jlyran6angsn,
«3mnoc o 'mipramemey, «HaHHa peamodnTaet 3emienenbiay u «lloxumenne Meca 6oruneit iHanHOM Y
6ora DHKN». B 3TOM KOHTEKCTe YEepHBIN LBET, KAK OJHO M3 IIBETOBBIX BBIPAXKEHUH JAHHOW KyIBTYpPHI, OBLI
MHTEPIPETHPOBAH C YYETOM MHOTOCIIOMHOCTH €T0 3HaUYeHHUH B 3THX TeKCTaX. B 3TOM KOHTEKCTe CTAaHOBHUTCSA
OUEBUJIHBIM, YTO ILIyYMEphl NPUAABATIH I[BETY YEPHOMY MOJOXHUTENbHBIE 3HAUCHHS, ACCOIMUPYS €ro ¢
MY>K€CTBOM W OTBaroil. B HeraTMBHOM IJlJaHE OH acCOIMUPOBACS C ThMOW. Kpome Toro, uepHbIi IBET
HCIIOJIB30BANICSA B CHMBOJIMYECKOM 3HAUEHUH Hapsay ¢ oOpa3amu, 0003HAYAIOIUME HEOIPEAEICHHOCTD, 3710
U 3JI0BEIECTb.

Bo3moxkHOCTB paCIHI/I(prBKI/I KIIMHOITMCHBIX Ta6J'II/I‘{eI(, MNPpUIKHCBIBAEMBIX IIyMEpaM, a MO3JHEC —
MECOIMIOTAaMCKHUM O6H.[€CTBaM, PACKpBIBACT 3HAYCHUS, IIPUAaBACMbIC IBETOBBIM 06pa3aM B 9THX TEKCTax. DTOT
npouecc obJeryaer HUHTCPIIPETALIUIO CUMBOJIMYCCKUX 3HAYCHHI IBCTOB, UCIIOJIb30BABIINXCA B TBOPUCCTBC
06H_[eCTB B paMKax TOM WM WHOM KYJBbTYPBbI, JaXE CCJIN CaMO O6H.[€CTBO YKe MepecTalo CyleCTBOBATD,
6J1ar0z[ap$1 MNUCBbMCHHBIM HCTOYHHKAM, COXPAHUBIIMMCA OO HAIDIUX ,I[Heﬁ, a TaKKe BH3YyaJIbHbBIM
MMPOU3BEACHUSIM. B paMKax ,I[aHHOI7[ pa6OTbI HCCIICAYIOTCA U3MCHCHUSA B UCIIOJIb30BAHUHN YCPHOI'0 IBCTA HA
MPOTAKCHUN HUCTOPUH, ITPU 3TOM AEMOHCTPUPYETCA, YTO ITH U3MCHCHHUA MOXKHO 0Oojiee YETKO IMOHITH C
TMMOMOIIBIO MMCbMEHHBIX HCTOYHUKOB U BU3YyaJIbHBIX HpOHSBC}IGHHﬁ.

XOTs 3HAUEHUE CJI0BA «YEPHBII» UHTEPIPETUPYETCS 10-PA3HOMY B Pa3HBIX KYJIbTYpPax, B LIEJIOM OHO
0003HaYaeT MPOTHBOMOIOKHOCTE OEJIOT0, CaMBIil TEMHBIH OTTEHOK IIBETOB MJIM OTCYTCcTBHE cBeTa. C npyroi
CTOPOHBI, B PAa3JIMYHBIX KYJIbTypax IBET L[epHHI\/’I CUYHUTACTCA HOCHUTCIICM 06H_II/IX CHMBOJIMYCCKUX 3Haqum71,
TaKHX KaK «TbMa, HEONPEJIENEHHOCTb, 3]10 U HECYACTBEN.

C nosBIIGHHEM TaKHX HSOGpeTCHI/Iﬁ, KakKk 6yMara 1 YCpHWIA — HUHCTPYMCHTOB INUCbMA, — LBET
qepHLIfI BBIBCJI 3BHAYCHUE, KOTOPOC OH IEPEAACT B CJIOBECHOM BbIPpA)KCHUU, HA HOBBII YPOBCHBD, 06p€T${ HOBYIO
CMBICJIOBYIO HEJIOCTHOCTL B JJOIIOJHCHHUC K CBOEMY HUCIIOJb30BAHHUIO B KaY€CTBC KPACKHU HA MOBEPXHOCTH. B
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paMKax 3TOro IOAX0Aa, YKa3bIBaIOIIETo Ha Oonee abCTpakTHOE 3HAUEHHE, UCIIOIb30BaHNE [[BETA KAaK CPEACTBA
JUISL CO3/IaHMsI CHMBOJIOB M 3HAKOB JIOCTHIJIO CBOETO BBICIIETO YpPOBHS Oylarofapsi €ro NpUMEHEHHIO B BHIC
HaAMNKMCEN Ha IOBEPXHOCTSIX.

[To-BuaMMOMY, YEpHBIH IIBET UCIIONB30BAJICS PAHBLIE APYTUX LBETOB KaK B KyJbTYPHBIX HACJICIUAX
JOTIOSIBIICHHS, TaK U B JaHHBIX IIOCIIE HOSBICHUS TUCBMEHHOCTH. YepHEBIi 1BeT, 0003HaYaeMblil KHTalCKUM
nepormapoM «& (Hei/hey)», a Takxe IIyMEpCKHM BBIP@KEHUEM «IFOJH C YEPHBIMH TOJNOBAMI», KOTOPHIM
OHH Ha3bIBaJIM CAMHX Ce0sl, YKa3bIBaeT Ha TO, YTO STOT IIBET CUMBOJIMYECKH UCIIOIB30BANICS I 0003HAUCHUS
TIOJIO’KUTEJIBHOTO aCIEKTa; ATOT SI3bIK CYUTAETCSI OJJHUM U3 JPEBHEHIINX TMCbMEHHBIX SI3bIKOB U B PA3JIMYHBIX
KOHTEKCTaX PaccMaTpHBacTCsl KaK HSKBUBAJICHT LIYMEPCKOIO BBIPAKEHUS «gi6-gi6». DTOT LBET, Typeukoe
Ha3BaHUE KOTOPOTO COOTBETCTBYET CIIOBY «YEPHBIH», Ha MPOTSHKEHUH BCEH HMCTOPUHU IIEPUOJUYECKH
CTaHOBWJICSI NIPEAMETOM JUCKYCCHH CPEIM passIMuHBbIX HCCIIeOBaTeJIei 10 MOBOXY TOTO, SIBISIETCS JIU OH
[[BETOM WJIM HET, W BKIIOYAJICS B pa3UyYHbIC TEOpUH LBeTa. B Teopusx IBeTa, BBIIBHHYTHIX TaKUMH
uccieaoBaresiMy, kKak Bunbrensm OctBansa n Ans0ept MaHces, YepHbIH IBET YacTO BKIIOYAJICS HAPSLY C
OenbiM. B HEKOTOPBIX IBETOBBIX MOJICIISX, Pa3paOOTaHHBIX B 3TOM KOHTEKCTE, YSPHBIH TAKKe UCIIOIB30BAJICS
Hapsay ¢ GenbIM U1 0003HAUCHUS IepeXxo/ia OT TEMHBIX K CBETIIBIM TOHAM.

B3anmopeiicTBus, KOTOpPBIE MOTYT YCTAHABIMBATHCS BHYTPH OOIIECTB M MEXIY HHMH, CTAHOBSATCS
BO3MO>KHBIMH B PaMKaX CMBICIIa, TPEAIaraeMoro KOHIEIHe KOMMyHUKannu. @akTopoM, CiocoOCTBYFOIITIM
KOMMYHHUKAIUH, SBISETCS (EHOMEH $3bIKa, BOZHUKAIOMMHA M3 KyJNbTYp, M IOCIEAYIOIIEEe pPa3BUTHE
MUCbMEHHOCTH. OnmcaHne OOBEKTHUBHBIX IPOM3BEIACHMH — (PU3MUECKHX BOIUIOMICHUH BOOOpaXkaeMBbIX
TBOpPCHUIA, (OPMHUPYEMBIX KyJbTYPaMH B IIOBCCAHCBHOW IKU3HH, — U HW300PAKCHHUU, SBIISIOUIMXCS
(hopMabHBIM NPOU3BEACHHEM, IBOJIIOIMOHUPOBAJIO B MMCHbMEHHOCTH, 00Jiee MPaKTUUHYIO (OpMy, Hapsay C
CHUMBOJIMYCCKHUM BBIPAKCHUECM SA3bIKA. HI/ICLMGHHOCTL, BO3HHUKarMas B COYCTaHUH C 1/1306pa>1<eH1/151M1/1, TaKXKC
COJICP)KUT MaMATh OOIIECTBa, CO3MABILEr0 3TH HM300pakeHHs. B 3TOM cMbICie NHCBMEHHOCTH CITY>KUT
yIOOHBIM HHCTPYMEHTOM Kak JJIsl HIPEEMCTBEHHOCTH KYJIbTYP, TaK H JUIsl TOJY4YeHUsI HHPOPMALIMHK O KYJIbType
JlaKe TI0CIIe IPEeKpalleHus e€ CyIeCTBOBaHHS, [IPU YCIOBUH, YTO Y He€ ObLI MMChbMEHHBIH sI3bIK. [IMChbMEHHBIH
A3BIK Ha ITyMEPCKHUX KIMHOITMUCHBIX TaOIMYKaX COXPAHMIICS JI0 HALIMX JHEH KaK OCTaTKU KyJIbTYpPbI, KOTOpas
B 3TOM CMBICIIC OOJNBIIE HE CYNIECTBYET, W, KaK yIIOMHHAJIOCh B paMKax AAaHHON TEMBI, OH IPEIOCTABUI
JIaHHBIE O CUMBOJIMYECKUX 3HAYECHUSX, IPUIKCHIBAEMBIX LIBETY YEPHOMY B PAMKaxX 3TOM KyJIbTYpHL.

B Tabnmykax, COXpaHUBIIHXCS OT IIYMEPCKOTO IMHCBMEHHOTO S3bIKAa JI0 HAIIUX ITHEH, CIOBO
«UEpHBI» MMEET HECKOJIbKO BapUAHTOB MPOU3HOLIEHUS M 3HAYEHUl. DTH BBIPKEHHUS, OTHOCAILIUECS K
pa3IMYHBIM CUMBOJIaM, CBSI3aHHBIM C Pa3HBIMHU COOBITHSMH U CUTyallMsIMU B TeKcTax (ge6, gi6-gi6, gig2/gi6(-
g), ug3-right-gi6, Mes), UMCIOT TaKue 3HAYCHUS, KaK «UEPHBIA, CTAHOBSIIUNACS YEPHBIM, OyIydd YEPHBIM,
HEOJHO3HAYHBIM, YEPHOTOJIOBBIM, HEOJJHO3HAYHBIH, YEPHOE MATHBIIIKO, TEMHBIN, KpallMHKA U HEYECTHBINY.
[ToMuMO HeraTMBHOM KOHHOTAlMM 3HAYEHWM, MPUIIHUCHIBAEMBIX CIIOBY «UYEPHBII», IIyMEPCKOE BBIpaKEHUE
«4epHOTOJIOBBIE JIIOJIN», KOTOPHIM OHU Ha3bIBaJ M CaMUX Ce0sl, TaKKe yKa3blBaeT Ha TO, YTO 3TOT IBET
WCIIOJIb30BAJICSI CUMBOJIMYECKH TSI 0003HAUEHUS MOJOKHUTENLHOTO aCIEKTa, CBA3aHHOTO ¢ MY»XecTBOM. Kak
BUJHO U3 TPUBEIEHHOIO NpHUMEpa, 3HAYEHUE WM 3HAYEHUS, MPUIHCHIBAEMbIE LBETY, HOCAT
JIByHaNpaBJIeHHbIN XapaKTep, yKa3bIBas KaK Ha MOJIOKUTENbHbIE, TAK U HA OTPULIATEIbHbIE KOHHOTALIUH.

