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Abstract: Kiitahya, a city known for its ceramics for centuries, first began producing tiles in the 15th century
during the Ottoman period, serving as a secondary center supporting iznik. By the end of the 17th century with
Iznik losing its influence and its studios closing due to various reasons, Kiitahya became the sole center of
production, continuing its activities to meet the needs and demands of both the Palace and the local population.
Shaped by these changes and the demands of the people, 18th century Kiitahya tiles reflected social, societal,
and period specific motifs and figures. The region’s daily life, the distinct traces of its multicultural society, its
demographic structure and its beliefs were all reflected on the tiles. From the 19th century onwards, changing
demands led to a return to the classic Iznik designs, causing this unique style to fade into obscurity. Tiles
adorned with a descriptive approach disappeared from production for many years, remaining limited to
examples from that period.

The “Forgotten Professions™ series, created by Turkish tile and ceramic artist Adil Can Giiven, is significant
for its role in reviving the Kiitahya style human figure tile group and serving as an example for contemporary
production. In this context, the aim of this study is to reveal the cultural transmission processes and value of
the 18th century Kiitahya tile tradition through the interpretations of a contemporary artist. The study is
conducted within the framework of qualitative research methods. The figures and motifs found in the Kiitahya
human figure tile group examples and Giiven’s works within this theme have been documented using historical-
comparative analysis models. The findings of the research reveal that this group, which is on the verge of being
forgotten, serves as a source demonstrating stylistic continuity, carried into contemporary tile art through Adil
Can Giiven’s contemporary interpretations while remaining faithful to its traditional context. Within the scope
of this study, the relevant tile group and the depictions in Giiven’s works will be examined and their
transmission from the past to the present will be discussed from the artist’s perspective.
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Oz: Yiizyillardir bir seramik kenti olan Kiitahya, 15. yiizy1l Osmanli doéneminde iznik’e yardimei ikinci bir
merkez olarak ilk kez ¢ini imal etmeye baglamistir. Kiitahya, 17. yiizy1l sonlarinda gesitli nedenlerle Iznik’in
etkisini yitirmesi ve atdlyelerinin kapanmasiyla birlikte iiretim yapan tek merkez haline gelerek hem Saray’in
hem de yerel halkin ihtiyag ve talepleri dogrultusunda tiretim faaliyetlerine devam etmistir. Yasanan degisimler
ve halkin talepleriyle de sekillenen 18. yiizyil Kiitahya ¢inileri; sosyal, toplumsal ve donemini yansitan motif
ve figiirleri bellegine tasimigtir. Bolgenin giindelik hayati, ¢ok kiiltiirlii toplum yapisinin belirgin izleri,
demografik yapisi ve inanglar ¢iniler izerine yansitilmistir. 19. yilizyildan itibaren degisen talepler, bu figiiratif
anlatimin yerini tekrar klasik Iznik desenlerine birakmasina ve bu 6zgiin iislubun unutulmaya baslamasina
neden olmustur. Betimleyici bir yaklasimla bezenen ¢iniler, uzun yillar boyunca iretimlerde varlik
gostermeyerek, donemine ait drnekleriyle sinirli kalmistir.

Tiirk ¢ini ve seramik sanatcist Adil Can Giiven tarafindan olusturulan “Unutulan Meslekler” serisi, Kiitahya
tarzi insan figiirlii ¢ini grubunu yeniden hatirlatarak, giiniimiiz tiretimlerine 6rnek teskil etmesi agisindan 6nem
arz etmektedir. Bu baglamda calismanin amaci, 18. yiizyila 6zgii Kiitahya ¢ini gelenegi referansiyla, gliniimiiz
sanat¢isinin yorumlamalar iizerinden kiiltiirel aktarim siireclerini ve degerini ortaya koymaktir. Calisma, nitel
arasgtirma yontemleri cergevesinde ele alinmistir. Kiitahya insan figiirlii ¢ini grubu o6rnekleri ve Giiven’in
iirettigi tema kapsamindaki eserlerde bulunan figiir ve motifler, tarihsel-karsilastirmali analiz modelleri
kullanilarak belgelendirilmistir. Arastirmada elde edilen bulgular, unutulmaya yiiz tutan bu grubun Adil Can
Giiven’in giincel yorumuyla, geleneksel dokusuna sadik kalinarak giiniimiiz ¢ini sanatina taginan ve iislupsal
stirekligi gosteren bir kaynak niteligi tasidigini ortaya koymaktadir. Bu ¢aligma kapsaminda, ilgili ¢ini grubu
ve Giiven’in eserleri incelenerek, sanatgmin perspektifinden gegmisten giiniimiize aktarim siireci ele
alinacaktir.

Anahtar Kelimeler: Cini, Adil Can Giiven, Betimleme, Figiir, Kiitahya Ciniciligi, 18. Yiizyil.
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Structured Abstract:

This study aims to systematically analyse the historical evolution and contemporary examples of the
descriptive style seen in 18th-century Kiitahya tilemaking. The research examines the “Forgotten Professions”
series by traditional tile and ceramic artist Adil Can Giiven. Through these works, the use of tile art as a
narrative surface, its role in cultural transmission and the importance of stylistic continuity These works
highlight the use of tile art as a narrative surface, its role in cultural transmission, and the importance of stylistic
continuity. A review of the existing literature reveals that field studies on tile art generally focus on period,
style and technique, with limited approaches addressing the dialectic between a historical period and the present
day. The lack of methodological models that base traditional references on contemporary production practices
is noteworthy. This study, approached from both conceptual and practical perspectives, focuses on Kiitahya
tilemaking, documenting the multilayered structure and sociocultural reflections of the period. By presenting
examples representing an iconic group within this tradition and their contemporary interpretations, the research
serves as a model for the field. Furthermore, it aims to open a discussion on the importance of contemporary
tile production in ensuring stylistic continuity, thereby addressing the gap in the literature in this field.

This study is structured within the framework of qualitative research methods. Literature review and
document analysis techniques were used to determine the historical process and stylistic characteristics of
Kiitahya tilemaking. The sample of the research, consisting of 18th-century descriptive tiles and fourteen works
by Adil Can Giiven, was evaluated using formal (outline technique, free brushstrokes, colour usage, and
compositional balance) and content (the historical position of professional groups and, if applicable, clothing
anthropology) analysis methods. These were examined in the context of theme, composition and figurative
expression using traditional data.

The research findings are grouped under three main headings. The first heading, the historical findings
of Kiitahya tilemaking, reveals compositional characteristics that show stylistic and formal differences from
Iznik production. The examination revealed that the motifs, laces, and embroidery found in the traditional
clothing, coverings, carpets, and rugs of the local people are used as the basic elements in these tile decorations.
The decorations are adorned with simple, linear lines and free brushstrokes. Various forms such as plates,
bottles, flasks and pitchers form the background of the figural decorations. Their bodies are cream-coloured
and have a white slip. In terms of colour palettes, besides cobalt, turquoise and green, a contrast with Iznik is
seen with terracotta red, manganese purple and an intense and dominant yellow. These examples of the Kiitahya
style reached their peak in the 18th century.

The second section, focusing on the depiction findings in Kiitahya tiles, shows that 18th-century
Kiitahya examples feature human figures and descriptive narratives reflecting the daily life of the period. The
demographic structure and daily life of the region influenced the shaping of Kiitahya style production. The
coexistence of Muslim and non-Muslim craftsmen paved the way for the emergence of a new narrative
language. The visual sources examined within the scope of the research concretely demonstrate that elements
reflecting local folk culture and original decorations were transferred to the tile surfaces. Under the third section
of the study, the stylistic, compositional and technical findings of descriptive representation examples are
examined. It has been determined that these unique tiles, whose production decreased and ended at the
beginning of the 19th century, gradually fell into oblivion. The fact that their use in contemporary tile studios
remains quite limited highlights this group of works as an important asset that needs to be preserved from an
academic and artistic perspective. In this context, fourteen works from the “Forgotten Professions” series by
artist Adil Can Giiven were selected as samples within the scope of the research.

Giliven’s compositions depict professions that are still struggling to survive in contemporary social
life or some that have been forgotten or lost. These include tradespeople such as bagel sellers, musicians,
porters, basket carriers, bakers, drummers, acrobats, street vendors, barbers, dentists, quilt makers,
confectioners, water carriers, basket weavers and farmers. Based on the data obtained in this research, these
compositions, examined methodologically, have been shown to reflect the social and societal structure of the
Ottoman Empire through historical and sociological data. The figures in the artist’s works are positioned at the
centre of the form, and the use of flexible, free brushstrokes and local floral motifs maintains fidelity to the
traditional Kiitahya tile style. The clothing of the figures reflects local attire, with details such as baggy trousers,
leather socks, jackets, caftans, head coverings and money pouches. While the works generally adhere to the
customary motif repertoire and compositional scheme of traditional Kiitahya tiles, the figures are visualised
with a dynamic narrative and processed through the artist’s original interpretation. Thus, these works serve as
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concrete evidence that Kiitahya’s descriptive narrative tradition can continue today, drawing on historical
references. concrete evidence that Kiitahya’s descriptive narrative tradition can be continued in the present day,
considering historical references.

The research results indicate that traditional Turkish tile art, which has reached the present day with
strong ties to the past, is a field that keeps historical cultural heritage alive despite the rapidly changing social
structure and evolving taste perceptions. Today, many tile studios and artists operating at national and
international levels base their work on designs attributed to the iznik style. In contrast, the use of the unique
pattern, motif and figure repertoire specific to Kiitahya tilemaking in contemporary productions remains quite
limited, making works referencing this style extremely valuable and original. In this context, the works of artist
Adil Can Giiven are considered a contemporary example of an application emulating 18th-century Kiitahya
tilemaking. In this respect, the study contributes to the creation of a methodological reference framework for
cultural sustainability research and practices.