Pene 'enoH, oOcyxnas (GyHIaMEHTAIBHYIO (YHKIUIO CHMBOJHM3Ma B KyIBTYpe, YTBEpKIAeT, UTO
CHUMBOJ CBSI3aH CO CTPEMJICHHEM JIOJIEH JOCTHYh MeTapU3UIEeCKOH chephl depe3 MpHpOoLy. IDTOT MOIXOJ
HE00XOIMMO pacCMaTpUBATh B COBOKYITHOCTH C MHTEpIIpeTanneil XenpbMyTa YIIUra 0 B3auMOCBSI3H reorpaduu
W BEpOBAHMUH, a TaKXKe ¢ KOMMeHTapusamMu XappueT Kpoydopa o ponu reorpadun B MIOHUMaHUH KYJIbTYypHON
ucropu MeconoramMuu. YTOMSIHYTbIe aBTOpPbl OTMEYAIOT, YTO B CBOEM MOJXOJE K JaHHOM TemMe OHU
YCTaHABJIMBAIOT MPSIMYIO CBA3b MEXKY Y€TIOBEKOM U reorpaduiaeCKUMH YCIOBUSIMHU €T0 OKPYIKAIOIIeH Cpebl,
TO €CTh TEPPUTOPHH, HA KOTOPOI OH MPOKUBAET, U YTO B PE3YJIbTATE 3TOI0 BOSHUKAIOT KYJIbTYPHBIE SBJICHHUS.
IIpu paccMOTpeHHHM TaKUX MOTHBOB, KaK «TOpbl U MOTOI», KOTOPbIE BCTPEUAIOTCS B MIYMEPCKUX TEKCTax B
3TOM KOHTEKCTE U CUUTAIOTCA YACThIO MX BEPOBAHUN, CTAHOBUTCSA OYEBUIHBIM, YTO NMPUPO/IA UCIIOIH30BAIACh
B KadecTBe CpEACTBa JUIsI OOpeTeHHWs MeTapu3ndecKoro 3HaHusa. Kpome Toro, ormedaercsi, 4YTO
reorpauuecKue 3JIEMEHTHI, YIIOMHHAEMBbIEC B IIYMEPCKHUX TEKCTaX, MCIOIb30BAIKCH HAPSIY C IIBETOBBIMHU
o0pa3zaMu. DIIEMEHT TOPBI TAKKE BBIICISACTCS HAPSAY C YSPHBIM [IBETOM KaK OJIUH U3 CHUMBOJIOB, KOTOPEIE, IO
BEPOBAHUSIM, OJIMLIETBOPSIOT BEJIUUUE, CBATOCTh U MUCTUKY. KOHLIENIMS BEIUYUs, CBSI3aHHAS C DJIEMEHTOM
TOpBI B KOHTEKCTE BEPOBaHUH IIIyMEpOB, 00pa3yeT eANHOE IeJI0e B COYCTAHUH C TAKUMH XapaKTEPUCTHKAMH,
KaK MY>K€CTBO U MUCTUYHOCTb, IPUIHUCHIBAEMBIMU YEPHOMY LIBETY, KOTOPBIN TAK)KE BCTPEUAETCS B AITMUECKHUX
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Tekctax. C JApyrodl CTOpOHBI, B MOBECTBOBAHMAX IBET YEPHBIH TakXKe HCIIOIB3YyeTCS B 3HA4YCHUH,
HENIOCPECTBEHHO YKa3bIBAIOIEM HA COCTOSIHHE TOPbl B TeMHOTE. UepHBIH, Kak CHMBOJIMYECKUIl IIBET,
HCIIOJIB30BAJICS HAapsAy C M300paKCHUSIMH ACPEBbEB, IIOUBBI, )KUBOTHBIX, OJICXKIbI U 1y JOBHIL, IIOMUMO CBOCH
CBsI3H ¢ 00pa3oM ropsl. [Ipu3HaHO, 4TO PEeNUTrHO3HbIE I MUCTHYECKUE ACTICKTHI TOBECTBOBAHUH B 3THUX TEKCTaX,
B CBSI3H C BEPOBAHUSAMH IIyMEPOB, YCHINBAIOT CHMBOJIMYECKYIO ICHHOCTH [IBETOBBIX 00pa30B, HCIIOIb3YEMBIX
HapsIy C YIOMSHYTBIMH OOBEKTaMH. DTOT KOHTEKCT MOKeT OBITh moakperuieH noaxoaoM Kapma I'. FOnra. B
cBoeil kHure «YenoBek u ero cuMBOJb FOHT yTBep)KIaeT, 4TO B3aMMOOTHOIICHHS MEXIY UYEeJIOBEKOM H
00beKTaMH HEOOXOJMMO paccMaTpHBaTh Kak eauHoe 1enoe. OH OOBSCHSAET 3TO CIIOCOOHOCTBIO YelIOBEKa
Oecco3HaTeNnbHO PeoO0Pa3oBhIBATH KAXKAYIO (OPMY, 0OBEKT WIIM OYEpTaHHE B OKPY KAIOIIEH cpelie B CHUMBOJIBI
MOCPE/ICTBOM B3aMOJIEICTBUSL. B 3TOM cMbICiie aenaeTcs BBIBOA, YTO NHUChbMEHHBIE ()OPMBI MUCTHYECKUX U
MH(UYECKUX IOBECTBOBAHUI, HWCIIOJNB3YEMBIX B MIYMEPCKUX TEKCTaX, MOXXHO HMHTEPIPETUPOBATH B
COBOKYIIHOCTH C IIBETaMH, 33J€HCTBOBAHHBIMH B IPOU3BEICHMSX, CO3JAHHBIX 3TOH KyJIbTypoil. B pamkax
JAHHOTO HMCCJICAOBAHMS CTAHOBUTCS OYEBHIHBIM, YTO M3MEHEHUS B cepax NMPUMEHEHHUs YEPHOTO IIBETa Ha
NPOTSDKEHUH MCTOPHUH MOXKHO 00Jiee YeTKO MOHSTH C IMOMOIIBIO IIMCEMEHHBIX MCTOYHHKOB B COYECTAHUH C
BU3YaJIbHBIMH IPOM3BEACHHUAMH.

KiaroueBsbie ciioBa: ITyMEphI, IBCT, IMICbMCHHOCTDH, CUMBOJI, IIepHBII\/'I OBCT.
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Yapilandirilmis Ozet:

Calisma imgesel diinyanin yansimasi olarak ortaya ¢ikan {iiretimler igerisinde kullanilan renk
olgusunun simgesel-sembolik anlatim dilinin s6zlii ve yazili kiiltiirle birlikte okunabilirligi lizerine aragtirma
yapma gayesindedir. Caligma inan¢ merkezli geligsen bu ifadeleri Siimer metinleri temelinde ele alirken, renk-
yazi iligkisi tizerinden degerlendirmelerde bulunmak amaglanmistir. Bu anlamda kiiltiirler igerisinde ilk
kullanilanlardan olan siyah rengin Siimer metinlerindeki sembolik anlmadaki yaklasimlart iizerinde
durulmustur.

Literatiir taramasi temelli bir arastirma ile sekillenen bu galisma, arastirilan alan dogrultusunda
uretilmis kitap, dergi, makale gibi ¢esitli verilerin bulundugu kaynak igeriklerinin analizleriyle
olusturulmustur. Arastirmanin evreni Dogu kiiltiirlerinde sozlii kiiltiirden yazili kiiltiire gegisi daha 6nce
basarmis olan Siimer kiiltiiriiniin dil, yazi, sanat, inang gibi kiiltiirel 6geler neticesinde ortaya ¢ikan iiretimleri
ve bu iiretimlerde renk olgusunu nasil ele aldiklart ¢ergevesinde olusturulmustur.

Mezopotamya’nin en eski toplumlarindan olan Siimerlerin {iretimleri ve ortaya koyduklar: tiim
kiiltiirel yap1, onlardan ziyade artlarindan gelen Babil, Akad gibi toplumlara mal edilmis ve onlarin iizerinden
okunmustur. Ancak kil tabletler {izerine islenmis ¢ivi yazisinin kesfi, okunmasi ve dolayisiyla Siimer
toplumunun varligiin ortaya ¢ikisi bu yaklasimi degistirmis, kullanilan yapilar yazi diliyle birlikte aslim
ortaya ¢ikarmistir. Bu anlamda ¢ivi yazisinin okunmasi, sadece Siimer toplumunun varligini ortaya
¢ikarmamistir ayni1 zamanda nesnel iiretimleri {izerlerindeki renk yapisinin da simgesel, sembolik anlam
karsiliginin da neler olabileceginin ipucunu vermistir. Calisma kapsaminda da Stimerlerin, “Enmerkar ve Artta,
Luganbanda Dag Magarasinda, Gilgamis Destan1, Inanna Cifciyi yegler, Tanrica Inannanim Me’leri Tanri
Enki’den Kagiris1” metinlerinde gecen renk ifadeleri analiz edilerek simgesel ve sembolik anlamda
yorumlanmistir. Konu baglaminda kiiltiir igerisindeki renk ifadelerinden biri olan siyah da, bu metinler
igerisindeki anlam katmanlariyla birlikte okunabilmistir. Bu baglamda Siimerler, siyah renge olumlu anlamda
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cesaret ve cesur olma ile baglantili anlamlar yiikledigi goriilmektedir. Olumsuz olarak ise karanlik ile
iligkilendirilmistir. Bununla beraber siyah, belirsizlik, koétii ve ugursuz olana isaret eden imgelerle birlikte
simgesel sembolik anlamlar icerisinde kullanilmistir.

Stimerlere ve sonrasi yapilan eklemelerle Mezopotamya toplumlarina mal olan ¢ivi yazisi ile iiretilmis
metin tabletlerinin okunabilmesi, icerisinde gecen renk ifadelerine yiiklenen anlamlari goriiniir kilmaktadir. Bu
ise kiiltiir kapsaminda toplumlarin ortaya koyduklar1 tiim tiretimlerin, varligi sonlamis bir toplum bile olmus
olsa kullandiklar1 renklerin simgesel sembolik anlam karsiliklarin1 yazi ile giiniimiize ulagsmis kaynaklar
tizerinden gorsel iiretimlerle birlikte okunabilmesini kolaylastirmaktadir. Bu kapsam g¢er¢evesinde ¢alismada
ele alinan siyah rengin tarihsel siire¢ icerisinde kullanim alanlarindaki degisiklik, gorsel iiretimlerle birlikte
yazili kaynaklar tizerinden daha net okunabilecegini gostermektedir.

“Siyah” kelimesinin anlamu kiiltiirler arasinda farkli tanimlamalarla degerlendirilse de, genel olarak
beyazin zittini, renklerin en koyu tonunu ya da 1513 yoklugunu ifade eder. Ote yandan, gesitli kiiltiirlerde
siyah rengin “karanlik, belirsizlik, kotiiliik ve ugursuzluk” gibi ortak sembolik anlamlar tagidig1 kabul edilir.

Kagit ve miirekkep gibi yazma araglarimin icadiyla birlikte, siyah renk sozlii ifadede tagidigi anlami
yeni bir boyuta tasimig ve bir yiizeye boya olarak kullanilmasinin 6tesinde yeni bir anlam biitiinligi
kazanmigtir. Daha soyut bir anlama isaret eden bu yaklagim ¢ergevesinde, sembol ve isaretler yaratmak icin bir
arag olarak rengin kullanimi, bir yiizeye yazi olarak uygulanmasiyla en iist diizeye ulasmstir.

Siyah, hem yazi dncesi donemin kiiltiirel kalintilarinda hem de yazi sonrast donemden elde edilen
verilerde diger renklerden daha erken tarihlerde kullanilmig gibi gériinmektedir. En eski yazili dillerden biri
olarak kabul edilen Cince “3& (Hei/hey)” karakteriyle temsil edilen siyah, ¢esitli kullanimlariyla Siimerce “gi6-
gi6” ifadesinin karsilig1 olarak da goriilmektedir. Tiirk¢e adi siyah olan bu renk, tarih boyunca farkli
aragtirmacilar tarafindan bir renk olup olmadigi konusunda periyodik olarak tartisilmis ve gesitli renk
teorilerine dahil edilmistir. Wilhelm Ostwald ve Albert Miinsel gibi ¢esitli arastirmacilar tarafindan ortaya
atilan renk teorilerinde, siyah renk genellikle beyaz renkle birlikte ele alinmistir. Bu baglamda gelistirilen bazi
renk modellerinde, siyah renk, koyu tonlardan agik tonlara gecisi temsil etmek i¢in beyazla birlikte
kullanilmistir.

Toplumlar i¢inde ve toplumlar arasinda kurulabilen etkilesimler, iletisim kavraminin sundugu anlam
cercevesinde miimkiin hale gelir. Iletisimi kolaylastiran unsur, kiiltiirlerden dogan dil olgusu ve bunun ardindan
gelisen yazidir. Kiiltiirlerin giinliik yasamda olusturdugu hayali yaratimlarin fiziksel doniisiimleri olan nesnel
iiretimlerin ve bigimsel bir iiretim olan resimlerin betimlenmesi, zamanla dilin sembolik ifadesinin yan1 sira
daha pratik bir bigim olan yaziya doniismistiir. Goriintiilerle birlikte ortaya ¢ikan yazi, kendi i¢inde goriintiileri
yaratan toplumun hafizasini da barindirir. Bu anlamda yazi, kiiltiirlerin siirekliligi i¢in oldugu kadar, yazil bir
dile sahip olmasi kosuluyla, varligi sona ermis bir kiiltiir hakkinda bilgi edinmek igin de elverisli bir arag islevi
goriir. Stimer ¢ivi yazisi tabletlerindeki yazili dil, bu anlamda artik var olmayan bir kiiltiiriin kalintilart olarak
giinlimiize kadar ulagsmistir ve konunun kapsaminda da belirtildigi gibi, kiiltiir iginde siyah renge atfedilen
sembolik anlamlara iliskin veriler saglamistir.

Stimer yazi dilinden giiniimiize ulasan tabletlerde, “siyah” kelimesi ¢ok sayida telaffuz varyant1 ve
anlam barindirmaktadir. Metinlerdeki farkli olay ve durumlar karsisinda ¢esitli sembollere ve simgelere isaret
eden bu ifadeler (ge6, gi6-gi6, gig2/gi6(-g), ug3-right-gi6, Mes), “siyah, siyahlagmak, siyah olmak, belirsiz
olmak, siyah basli, belirsiz, siyah benek, karanlik, benek, diiriist olmayan” gibi anlamlara sahiptir. “Siyah”
kelimesine atfedilen anlamlarin olumsuz ¢agrigimlarinin yani sira, Siimerlerin kendileri i¢in kullandiklart
“siyah baslt insanlar” ifadesi de, bu rengin cesaretle iligkili olarak olumlu yonii temsil etmek i¢in sembolik
olarak kullanildigin1 géstermektedir. Verilen drnekte goriildiigii gibi, renge atfedilen anlam veya anlamlar, hem
olumlu hem de olumsuz ¢agrigimlar igeren iki yonlii bir yapiya sahiptir.

Rene Guenon, kiiltiir icindeki sembolizmin temel islevini ele alirken, semboliin insanin doga yoluyla
metafizik aleme ulasma hedefiyle baglantili oldugunu belirtir. Bu yaklagim, Mezopotamya’nin kiiltiir tarihini
anlamada, Helmut Uhlig’in cografya ile inang arasindaki iliskiye dair yorumu ve Harriet Crawford’un cografya
iizerine yorumlariyla birlikte degerlendirilmelidir. Bahsedilen yazarlar, konuya yaklasimlarinda, insanlarla
cevrelerinin cografi kosullar1 ya da yasadiklart alan arasinda dogrudan bir iliski kurduklarini ve bunun
sonucunda kiiltiirel sonuglar elde ettiklerini belirtmektedirler. Stimer metinlerinde bu baglamda yer alan ve
inanglarinin bir pargasi olarak kabul edilen “daglar ve tufan” gibi motifler incelendiginde, doganin metafizik
bilgiye erismek icin bir ara¢ olarak kullanildig1 ortaya ¢ikmaktadir. Ayrica, Siimer metinlerinde bahsedilen
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cografi unsurlarin renk ifadeleriyle birlikte kullanildig1 gézlemlenmektedir. Dag unsuru, siyah rengiyle birlikte
biiylikliigii, kutsallig1 ve mistik olan1 somutlastirdigina inanilan sembollerden biri olarak 6ne ¢ikmaktadir.
Stimerlerin inanglariyla baglantili olarak dag unsuruyla iligkilendirilen ihtisam kavrami, destans1 metinlerde de
goriilen siyah rengin cesaret ve mistik olma dzellikleriyle birlestiginde biitiinsel bir biitiin olusturmaktadir. Ote
yandan, anlatilarda siyah rengin, dagmn karanlik halini dogrudan ifade eden bir anlamda da kullanildigt
goriilmektedir. Siyah, sembolik bir renk olarak, dag imgesiyle olan iligkisinin yan1 sira agaclar, toprak,
hayvanlar, giysiler ve canavarlarin tasvirlerinde de kullanilmistir. Bu metinlerdeki anlatilarin, Siimer
inanglariyla iligkili dini ve mistik yonlerinin, sz konusu nesnelerle birlikte kullanilan renk ifadelerinin
sembolik degerini artirdig1 kabul edilmektedir. Bu baglam, Carl G. Jung'un yaklasimiyla desteklenebilir. Jung,
“Insan ve Sembolleri” adli kitabinda, insanlarla nesneler arasindaki iliskinin bir biitiin olarak ele almmmasi
gerektigini belirtir. Bunun nedenini, insanin ¢evresindeki her formu, nesneyi veya sekli, etkilesim yoluyla
bilingdis1 bir sekilde sembollere doniistirme yetenegine baglar. Bu anlamda, Siimer metinlerinde kullanilan
mistik ve mitolojik anlatilarin yazili bigimlerinin, o kiiltlirlin yarattig1 iiretimlerde kullanilan renklerle birlikte
yorumlanabilecegi sonucuna varilir. Bu c¢aligmanin kapsaminda, tarih boyunca siyah rengin kullanim
alanlarindaki degisikliklerin, gorsel liretimlerin yant sira yazili kaynaklar araciligiyla da daha net bir sekilde
anlagilabilecegi agiktir.

Anahtar Kelimeler: Stimerler, Renk, Yazi, Sembol, Siyah Renk.
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The Influence of Written Texts on the Interpretation of the Symbolic Value of Color: The
Color Black in Sumerian Text

Introduction

The fact that the meaning of every word used in a language evolves over time positions the
concept of “language” as a living entity. Furthermore, “writing” also finds its place alongside
language within this context from the moment it is first used. In this sense, language, together with
writing, has continued to undergo change in every historical period in accordance with the breadth
of the symbolic world it seeks to convey. Guy Deutscher states, “The Babylonians would have had
a very, very hard time understanding Crime and Punishment, because their language expressed these
two concepts with a single word” (Deutscher, 2012, p. 9). While Deutscher uses this statement to
highlight differences between languages, he also demonstrates how the meanings of words and
writing have changed over time. This situation points to the challenges posed by the meanings
attributed to all symbols and signs—both in terms of cultural differences in interpretation and the
difficulties encountered in understanding societies that have vanished over the course of history.

The ability to understand the colors, signs, and symbols found within the cultural remnants
left behind by societies whose physical presence has vanished is made possible by the abundance of
data from these societies that has survived to the present day. Cultural data continues to exist within
societies and communities through transmission tools such as language and writing, material
production, and repetition. In this context, although the act of repetition persists within subsequent
cultures, debates regarding the existence and origins of these acts do not provide clear and sufficient
data to interpret the remnants of societies whose existence has been forgotten. The fact that the
actions of “repetition and reenactment”—which can be associated with “oral transmission” within
culture—have been reinforced by writing at this point constitutes significant evidence in the
historical process. Jan Assmann, who emphasizes the role of writing through the lens of religious
rituals (related to repetition and reenactment) within the scope of culture, underscores the increasing
importance of the phenomenon of writing in this framework:

The stricter the ritual discipline, the more repetition takes precedence. In contexts
where freedom is allowed in practice, however, the function of reenactment comes to the fore.
The scope for movement within the dynamic created by these two poles leads to an increased
importance of writing in the cohesive structure of cultures. With the transition to writing, the
dominance of repetition gives way to the dominance of revitalization; in other words, “ritual
coherence” is replaced by “textual coherence” (Assmann, 2018, p. 24).

In this context, one of the data sources that facilitates the understanding of cultural symbols
and the interpretation of color consists of texts produced through “writing,” which helps transmit the
oral tradition. It should also be noted that the visual forms created through image production possess
the same power as speech and writing. Therefore, the ability to express the objects or pictorial
depictions produced, along with the colors used in them, through the written language gives meaning
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to the symbols and signs involved in cultural transmission. Ultimately, the combined meanings of
images, symbols, signs, objects, and colors continue to exist as outputs of societies’ cultural
memories.

The semantic world of a culture, by being articulated through written language, facilitates
cross-cultural interaction and also makes it possible to convey this semantic world to other societies.
This situation can also be observed in the example of cuneiform script being adopted by other
societies that emerged in the region over time (such as the Akkadians, Assyrians, and Babylonians)
following the disappearance of the Sumerians from the historical stage'. Sources indicate that the
new communities that emerged in post-Sumerian Mesopotamia continued to use the Sumerian
language and script to a certain extent. For instance, despite the eventual disappearance of Sumerian
cuneiform and language, written texts conveying their culture and beliefs—particularly those
concerning religion, such as the Epic of Gilgamesh—continued to be used in the palaces and religious
sites of the new states established in the subsequent period. In this context, the literary works
produced by subsequent societies not only facilitated the reading of Sumerian texts but also revealed
the relationships with other societies in the region. At the same time, the social differences in the
written language highlight the richness of the variety of meanings in the color expressions used in
Mesopotamia.

Within the scope of this research, the symbolic meanings attributed to the color black by the
Sumerians can also be explained through the texts produced. However, the fact that the Sumerians
were a society whose physical existence has come to an end, coupled with the possibility that not all
Sumerian texts can be deciphered or that there may be written and visual sources that have not yet
been discovered, limits the clarity of the symbolic and metaphorical meanings of the black color
expressions used by the Sumerians.

Black as a Color

In addition to being defined as “the darkest color,” black is described as the absence of light
and the opposite of white (TDK, 2019, p. 2124). While the naming of the color black varies across
cultures, a common thread can be observed in the symbolic meanings attributed to it. The symbolic
meanings that can be recorded through written language also provide insights into the cultural nature
of the color black. Although the color black may take center stage within different frameworks of
meaning across various cultures, the positive and negative connotations associated with it can show
similarities in common ground. In this context, the color black carries negative connotations such as
darkness, uncertainty, evil, and bad luck, while positively it is associated with courage. Within this
framework, it is observed that the color black ranks among the first in the color nomenclature of
nearly every culture. Additionally, black’s practicality as a material—such as soot left by fire or coal,
which are easily accessible—made it a tool that facilitated drawing in early productions. The
subsequent discovery of tools like pens and ink, used for writing or drawing, also played a role in
shaping the connection people have with the color black. The pinnacle of the use of the color black
as a tool, symbol, or emblem is its presence as writing on any surface.

From cave paintings—the earliest examples of visual art that have survived to the present
day—black has been the first line or the first pictorial element (Honour & Fleming, 2020, p. 28)
(Figure 1). From the earliest examples to the present day, black—produced in various forms such as

! Although the Aramaic alphabet became widespread in the Mesopotamian region during the 1st century CE,
cuneiform continued to be used in astronomical, economic, religious, and literary texts (Oates, 2015, pp. 143,
148). This indicates that cuneiform remained one of the languages used in the region over a long period of
time. Furthermore, due to the existence of a written language and its role as a significant tool for transmitting
religious knowledge, it succeeded in influencing other societies and communities in matters of faith (and,
consequently, their culture as well).
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charcoal, ink, oil paint, and powdered pigment—has been used in nearly all visual productions. The
oldest known written reference to the color black, as found in extant written sources, appears in the
Sumerian cuneiform script as the words “ge6, gi6-gi6, gig2/gi6(-g), ug3-sag-gi6, Mes, Giggi”
(Aydin, 2013). In written form, the term for the color black appears as “7& (Hei/hey)” in China, aside

from the Sumerians. In the ancient Egyptian language, it was expressed as “£1 (km)” (Mabry,
2020). The term for the color black is also found in the Rigveda texts, considered one of the oldest
texts, and is written as “@Icll (Kala)” in the Sanskrit language. In Hebrew, it appears as “nnw (shah-
chor).” While “black” is written as “niger, ater, atra” in Latin, in the earliest Turkish written sources,
it appears as “3Md (kara, hara, hura).” Alongside this continued usage, the term eventually entered
the Turkish language as “siyah” through Arabic influence. Colors, and consequently the color black,

which are part of the linguistic structure established by societies, have also been the subject of
scientific research beyond this context.

Figure 1. Lascaux Cave Paintings Created with Black Pigment, France (Wikipedia, 2026).

Aristotle did not consider black to be a color; rather, he equated it with the darkness resulting
from the absence of light (Coruh, 2021, p. 51). Like Aristotle, Leonardo da Vinci also noted that
black is not a color in the true sense (Pastoureau, 2012, p. 11). Another definition states that black
on an object is produced when all light rays striking the object are absorbed (Caglarca, 1993, p. 13).
Black can also be considered a neutral color, along with gray and white. Since no pigment contains
a color visible to the eye, it is not possible to distinguish another color within the color black. It is
noted that experiencing absolute black is quite rare. Perceiving the darkness of the ocean depths or
very deep caves can be cited as an example of this. In this context, it is concluded that most objects
containing black pigment contain some reflected color, even if only in small amounts (Ocvirk et al.,
2015, p. 190).

S e o~ R

Parbteagleiehes Dreleck.

Figure 2. Ostwald Color Triangle (Schawelka, 2018, p.16).
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In many different color theories, researchers have placed black, along with white, at opposite
ends of the spectrum from other colors. In the triangular color model he developed for each color,
Wilhelm Ostwald placed a specific color at the apex and black and white at the other two ends (Figure
2) (Coruh, 2021, p. 65). A similar approach is found in the color system developed by Albert Miinsel.
He created a three-dimensional tree model using vertical bars placed at the center, with tone numbers
ranging from black to white, and sequential numbers representing other color tones on the outward
extensions (Figure 3) (Ocvirk et al., 2015, p. 216). In his book “Theory of Colors,” Goethe reduced
the primary colors to just two: blue and yellow. It is observed that he identifies blue as the color
closest to darkness—that is, black—and yellow as the color closest to light (Figure 4) (Goethe, 2013).
In this context, unlike other colors, black occupies a position where, along with white, it indicates
the approach and retreat of color tones or their lightness and darkness.

Value‘
roma

Purple-Blue
Blue-Green

Figure 4. Goethe's Color Wheel. (Goethe, 1808)

The color black began to be used earlier than other colors in the cultural productions of
societies, both in physical objects and in written language. It can be argued that this context is linked
to humanity’s earliest interactions with its environment. The darkness of night, devoid of light and
fire, emerges as a symbol. Consequently, black, which takes on a powerful identity as a symbol, is
“the color of absence, the unknown, the missing, the lost, and the hidden” (Ugar, 2022, p. 118).