Keywords: tile, Adil Can Giiven, depiction, figure, Kiitahya tile-making, 18th century.
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Résumé Structuré:

Cette étude vise a analyser de manicre systématique ['évolution historique et les exemples
contemporains du style descriptif observé dans la fabrication des carreaux de Kiitahya au XVIlle si¢cle. La
recherche examine la série « M¢étiers oubliés » de I’artiste traditionnel spécialisé dans les carreaux et la
céramique, Adil Can Giiven. A travers ces ceuvres, 1’utilisation de I’art du carreau comme support narratif, son
role dans la transmission culturelle et I’importance de la continuité stylistique sont mis en évidence. Une revue
de la littérature existante révele que les études de terrain sur I’art du carrelage se concentrent généralement sur
la période, le style et la technique, tandis que peu d’approches abordent la dialectique entre une période
historique et le présent. L’absence de modeles méthodologiques fondant les références traditionnelles sur les
pratiques de production contemporaines est a noter. Cette étude, abordée sous des angles a la fois conceptuels
et pratiques, se concentre sur la fabrication de carreaux de Kiitahya, documentant la structure a plusieurs
niveaux et les reflets socioculturels de cette période. En présentant des exemples représentatifs d’un ensemble
emblématique de cette tradition ainsi que leurs interprétations contemporaines, cette recherche sert de modéle
pour le domaine. De plus, elle vise a ouvrir un débat sur I’importance de la production contemporaine de
carreaux pour assurer la continuité stylistique, comblant ainsi une lacune dans la littérature spécialisée.

Cette ¢tude s’inscrit dans le cadre des méthodes de recherche qualitatives. Des techniques d’analyse
documentaire et de revue de la littérature ont été utilisées pour déterminer le processus historique et les
caractéristiques stylistiques de la fabrication des carreaux de Kiitahya. L’échantillon de la recherche, composé
de carreaux descriptifs du XVIlle siécle et de quatorze ceuvres d’Adil Can Giiven, a été évalué a 1’aide de
méthodes d’analyse formelles (technique du contour, coups de pinceau libres, utilisation de la couleur et
équilibre compositionnel) et de contenu (position historique des groupes professionnels et, le cas échéant,
anthropologie vestimentaire). Ces éléments ont été examinés dans le contexte du théme, de la composition et
de I’expression figurative a I’aide de données traditionnelles.

Les résultats de la recherche sont regroupés sous trois grandes rubriques. La premiére, consacrée aux
constatations historiques sur la fabrication des carreaux de Kiitahya, met en évidence des caractéristiques
compositionnelles qui présentent des différences stylistiques et formelles par rapport a la production d’iznik.
L’étude a révélé que les motifs, les dentelles et les broderies que 1’on retrouve sur les vétements traditionnels,
les revétements, les tapis et les carpettes de la population locale sont utilisés comme éléments de base dans ces
décorations de carreaux. Les décorations sont ornées de lignes simples et linéaires ainsi que de coups de pinceau
libres. Diverses formes, telles que des assiettes, des bouteilles, des flacons et des cruches, constituent I’arriére-
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plan des décorations figuratives. Leurs corps sont de couleur créme et recouverts d’un engobe blanc. En termes
de palette de couleurs, outre le cobalt, la turquoise et le vert, on observe un contraste avec Iznik grace au rouge
terre cuite, au violet de manganése et a un jaune intense et dominant. Ces exemples du style de Kiitahya ont
atteint leur apogée au X VlIlle siécle.

La deuxiéme section, consacrée aux représentations figuratives sur les carreaux de Kiitahya, montre
que les exemples de Kiitahya du XVIIle siécle mettent en scéne des figures humaines et des récits descriptifs
reflétant la vie quotidienne de I’époque. La structure démographique et la vie quotidienne de la région ont
influencé 1’évolution de la production de style Kiitahya. La coexistence d’artisans musulmans et non
musulmans a ouvert la voie a I’émergence d’un nouveau langage narratif. Les sources visuelles examinées dans
le cadre de cette recherche démontrent concrétement que des éléments reflétant la culture populaire locale et
des décorations originales ont ¢été transposés sur les surfaces des carreaux. La troisiéme partie de 1’étude
examine les aspects stylistiques, compositionnels et techniques des exemples de représentation narrative. Il a
été établi que ces carreaux uniques, dont la production a diminué puis cessé au début du XIXe siécle, sont
progressivement tombés dans I’oubli. Le fait que leur utilisation dans les ateliers de carreaux contemporains
reste assez limitée met en évidence que cet ensemble d’ceuvres constitue un patrimoine important qui doit étre
préservé d’un point de vue académique et artistique. Dans ce contexte, quatorze ceuvres de la série « Métiers
oubliés » de I’artiste Adil Can Giiven ont été sélectionnées comme échantillons dans le cadre de cette recherche.

Les compositions de Giiven représentent des métiers qui luttent encore pour leur survie dans la vie
sociale contemporaine ou certains qui ont été oubliés ou ont disparu. Il s’agit notamment de commergants tels
que des vendeurs de bagels, des musiciens, des porteurs, des transporteurs de paniers, des boulangers, des
tambourinaires, des acrobates, des marchands ambulants, des barbiers, des dentistes, des fabricants de
courtepointes, des patissiers, des porteurs d’eau, des vanniers et des agriculteurs. D’aprés les données
recueillies dans le cadre de cette recherche, il a été démontré que ces compositions, examinées de maniére
méthodologique, reflétent la structure sociale et sociétale de I’Empire ottoman a travers des données historiques
et sociologiques. Les personnages représentés dans les ceuvres de D’artiste sont placés au centre de la
composition, et I’utilisation de coups de pinceau souples et libres ainsi que de motifs floraux locaux reste fidele
au style traditionnel des carreaux de Kiitahya. Les vétements des personnages reflétent la tenue locale, avec
des détails tels que des pantalons larges, des chaussettes en cuir, des vestes, des caftans, des couvre-chefs et
des bourses. Si les ceuvres s’inscrivent généralement dans le répertoire de motifs et le schéma de composition
habituels des carreaux traditionnels de Kiitahya, les personnages sont représentés avec un récit dynamique et
traités a travers I’interprétation originale de ’artiste. Ainsi, ces ceuvres constituent la preuve concréte que la
tradition narrative descriptive de Kiitahya peut se perpétuer aujourd’hui, en s’appuyant sur des références
historiques. preuve concréte que la tradition narrative descriptive de Kiitahya peut se perpétuer a 1’heure
actuelle, en tenant compte des références historiques.

Les résultats de la recherche indiquent que I’art traditionnel turc du carrelage, qui a traversé les siécles
en conservant des liens étroits avec le passé, est un domaine qui maintient vivant le patrimoine culturel
historique malgré 1’évolution rapide de la structure sociale et les changements dans les perceptions esthétiques.
Aujourd’hui, de nombreux ateliers de zelliges et artistes actifs aux niveaux national et international fondent
leur travail sur des motifs attribués au style d’iznik. En revanche, I’utilisation du répertoire unique de motifs,
de thémes et de figures propre a la fabrication des zelliges de Kiitahya dans les productions contemporaines
reste assez limitée, ce qui confére aux ceuvres faisant référence a ce style une valeur et une originalité
exceptionnelles. Dans ce contexte, les ceuvres de ’artiste Adil Can Giiven sont considérées comme un exemple
contemporain d’une pratique s’inspirant de la fabrication de carreaux de Kiitahya du XVIIIe siécle. A cet égard,
cette étude contribue a la création d’un cadre de référence méthodologique pour la recherche et les pratiques
en matiere de durabilité culturelle.

Mots-clés: carreau, Adil Can Giiven, représentation, figure, fabrication de carreaux de Kiitahya,
XVlIlle siécle.

Resumen Estructurado:

El presente estudio tiene como objetivo analizar de forma sistematica la evolucion historica y los
ejemplos contemporaneos del estilo descriptivo presente en la fabricacion de azulejos de Kiitahya del siglo
XVIII. La investigacion examina la serie «Profesiones olvidadas» del artista tradicional de azulejos y ceramica
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Adil Can Giiven. A través de estas obras, se destaca el uso del arte del azulejo como superficie narrativa, su
papel en la transmision cultural y la importancia de la continuidad estilistica. Una revision de la bibliografia
existente revela que los estudios de campo sobre el arte del azulejo se centran generalmente en el periodo, el
estilo y la técnica, con pocos enfoques que aborden la dialéctica entre un periodo histérico y la actualidad.
Cabe destacar la falta de modelos metodoldgicos que basen las referencias tradicionales en las practicas de
produccién contemporaneas. Este estudio, abordado desde perspectivas tanto conceptuales como practicas, se
centra en la fabricacion de azulejos de Kiitahya, documentando la estructura multifacética y los reflejos
socioculturales de la época. Al presentar ejemplos que representan un grupo emblematico dentro de esta
tradicion y sus interpretaciones contemporaneas, la investigacion sirve de modelo para el campo. Ademas,
pretende abrir un debate sobre la importancia de la produccion contemporanea de azulejos para garantizar la
continuidad estilistica, colmando asi la laguna existente en la bibliografia sobre este tema.

Este estudio se estructura en el marco de los métodos de investigacion cualitativa. Se utilizaron
técnicas de revision bibliografica y analisis documental para determinar el proceso histérico y las
caracteristicas estilisticas de la fabricacion de azulejos de Kiitahya. La muestra de la investigacion, compuesta
por azulejos descriptivos del siglo XVIII y catorce obras de Adil Can Giiven, se evalué mediante métodos de
analisis formales (técnica de contorno, pinceladas libres, uso del color y equilibrio compositivo) y de contenido
(la posicion historica de los grupos profesionales y, en su caso, la antropologia de la vestimenta). Estos se
examinaron en el contexto de la tematica, la composicién y la expresion figurativa utilizando datos
tradicionales.

Los resultados de la investigacion se agrupan en tres apartados principales. El primer apartado,
dedicado a los hallazgos historicos de la fabricacion de azulejos de Kiitahya, revela caracteristicas compositivas
que muestran diferencias estilisticas y formales con respecto a la produccion de Iznik. El analisis puso de
manifiesto que los motivos, encajes y bordados que se encuentran en la vestimenta tradicional, las mantas, las
alfombras y las alfombritas de la poblacion local se utilizan como elementos basicos en la decoracion de estos
azulejos. Las decoraciones estdn adornadas con lineas sencillas y lineales y pinceladas libres. Diversas formas,
como platos, botellas, frascos y jarras, conforman el fondo de las decoraciones figurativas. Sus cuerpos son de
color crema y presentan un engobe blanco. En cuanto a la paleta de colores, ademas del cobalto, el turquesa y
el verde, se aprecia un contraste con iznik gracias al rojo terracota, el purpura de manganeso y un amarillo
intenso y dominante. Estos ejemplos del estilo de Kiitahya alcanzaron su apogeo en el siglo XVIII.

La segunda seccion, centrada en los hallazgos iconograficos de los azulejos de Kiitahya, muestra que
los ejemplos de Kiitahya del siglo XVIII presentan figuras humanas y narrativas descriptivas que reflejan la
vida cotidiana de la época. La estructura demografica y la vida cotidiana de la region influyeron en la
configuracion de la produccion del estilo de Kiitahya. La coexistencia de artesanos musulmanes y no
musulmanes alland el camino para la aparicion de un nuevo lenguaje narrativo. Las fuentes visuales
examinadas en el marco de la investigacion demuestran de forma concreta que los elementos que reflejan la
cultura popular local y las decoraciones originales se trasladaron a las superficies de los azulejos. En la tercera
seccion del estudio se examinan los hallazgos estilisticos, compositivos y técnicos de los ejemplos de
representacion descriptiva. Se ha determinado que estos azulejos inicos, cuya produccion disminuy6 y ceso a
principios del siglo XIX, cayeron gradualmente en el olvido. El hecho de que su uso en los talleres de azulejos
contemporaneos siga siendo bastante limitado pone de relieve que este conjunto de obras constituye un
importante patrimonio que debe preservarse desde una perspectiva académica y artistica. En este contexto, se
seleccionaron catorce obras de la serie «Profesiones olvidadas», del artista Adil Can Giiven, como muestras en
el marco de la investigacion.

Las composiciones de Giiven representan profesiones que ain luchan por sobrevivir en la vida social
contemporanea o algunas que han caido en el olvido o se han perdido. Entre ellas se incluyen oficios como los
de vendedores de bagels, musicos, porteadores, transportistas de cestas, panaderos, tamborileros, acrobatas,
vendedores ambulantes, barberos, dentistas, fabricantes de colchas, pasteleros, aguadores, cesteros y
agricultores. A partir de los datos obtenidos en esta investigacion, se ha demostrado que estas composiciones,
examinadas metodologicamente, reflejan la estructura social y societal del Imperio Otomano a través de datos
historicos y sociologicos. Las figuras de las obras del artista se sitian en el centro de la composicion, y el uso
de pinceladas flexibles y libres, junto con motivos florales locales, mantiene la fidelidad al estilo tradicional
de los azulejos de Kiitahya. La vestimenta de las figuras refleja el atuendo local, con detalles como pantalones
holgados, calcetines de cuero, chaquetas, caftanes, tocados y bolsas para el dinero. Si bien las obras se ajustan
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en general al repertorio de motivos y al esquema compositivo habituales de los azulejos tradicionales de
Kiitahya, las figuras se representan con una narrativa dindmica y se plasman a través de la interpretacion
original del artista. Asi, estas obras constituyen una prueba concreta de que la tradicion narrativa descriptiva
de Kiitahya puede perdurar en la actualidad, basandose en referencias historicas. Una prueba concreta de que
la tradicion narrativa descriptiva de Kiitahya puede perpetuarse en la actualidad, teniendo en cuenta las
referencias historicas.

Los resultados de la investigacion indican que el arte tradicional turco de los azulejos, que ha llegado
hasta nuestros dias con fuertes vinculos con el pasado, es un ambito que mantiene vivo el patrimonio cultural
historico a pesar de la estructura social en rapida transformacion y de la evolucion de los gustos. Hoy en dia,
muchos talleres de azulejos y artistas que operan a nivel nacional e internacional basan su trabajo en disefios
atribuidos al estilo de Iznik. Por el contrario, el uso del repertorio tnico de patrones, motivos y figuras
especifico de la fabricacion de azulejos de Kiitahya en las producciones contemporaneas sigue siendo bastante
limitado, lo que hace que las obras que hacen referencia a este estilo sean extremadamente valiosas y originales.
En este contexto, las obras del artista Adil Can Giiven se consideran un ejemplo contemporaneo de una
aplicacion que emula la fabricacion de azulejos de Kiitahya del siglo XVIII. En este sentido, el estudio
contribuye a la creacidén de un marco de referencia metodologico para la investigacion y las practicas en materia
de sostenibilidad cultural.

Palabras clave: azulejo, Adil Can Giiven, representacion, figura, fabricacion de azulejos de Kiitahya,
siglo XVIIL.
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CrpykrypupoBanHoe Pe3ome:

Llenplo TaHHOTO HCCIENOBAHMS SABISETCS CHUCTEMATHUECKHH aHaIM3 MCTOPUYECKOM 3BONIOLUU U
COBPEMEHHBIX TIPUMEPOB OIHCATENFHOIO CTHJIS, XapaKTEPHOTO I MPOM3BoACcTBa IIUTKH B Krotaxse XVIII
Beka. B xojie uccienoBanus paccmarpuBaetcst ceprs «3a0bIThie MpodeccHm» MacTepa TPaJANLIMOHHON TUTUTKH
n kepamuku Anmna Kana ['foBeHa. Otr paboThl 1€MOHCTPHPYIOT HCIIOIb30BaHNE IUIMTOYHOTO MCKYCCTBA B
Ka4yecTBE MOBEPXHOCTH sl MOBECTBOBAHHUS, €r0 pOib B Iepenade KyJIbTYpHOTO HAcleAHs U Ba)XKHOCTb
CTHJINCTHYECKOW mpeeMcTBeHHOCTH. O030p CyIIecTBYIOIIEH JUTEpaTypsl MOKAa3bIBAaeT, HYTO IIOJICBHIE
WCCIIE/IOBaHMSI B OOJIaCTH IUIMTOYHOTO HCKYCCTBA, KaK IPABHJIO, COCPEAOTOUCHBI Ha MEpHOJAE, CTHIE H
TEXHHKE, IIPH 3TOM JIMIIb B OIPAaHUYEHHOM 4YHCIe paboT pacCMaTPUBACTCS JHAIEKTHKA B3aHMOCBSI3H MEXKILY
UCTOPUYECKHM MEPUOJOM U COBPEMEHHOCTBIO. CIeyeT OTMETHTh OTCYTCTBHE METOJOJIOTMYECKUX MOJENEH,
B KOTOPBIX TPAAUIIUOHHBIC OTCBHIIKKM OCHOBBLIBAJIUCH ObI Ha COBPEMEHHBIX MPOU3BOJACTBCHHBIX IMPAaKTHUKax.
Hacrosimee uccnenoBaHue, MPOBOJUMOE KaK C KOHLENTYaIbHOW, TaK M C NPAKTHYECKOW TOUEK 3pEHUS,
MOCBAIICHO TPOW3BOACTBY IUIMTKM B KloTaxbe M JOKYMEHTHPYET MHOTOCIOHHYIO CTPYKTYpy H
COLIMOKYJIbTYpHBIE OTpa)KeHHUs! Toro nepuoza. [Ipencraiss oOpasipl, OTHOCSIIMECS K 3HAKOBOW TpyIIe B
paMKax STOH TpagHldH, a TaKKe UX COBPEMEHHBIC MHTEPIPETAllNH, MUCCIECIOBAHNE CIYKUT MOJENbBIO I
JnaHHOM oOmactu. Kpome TOro, oHO HampaBlIeHO Ha TO, YTOObI MHUIMUPOBATH IHMCKYCCHIO O Ba)KHOCTH
COBPEMEHHOI'0 NPOW3BOJICTBA IUIUTKM IJIsi 00ECHEUYECHUsS! CTHIIMCTHYECKON NMPEeMCTBEHHOCTH, TEM CaMbIM
BOCIIOJIHSIS IPOOEIT B IUTEPAType 1O JTaHHOW TeMaTHKe.

JlanHOE wucCclenoBaHHE IIOCTPOEHO B pPAMKAX KaueCTBEHHBIX METOJOB HccienoBaHus. s
OIpEeIeNIEHUs] ICTOPUUYECKOT0 NPOLEcca U CTUIMCTUUECKUX XapaKTePUCTUK IPOU3BOACTBA IIUTKU B Krotaxse
ObUTM MCIOJIB30BaHBl METOJBI 0030pa JIMTEpPAaTYphl M aHalIM3a JOKYMEHTOB. BbIOOpka HcciemoBaHMS,
cocrosmiast U3 onucaTenpHBIX TMTOK XVIII Beka m uerpipHaanmata pabotr Amuna Kana [roena, Opiia
MIPOAHAIM3UPOBAHA C TIOMOIIHIO (POPMANTBHBIX (TEXHHKA KOHTYPa, CBOOOIHBIE Ma3KH, NCIIOJIb30BAaHHE IIBETA U
KOMITO3UITMOHHBIHN 0alaHC) U COJIepKATEIBHBIX (MCTOPUIECKOE MOJI0KEHNE PO (HECCHOHATIBHBIX TPYII U, IPH
HE0OXOIUMOCTH, aHTPOIOJIOTHS OJICK/IbI) METOIOB aHATN3a. DTH acTeKThl ObUIM PACCMOTPEHBI B KOHTEKCTE
TEMBI, KOMIIO3UIIMK B 00Pa3HOTO BEIPAXKEHHUS C HCIOJIH30BAHUEM TPATUIIMOHHBIX JaHHBIX.
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PesynbpraTtel uccnenoBaHMs CrpyNIMpPOBaHBl MO TpeM OCHOBHBIM pasaenaM. IlepBblil pasgen,
MOCBSIEHHBI ~ UCTOPHYECKHM  OCOOCHHOCTSIM IIPOM3BOACTBA IUIMTKM B  KroTraxee, pacKpbIBaeT
KOMITO3HUIIMOHHBIE XapAKTCPUCTUKH, IEMOHCTPHPYIOIINE CTHINCTHYECKHE U (OPMANbHBIE OTIMYHS OT
M3HUKCKOTO NMPOU3BOACTBA. MccaenoBaHne MoKa3ano, 4YTO MOTHUBBL, KPYKeBa U BBIIIUBKH, BCTPEYAIOMIMECS B
TPaIULIMOHHOMN OJIEKIE, MOKPBIBATIaX, KOBPaX U KOBPHKAX MECTHOTO HACENIEHUS, UCIIONIB3YIOTCS B KaU4eCTBE
OCHOBHBIX JIEMEHTOB B 3TUX IUIUTOYHBIX OPHAMEHTaX. Y 30PbI YKPalIeHbl IPOCTBIMU JIMHETHBIMY JIMHUSAMH U
CBOOOHBIMH Ma3KaMH KUCTH. POHOM 1Sl QUTYPHBIX y30pOB CIIyKaT pa3inuHble (POPMBIL, TAKHE KaK TapelIku,
OyTBUTKH, (QIISITH ¥ KyBIIMHBL. VX KOpITyca UMEIOT KPeMOBBIH LIBET M MTOKPBITHI 0es0ii raa3ypeto. UTo kacaercs
[[BETOBOIl MaJHUTPbI, TO MIOMUMO KOOAJIbTa, OMPIO3BI M 3€JIEHOTO L[BETA, B OTJIMYHE OT MU3HUKCKON KEepaMHUKH
3/lech MPeo0IagaloT TePPaKOTOBBIM KPACHBIH, MapraHIEBbIM IypIypHBIH W HACHINICHHBIN JKEITBIH. JTH
00pa3Ibl KyTaXbCKOTO CTHIISA AOCTUTIH cBoero pacuBera B X VIII Beke.