The Use of the Color Black as a Symbol in Sumer

“Communication” is a key factor in the formation of cultures and in ensuring their continuity.
The linguistic and written symbols used to establish this communication also pave the way for the
study of societal cultures. The study of the pre-Sumerian Halaf and El Ubeyd cultures in the
Mesopotamian region, as well as the post-Sumerian Akkadian, Assyrian, and Babylonian cultures,
has been made possible by cuneiform tablets from the Sumerian period (Figure 5), which, although
not fully deciphered, serve as an important source. The Sumerian writing and language found on
readable tablets not only pave the way for research into the origins of Sumerian society but also serve
as a direct source regarding the cultural structure they established.
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Figure 5. Verses from the Epic of Gilgamesh, Cylinder Tablet, Siileymaniye Museum, Iraq (Al-
Rawi, 2015),

As Nazim Hiiseyinli notes in his book *The Sumerians and the Sumerian Language*, every
written language consists of a system of (image-based) signs. Writing forms (signs) shaped by
pictographic writing contain an iconic collective memory. At this point, in order for a written
language with an iconic structure to be readable (especially in the case of Sumerian and Egyptian
pictographic writing), these images must be deciphered (Hiiseyinli & Bayramova, 2020, p. 15). The
reflections of these images apply not only to the formation of the written language but also to the
“objects and forms of production” resulting from a production process (Figure 6). In this context,
just as it is necessary to examine the visual foundation to decipher the meaning equivalents associated
with color expressions within the language, it is equally important to pay attention to the
symbolic/symbolic meaning derived from this visual foundation when analyzing the color
combinations applied to objects/forms. As a result of this approach, it is necessary to specify whether
the symbolic-symbolic values attributed to colors used in the Mesopotamian region are applied to a
production object alongside the language used (and influenced by it), and whether there is a linguistic
origin that influences this application.

Figure 6. A mural from the Assy ernor’s Palace at Til Barsip, Tell Ahmar, Syria.
(Harmanci, 2024, p. 40).

Although cuneiform is often associated with the Sumerians, it was used as a written language
by many societies in the region due to the dominant cultural influence they exerted. These include
Sumerian, Akkadian, Elamite, Eblaite, Hurrian, Hittite, Urartian, Ugaritic, and Old Persian (Pahlavi)
(Hiiseyinli & Bayramova, 2020, p. 25). Cuneiform, which was also used by other peoples, has further
aided in the decipherment of the Sumerian language.

In the Sumerian language, there are multiple expressions used to denote the color black
(which may also encompass variations in pronunciation). Each word used for “black” not only
conveys the essence of the color but is also used to denote symbolic and metaphorical layers
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corresponding to different events, situations, or objects within the language. In this context, the
pronunciations used in the Sumerian language that correspond to the color black are as follows:

Table 1: Terms for the Color Black in the Sumerian Language and Their Turkish Equivalents
(Aydin, 2013).

Sumerian Turkish
g Black, To be black, To turn black AHw.1076
gig-gi Black, to be black
£g) /216(-g) To be dark, to be evening, to be uncertain, dark, uncertain,
black, dishonest
ug3_sag-gig, Black person, black-haired
Mes Spot, dark, black spot

The meanings attributed to these words, which were used in the Sumerian language to denote
the color black, also vary in their semantic equivalents within Sumerian texts. This diversity of usage
draws colors in general—and the color black in particular—into a symbolic and metaphorical realm
with a strong mystical dimension.

The fact that the Sumerians referred to themselves as the Sag-gi-ga (the black-headed people)
from the land of Ki-en-gir (Kenger) is indicative of their relationship with colors. However, the
meaning attributed to the word for “black” in their language conveys a more ominous connotation.
The meanings attributed to the word “black-dark™ within the language—such as “to be black, to be
dark, to be uncertain, dishonorable, black-headed, evil, and ominous”—demonstrate the diversity of
symbolic and metaphorical connotations associated with this word in the Sumerian language. When
considering the entirety of these meanings, it becomes evident that the color term “black-dark”
carries a symbolism pointing to the ominous.

The ominous symbolic meanings associated with the color black in Sumerian culture, when
combined with other symbols, convey an even deeper sense of the unknown. This powerful mystical
association with black has persisted to the present day, as can be seen in Uhlig’s example. In this
regard, the example cited by Uhlig in his book *The Sumerians* is as follows: “Although a person
today might not think of the Sumerians when a black cat crosses their path or their left foot stumbles,
the history of these so-called bad omens still traces back to their god of prophecy” (Uhlig, 2019, p.
26). The continued use of the Sumerian writing system (cuneiform) by other political and religious
authorities established in the region has not only facilitated interpretations of Sumerian culture but
has also, as noted in the example, brought the living aspects of that culture into the present day. In
this sense, the relationship between the color black and other symbols (nature, daily life, beliefs,
crafts, etc.) within the culture is frequently observed in Sumerian texts.

When discussing the fundamental functions of symbolism, René Guénon states that
humanity seeks to attain knowledge of the supernatural or metaphysical reality through nature. In
other words, he argues that nature can only acquire its true meaning when viewed as a tool that
elevates it to the knowledge of metaphysical truths (Kizil, 2018, p. 1308). For symbolic readings of
Mesopotamia, Guenon’s distinction between nature and the supernatural (Kizil, 2018, p. 1308), the
relationships established by Helmut Uhlig between geography and belief (Uhlig, 2019, p. 32), and
Harriet Crawford’s geographical approaches (Crawford, 2021, pp. 6—12) serve as guiding principles
in explaining the region’s culture when considered in conjunction with one another. The impact of
the conditions shaped by the geography of Mesopotamia on human life has been an integral part of
Sumerian belief and life, as seen in many societies established in the region. As Guénon also noted
through the relationship between nature and metaphysics, the presence of motifs such as the sacred
mountain and the flood in Sumerian belief suggests that the Sumerians viewed the concept of nature
as a means to attain knowledge of metaphysical reality (Kizil, 2018, p. 1308).
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The “mountain,” which has become a symbol and is one of the motifs within the belief
system, can be described as a geographical element in Sumerian epics®. Beyond this approach, in the
Sumerian epics, specifically in lines “42 and 268 of the royal epic “Enmerkar* and Aratta” and line
302° of the epic “Lugalbanda in the Mountain Cave,” the mountain motif is treated as a metaphysical
motif to which grandeur and sanctity are attributed.

When the image of the mountain is considered in relation to color within epics, it is
mentioned alongside the colors red and black. However, the color black stands out in the depiction
of the mountain element. In this regard, the phrase “black mountains” in line 114 of the epic “In the
Cave of Mount Lugalbanda” can be cited as an example. The use of the mountain image here suggests
that it carries a dual meaning in connection with the flow of the text. The phrase “black mountains,”®
while denoting a geographical feature, also carries a symbolic meaning, pointing to sacredness and
the unknown. The fact that the iron dagger given to the hero mentioned in the epic is said to have
come from the black mountains can be interpreted as a sign of superiority. However, the word “black”
preceding the word “mountain” also carries the meanings of uncertainty, evil, and ill omen in the
Sumerian language. The sense of foreboding associated with the color black creates a parallel
between the Sumerians’ positive symbolic (metaphysical) interpretation of the mountain motif and
their attribution of greatness to themselves as the “black-headed people.”

The word “black” appearing in lines 457 and 471 of the clay tablets, which record the
dialogues between the kings of “Enmerkar and Aratta,” is used to refer to both an animal and the
color of clothing’. The exact meanings of the words the kings used to assert their superiority over
one another are unclear, as the culture in question has vanished. The ambiguity in the lines—due to
the text’s strong mystical nature and Carl G. Jung’s approach to symbols, which emphasizes that
they may imply something beyond their literal, obvious meaning (Jung, 2016, p. 16)—highlights the
idea that the color black is used in a symbolic sense.

In the daily life of the Sumerians, the word “black”—as found in line 377 of the epic “In the
Cave of Mount Lugalbanda”—was used directly to describe the natural color of the material.
Furthermore, in lines 417-419 of the same epic (though some parts are illegible), the color black is
used to describe a situation associated with danger and evil, in accordance with the flow of the text®.

Gilgamesh (Gilgames), a name found among Sumerian kings, also appears as a hero in
Sumerian literary texts (Figure 7). Although the Epic of Gilgamesh was created by the Sumerians,

2 To better understand the color terms used in the Sumerian texts listed below, it is necessary to read the full
texts of the epics in question. However, it is not possible to reproduce the entire texts within the scope of this
study. For this reason, only the lines containing the color terms have been included. For the full texts, please
refer to the sources cited.
3«42, Let a sacred mountain be built in Uruk [for me],” (Kogak, 2021c, p. 4).
“268. These mountain ranges are warlike and majestic,” (Kogak, 2021¢, p. 13).
* Enmektar: King of Uruk in Sumer.
5 ¢302. The sacred mountains and plains were calling out to the other red bulls,” (Kogak, 2021¢, p. 53).
6¢113. They fastened the iron dagger,
114. which came from the Black Mountains,
115. to his waist,” (Kogak, 2021c, p. 47).
7457. “A dog that is not black, a dog that is not white,
458. A dog that is not earth-colored, a dog that is not red, ...” (Kogak, 2021c, p. 20).
“470. ‘O messenger! Tell your king:
471. ‘A garment that is not black, a garment that is not white, ...” (Kogak, 2021c, p. 20).
8 «377. Black beer, wheat beer, and sweet wine,” (Kogak, 2021c, p. 58).
“417. ...they strike their heads,
418. Black ... they play,
419. People’s ..., they break down doors, they disrupt the offering tables,” (Kogak, 2021¢, p. 58).
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over time it was adopted by the Mesopotamian civilizations and, with some modifications, also found
its way into Babylonian texts. The 115th line of the 7th tablet of the Epic of Gilgamesh describes a
dream experienced by Enkidu, Gilgamesh’s friend and servant’. Enkidu, recounting the dream,
describes the presence of a dark-faced figure. This dark-faced monster resembles Anzu (a giant
lizard) (Kogak, 2021b, p. 73). It is evident that the dark face, likened to a monster, emphasizes the
sense of the uncanny, which corresponds to the Sumerian word for “black.” In this context, the word
“black” used in the text symbolically points to the uncanny entity, while the mystery inherent in the
text’s flow (its mystical aspect) serves to symbolize the color.

Figure 7. The Statue of Gilgamesh, “Lord o the nimals,” Assyrian palace relief, Louvre
Museum (Wikipedia, 2024).

In texts from Sumerian mythology (beliefs) concerning Inanna (the “Lady of Heaven” in the
Sumerian language), who possessed various divine powers, there are also references to the color
black. Opposite Inanna stands Dumuzi, the Shepherd God, who was believed to possess other divine
powers (Figure 8.). In the tablets describing Inanna’s choice of a spouse (Inanna Chooses the Farmer
(C1g, 2013, p. 72)), the story focuses on her choosing the Farmer God Enkimdu instead of the
Shepherd God Dumuzi. Dumuzi, who objects to this choice, states that he can also provide the things
Enkimdu will give to Inanna. He says that in response to the black robe Enkimdu can offer, he will
give a black sheep. In the following lines, Dumuzi states that he can offer a white garment in response
to the white garment—a statement that could be seen as a contrast to his previous remarks. It is
unclear whether this contrast between the two colors is meant in a positive symbolic sense or is
related to the actual colors of the objects Dumuzi wishes to give to Inanna. Another text regarding
Inanna also mentions a black garment as the color of an object (The Abduction of the Me’s of the
Goddess Inanna by the God Enki (C1g, 2013, p. 100)). In the tablet dealing with Inanna’s taking the
“me”!? objects from Enki, the god of water and wisdom, one of the items given to her is a black

99 115. “Listen, brother, to the dream I had last night:

the sky was rumbling, the earth was echoing,

I was standing between the two,

there was a man with a dark face ahead,

he looked just like the monster Anzu,” (Kogak, 2021b, p. 72).
10“Me”: A term used in Sumerian belief to describe the cultural powers attributed to Enki, one of their gods.
“Cultural qualities and types” (C1g, 2013, p. 94)
“Me” is described by Samuel Noah Kramer as follows: although the exact meaning of the concept is unclear,
“Me generally referred to a set of rules and regulations assigned to every cosmic entity and cultural
phenomenon to be carried out eternally in accordance with the plans prepared by the deity who created it”
(Kramer, 2022, p. 157).
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garment. The fact that a black dress is mentioned directly here, unlike other colors, may indicate the
special value it carries. The fact that this dress was given by the god of wisdom suggests that the
black dress embodies a symbolic value. Furthermore, the mystical meaning attributed to objects in
the Mesopotamian region demonstrates that these objects could also serve as symbolic tools.
However, the fact that not all of the mentioned “me” attributes are supernatural in nature, and that
they also include feminine characteristics, indicates that the black dress is a symbolic tool that has
established its place within Sumerian culture. In both cases, the obscurity of the black dress within
the lost cultural heritage suggests that the object could serve as a symbol in conjunction with the
color it embodies.

g A

Figure 8. Dumuzi, the
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The relationship between an object and color, as well as the mystical meaning that can be
attributed to it, must be evaluated as a whole, just as Carl G. Jung (2016, p. 228) states in his book
*Man and His Symbols* regarding the relationship between humans and objects (whether indirectly
or directly through color). Jung notes that humans possess the ability to unconsciously transform
every object and form in their environment into symbols. By using symbols created in connection
with objects and forms within religion and art, humans also establish a connection with the mystical
and the unknown that the symbol represents. Furthermore, Jung’s approach to the concept of the
symbol shares similarities with the ancient Mesopotamian idea of the connection between belief and
life. The Sumerians in Mesopotamia held the belief that everything in their environment was alive
and served a function. The sacredness they attributed to the “mountain” form is an element that can
be evaluated within this framework. This situation can be explained by Helmut Uhlig’s approach,
which holds that the concept of god and divinity among the Sumerians is equivalent to being alive.
Furthermore, when the Sumerians speak of the concept of god, it actually means they are speaking
of life (Uhlig, 2019, p. 39). Jung’s assertion that everything possesses the potential to be a symbol,
along with Uhlig’s approach regarding the concept of life among the Sumerians, points to the strong
connection between humans, life, belief, and symbols in Mesopotamia. In this context the colors on
objects such as the black robe and white robe mentioned in the texts “Inanna Prefers the Farmer” and
“The Abduction of the Me’s by the Goddess Inanna from the God Enki” demonstrate that they can
be interpreted through both the Sumerian practice of imbuing objects with life through belief and
Jung’s concept of the symbol-object relationship.