Bropoii pa3zen, ocBsIEHHBIN H300pa3UTEILHBIM MOTHBAM Ha KYTaXbCKOH IUIUTKE, TOKA3bIBAET, YTO
obpasmpr XVIII Beka oTIMYarOTCs H300pakeHHEM YeNIOBEYECKHX (HUTYpP W ONHCATEIHHBIMH CIOXKETaMH,
OTpaXXAIOIINMHU [TOBCEIHEBHYIO JKI3Hb TOTO BpeMeHH. [leMorpadudeckas CTpyKTypa U TIOBCEIHEBHAS JKU3Hb
perrmoHa okaszanu BiusHME Ha QopmupoBaHue ctwisil Kyraxes. CocymiecTBOBaHME MYCYJIBMAaHCKUX H
HEMYCYJIbMAaHCKHX MAacCTEpOB IOATOTOBWJIO IIOYBY JJsI TOSBICHUS HOBOTO SI3bIKA IIOBECTBOBAHMS.
BusyanbHbIe UCTOYHNKH, U3yYCHHBIC B pAMKaX HCCIIEIOBAHMS, HATILSIAHO AEMOHCTPHPYIOT, YTO 3JIEMEHTHI,
OTpaXKaloIlUe MECTHYIO HApOJIHYIO KyJbTypy, M OpPWUTHHAJIbHBICE OPHAMEHTHl OBbUIM IIEPEHECEHbI Ha
MOBEPXHOCTh IUIMTOK. B TpeTbeM pas3ziene HCCIEJOBAHUS pacCMaTPUBAIOTCS  CTUIIMCTHUYECKHE,
KOMITO3MIIIOHHBIE U TEXHUYECKHE 0COOCHHOCTH 00Pa3LoB C OMUCATENFHBIMH CIOKETaMH. Y CTAHOBJIICHO, YTO
9TH YHUKAJIIbHBIC IIUTKU, IIPOU3BOACTBO KOTOPBIX COKPATHJIOCH M IpeKparuiock B Haudane XIX Beka,
TMOCTCIICHHO KaHYJIH! B JICTY. Tor (baKT, YTO UX UCIIOJIB30BAHNUEC B COBPEMEHHBIX MACTCPCKUX 11O U3TOTOBJICHUIO
IUIATKX OCTAcTCd BECbMa OI'PaHUYCHHBIM, MOAYCPKUBACT 3HAYCHHUC 3TOM TPpYIIIbI pa60T KaK Ba>XXHOT'0
JOCTOSIHUS, KOTOpOE HEOOXOIUMO COXPAaHHTh C aKaJeMHUYECKON M XyJIOKECTBEHHON TOUYCK 3peHHs. B saTom
KOHTEKCTE B paMKax HCCIIC[IOBAHUS B KadeCcTBe 00pa3loB OBUTHM OTOOpaHBI YETHIPHAAATH PAabOT W3 CepHU
«3abrITHIC TIpodeccun» Xynoxanka Anniaa Kana [roBeHa.

Kommosuimn I'toBeHa mM300paxaioT mpodeccuy, KOTOphIe 10 CHX IOp C TPYIOM BBDKHBAIOT B
COBPEMEHHOH OOIECTBEHHON JKU3HH, a TAKXKE T€, KOTOPBIC ObUIHN 3a0BITHI WM yTpadeHbl. K HUM oTHOCATCS
TaKHe PEMECICHHUKH, KaK IpOJaBIbl OyOJIMKOB, My3BIKAaHTHI, HOCHIIBIIUKH, KOP3WHOHOCIBI, IEKapH,
GapabaHIKKH, aKpoOAaThl, yJIWYHbIE TOPIOBLEI, MAapUKMaxephl, CTOMATOIOTH, MacTepa MO H3TOTOBJICHUIO
CTETaHBIX OfIesI, KOHIUTEPHI, BOJOHOCHI, IUICTENBIIMKA KOpP3WH U ¢epMepsl. Ha OCHOBaHMHM MaHHBIX,
MOJIyYEHHBIX B X0/ JAHHOTO HCCIIEOBAaHMS, OBUIO IMOKa3aHO, YTO ATH KOMIIO3UIINH, IPOAHATU3UPOBAHHEIE C
METOAOIOTHYECKON TOYKHM 3pEHHs, OTPaKaloT COMHAIbHYI0O M OOIIECTBEHHYIO CTPYKTypy OcMaHCKOM
UMIIEPUH 4Yepe3 NPU3MYy HCTOPHUECKHX M COIMOJIOTHYECKHX NMaHHBIX. PUrypsl B paboTax XyZOXKHHKA
pacroJyiararoTcs B IIeHTpe KOMITO3HUIINH, a HCIIOJIb30BaHNE THOKHUX, CBOOOIHBIX MAa3KOB U MECTHBIX I[BETOYHBIX
MOTHBOB OO€CIIeYMBAaET BEPHOCTh TPAJAWIMOHHOMY CTHIIIO KYyTaXbsSHCKOM IUMTKH. Ofexna nepcoHa)ken
OTpa)kaeT MECTHBIM KOJOPUT M BKJIIOYAET TaKHWE JETallM, KaK MIMPOKHE OPIOKM, KOKaHble HOCKH, KypTKH,
Ka(TaHbl, TOJIOBHBIC YOOPBI M KOLIEIBKH JUISl JICHET. XOTs padOThI B LIEJIOM MPUAEPKUBAIOTCS TP JUIHOHHOTO
penepTyapa MOTHBOB ¥ KOMITO3HIITHOHHOW CXEMbI TPAJANIIMOHHOHN INIUTKH KIoTaxbsl, HEPCOHAXKH M300pakKeHbI
C JIWHAMHMYHBIM [TOBECTBOBAHHMEM M IPOXOIAT YEpPE3 OPUTHMHAIBHYI0 HHTEPIPETAlHI0 XYJOXHHKA. Takum
o0pa3oM, 3TH paboOTHl CIyXXaT KOHKPETHBIM CBUAETEIBCTBOM TOTO, YTO TPAAMLHUSA OIHCATEIBHOIO
noBecTBOBaHMSA B KyTaxpe MOXET MNPOJOKATbCA M CErOAHSA, ONUPAsACh Ha HCTOPUYECKHE OOpasIbl.
KOHKPETHBIM CBHUJETEIBCTBOM TOTO, YTO TPAAMIHS OMHCATEIFHOTO MOBECTBOBaHMS B KyTaxbe MoXeT ObITh
MIPOIOJKEHA B HAIIM JHU C YIETOM HCTOPUIECKUX 00pa3IOB.

PesynbTarsl ucciieoBaHMs MOKa3bIBAIOT, YTO TPAJULMOHHOE TYPELKOE HUCKYCCTBO HM3TOTOBJIEHUS
IUTATKY, JOIIEANIee 0 HAIIUX THEH C MPOYHBIMH CBS3SMH C HPOLUIBIM, MPEACTABISAET COO0i 00macTs,
KOTOpasi COXpaHsIEeT UCTOPHUYECKOE KYJIbTYPHOE Hacllelue, HECMOTpPSI Ha OBICTPO MEHSIONIYIOCS COLMAbHYIO
CTPYKTYPY U 3BOJIIOLIUIO BKYCOBBIX IpeAnouTeHuid. CeroHs MHOTHE MacTePCKHE 10 POU3BOACTBY IUIUTKU U
XYAOKHHKH, pa0dOTaloIIe Ha HAIMOHAJIHHOM M MEXIYHApOJIHOM YDPOBHSIX, OCHOBBIBAIOT CBOM PabOTHI Ha
Ju3aiiHax, OTHOCSIUXCS K M3HUKCKOMY CTHIIIO. B TO e Bpems HCIOJIb30BaHHE YHHKAJIBHOIO penepryapa
y30pOB, MOTHBOB M (Uryp, XapakTEpHOIO Ul KyTaxXbCKOTO IUTUTOYHOTO HCKYCCTBa, B COBPEMEHHBIX
MPOM3BEACHHUSX OCTAeTCs BECbMa OIPAaHWYEHHBIM, YTO JejlaeT paboThl, OTCHUIAIOIINE K STOMY CTHIIIO,
Ype3BBIYAHO [IEHHBIMH ¥ OPUTMHAIBHBIMH. B 3TOM KOHTeKkcTe paboThl XymoxkHuka Ammia Kaxa I'oBena
CUUTAIOTCS COBPEMEHHBIM IPUMEPOM TBOPYECTBA, BOCCO3JAIOLIETO TPAJAMLUU H3TOTOBJICHUS IUIMTKU B
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Krotaxpe XVIII Beka. B 3TOM OTHOLIEHMHM JaHHOE WCCIEIOBAHWE BHOCHUT BKJIaJ B CO3JaHHE
METOAOJIOTUIECKOI 0a3bI IS MCCIEIOBAHMI U IPAKTHK B 00JIACTH KyJIFTYPHOH YCTOIHYHUBOCTH.