-

érd od, Seal, Mesopotamia (Dinger, 2024),

The color black, as used in Sumerian texts, is primarily employed in a symbolic sense to
signify something ominous. However, the term “black-headed people” used by the Sumerians to refer
to themselves is more an expression of belonging or exaltation. Another instance where the term
“black” is seen in an exalting sense is in the line where Enki, after Sumer was chosen as the sacred
land, blessed the cities, saying, “Black land! May the trees be broad trees” (C1g, 2013, p. 72). This
usage symbolically emphasizes the fertility of the black-colored soil. The importance of the soil is
also evident in the structures they built using fired clay. Furthermore, the decorations on these
structures feature a dominant presence of black and red colors (Figures 9—10). Furthermore, the
description of the Sumerian living space as the “black land” also contains a symbolic exaltation, as
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might be the case with “sag-gi-ga.” At this point, the color used in the language carries a contrast in
meaning. When considering the views of Sumerologists who classify the Sumerian language within
the Turkic language family, the connection with Eastern and, in particular, Turkic culture serves as
a source for establishing a semantic link with the black-dark color'!. For example, the connection
C1g draws between the phrase “we are the black-headed people” (we are heroes on our own) from
the Manas epic and the Sumerian term “sag-gi-ga” (black-headed people) demonstrates that the color
black carries a symbolic meaning of exaltation. Furthermore, as noted by the German anatomist
Johann Blumenbach, the use of skin color to denote a nation is also relevant (Haviland, Prins,
Walrath, & Mcbride, 2008, p. 193). When the term “black-headed” is used in the Sumerian language
and accepted as a distinguishing characteristic of a nation, the word “black” serves as the equivalent
of a symbolic expression.

Figures 10. The mosaics of the Temple o II}anna in Uruk, the City of the Sumerians, Mesopotamia
(Ulgen,2024).

Conclusion

Humans first begin to explore their surroundings through the sense of sight. Subsequently,
the world and concepts that take shape in their minds through imagery, aided by signs, gradually
evolve into words upon which society has reached a common understanding. These symbolic words,
which emerge from the structure formed by societies, have created the communication tool known
as language. Furthermore, with the transition from oral to written expression, language has risen to
the status of a tool that facilitates the transmission of knowledge. Writing not only makes the diversity
of meanings contained within words more visible but also enables other societies to read the cultural

! Regarding the Sumerian language: Jule Oppert notes that it is related to the Turkish, Finnish, and Hungarian
languages. Frangois Léonorment has classified it within the Ural-Altaic language family. In addition to these,
C1g notes that many Sumerologists—including A. Falkenstein, Hartmut Schmokel, S.N. Kramer, Benno
Landsberger, Atakisi Celiloglu Kasim, and Osman Nedim Tuna—have stated that the Sumerian language
belongs to the Turkic or Ural-Altaic language family (C1g, 2013, pp. 29-30).
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productions of that culture. In this context, writing serves not only as a means of communication
within societies but also carries both the potential for interaction with other societies and the cultural
heritage to be passed on to future generations.

The visual form of the image and its transformation into a sign or symbol can be explained
through writing, but it can also be expressed through lines and colors on forms or surfaces. The use
of color—whose history began on cave walls and continued on surfaces such as pottery, sculptures,
and walls—also emerges as another medium in cultural expression. However, the symbolic meaning
of the colors used is difficult to explain for societies that have vanished from the historical stage. For
example, just as the symbolic meanings of the forms drawn on cave walls and the colors used on
them are unknown, determining the symbolic equivalents of the forms and colors on the earliest
pottery finds remains limited to the level of interpretation. This situation applies to the analysis of
the historical position of the color black. Like other colors, the use of black in daily life—on clothing
and objects—as well as its application and study in fields such as the plastic arts or science,
diversifies its symbolic and metaphorical meanings. In this context, the shared symbolic and
metaphorical meanings societies have ascribed to color will provide a clearer understanding when
interpreted alongside the written language they have left behind.

The same is true for the Sumerians, one of Mesopotamia’s oldest societies, in that their
existence has been largely forgotten. This is because their achievements and the entire cultural
framework they established have been attributed primarily to the societies that followed them—such
as the Babylonians and Akkadians—and interpreted through their lens. However, the discovery and
decipherment of cuneiform script inscribed on clay tablets, and consequently the revelation of the
Sumerian society’s existence, has altered this approach; the structures used, along with the written
language, have brought their true nature to light. In this sense, the decipherment of cuneiform writing
has not only revealed the existence of the Sumerian society but has also provided clues as to what
the symbolic and metaphorical meanings of the color patterns on their material artifacts might be.
Within the scope of this study, color expressions found in Sumerian texts such as “Enmerkar and
Artta,” “In the Cave of Mount Luganbanda,” “The Epic of Gilgamesh,” “Inanna Chooses the
Farmer,” and “The Abduction of the Me’s of the Goddess Inanna by the God Enki” were analyzed
and interpreted in symbolic and metaphorical terms. In this context, black—one of the color
expressions within the culture—was also interpreted in conjunction with the layers of meaning
present in these texts. In this regard, it is observed that the Sumerians attributed positive meanings
associated with courage and bravery to the color black. Negatively, however, it was associated with
darkness. At the same time, black was used within symbolic and metaphorical meanings alongside
imagery signifying uncertainty, evil, and misfortune.

The ability to read cuneiform text tablets—a writing system attributed to the Sumerians and
later adopted by Mesopotamian societies—reveals the meanings associated with the color terms they
contain. This, in turn, facilitates the interpretation of the symbolic and metaphorical meanings
associated with the colors used by societies—even those whose existence has long since ended—
through visual productions alongside written sources that have survived to the present day. Within
this framework, the study demonstrates that changes in the historical usage of the color black can be
more clearly understood through written sources in conjunction with visual productions.
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Rengin Sembol Degerinin Okunmasinda Yazili Metinlerin Etkisi: Siimerlerde Siyah Renk

Giris

Dil igerisinde kullanilan her bir kelimenin anlam karsilig1 bakimindan zamanla ¢esitlenmesi,
“dil” kavramini yasayan bir varlik konumuna getirmektedir. Ayrica “yazi” da kullanim anindan
itibaren dil ile birlikte kendine bu baglam {izerinden yer bulur. Dil, bu anlamda yaz ile birlikte
anlatilmak istenen simgesel-sembolik diinyanin genisligi ile her tarih doneminde degisime ugramaya
devam etmistir. Guy Deutscher, “Babilliler Su¢ ve Ceza’y1 anlamakta ¢ok ama ¢ok zorlanirds, ¢iinkii
dilleri bu iki kavramu tek bir kelimeyle karsiliyordu” der (Deutscher, 2012, s. 9). Deutscher, yazisinda
bu ifadeyle her ne kadar diller arasindaki farkliliga isaret etse de ayn1 zamanda yaz1 ve kelimelerin
anlam karsiliklarinin zamanla ne kadar degistigini de gosterir. Bu durum, tiim simge ve semboller
iizerine yliklenen anlamalarin hem kiiltiirler arasindaki anlam farkliligina hem de gegen tarih
igerisinde kaybolmus toplumlarin anlasilmasinda ortaya ¢ikan zorluga isaret etmektedir.

Siyasal olarak fiziki varligi ortadan kaybolan toplumlarin ardinda biraktig: kiiltiir kalintilari
icerisinde bulunan renk-simge-sembollerin anlasilabilmesi, bu toplumlardan giinlimiize ulasan
verilerin ¢oklugu ile miimkiindiir. Kiiltiirel veriler, dil-yazi, nesnel iiretim, tekrarlama, gibi aktarim
araclartyla toplum ve topluluklarda varligin1 devam ettirmektedir. Bu baglamda tekrarlama eylemi
her ne kadar takip eden kiiltiirler icerisinde varligin1 korusa da bu eylemlerin varlig1 ve koken
tartigsmalari, varligr unutulmus toplumlardan kalan verilerin okunabilmesi i¢in net ve yeterli veri
saglayamamaktadir. Kiiltlir igerisinde “sozlii aktarim” ile iliskilendirilebilecek “tekrarlama ve
canlandirma” eylemlerinin bu noktada yazi ile giiclenmis olmasi, tarihsel siirecte 6nemli bir kanit
olusturmaktadir. Kiiltlir kapsamindaki (tekrarlama-canlandirma ile iliskili) dini ritiiellerin konumu
lizerinden yaziya vurgu yapan Jan Assmann bu gergevede yazi olgusunun Oneminin arttigini
vurgulamaktadir:

Ayin disiplini ne kadar siki ise tekrarlama o kadar agir basar. Uygulamada 6zgiirliik taninan
yerlerde ise canlandirma islevi 6ne ¢ikar. Bu iki kutbun yarattigi dinamik ic¢indeki hareket
olanagi, kiiltiirlerin baglayici yapisinda yazinin 6neminin artmasina neden olur. Yaziya gegisle
birlikte tekrarlamanin istiinliiginden canlandirmanin iistiinliigiine gegilir, bagka bir ifadeyle
“ritliel bagdasikligin” yerini “metinsel bagdasiklik” alir (Assmann, 2018, s24).

Bu baglamda Kkiiltiir igerisinde yer alan simge-sembollerin anlasilmasini ve rengin
okunmasini saglayan veri kaynaklarindan biri de sozlii gelenegin aktarilabilmesini kolaylastiran
“yaz1” ile tiretilmis metinler olusturmaktadir. Yam sira imge tiretiminin olusturdugu gorsel
bicimlerin de s6z ve yazi ile aym giice sahip oldugu belirtilmelidir. Bu nedenle iiretilen nesne ya da
resimsel betimlemeler ve bunlar {izerinde kullanilan rengin yazi dilinde ifade edilebilmesi, kiiltiir
aktariminda yer alan simge-sembolleri anlamli kilmaktadir. Neticede imge, simge, sembol, nesne ve
renklerin birlesen anlamlari, toplumlarin kiiltiirel belleklerinin birer ¢iktis1 olarak varliklarin1 devam
ettirmektedirler.
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Kiiltiire ait anlam diinyasi, yazi dili ile somutlastirilarak kiiltiirler arasi etkilesimi saglamakta
ve ayni zamanda bu anlam diinyasinin diger toplumlara aktarilmasini da miimkiin kilmaktadir. Bu
durumu Siimerlerin tarih sahnesinden silinmesinin ardindan ¢ivi yazisinin zamanla bdlgede kurulan
(Akadlar, Asurlar Babiller gibi) diger toplumlar tarafindan kullanilmasi 6rneginde de goérmek
miimkiindiir'>, Siimer sonras1 Mezopotamya’da ortaya ¢ikan yeni topluluklarin Siimer dilini ve
yazisini belli bir orana kadar kullanmaya devam ettikleri ulasilan kaynaklarda goriilebilmektedir.
Ornegin Siimerlerin, ¢ivi yazisi ve dilinin zamanla yok olmasina ragmen Gilgamis destan: gibi kiiltiir
ve inanclarini aktaran (6zellikle inang iizerine) yazili metinleri, devam eden siiregte kurulmus bu yeni
devletler tarafindan saraylarda ve dini mekéanlarda kullanilmaya devam edilmistir. Bu baglamda
sonraki toplumlarin ortaya koymus oldugu iiretimler (yazi dili iiretimleri), Stimer metinlerinin
okunmasimi kolaylastirdig1 gibi bolgedeki diger toplumlarla olan iliskisini de gdzler Oniine
sermektedir. Ayn1 zamanda yazi dilindeki toplumsal farkliliklar, Mezopotamya’da kullanilan renk
ifadelerinin anlam ¢esitliligindeki zenginligi de ortaya koymaktadir.

Arastirma kapsaminda Stimerlerin kullandig1 siyah renk {izerine yiiklenen simge ve sembol
anlamlarinin okunabilmesi de iiretilen metinler aracilifiyla agiklanabilecektir. Ancak fiziki varlig
son bulan toplum olmasi ile baglantili olarak Siimer metinlerinin tamaminin okunamamasi veya
heniiz ulagilmamis yazili-gorsel kaynaklarin varligi olasiligi, Siimerler tarafindan kullanilan siyah
renk ifadelerinin simge-sembol anlam netligini sinirlandirmaktadir.

Renk Olarak Siyah

Renk isimlendirmesinin kelime karsiligt; “en koyu renk” olmasinin yaninda siyah, bir
noktada 15181n olmayisi ve beyazin karsiti seklinde tanimlanmaktadir (TDK, 2019, s. 2124). Siyah
renk isimlendirmesi, kiltiirlere gore farkliliklar tasimakla birlikte lizerine yiiklenen simgesel-
sembolik anlamlarda ortak bir biitiinliigiin varlig1 da gézlemlenebilmektedir. Yaz1 dili ile birlikte
kayit altina alinabilen simgesel sembolik anlamlar, ayn1 zamanda siyah rengin kiiltiirel dogasina
isaret eden karsiliklarini da sunar. Siyah renk, her ne kadar cesitli kiiltiirlerde farkli anlam
cercevesinde One ¢iksa da, lizerine yiiklenen olumlu ve olumsuz anlamlar, ortak paydada benzerlik
gosterebilmektedir. Bu kapsamda siyah renk, olumsuz anlamda; karanlik, belirsizlik, kotii olan ve
ugursuz gibi anlamlar tasirken olumu olarak cesaretle iliskilendirilmistir. Bu ¢ercevede hemen her
kiiltiiriin renk isimlendirmelerinde ilk siralarda siyah rengin yer aldigi goriilmektedir. Ayrica siyah,
renk bakimindan kullanilabilmesi de atesin ardinda biraktigi is, komiir gibi ulasim kolayligi olan
materyallerle bu anlamda ilk {iretimlerde ¢izimide kolaylastiran bir arac1 olmustur. Devam edegelen
stiregte kalem, miirekkep gibi yazi veya ¢izim i¢in kullanilan araglarin kesfi de insanlarin siyah renkle
kurdugu bagi sekillendiren etmenler arasinda yer almaktadir. Siyah rengin bir araci konumunda
simge veya sembol olarak kullaniminin zirve noktasi, herhangi bir yiizey {lizerinde yazi olarak var
olmasidir.

Giiniimiize ulasan ilk betimleme 6rnekleri olan magara resimlerinden itibaren siyah renk, ilk
cizgi ya da ilk resimsel 6gedir (Honour & Fleming, 2020, s. 28) (Gérsel: 1). ilk 6rneklerden
gliniimiize gorsel tiretimlerin hemen hepsinde komiir, miirekkep, yagliboya, toz boya gibi farkl
tirlerde tretilmis siyah renk kullanilmistir. Giiniimiizde bilinen ve bulunan yazili kaynak
anlamindaki siyah renge dair en eski isimlendirme ise Siimerlerin ¢ivi yazisi ile ifade ettikleri “geo6,
gi6-gi6, gig?/gi6(-g), ug3-sag-gi6, Mes, Giggi” sozciikleriyle karsimiza ¢ikmaktadir (Aydin, 2013).
Yazi olarak siyah renk isimlendirmesi, Siimerler disinda Cin’de “ % (Hei/hey)” olarak gegmektedir.

12 MS 1. yiizyilda Mezopotamya bolgesinde Arami alfabesinin yaygmlik gostermesine ragmen ¢ivi yazisi
astronomi, ekonomi, dini ve edebi metinlerde kullanilmaya devam edildigi goriilmektedir (Oates, 2015, s.
143,148). Bu haliyle ¢ivi yazisi uzun bir zaman dilimi igerisinde bdlgenin kullanilan dillerinden biri oldugunu
gostermektedir. Ayrica yaz1 dilinin varlig1 ve dini bilgilerin aktarilmasinda ciddi bir ara¢ olmasi nedeniyle
inang konusunda da (dolayistyla toplumun kiiltiiriinii de ) diger toplum ve topluluklar1 etkilemeyi bagarmistir.
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Antik Misir dilinde ise “£] & (km)” bigiminde ifade edilmistir (Mabry, 2020). En eski metinlerden
biri olarak goriilen Rigveda metinlerinde de siyah renk isimlendirmesi kullanildig1 goriiliirken, Hint
dilinde “Tcll (Kala)” olarak gegmektedir. Ibranice de ise “1mw (sah-cor)” seklinde goriilmektedir.
Latincede “niger, ater, atra” olarak yazilan siyah, en eski Tiirk yazili kaynaklarinda ise “ {4 (kara,
hara, hura)” olarak ve devam eden bu kullaniminin yaninda Arapga ile birlikte zamanla Tiirk¢eye
“siyah” seklinde yaziya gecmistir. Toplumlarin ortaya koymus olduklart dil yapisi igerisinde yer alan
renkler ve dolayisiyla siyah renk, bu baglam diginda bilimsel anlamdaki arastirmalarin da konusu
olmustur.

Gorsel: 1. Siyah Pigmentle Yapilmig Lascaux Magarasi Rersimleri, Fransa (Wikipedia,
2026).

Aristoteles siyahi bir renk olarak gdérmemis, 15181in olmayisiyla ortaya ¢ikan karanlikla
esitlemistir (Coruh, 2021, s. 51). Leonardo da Vinci’de Aristoteles gibi siyahin gercek anlamda bir
renk olmadigini belirtmistir (Pastoureau, 2012, s. 11). Diger bir tanimla nesne {izerine ¢arpan 151k
1sinlarmin tamaminin yutulmasi nesne tizerindeki siyah1 meydana getirdigi ifade edilmektedir
(Caglarca, 1993, s. 13). Siyah, ayn1 zamanda gri ve beyazla birlikte nétr bir renk olarak kabul
edilebilmektedir. Her pigmentin goézle goriilebilecek bir renk icermemesiyle baglantili olarak siyah
renk igerisinde baska bir rengin ayrimma varilmasi miimkiin olmamaktadir. Mutlak siyahi
deneyimlenmesinin ise olduk¢a nadir oldugu belirtilmektedir. Okyanus derinligi veya ¢ok derin
magaralardaki karanligi duyumsama buna 6rnek gosterilebilir. Bu baglam iizerinden siyah renk
pigmenti tastyan seylerin ¢ogu az miktarda olsa yansiyan renk igerdigi sonucunu ortaya koymaktadir
(Ocvirk vd., 2015, s. 190).

Farbtosgleihes Dreleck.

Gorsel: 2. Ostwald Renk Uggeni (Schawelka, 2018, p.16).
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Siyah renk, bir¢ok farkli renk teorisinde de arastirmacilar tarafindan beyaz ile birlikte diger
renklerin iki ayri ucuna yerlestirilmistir. Wilhelm Ostwald, her bir renk i¢in olusturdugu liggen renk
modelinde tepe noktasina belli bir rengi diger iki uca da siyah ve beyazi yerlestirmistir (Gorsel: 2)
(Coruh, 2021, s. 65). Benzer bir yaklagim Albert Miinsel’in olusturdugu renk sisteminde de
bulunmaktadir. Merkeze yerlestirilen dikey cubuk iizerinde siyahtan beyaza dogru giden ton
numaralandirmalar1 ve buna ek olan disa dogru uzanti iizerinde diger renk tonlarindan olusan sirali
numaralarla {i¢ boyutlu bir aga¢ modeli olusturmustur (Gorsel: 3) (Ocvirk vd., 2015, s. 216).
Goethe’de “Renk Ogretisi” kitabinda ana renkleri mavi ve sar1 olarak ikiye indirgemistir. Bu
renklerin karanliga yani siyaha en yakin renk olarak maviyi, 1518a en yakin renk olarak ta sariya isaret
ettigi goriilmektedir (Gorsel: 4) (Goethe, 2013). Bu baglamda diger renklerden farkli olarak siyah
renk, beyazla birlikte renklerin tonlari itibariyle yaklasip uzaklastigi veya agiklik-koyuluguna isaret
ettigi bir konumda yer almstir.

Value

Chroma l

Yellow-Red

Red-Purple Yellow

Purple

Green-Yellow

Purple-Blue Blue

Blue-Green

Gorsel: 4. Goethe Renk Cemberi (Goethe, 1808).

Siyah renk, toplumlarin kiiltiirel iiretimleri i¢erisinde hem nesne iizerinde hem de yaz1 dilinde
diger renklere gore daha erken kullanilmaya baslanmistir. Bu baglamin insanin gevresi ile kurdugu
ilk etkilesimlerle iligkili oldugu ifade edilebilir. Isigin ve atesin olmadigi gecenin karanligi, bir
sembol olarak ortaya ¢ikmaktadir. Dolayisiyla simge veya sembol olarak giiclii bir kimlige biiriinen
siyah, “yoklugun, bilinmeyenin eksik olanin, kayip ve gizli olanin rengidir” (Ugar, 2022, s. 118).
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Siyah Rengin Siimerlerde Simge Sembol Olarak Kullanimi

Toplumlarin kiiltiir olugmasinda ve o kiiltiiriin devamliligin1 saglamasinda “iletisim” 6ne
cikan bir etmendir. Bu iletisimi olusturmada kullanilan dil ve yazi simge-sembolleri de toplum
kiiltiirlerinin incelenmesinin 6niinii agmaktadir. Mezopotamya bolgesindeki Stimer dncesi Halaf ve
El Ubeyd Siimer ve sonras1t Akad, Assur ve Babil kiiltiirlerinin incelenebilmesi, Siimer dénemine ait
(her ne kadar tamamen ¢6ziimlenmemis olsa da 6nemli bir kaynak olan) ¢ivi yazisi tabletleriyle
miimkiin olmustur (Gorsel: 5). Okunabilen tabletlerdeki Siimer yazisi ve dili, Stimer toplumunun
kokenleri hakkindaki arastirmalarin 6niinii agtig1 gibi ayn1 zamanda olusturmus olduklan kiiltiirel
yap1 hakkinda dolaysiz bir kaynak teskil etmektedir.

Gorsel: 5. Gilgamis Destanindan Dizeler, Tablet, Siileymaniye Miizesi, Irak (Al-Rawi,
2015),

Nazim Hiiseyinli’nin“Siimerler ve Siimer Dili” kitabinda belirttigi gibi olugturulmus her bir
yazi dili (imgelere dayanan) isaretler sisteminden meydana gelmektedir. Resim yazi temelli
sekillenen yaz1 bigimleri (igaretler), imgesel bir toplum hafizasim igerisinde barindirmaktadir. Bu
noktada imgesel bir yapiya sahip olan yazi dilinin okunabilmesi i¢in (6zellikle Stimer ve Misir resim
yazilarinda oldugu gibi) bu imgelerin ¢éztimlenmesi gerekmektedir (Hiiseyinli & Bayramova, 2020,
s. 15). Imgelerin yansimalari, sadece yaz1 dilinin sekillenmesinde degil ayn1 zamanda bir iiretim
sonucu ortaya konulan “{iretim nesne ve bicimleri” i¢in gecerlidir (Gorsel: 6). Bu durumda,
kullanilan dil igerisindeki renk ifadeleriyle birlikte anlam karsiliklarinin ¢6ziimlenmesi i¢in ne kadar
imgesel temele bakilmasi gerekiyorsa aym sekilde nesne/bigim tizerinde kullanilan renk birlikteligi
izerindeki ¢oziimlenmelerde de imgesel temelin olusturdugu simgesel/sembolik anlama da dikkat
edilmesi gerekmektedir. Bu yaklagimin sonucu olarak Mezopotamya bdlgesinde kullanilan renklere
yiiklenen simgesel-sembolik degerlerin, kullanilan dilin yaninda (dilin etkisiyle de) bir iiretim
nesnesi lizerinde uygulanmasi ve bu uygulamayi etkileyecek dilsel bir kokenin var olup olmadiginin
belirtilmesi gerekmektedir.

Gorsel: 6. Til Barsip Asur Vali arayldan Bir Duvar Rsmi, Tell Ahmar, Suriye (Til
Barsip, 2024).
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Civi yazisi her ne kadar Siimerlerle 6zdeslesmis olsa da olusturduklar1 baskin kiiltiirel etkiyle
birlikte bolgede yasayan bir¢ok toplum tarafindan yazi dili olarak kullanilmistir. Bunlar; Siimerce,
Akadca, Elamca, Eblaca, Hurrice, Hititge, Urartuca, Ugarit¢e, Eski Persce (Pehlevice) dilleridir
(Hiiseyinli & Bayramova, 2020, s. 25). Diger halklar tarafindan kullanilmis olan ¢ivi yazis1 ayni
zamanda Siimer dilinin ¢dziimlenmesine de yardime1 olmustur.

Siimer dilinde, siyah kelimesinin karsilig1 olarak kullanilan birden fazla (telaffuz ¢esitliligini
de icerisinde barindirabilecek sekilde) ifadenin varligi s6z konusudur. Siyah icin kullanilan her bir
kelime, rengin 6ziinii ifade etmesinin yaninda dil i¢erisinde farkli olay, durum veya nesnelere karsilik
gelen simge ve sembol anlam katmanlarii belirtmek igin de kullanilmaktadir. Bu kapsamda Siimer
dili icerisinde kullanilan ve siyah renge karsilik gelen telaffuzlar sunlardir;

Tablo 1: Siimer Dilinde Siyah Renk Isimlendirmeleri ve Tiirkce Karsiliklar1 (Aydin, 2013).

Siimerce Tiirkce
&% Siyah, Siyah olmak, Siyahlasmak AHw.1076
glg_gig Siyah, Siyah olmak
glg) /ei6(- Karanlik olmak, aksam olmak, belirsiz olmak,
2) karanlik, belirsiz, siyah, namussuz
ug3_sag-gig Zenci, siyah basl
Mes Benek, karanlik, siyah leke

Siyah rengin karsilig1 olarak Siimer dilinde kullanilan bu kelimelere yiiklenen anlamlar,
Stimer metinleri igerisindeki anlam karsiliklarinda da ¢esitlilige ugramaktadir. Kullanim ¢esitliligi
genel anlamda renkleri, 6zelde ise siyah rengi mistik yonii gii¢lii simgesel-sembolik bir kullanim
alaninin igerisine ¢gekmektedir.