KuoueBble cioBa: mmrka, Amun Kan [foBen, m3zoOpaxenune, (Gurypa, M3rOTOBICHHE IUITUTKA B
Kroraxwre, XVIII Bek.
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Yapilandirilmis Ozet:

Bu calisma, 18. ylizyil Kiitahya ¢iniciliginde goriilen betimleyici odakli iislubun, tarihsel devinimini
ve gilincel 6rneklerini sistematik sekilde analiz etmeyi amaglamaktadir. Aragtirma kapsaminda geleneksel ¢ini
ve seramik sanatcisi Adil Can Giiven’in “Unutulan Meslekler” serisi incelenmektedir. Bu eserler {izerinden,
¢ini sanatinin bir anlat1 yiizeyi olarak kullanimu, kiiltiirel aktarimdaki rolii ve tislupsal siirekliligin 6nemi ortaya
konmaktadir. Mevcut literatiir incelendiginde, ¢ini sanatina iligkin alan ¢aligmalarin genellikle donem, tislup
ve teknik odakli arastirmalar oldugu, tarihi bir donem ile giiniimiiz diyalektigine dair yaklasimlarin sinirh
oldugu goriilmektedir. Geleneksel referanslar1 temel alan ve giincel {iretim pratiklerine aktaran metodolojik
modellerin eksikligi dikkat ¢cekmektedir. Kavramsal ve pratik perspektiflerle ele alinan bu ¢alisma, dénemin
¢ok katmanli yapisim1 ve sosyo-kiiltiirel yansimalarmi belgeleyen Kiitahya ¢iniciligine odaklanmaktadir.
Arastirma, bu gelenek icinde ikonik bir grubu temsil eden 6rnekleri ve onlara getirilen giincel yorumlari
sunarak alan i¢in bir model niteligi tasimaktadir. Ayrica, giincel ¢ini iiretimlerinin uslupsal siirekliligin
saglamasindaki énemini tartigmaya agmak ve bdylelikle bu alandaki literatiirde yer alan eksikligi gidermeyi
hedeflemektedir.
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Calisma, nitel aragtirma yontemleri ¢ergevesinde yapilandirilmistir. Kiitahya ¢iniciliginin tarihsel
stirecini ve donem, islup Ozelliklerini belirlemek adma literatlir taramasi ve belge incelemesi teknikleri
kullanilmistir. Aragtirmanin 6rneklemi olan 18. yiizyil betimleme odakli ¢inileri ve Adil Can Giiven’in on dort
eseri, bicimsel (tahrir teknigi, serbest firca darbeleri, renk kullanimlari, kompozisyon dengesi) ve icerik
(meslek gruplarinin tarihsel silirecte konumu, varsa kiyafet antropolojisi) analiz ydntemleriyle
degerlendirilerek, geleneksel verilerle tema, kompozisyon ve figiiratif anlatim baglaminda irdelenmistir.

Arastirma bulgulart ii¢ temel baglikta toplanmistir. Birinci baslik olan Kiitahya ¢iniciliginin tarihi
bulgulari, iznik iiretimlerinden iislupsal ve bigimsel farkliliklarin bulundugu kompozisyon ézelliklerini ortaya
koymaktadir. Inceleme sonucunda, sz konusu ¢ini siislemelerinde, bélge halkina ait geleneksel giysi, ortii,
hal1 ve kilimlerde yer alan motiflerin, oya ve nakislarin temel 6ge olarak islendigi saptanmistir. Dekorlar yalin,
cizgisel hatlarla serbest firga hareketleriyle bezenmistir. Tabak, sise, matara ve siirahi gibi ¢esitli bigimler,
figiirlii bezemelerin zeminini olusturmaktadir. Biinyeleri, krem renkli ve beyaz astarlidir. Renk paletlerinde ise
kobalt, firuze, yesil disinda iznik’ten uzak bir yaklagimla kiremit kirmizisi, mangan moru ve yogun ve baskin
sar1 goriilmektedir. Kiitahya tarzi bu 6rnekler, 18. yiizyil itibariyle zirveye ulagmistir.

Ikinci baslik olan Kiitahya cinilerinde betimleme bulgulari, Kiitahya 18. yiizy1l drneklerinde insan
figiirleri ve betimleyici anlatilar, doneminin giinlilk yasamindan izler tasidigint gostermektedir. Bélgenin
demografik yapisi ve giinliik yasantisi, Kiitahya tarzi iiretimlerin sekillenmesinde etkili olmustur. Miisliiman
ve gayrimiislim zanaatkarlarin bir arada yasam siirmesi, yeni bir anlatim dilinin dogmasina zemin hazirlamistir.
Aragtirma kapsaminda incelenen gorsel kaynaklar neticesi ile yerel halk kiiltlirlinii yansitan unsurlarin, 6zgiin
stislemelerin ¢ini yiizeylerine aktarildigint somut bir sekilde ortaya koymaktadir.

Caligmanin {igiincii bashig altinda, betimleyici temsil 6rneklerinin {islup, kompozisyon ve teknik
bulgulari incelenmektedir. 19. ylizyilin basi itibartyla iiretimleri azalarak son bulan bu 6zgiin ¢inilerin, zamanla
unutulmaya yiiz tuttugu tespit edilmistir. Giiniimiiz ¢ini atdlyelerindeki kullaniminin da oldukga sinirli kalmast,
bu eser grubunu akademik ve sanatsal agidan korunmasi gereken 6nemli bir deger olarak 6ne ¢ikarmaktadir.
Bu baglamda arastirma kapsaminda, sanatgt Adil Can Giiven’e ait “Unutulan Meslekler” serisinde yer alan on
dort calisma Orneklem olarak belirlenmistir. Giiven’in eserlerindeki kompozisyonlarda, giiniimiiz sosyal
yasaminda varligini siirdiirmeye ¢alisan veya kimisi unutulmus kaybolmus meslek gruplari islenmistir. Simitci,
miizisyen, hamal, kiifeci, firinci, davulcu, cambaz, sokak saticisi, berber, disci, yorganci, macuncu, saka,
sepetci ve ¢iftei gibi meslek erbaplart iglenmistir. Aragtirmada elde edilen veriler dogrultusunda metodolojik
olarak incelenen bu kompozisyonlarin, Osmanli’nin sosyal ve toplumsal yapisini yansittigi tarihsel ve
sosyolojik verilerle ortaya konmustur. Sanat¢inin eserlerinde yer alan figiirler, formun merkezine
konumlandirilmis, esnek, serbest firga tahrirleri ve yerel ¢igek motifleriyle geleneksel Kiitahya ¢ini {islubuna
sadik kalindig1 tespit edilmistir. Figiirlerin kiyafetlerinde ise salvar, mest, cepken, kaftan, serpus ve para kesesi
gibi detaylarin oldugu yerel giyim kusami yansitan bir anlatimla islenmistir. Eserler genel olarak geleneksel
Kiitahya ¢inilerinin alisagelen motif repertuari ve kurgu semasina bagli kalmakla beraber, figiirlerin dinamik
bir anlatimla gorsellestirilerek, sanat¢inin 6zgiin yorumuyla islenmistir. Boylelikle bu ¢aligmalar, Kiitahya’nin
betimleyici anlatim geleneginin tarihsel referanslar 1s18inda giiniimiizde de siirdiiriilebileceginin somut bir
kaniti olarak degerlendirilmistir.

Arastirma sonuglari, gegmisin gii¢lii baglariyla giinliimiize ulagan geleneksel Tiirk ¢ini sanatinin, hizla
degisen toplumsal yaprya ve doniisen begeni algisina ragmen tarihi kiiltiir mirast yasatan bir alan oldugunu
gostermektedir. Giliniimiizde, ulusal ve uluslararasi diizeyde faaliyet gdsteren ¢ini atdlyeleri ile sanatgilarin
biiyiik bir bdliimiiniin, iznik {islubuna atfedilen desenleri temel alarak ¢alistiklar1 gériilmektedir. Buna karsin,
Kiitahya ¢iniciligine has 6zgiin desen, motif ve figiir repertuvarinin giincel tiretimlerdeki kullaniminin olduk¢a
siirl kalmasi, bu iislubu referans alan calismalar1 son derece degerli ve 6zgiin kilmaktadir. Bu baglamda,
sanat¢1 Adil Can Giiven’e ait eserler, 18. yiizyil Kiitahya cinicili§ine dykiinen giincel bir uygulama 6rnegi
olarak degerlendirilmektedir. S6z konusu ¢alisma, bu yoniiyle kiiltiirel siirdiiriilebilirlik arastirma ve
uygulamalar1 i¢in metodolojik bir referans ¢ergevesi olusturulmasina katki saglamaktadir.

Anahtar Kelimeler: Cini, Adil Can Giiven, Betimleme, Figiir, Kiitahya Ciniciligi, 18. Yiizyil.
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A Descriptive Approach in Kiitahya Tiles: A Contemporary Representation by Adil Can
Giiven, Example Of “Unforgettable Professions”

Introduction

Kiitahya has been a center of ceramic production for centuries, distinguished by its
production and decoration techniques, diverse forms, and original motifs and patterns. It first began
producing tiles in the 15™ century during the Ottoman period, when Iznik could not meet the demands
of the palace, establishing a second center for tile production. For many years, it produced tiles for
the palace in a similar style and style. With the end of Iznik production at the end of the 17" century,
it became the new center of Ottoman tile art. Known to have had active studios since the 15™ century,
Kiitahya’s location, with its abundant kaolin deposits and various other mineral resources, also
contributed to the development of the industry (Kogias, 2021, p. 19).

From the 18™ century onwards, Kiitahya tilemaking continued with production for the public,
alongside the Iznik focused design approach aimed at the palace. These new tile productions,
considering the needs, tastes and purchasing power of the public, have led to an increase and
continuity in production in the region (Bilgi, 2006, pp. 11-14; Turani, 2018, p. 31). It is observed
that Kiitahya tile decorations have remained essentially the same in some periods but have also
changed and been applied because of certain influences. By using motifs found in local carpets, rugs,
and fabrics, they have created a unique tradition (Kilig, 2022, p. 34). These productions, dominated
by forms and decorations specific to the region, have created a new language of expression.

Kiitahya tiles, bearing the traces of daily life, have a different local art characteristic from
Iznik tiles, which are known for their free and light brush decorations. There are decorations
consisting of plant and small flower motifs, droplets and medallions. Various animal and human
figures in local clothing are also abundant (Yilmaz, 2002, p. 3). The compositions also feature
symbolic figures and decorations adorned with thematic elements.