Stimerlilerin kendilerine Ki-en-gir (Kenger) iilkesinden Sag-gi-ga (kara basl halk) olarak
ifade etmeleri, renklerle olan iligkilerini gosterir niteliktedir. Ancak dillerindeki siyah-kara
sOzciigiine yliklenen anlam, kelimeye karsi daha tekinsiz bir ifadeyi karsilamaktadir. Kullanilan dil
icerisindeki siyah-kara s6zciigiine yiiklenen “siyah olmak, karanlik olmak, belirsiz olmak, namussuz,
siyah bagli, koti, ugursuz” anlamlari, Siimer dili igerisinde bu kelimenin simgesel-sembolik
karsiliklarindaki gesitliligi gosterir. Belirtilen anlamlarin biitliniine bakildiginda, siyah-kara renk
ifadesinin tekinsiz olana isaret eden bir sembolizmi oldugu goriiliir.

Stimerlerde kelime anlami olarak siyah renge yiiklenen tekinsiz sembolik anlamlar, diger
isaretlerle birleserek daha giiclii bir bilinmezligi ifade etmektedir. Siyah {izerine yiiklenen bu giiclii
mistik yaklagimin varligi, Uhlig’in 6rnegi lizerinden de goriilebilecegi gibi gliniimiize kadar varligim
korumustur. Bu anlamda Uhlig’in “Siimerler” kitabinda belirttigi 6rnek su sekildedir; “Bugiin
yolundan kara kedi gegen ya da sol ayagi tokezleyen bir insanin aklina Siimerler gelmese de, kotii
addedilen bu isaretlerin ge¢misi yine de onlarin kehanet tanrisina kadar uzanir” (Uhlig, 2019, s. 26).
Stimer yaz1 dilinin (¢ivi yazis1) bolgede kurulan diger siyasi ve dini otoriteler tarafindan kullanilmaya
devam edilmesi, Siimer kiiltiiriine dair okumalar1 kolaylastirirken ayni zamanda Ornekte de
belirtildigi gibi kiiltiiriin yasayan parcalarini da giiniimiize tagimistir. Bu anlamda kiiltiir igerisinde
siyah rengin diger isaretlerle (doga, giinlilkk yasam, inang, zanaat vb.) olan iliskisi, Slimer
metinlerinde sik¢a goriilebilmektedir.

Rene Guenon, sembolizmin temel islevlerinden bahsederken insanin, tabiat iizerinden
tabiatiistli veya metafizik gercekligin bilgisine ulagsma gayesi i¢inde oldugunu ifade etmektedir.
Baska bir ifadeyle tabiatin gercek anlam kazanmasini, ona metafizik hakikatlerin bilgisine
yiikseltecek bir arag olarak bakildiginda miimkiin olacaginm belirtmektedir (Kizil, 2018, s. 1308).
Mezopotamya iizerinden simge-sembol okumalari i¢in Guenon’un doga ile dogalistii arasinda (Kizil,
2018, s. 1308), Helmut Uhlig’in cografya ile inang arasinda kurdugu iligkiler (Uhlig, 2019, s. 32) ve
Harriet Crawford’un cografi yaklasimlar1 (Crawford, 2021, s. 6-12), birbirleriyle iligkili olarak bolge
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kiiltiirliniin agiklanmasinda yol gostericidirler. Mezopotamya cografyasinin olusturdugu sartlarin
insan hayatina olan etkisi, bolgede kurulan bir¢cok toplumda gorilldiigii gibi Siimer inang ve
yasaminin da bir pargast olmustur. Guenon’un da doga-metafizik arasindaki iliskisi iizerinden
belirttigi gibi Siimer inancinda kutsal dag ve tufan gibi motiflerin yer almasi, Siimerlerin tabiat
mefthumuna, metafizik gercekligin bilgisine ulagsmada bir araci olarak baktiklarinin yorumunu ortaya
cikarmaktadir (Kizil, 2018, s. 1308).

~99

Simgeye-sembole doniisen ve inang igerisindeki motiflerden biri olan “dag”, Siimer
destanlarinda'® cografi bir 6ge olarak betimlenebilmektedir. Bu yaklasim disinda Siimer
yazitlarindan olan, “Enmerkar'* ve Aratta” kral destaninin 42. ve 268. dizelerinde'® ve “Lugalbanda
Dag Magarasinda” destaninin 302. dizesinde'® dag motifi, ylicelik/kutsiyet atfedilen metafizik bir
motif olarak islenmistir.

Dag imgesi, destanlar igerisinde renkle iliskili olarak ele alindiginda ise kizil ve kara
renklerle birlikte zikredilmektedir. Ancak dag 6gesinin ele aliniginda siyah renk 6ne ¢ikmaktadir. Bu
anlamda “Lugalbanda Dag Magarasinda” destaninin 114. dizesinde gegen “kara daglar”!’ ifadesi
ornek gosterilebilir. Dag imgesinin buradaki kullanimi1 metnin akisiyla baglantili olarak ¢ift anlam
tagidig1 gorlisiinii ortaya ¢ikarmaktadir. Kara daglar ifadesi, cografi bir 6ge olmasiyla simgesel bir
anlam tasirken diger taraftan kutsalligi ve bilinmezligi ifade eden sembolik anlama da isaret
etmektedir. Destanda ad1 gegen kahramana verilen demir hangerin kara daglardan gelmis olmasi, bir
ustiinliik belirtisi olarak okunabilir. Ancak dag kelimesinin Oniinde verilen kara ifadesi, Siimer
dilinde kelime karsilig1 olarak belirsizlik, kotii ve ugursuz olma anlamlarini da tasimaktadir. Siyah
renk icin belirtilen tekinsizlik, Siimerlerin dag motifine olumlu yonde yiikledikleri sembolik
(metafizik) yaklagim ile kendilerine karabagli halk olarak yiicelik atfetmeleri arasinda bir paralellik
olusturmaktadir.

“Enmerkar ve Aratta” krali arasinda gecen diyaloglarin aktarildig: kil tabletlerde yer alan
457. ve 471. dizelerde gecen “kara” soOzcigli ise bir hayvami ve giysi rengini belirtmede
kullanilmigtir'®,  Krallarin birbirlerine Tstiinliiklerini gdstermede bir arag olarak belirttikleri
sozciiklerin anlam karsiliklari, kiiltlir yok oldugu i¢in belirgin degildir. Dizelerdeki anlam belirsizligi
(metnin mistik yoniiniin gii¢lii olmasi ve Carl G. Jung’un sembol i¢in kullandi1g1 muglak, {istii kapali
ve ilk anlagilabilecek anlamin 6tesinde bir seyi ima edebilecegi yaklasimi nedeniyle (Jung, 2016, s.
16)vurgulanan siyah rengin, sembolik anlamda kullanildig: diisiincesini 6ne ¢ikarmaktadir.

Stimerlerin giinliik hayat icerisinde siyah renk i¢in; “Lugalbanda Dag Magarasinda”
destaninin 377. dizesinde gegen siyah sozcligli, maddenin var olan rengini belirtmede dogrudan
kullanilmigtir. Ayrica ayni destanin 417-419. dizelerde ise (her ne kadar okunmayan kisimlarin

13 Asagida belirtilen Siimer metinlerinde kullanilan renk ifadelerinin daha anlasilabilir olabilmesi igin, bahsi
gegen destanlarin tam metin halinde okunmasi gerekmektedir. Ancak ¢alisma kapsaminda metinlerin
tamaminin aktarilabilmesi miimkiin degildir. Bu nedenle sadece metinler igerisinde gecen renk ifadelerinin
bulundugu dizeler alinmistir. Metinlerin tamami i¢in belirtilen kaynaklara bakilmasi gerekmektedir.
4 Enmektar: Stimer’de Uruk krali.
15¢42 . Uruk’ta kutsal bir dag yapilsin [benim i¢in],” (Kogak, 2021c, s. 4).
“268. Bu siradaglar savage¢idir ve yiicedir,” (Kogak, 2021c, s. 13).
16 «302. Kutsal daglar ve ovalar diger kizil bogalar ¢agiriyordu,” (Kogak, 2021c, s. 53).
17 ¢113. Demir hangerini,
114. Kara Daglar’dan gelen,
115. Beline bagladilar,” (Kogak, 2021c, s. 47).
18 457. “Kara olmayan bir kopek, ak olmayan bir képek,
458. Toprak rengi olmayan bir kopek, kizil olmayan bir kopek, ...” (Kogak, 2021c, s. 20).
“470. ‘Ey ulak! Kralina de ki:
471. ‘Kara olmayan bir giysi, ak olmayan bir giysi,...” (Kogak, 2021c, s. 20).
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oldugu goriilse de), metnin akisina bagli olarak siyah renk, tekinsizligin ve koétiiliigiin var oldugu bir
durumu betimlerken kullanildig1 gériilmektedir'®.

Stimer kral isimleri igerisinde de yer alan Gilgamis (Gilgames), ayn1 zamanda Siimer edebi
metinlerinde bir kahraman olarak yer almaktadir (Gorsel: 7). Gilgamig Destan1 her ne kadar
Stimerliler tarafindan olusturulmus olsa da gegen siire¢ igerisinde Mezopotamya medeniyetleri
tarafindan da kabul gérmiis ve baz1 degisikliklerle Babil metinleri igerisinde de yer almigtir. Gilgamig
Destani’nin 7. tabletinin 115. bent dizelerinde Gilgamis’in arkadasi ve hizmetkar olan Enkidu’nun
gece diisii tasvir edilmektedir’?®. Diisiinii aktaran Enkidu, riiyasinda karanlik yiizlii bir insanin
varligini aktarir. Bu karanlik yiizlii canavar Anzu’ya (dev boyutlu kertenkele) benzemektedir (Kogak,
2021b, s. 73). Canavara benzetilen karanlik yiiziin Siimer dilinde kara kelimesinin karsilig1 olarak da
eslenen tekinsizlige vurgu yaptigi goriiliir. Bu baglamda metinde kullanilan kara s6zciigii, simgesel
olarak tekinsiz varlia isaret ederken metin akisindaki (mistik yon) bilinmezlik, rengi
sembollestirmektedir.

Gorsel: 7. Gilgamis Heykeli, "Havanlrln Efendisi", Asur saray kabartmasi, Louvre
Miizesi (Wikipedia, 2024).

Siimer mitolojisinde (inancinda) cesitli tanrisal gii¢lere sahip olan inanna (Siimer dilinde
gbgiin hanimi) hakkindaki metinlerde, siyah renk sozciigiiniin gegtigi ifadelere de yer verilmektedir.
Inanna’nin kargisinda ise diger tanrisal giice sahip olduguna inanilan Coban Tanrist Dumuzi yer
almaktadir (Gorsel: 8). Inanna’nin es seciminin anlatildig: tabletlerde (inanna Ciftciyi Yegler (C1g,
2013, s. 72)), Coban tanrisi Dumuzi’nin yerine onun Cift¢i tanrisi Enkimdu’yu se¢mesi konu

19«377. Siyah bira, bugday biras1 ve tatl sarap,...” (Kogak, 2021¢, s. 58).
“417. ...basma vururlar,
418. Siyah ... calarlar,
419. Insanlarm ..., kapilarmi kirar, sunu sofralarim1 bozarlar,” (Kogak, 2021c, s. 58).
20 115. ‘Dinle, kardes, bu gece gordiigiim diisii,
gdk glimbiirdiiyor, yer yankilaniyordu,
ikisinin ortasinda ayaktaydim ben,
karanlik yiizlii bir adam vardi ilerde,
tipk1 canavar Anzu’ya benziyordu,” (Kogak, 2021b, s. 72).
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edilmektedir. Bu segime kars1 ¢ikan Dumuzi, Enkimdu’nun Inanna’ya verecegi seyleri kendisinin de
verebilecegini belirtmektedir. Enkimdu’nun verebilecegi kara elbiseye kars1 kendisinin kara koyun
verecegini sdyler. Devam eden dizelerde Dumuzi, 6nceki sdylediklerine karsi bir zithk olarak
goriilebilecek ak giysiye karsilik ak giysi verebilecegini sdylemektedir. Bu iki renk arasindaki zitlik,
iyi sembolik bir anlamda m1 yoksa Dumuzi’nin inanna’ya vermek istedigi nesnelerin var olan renk
karsiliklarryla mu iligkili oldugu kesin degildir. inanna hakkindaki baska bir metinde de yine bir nesne
rengi olarak kara elbiseden bahsedilmektedir (Tanriga inanna’nin Me’leri Tanr1 Enki’den Kagirisi
(C1g, 2013, s. 100)). Su ve bilgelik tanris1 olan Enki’de bulunan “me”lerin?' Inanna tarafindan
almmasini konu edinen tablette, ona verilenlerden biri de kara elbisedir. Burada diger renklerden
farkli olarak dogrudan siyah elbiseden bahsedilmesi, onun tasidig1 6zel bir degere isaret edebilir. Bu
elbisenin bilgelik tanrisi tarafindan verilmesi ise siyah renkli elbisenin, sembolik bir degeri
karsiladig1 one siiriilebilir. Ayrica Mezopotamya bolgesinde nesne {izerine yiiklenen mistik anlam,
bu nesnelerin ayni zamanda birer sembol araci olarak kullanilabilecegini de gdstermektedir. Ancak
belirtilen me’lerin tamaminin insaniistii bir 6zellik olmamasi, yan1 sira kadina ait 6zelliklerin de
bulunmasi, siyah elbisenin Siimer kiiltiiriinde kendine yer edinmis simgesel bir ara¢ oldugunu
gosterir. Her iki durumda da kaybolmus kiiltiirel miras igerisinde yer alan siyah elbisenin
bilinmezligi, nesnenin tasidigi renkle birlikte sembol olabilecegini gostermektedir.