Tolerance, one of the most important characteristics of the Ottoman Empire, led to the
coexistence of people living in its lands regardless of religion, language or culture. This inclusive
administration is clearly evident in the production of Kiitahya tiles and ceramics. The fact that
Muslim and Christian masters worked together in a collective structure, producing goods that met
the needs of both communities, is clearly observed in the surviving works (Bilgi, 2006, p. 18).

This period, shaped by the collaborative production of these masters operating in Kiitahya
tile studios, incorporated the multi-layered structure of local folk culture into tiles with a figurative
and humorous style. This unique production process, which covered a short period, ended with the
decrease in demand and production from the beginning of the 19" century. These tile examples,
which are rarely seen in contemporary applications, constitute a group that is on the verge of being
forgotten. The series “Unforgettable Professions” by tile and ceramic artist Adil Can Giiven, created
with traditional identity and an original interpretation is important in bringing this group of tiles back
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to life and ensuring its transmission to the future with its stories and strong descriptive lines. In
Giliven’s works, the figures depicted using the underglaze decoration method are reflected on the
surfaces as part of both the representation and the process of presenting forms within a traditional
context'.

1. The Historical Reveal of Tileart Production in Kiitahya

Kiitahya, one of the important ceramic centers of Anatolia, was actively present during the
Phrygian, Hellenistic, Roman, and Byzantine periods due to the presence of rich clay deposits. In
line with the increasing demands of the Ottoman Palace, it began tile production as a second center
supporting Iznik (Bilgi, 2006, p. 9). In the 15" century, tiles with blue-white decoration influenced
by the Far East were produced, while in the 16" century, tiles made with underglaze technique,
dominated by the multi-colored iznik influence were manufactured.

Until the 17" century, Kiitahya tile production exhibited similar technical and decorative
characteristics to iznik tiles. The main reason for this was that the designs to be applied were centrally
sent to the studios by the palace painting studio. Furthermore, the national and international fame of
Iznik tiles led Kiitahya studios to produce in the Iznik style. Although written and concrete
information about Kiitahya tiles of that period is limited, archaeological finds from PTT excavations
significantly illuminate the history of Kiitahya ceramics (Sahin, 1988, pp. 131-151). This parallel
production relationship between the two centers is demonstrated by the existence of products made
by Kiitahya masters in the “Hali¢ Style” (Bilgi, 2006, p. 12). This process, which continued
simultaneously until the end of the 17" century, persisted until the iznik studios activities came to a
standstill. The wall tiles of the Sultan Ahmet Mosque are known as the last architectural structure in
which these two important production centers were featured together (Arli, 2007, p. 335).

With the cessation of studios activities in iznik at the end of the 17" century, Kiitahya became
the sole center producing for the Palace. In addition to its work for the Palace, it also produced unique
items independently of Iznik, catering to the needs, purchasing power, and aesthetic preferences of
the local population. This resulted in a wide variety of functional forms, motifs, and compositions.
Items produced included everyday tableware, tiles adorning palaces and religious architecture, and
objects for worship rituals. “These products, produced in Kiitahya and entirely aimed at the public,
demonstrate that tilemaking is essentially a folk art” (Kacar, 2018, p. 987).

The contribution of Armenian masters to the development of Kiitahya tilemaking is
undeniable. In the late 18" century, Armenian masters achieved a dominant position in Kiitahya
tilemaking activities. Official documents on page 57 of the register dated Sefer 1180 (September
1766) in the Kiitahya Sharia Court records indicate that there were twenty-four studios actively
operating in the city during this period, and that the sector's first written collective agreement was
established during this time. It is known that the contributions of these master’s to the sector
continued until the 20" century (Cini, 1991, p. 19; cited in Yiiksel, 2020, p. 1653). From the second
half of the 18" century onwards, technical declines in the quality of clay, glaze, and paint, and a
weakening of drawings in the designs are observed in Kiitahya tiles. In the early 19" century, the
political, social, economic, and cultural changes of the II. Constitutional Era also affected the field
of architecture, giving rise to the First National Architectural Movement, which was nourished by
the ideas of Ziya Gokalp. This movement, based on Seljuk and Ottoman architectural elements,
brought tiles back to the forefront of building decoration (Bilgi, 2006, p. 15).

During this period, when efforts were made to revive Turkish cultural history, Turkish
architects used Kiitahya tiles, produced with Iznik motifs, in wall coverings (Gdk, 2015, p. 14). Tile

! For studies examining the art of tilework from various perspectives and in different contexts, see also. Ozkafa (2019),
Giil (2020), Savas ve Sevim (2021), Giiltekin (2008), Ozsaym (2008), Taskin (2012), Yavas (2012), Bigici (2012), Taskim
(2013), Eskici (2014), Baskan (2014), Ayhan (2014), Durukan (2014), Hocaoglu Alagéz (2021).
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master Hafiz Mehmet Emin Efendi made significant contributions to the continuation of tilemaking;
in 1903, he became a partner in the factory run by Hac1 Artin Minasyan and Hac1 Karabet, the Artin
and David brothers and also had a say in its management. Under Mehmet Emin Efendi’s leadership,
these tiles, produced under the influence of 16th-century iznik designs, were redrawn and enriched
with different motifs (Kiirkman, 2005, p. 191). Accordingly, with the revival process in tile
production that began in the late 19™ century, official and private buildings in major cities such as
Ankara, Istanbul, Izmir, and Konya were adorned with Kiitahya tiles.

The First World War, which began at the start of the 20™ century, and the defeat of the
Ottoman Empire brought with it negative social, economic, and political consequences. With
Kiitahya also falling under Greek occupation, many Armenian origins tile masters were forced to
leave the city. During this period, Mehmet Emin Efendi passed away, bringing the tile-making
activity to a standstill. After the Republican Era, state support was provided for the development and
continuation of tile making, and as a result of all these efforts, the art of tile making continued its
activities. The art of tile making, which has continued for hundreds of years through the master
apprentice relationship, survives today with both industrial and traditional studios (Bilgi, 2006, p.
15).

2. Depiction in Kiitahya Tiles

Kiitahya tilemaking stands out with its forms and patterns unique to the region. Various
forms such as plates, bottles, flasks, and pitchers form the basis of figural decorations. After the 18™
century, the cream-colored body, white slip, and multi-colored patterns and figures in Kiitahya tiles
are noteworthy. In particular, intense yellow is used, along with blue, turquoise, black, green, brown,
manganese purple, and a slightly raised reddish-brown color (Oney, 2002, p. 729). The decorations
are simple, adorned with linear strokes and free brushwork. In Kiitahya tilemaking, the embroidery
and lace work on items such as clothing, coverings, carpets, and rugs used by the local and regional
population have been a source of inspiration. Even in the early period, Kiitahya tilemakers did not
copy from Iznik tilemaking, a more established center of tilemaking, but used their own creative
abilities for centuries (Cini, 1991, p. 21). From the 18" century onwards, Kiitahya studios gave this
art a narrative character with the figurative, symbolic, and thematic tiles they produced. Tile
decorations, as a narrative surface, reflect cultural, religious, and daily stories through figures, motifs,
colors, and compositions. The descriptive language they use reveals the geographical and
ethnographic values of the region and the characteristics of daily clothing.

In Ottoman society, clothing played a decisive role in distinguishing social class and identity.
It is known that the colors, fabrics, and styles used in the palace were forbidden for the public.
Furthermore, specific regulations were implemented to prevent non-Muslims from dressing similarly
to the Muslim population. Data from 1662 reveals that Christian subjects were forbidden from
wearing yellow shoes and red caps (Arig, 2006, pp. 144-145; Tezcan, 1983, p. 258; Argit, 2015, p.
243; cited in Giiner, 2023, p. 600). Developments after the 19™ century necessitated emphasizing
similarities and commonalities rather than regulations that highlighted differences (Turan, 2005, pp.
239-267; cited in Irtem, 2014, p. 55). In this context, the motifs and patterns used in Kiitahya tiles
serve as a document reflecting not only their era but also the local social structure. Tile decorations,
particularly those dating to the mid-18" century and featuring male and female figures, shed light on
the period (Arli, 2007, p. 337). In addition, inscribed decorations, plant motifs, fish scale motifs,
sacred depictions, geometric patterns, and various other designs were used to complement the
composition. The clothing depicted in the human figures utilized various fabrics, often featuring
stylized small flowers and flower bouquets. Alongside patterned tiles, there are also plain, dyed tiles
that give a simple fabric appearance. It has been observed that the type of fabric varied according to
the function of the garment. Generally, the headwear of male figures includes a conical hat called a
kelepos or serpus, with an embroidered and patterned border starting from the pointed end or a
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tasseled headdress called a fez. This headwear is often accompanied by details such as belts, sashes,
weapons, embroidered towels, pocket watches, tobacco pouches, and daggers. The figures also wear
boots, socks, slippers, and gaiters on their feet (Cobanlit & Kanigkan, 2013, pp. 100-102).

Figure 1. Depiction of a street liver vendor Figure 2. Depiction of a man smoking a pipe
(Bilgi, 2006). (Bilgi, 2006).

One of the interesting examples of figures depicted in detail is the street liver vendor, a
profession of the period (Figure 1). He wears a manganese colored short caftan, green trousers, a
yellow sash, and a turban. The livers are hanging from sticks he holds, extended to the sides (Bilgi,
2006, p. 108). Another male figure, depicted on a flask, smoking tobacco with a pipe (Figure 2), is
embroidered with regional Kiitahya clothing, a headdress and a caftan (Bilgi, 2006, p. 117). Some of
his headdresses (Figure 5) are reminiscent of those used by Christians (Cobanli & Kaniskan, 2013,
p. 102). In the examples of male figures, many of which are decorated on the plate surface, the figures
are positioned in the center and show the clothing and customs of the people of that period with their
caftans, undergarments or dresses, trousers, turbans and fezzes (Figures 1, 2, 3, 4, 5).

Figure 3-4-5. Depictions of women figures in Kiitahya tile decorations (Bilgi, 2006).