—~v &

gt 3
‘,

o By .. ¥

Gorsel: 8. Cobaﬁ Tanrist 'Dumuzi, Miihiir, Mezopbtamya (Dinger, 2024),

Nesnenin renk ile olan iligkisi ve lizerine yiiklenilebilecek mistik anlam, Carl G. Jung’un
(2016, s. 228) “Insan ve Sembolleri” kitabinda ifade ettigi gibi insan ve nesne (dolayli veya dogrudan
renkle) arasindaki iliski, bir biitiin halinde degerlendirilmelidir. Jung, insanlarin ¢evrelerindeki her
nesne ve formu bilingdis1 olarak sembole doniistiirme kabiliyeti tagidigini belirtmektedir. Din ve
sanat icerisinde nesne ve formlarla bagintili olarak olusturdugu sembolleri kullanan insan, ayni
zamanda semboliin karsilig1 olan mistik-bilinmezlikle de bag kurmaktadir. Ayrica Jung’un sembol
fikri tizerindeki bu yaklagimi, Mezopotamya’da antik donemde var olan inang ile yasam arasindaki
bag fikriyle benzerlik tasir. Mezopotamya’da Siimerler, ¢evrelerinde bulunan her seyin canli ve bir

=99

isleve sahip oldugu diisiincesini tagimaktadirlar. Siimerlerin “dag” formuna vermis olduklar1 kutsiyet

2l “Me”: Siimer inancinda Tanrilarindan biri olan Enki’de bulunan kiiltiirel giigleri tanimlamada kullanilan
ifade. “Kiiltiir nitelikleri ve tiirleri” (C1g, 2013, s. 94)

“Me” Samuel Noah Kramer tarafindan ise kavramin kesin anlami belli olmamakla birlikte “Me genelde, her
kozmik varliga ve kiiltiirel goriingiiye, onu yaratan ilah tarafindan hazirlanmis planlar uyarinca sonsuza kadar
islenmesi amaciyla atanan bir kurallar ve diizenlemeler dizisini ifade ediyordu” (Kramer, 2022, s. 157) olarak
belirtmektedir.
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de bu cercevede degerlendirilebilecek bir 6ge konumundadir. Bu durum Helmut Uhlig’in,
Stimerlerde tanr1 ve tanrisallik diislincesinin canli olmakla es deger oldugu yaklagimiyla
acgiklanabilecektir. Bununla birlikte Siimerlerin tanr1 diistincesinden bahsetmeleri, onlarin aslinda
yasamdan bahsettikleri anlamina gelmektedir (Uhlig, 2019, s. 39). Jung’un her seyin sembol
olabilme 6zelligi tasidigini belirtmesi ve Uhlig’in belirttigi Stimerlerde canli diisiincesi lizerine olan
bu yaklasimlar, Mezopotamya’da insan, yasam, inang¢ ve semboller arasindaki bagin kuvvetliligine
isaret etmektedir. Bu baglamda “Inanna Ciftciyi Yegler” ve “Tanrica inanna’nin Me’leri Tanri
Enki’den Kagiris1” metinlerinde bahsi gegen, siyah elbise ve ak elbise gibi nesnelerin {izerindeki
renkler, Siimerlerde bulunan nesnelere inang ile sekillenen canlilik yiikleme durumuna ve aym
zamanda Jung’un sembol-nesne iliskisi iizerinden yorumlanabilecegini gostermektedir.

Stimer metinlerinde kullanilan siyah-kara renk, cogunlukla tekinsizlige isaret eden simgesel-
sembolik bir kullanimi ortaya koymaktadir. Ancak Siimerlilerin kendileri igin kullandiklart
“karabagli halk” tanimi, daha ¢ok bir aidiyetlik veya yiiceltmenin ifadesidir. Bir diger kara-siyah
sOzciigiiniin yiiceltme anlaminda goriildiigii ifade de Enki’nin Stimer’in kutsal iilke olarak seg¢ilmesi
ardindan sehirlerini kutsarken “Kara iilke! Agaclarin genis agaglar olsun” (C1g, 2013, s. 72) dizesinde
seslendigi ifadesidir. Bu kullanim, kara renkli topragin bereketli olmasini simgesel bir anlatimla
vurgular niteliktedir. Topragin 6nemi, pismis topraklarla olusturduklar1 yapilarda da karsimiza
cikmaktadir. Bununla birlikte olusturduklar1 yapilarin siislemeleride siyah ve kirmizi renklerin
baskin varligi s6z konusudur (Gorsel: 9-10). Ayrica Siimer yasam alaninin kara iilke olarak
belirtilmesi, sag-gi-ga’da olabilecegi gibi sembolik bir yiiceltmeyi de i¢erisinde barindirmaktadir. Bu
noktada dil icerisinde kullanilan renk, anlam agisindan bir zitlik tagimaktadir. Dil ailesi baglaminda
Siimer dilini Tiirk dili ailesi igerisinde kabul eden Siimerologlarin goriisleri temel alindiginda?,
Dogu ve dzellikle Tiirk kiiltiirii ile olan iliski, siyah-kara rengiyle anlam bag1 olusturmada bir kaynak
teskil etmektedir. Ornek olarak C13’1n Manas destaninda gecen “kara bash kisiyiz” (yalmz bagimiza
yigidiz), sozii ile Siimerlerin “sag-gi-ga” (kara basli halk) sozcligii arasinda kurdugu bag, siyah
rengin yiiceltme yoniinde sembolik bir anlami karsiladig1 gosterir. Bunun diginda Alman anatomi
bilimcisi Johann Blumenbach’in de ifade ettigi gibi ten renginin bir ulusu belirtmek i¢in kullanilmasi
da s6z konusudur (Haviland, Prins, Walrath, & Mcbride, 2008, s. 193). Siimer dilinde kara bash
sOzcligliniin kullanilmasi, ulus bakimindan ayirt edici bir 6zellik olarak kabul edildiginde “kara”
sOzciigii simgesel bir ifadenin karsilig1 olacaktir.

Gorsel: 9. Renkli Duvar Konileri, Irak. (Pennmuseum, 2023),

22 Siimer dilini: Jule Oppert; Tiirk, Fin ve Macar dilleriyle akraba oldugunu belirtir. Francois Leonorment;
Ural-Altay dil grubuna koymustur. Bunlar disinda C1g; A. Falkenstein, Hartmut Schmdkel, S.N.Kramer, Benno
Landsberger, Atakisi Celiloglu Kasim, Osman Nedim Tuna gibi bir¢ok Siimerolog’un, Stimer dilinin Tiirk¢e
veya Ural-Altay dil grubunda oldugunu belirtmektedir (C1g, 2013, s. 29-30).
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Gorsel: 10. Stimerlerin $ehri Uruk'taki InannaTapmagi'nin mozaikleri, Mezopotamya
(Ulgen,2024).

Sonug¢

Insan ilk olarak gérme duyusu ile ¢evresini tanimaya baslar. Devaminda gostergeler
yardimiyla imgesel olarak zihninde sekillenen diinya ve kavramlar, zamanla iizerine toplum
tarafindan ortak bir anlagsmaya varilmis sdzctiklere doniismektedir. Toplumlarin olusturdugu yapinin
ortaya koydugu bu simgesel-sembolik sozciikler, dil olarak nitelendirilen iletigim aracinm
olusturmustur. Ayrica dil, toplumun s6zlii anlatimlardan yazili anlatima gecilmesiyle birlikte bilginin
aktarilmasini kolaylagtiran bir araci konumuna yiikselmistir. Yaz1 sozciiklerin barindirdigi anlam
cesitliligini daha goriiniir hale getirmekle birlikte diger toplumlarin bu kiiltiire ait tretimleri
okuyabilmesini saglamaktadir. Bu baglamda yazi, toplumlar igerisindeki iletisim araci olmasinin
yaninda hem diger toplumlarla kurulabilecek etkilesimi hem de sonraki nesillere aktarilacak kiiltiirel
mirasi tagtyabilmektedir.

Gorsel olanin imgesel hali ve bu imgenin simge veya sembole doniismesi, yazi ile
aciklanabildigi gibi bi¢im veya yiizeyler iizerinde ¢izgi ve renklerle de ifade edilebilmektedir.
Izlencesi tarihsel olarak magara duvarlarinda baslayan ve ¢omlek, heykel, duvar gibi yiizeyler
iizerinde ilerleyen renklerin kullanimi da kiiltiirel anlatimda diger bir araci olarak karsimiza
cikmaktadir. Ancak kullanilan renklerin anlam degeri, tarih sahnesinden kaybolan toplumlar i¢in
aciklanmasi zor olmaktadir. Ornegin magara duvarlarinda cizilmis bigimlerin ve iizerinde kullanilan
renklerin anlam degerlerinin bilinmedigi gibi en eski buluntu ¢odmlekler {izerine islenmis bigimler ve
renklerinde anlam karsiliklarina ulasmak sadece yorum diizeyinde kalmaktadir. Belirtilen durum
siyah rengin tarihsel siire¢ icerisindeki konumuna dair okuma iginde gecerlidir. Siyah renk, diger
renklerde oldugu gibi giinlik yasam igerisinde kiyafetler ve nesneler {izerindeki kullanimi, plastik
sanatlar veya bilim alan1 gibi arastirma alanlarinda kullanilmasi ve incelenmesi simgesel-sembolik
anlam karsiligini ¢esitlendirmektedir. Bu kapsamda toplumlarin renk iizerine varmig olduklar ortak
simgesel-sembolik anlamlar da biraktiklar1 yazi dilinin anlasilmasi ile daha net bir okuma
saglayacaktir.

Mezopotamya’nin en eski toplumlarindan olan Stimerler i¢in de varlig1 unutulmus bir toplum
olmas1 bakimindan durum aynidir. Zira tiretimleri ve ortaya koyduklar tiim kiiltiirel yap1, onlardan
ziyade artlarindan gelen Babil, Akad gibi toplumlara mal edilmis ve onlarin iizerinden okunmustur.
Ancak kil tabletler iizerine islenmis ¢ivi yazisiin kesfi, okunmasi ve dolayisiyla Siimer toplumunun
varliginin ortaya ¢ikisi bu yaklagimi degistirmis, kullanilan yapilar yaz1 diliyle birlikte aslin1 ortaya
cikarmistir. Bu anlamda ¢ivi yazisinin okunmasi, sadece Siimer toplumunun varligini ortaya
¢ikarmamigtir ayn1 zamanda nesnel {iiretimleri {izerlerindeki renk yapisinin da simgesel, sembolik
anlam karsiligimin da neler olabileceginin ipucunu vermistir. Calisma kapsaminda da Siimerlerin,

Turkish Studies, Language and Literature, 21(O1)



The Influence of Written Texts on the Interpretation ... 1425

“Enmerkar ve Artta, Luganbanda Dag Magarasinda, Gilgamis Destan1, inanna Cifciyi yegler,
Tanrica inannanin Me’leri Tanr1 Enki’den Kagiris1” metinlerinde gecen renk ifadeleri analiz edilerek
simgesel ve sembolik anlamda yorumlanmistir. Konu baglaminda kiiltiir icerisindeki renk
ifadelerinden biri olan siyah da, bu metinler i¢erisindeki anlam katmanlariyla birlikte okunabilmistir.
Bu baglamda Siimerler, siyah renge olumlu anlamda cesaret ve cesur olma ile baglantili anlamlar
yiikledigi goriilmektedir. Olumsuz olarak ise karanlik ile iligkilendirilmistir. Bununla beraber siyah,
belirsizlik, kotii ve ugursuz olana isaret eden imgelerle birlikte simgesel sembolik anlamlar icerisinde
kullanilmstir.

Stimerlere ve sonrasi yapilan eklemelerle Mezopotamya toplumlarina mal olan ¢ivi yazisi ile
iiretilmis metin tabletlerinin okunabilmesi, icerisinde gecen renk ifadelerine yiiklenen anlamlari
goriliniir kilmaktadir. Bu ise kiiltiir kapsaminda toplumlarin ortaya koyduklari tiim {iretimlerin, varligt
sonlamig bir toplum bile olmus olsa kullandiklar1 renklerin simgesel sembolik anlam karsiliklarin
yazi ile giinimiize ulasmis kaynaklar tizerinden gorsel iretimlerle birlikte okunabilmesini
kolaylastirmaktadir. Bu kapsam c¢ercevesinde calismada ele alinan siyah rengin tarihsel siireg
igerisinde kullanim alanlarindaki degisiklik, gorsel iiretimlerle birlikte yazili kaynaklar iizerinden
daha net okunabilecegini gostermektedir.
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