In the depictions of women from that period, it is observed that many details are included
and cultural elements specific to the region are frequently used. Local fabrics and traditional motifs
on them are embroidered on women’s dresses, and even those found on woven surfaces have replaced
the motifs commonly seen in Iznik tiles. The diversity and richness of women’s clothing in the
Kiitahya region, which is not seen anywhere else in Anatolia, is proven by examples showing that it
was influenced by Germiyanid and Ottoman court garments, with very high-quality embroidery
applied to valuable fabrics. Various regional garments such as mirrored sequined (Figure 8),
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branched (Figure 9), curved (Figure 7), and a type of bindall1 (bridal headscarf) for brides (Figure 6,
10) were embroidered by tile masters (Kanigkan, 2011, p. 96).

Figure 6-7-8-9. Depictions of women figures in Kiitahya tile decorations (Bilgi, 2006).

Examples dating from the mid to late 18™ century, featuring animals and human figures, are
generally found on the surface of plate forms. Almost all women figures are depicted with high
headdresses, some with hair adorned with flowers and some holding flowers in their hands. Among
these depictions, the female figures smoking tobacco with long pipes are among the most interesting
of the period (Bilgi, 2006, p. 20, 101).

decorations (Bilgi, 2006).

Some human figures on various forms are used in ways that represent unity and togetherness,
appearing side by side and hand in hand. Women figures holding bouquets of flowers, two people
embracing each other in a sugar bowl like form and two friends with their arms around each other’s
shoulders on the surfaces of pitchers and flasks are depictions that show the camaraderie of the
region’s people (Figures 10, 11, 12) (Oziidogru, 1999, p. 97). The ornamentation of two figures
embracing each other, one wearing a turban and the other a priest’s headdress (Bilgi, 2006, p. 107)
also supports this context. In the 18™ century, Kiitahya a cosmopolitan city, embraced a collective
work ethic. In fact, in tile and ceramic studios, Muslim and non-Muslim masters worked together to
produce goods according to their own needs and beliefs (Bilgi, 2006, pp. 15-18).

According to documents based on 19" century censuses, which illustrate the city’s
multicultural structure, the region had thirty one neighborhoods. Twenty six of these were inhabited
solely by Muslims, three by Muslims, Armenians, and Greeks together, one by only Greeks, and one
by only Armenians (Oney, 2002, p. 581). The decorations on the tiles produced for the Christian
community featured crosses, seraphim, cherubs, saint figures, scenes from the Bible and Torah and
inscriptions in Armenian and Greek (Bilgi, 2006, p. 18). It is known that these Christian themed tiles
were made by Armenian craftsmen either on custom order or for use in the places of worship of non-
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Muslims. “Evliya Celebi, who was in Kiitahya in 1669-1670, states that out of thirty four separate
tile studios, only one dealt with secular subjects” (Oney, 1976, p. 128). The figure holding a spear,
possibly Saint George (Figure 14), is depicted on horseback (Bilgi, 2006, p. 112). Some of the works,
thought to have been produced by Armenian craftsmen, feature symbols and references to
Christianity, including Armenian inscriptions, crosses, and cherubs/seraphim (Figure 15) (Oney,
1976, p. 128). All these descriptive tiles from Kiitahya are noteworthy for their documentary value,
reflecting the socio-culture of the period as examples they represent.

Inmnmn
& = 00000007,

Figure 13. Depiction of the Kaaba, Figure 14. Male figure, Figure 15. Depiction of cherubin
Topkapi Palace, Harem, entrance possibly Saint George (Bilgi, 2006).
to the Valide Sultan prayer (Bilgi, 2006).

room (Kiirkman, 2005).

3. An Example of Descriptive Representation, Adil Can Giiven’s Works: Forgotten
Professions

Traditional Turkish tile art, which has reached the present day with strong ties to the past,
exists on a ground that preserves cultural heritage with historical references, despite rapidly
developing technology, changing social structures, and aesthetic perceptions. There are many studios
in our country and in the world that continue traditional tile production activities, especially in Iznik
and Kutahya. Many of them have produced designs attributed to Iznik or designs for contemporary
tastes. Due to the relatively small number of craftsmen and artists who use the unique pattern and
motif style of Kiitahya tilemaking, the existing productions are of considerable value. The most
distinctive feature of Kiitahya tilemaking is the inclusion of motifs and human figures used in daily
life. In this context, the examples serve as a bridge between the past, present, and future, as they are
documentary in nature. The series titled “Forgotten Professions” interpreted by traditional tile and
ceramic artist Adil Can Giiven, is important in the process of carrying the traditional Kiitahya color
and pattern style into the future.

Giiven continues his tile and ceramic works by basing them on historical references. The
artist interprets his works with a broad perspective, starting from the Chalcolithic Age and extending
through the Hellenistic, Roman, Byzantine, Anatolian Seljuk, Beyliks, and Ottoman periods.
Guven’s works have been featured in group and solo exhibitions in Bursa, Istanbul, and Ankara, as
well as internationally in places like Japan. Registered as works of art by the Turkish Ministry of
Culture and Tourism in 2001, the artist has achieved international recognition through his works
exhibited in prestigious national and international institutions such as the Rahmi M. Ko¢ Museum,
the Suna and Inan Kirag Foundation collections, the Louvre Museum (France), and the Aga Khan
Museum (Canada) (Toprak, 2022, pp. 65-66).
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The artist, who frequently incorporates traditional motifs in her works, was awarded the
Living Human Treasures Award by the Ministry of Culture and Tourism for her expertise and
achievements in her field. Giiven continues her tile and ceramic work, which she has been pursuing
for fifty four years, blending historical references with her own interpretations, in Iznik district of
Bursa. The artist’s series, which emulates 18" century Kiitahya examples, consists of seventeen
works, each 19 cm in diameter, produced using the underglaze decoration technique. Fourteen of
these works were selected to suit the research sample. In this series, Giiven addresses professions
that are struggling to survive in contemporary social life, some of which are forgotten or lost. Thus,
the artist contributes to the socio-cultural transmission process by utilizing the documentary nature
of tile art.

Figure 16. Adil Can Giiven, Forgotten Professions, Figure 17. Adil Can Giiven, Forgotten Professions,
depiction of a bagel seller (URL- 1). depiction of a musician (URL- 2).

Bagel, whose origins are known to date back to the 16™ century Ottoman period, is an
important element of Turkish culture and folklore. It is sold by itinerant vendors who travel from
street to street, carrying it on trays on their heads or in glass fronted carts (Biiyiikkol, 2025, p. 553).
In the artwork depicting a bagel seller (Figure 16), the figure is positioned in the center of the plate
surface, as in traditional Kiitahya tile compositions. He is seen balancing a small pillow on his head
with the bagels on the tray above him. He has a small cloth bag around his waist, just below his vest,
green trousers decorated with teardrop motifs, and slippers on his feet. The figure, rendered with a
realistic depiction, is completed with Kiitahya flower motifs.

Musical culture within the Ottoman borders is a diverse and socially internalized branch of
musical tradition (Filiz, 2023, p.3). Until the reign of Selim III, two distinct genres existed: folk
music and Ottoman court music. From the reign of Mahmud II onwards, education and performance
in the field of Western music began (Akca, 2021, p. 284). The zurna, one of the oldest instruments
in Turkish culture, is known to be used in almost every region inhabited by Turkish communities.
Called a folk musical instrument, the zurna has been played in various cultures for entertainment,
ceremonies, and other events (Aydin, 2020, pp. 260-261). In the composition “Musician” (Figure
17), a woman is depicted playing a wind instrument, adorned with sequins and beads, holding it
sideways in the center.

The musician’s body position suggests he is keeping pace with the rhythm. Long hair peeks
out from under his headdress. He wears a manganese purple vest over his shirt, a sash around his
waist, and loose, striped trousers. Giliven has captured the hasty and free-flowing style seen in
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Kiitahya’s cadastral surveys and has achieved that same flexibility in the dynamic structure of his
own drawing. The survey technique appears meticulous but remains faithful to tradition.

In the Ottoman Empire, the profession of portering was a legitimate occupation registered
within the Ahi organization, a guild system. These professionals, who carried various loads, were
known by different names depending on the type of load. Those carrying heavy loads were classified
as “back-bearing porters” while those carrying fruits and vegetables in markets were called “basket
porters”. The Ottoman portering organization consisted of skilled Muslims and Turks, not minorities
such as devshirme (converted Christian boys) or non-Muslims (Kirpik, 2015, p. 222). In the depiction
of the basket porter, he is bent forward under the weight of his load, carrying a person in his basket
(Figure 18). The body positions, positioned in the center of the plate and imbued with movement and
emotion, reflect the situation to the viewer.

Figure 18. Adil Can Giiven, Forgotten Professions, Figure: 19. Adil Can Giiven, Forgotten Professions,
depiction of a basket carrier (URL- 3). depiction of a baker (URL- 4).

The Ottoman Empire aimed to ensure that the public did not suffer from a lack of access to
essential food items. To this end, the state placed great importance on ensuring that bread produced
in bakeries was both high quality and inexpensive (Lila, 2024, pp. 43-44). Baking, a profession that
remains important today, is one of the occupational groups depicted by Giiven. In the study titled
“Baker” (Figure 19), a baker is shown placing the dough he has shaped onto a baker’s shovel and
pushing it into a burning brick oven. He is depicted with full sacks of flour and baker’s shovels.

The drum is one of the oldest instruments known and widely used by different civilizations.
In Anatolia, it is usually carried around the neck on a strap, played to the accompaniment of the zurna
(a type of wind instrument), and struck with a mallet on one side and a stick on the other (Yarman,
2002; cited in Uzunkaya & Akbal, 2014, p. 2). Turks have incorporated it into military and religious
ceremonies, entertainment, the Ottoman military band Mehter, and folk music traditions. From the
past, drumming to wake people up for sahur (pre-dawn meal) during Ramadan has also become a
traditional ritual (Uzunkaya & Akbal, 2014, p. 4). In the drummer composition (Figure 20), the
drummer figure at the center, with a mallet in his left hand, a bizbiz (a type of drumstick) in his right,
and a drum hanging around his neck, suggests he is likely performing Ramadan drumming or playing
at a wedding. He is pictured wearing a tasseled headdress, a striped cardigan, a shirt, a yellow sash,
and floral patterned trousers. While the word “acrobat” literally means someone who risks their life,
it has also been used in other contexts. It has been used to describe untrustworthy people who deceive
others, those involved in animal trading, and it has also been used as a military term (Develioglu
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2010; p. 140; cited in Dogan & Yildirim, 2024, p. 343). Acrobatic performances were an important
form of entertainment at festivals held during the early periods of the Ottoman Empire. They were
seen at the circumcision ceremonies of princes in the 16" century (Dogan & Yildirim, 2024, p. 344).
This profession, which is rarely practiced today, is depicted in Giiven’s work. In the work (Figure
21), the acrobat, wearing a Kiitahya specific headdress, jacket, and striped trousers, attempts to walk
on a tightrope with a balance pole in his hand.

s
Figure 20. Adil Can Giiven, Forgotten Professions, Figure 21. Adil Can Giiven, Forgotten Professions,
depiction of a drummer (URL- 5). depiction of an acrobat (URL- 6).

Figure 22. Adil Can Giiven, Forgotten Professions, Figure 23. Adil Can Giiven, Forgotten Professions,
depiction of a street vendor (URL- 7). depiction of a barber (URL- 8).

Archival records of street vendors in the Ottoman Empire have survived to the present day.
It is known that they were depicted because of European curiosity about Ottoman identity. They were
painted mostly by individuals working outside the palace, at the request of travelers, ambassadors,
and merchants from the West. Artists, referred to as “bazaar painters” by Metin And, included
detailed depictions of the street vendors of the time (Cetin, 2010, p. 542). In the depiction of a street
vendor (Figure 22), the figure is positioned in the center, carrying a load in scales on his shoulders.
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Although the scales appear balanced, the collar of the vendor’s clothing is shifted to the side due to
the weight of the shoulder strap. He wears a head cover, shirt, vest, belt, and money pouches, and
completes his outfit with trousers.

The word “barber”, which entered Ottoman Turkish in the early 16th century, originates from
the Italian word “barba”, meaning beard, and refers to those who cut hair and beards. According to
archival records, barbers in Ottoman Istanbul were divided into two groups: itinerant barbers
(berberan-1 piyadegan, foot barbers) and shop owning barbers (esnaf-1 berberan-1 slinnet¢iyan).
Besides these two categories, there were also bathhouse barbers who practiced the craft of barbering
and masseurism in bathhouses (Bilge, 2014, pp. 187-192). In the work titled “The Barber” (Figure
23), a barber is depicted skillfully shaving a customer’s hair with a razor in hand. The customer,
seated in the barber’s chair and covered by a blue barber’s apron, is portrayed with a dynamic
narrative.

Figure 24. Adil Can Giiven, Forgotten Professions, Figure 25. Adil Can Giiven, Forgotten Professions,
depiction of a dentist (URL- 9). depiction of a quilt maker (URL- 10).

Dentistry, during the Anatolian Seljuk and Ottoman Empires up to the 19th century, was
practiced through master apprentice relationships, passed down from father to son, or by self taught
individuals. Minor surgical procedures were handled by barbers and midwives, while surgical
intervention, such as lanceling dental abscesses, was the domain of surgeons. In the Ottoman state
structure, dentistry was largely practiced by non-Muslim minorities and foreign dentists. In this
context, these individuals were granted privileges and supported in practicing dentistry in the
Ottoman Empire (Ozlii, 2013, pp. 675-681). The figures of the dentist pulling a tooth with pliers and
the patient are depicted in detail (Figure 24). The patient figure, with one hand pushing the dentist
and the other supporting himself on the chair, leaning backward with his mouth open and teeth
visible, presents a striking composition with its highly detailed depiction. The dentist, with his blue
vest, yellow sash, and baggy trousers, completed his regional attire with an apron.

With the Turks transition to settled life, the craft of quilt making, which developed especially
in the Anatolian region, is known to have improved its production techniques during the Seljuk and
Ottoman periods. This craft, which held an important place in Ottoman military and social life, was
represented by cotton carders in processions of craftsmen who showcased their skills and products
to the Sultan during ceremonies held before the army set out on campaigns, victory celebrations, or
the circumcision festivities of princes (Str-1 Hiimayun) (Koyuncu et al., 2020, pp. 1764-1765). In
the composition depicting quilt making, a profession now in danger of being forgotten, fabrics and
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finished quilts are stacked on top of each other in the background. It is completed with Kiitahya
flower and leaf motifs.

Figure 26. Adil Can Giiven, Forgotten Professions, Figure 27. Adil Can Giiven, Forgotten Professions,
depiction of a confectioner woman (URL- 11). depiction of a goldfinch (URL- 12).

It is estimated that the history of confectionery in Turkey dates back to the 14th and 15th
centuries (Tan, 2003; cited in Ozlii, 2011, p- 172). Within the Ottoman Empire, sugar and
confectionery production was carried out by the helvahane-i hassa (private confectionery) within the
palace organization, and by the akideci (hard candy makers), candy makers, sherbet makers, and attar
(perfume sellers) guilds among the general public. While the Palace’s need for confectionery was
initially met solely by the helvahane-i hassa, it is known that market traders later joined in (Ozlii,
2011, p. 172). The existence of confectioners as a professional group in the Ottoman Empire is
evident from their presence in the guild processions during festivals (Siiriiciioglu, 1999; cited in Ozlii,
2011, p. 177). Giliven’s portrayal of the macuncu (a type of Turkish sweet maker), a relatively rare
representation today, is quite interesting. The confectioner woman (Figure 26) is depicted with a
colorful confectionery trough around her neck. She has her head covered with a yellow headscarf
and is positioned while working, wearing multiple shirts, a vest and trousers. Similar to other
examples, the composition is completed with free form floral motifs from Kiitahya.

The Water Directorate, established during the reign of Fatih Sultan Mehmed, provided
services related to the use of drinking and utility water in Istanbul, primarily for the Palace. Water
carriers (sakalar), who were part of the administrative structure, provided services in situations where
water networks did not directly reach households. They also provided a commercial service by
distributing water loaded onto animals (Tagkin, 2009, p. 77). The figure depicting a water carrier
(Figure 27) is shown in the center of the surface, wearing baggy trousers, carrying bowls at his waist,
a turban on his head, and an embroidered and ornate brass sash on his back, carrying his load. This
composition is important for ensuring that this profession, which no longer exists today, is not
forgotten.
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Figure 28. Adil Can Giiven, Forgotten Professions, Figure 29. Adil Can Giiven, Forgotten Professions,
depiction of a basket weaver (URL- 13). depiction of a farmer (URL- 14).

Weaving of basket is one of the handicrafts practiced in Anatolia, involving the weaving of
wicker, baskets, and mats. Besides meeting societal needs, it is an important source of livelihood. It
is a profession passed down from generation to generation through the skills of masters, using
different plants that grow according to geographical characteristics, and has reached the present day
(Demir, 2020, p. 56). In the study depicting a basket weaver (Figure 28), the figure is seen to be busy
weaving a basket, with sticks under their arms and between their legs. Many baled materials ready
for weaving are scattered around. In the background, completed baskets, with and without handles
are stacked on top of each other. The composition is completed with a small scale plant motif.

Agriculture is the activity of producing and processing foodstuffs to meet human needs
(Basaranoglu & Yilmaz, 2020, p. 19). Farming, the occupation of agriculture, is among the most
important professions in societies. In the Ottoman Empire, the group engaged in agriculture, referred
to as farmers and peasants, was known as redya, a tax-paying group consisting of peasants and tribes
(Celik, 2012, p. 92). Farming is still a highly valued profession today. In the composition, the farmer
(Figure 29) is depicted with his donkey. The donkey, seemingly carrying a basket on its back, is also
seen stretching its neck. The farmer is depicted with detailed clothing: a turban, a blue jacket, a sash
around his waist, and baggy trousers.

Conclusion

Kiitahya holds a significant place in the history of Turkish tiles and ceramics, having
undergone continuous development and change throughout its history, particularly in its production
and decoration. As one of the oldest ceramic centers in Anatolia, the city began tile production
activities in parallel with Iznik studios from the 15th century onwards. With iznik’s production
ceasing for various reasons at the end of the 17th century, Kiitahya continued its existence as the sole
center, producing tiles for the palace and the public. In the 18th century, new forms were used and
various motifs, animal and human figures were employed to decorate tile surfaces, reflecting the
lives and social traces of the region’s people with a descriptive approach. The production of these
figurative examples, applied with free brushwork by Kiitahya masters, gradually decreased and
eventually ended. In the period from the 19th century to the present day, the motif repertoire has
changed, most likely in line with general demand, and tile motifs and patterns generally referred to
as “Iznik” have been predominantly used. Kiitahya’s human figure tiles, with their rare use even in
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contemporary applications, seem to constitute a group that is almost on the verge of being forgotten.
It is extremely important to carry the traditional tile making and the style that symbolized an era,
which has preserved its functional and artistic value for hundreds of years, into the future.

The “Forgotten Professions” series, created by Turkish tile and ceramic artist Adil Can
Giiven, revives the Kiitahya style group of human figure tiles, highlighting their importance once
again through the artist’s unique style of expression. In his works, the artist interprets, in his own
style, the motifs and figures of 18th-century Kiitahya tiles, rarely used today, demonstrating that
these professions, like the ones depicted once existed. Giiven has captured the hurried and flexible
drawings seen in Kiitahya’s calligraphic works, adhering to traditional schemes and techniques while
presenting his original technique and interpretation in a holistic manner.

In each composition, the figures are placed in the center of the form, their bodies and heads
tilted or slightly turned to the side, creating a visual effect by overlapping motifs, figures or limbs.
The compositions maintain aesthetic unity by ensuring space, balance, and color relationships. The
multi layered structure of local folk culture is depicted in the tiles with a figurative and humorous
approach. The tools, equipment and objects used by the craftspeople are placed in their appropriate
locations, ensuring a sense of unity. The artist constructs an image of only a single moment in the
process of the depicted profession. The dialogue between individuals is reflected to the viewer
through their emotional states. In addition to the artist’s interpretations, the compositions are
completed with Kiitahya flower motifs arranged in accordance with tradition. The compositions are
dominated by the color yellow, but also incorporate colors typical of the period, such as manganese
purple, blue, brown, navy blue and terracotta red.

Adil Can Giiven’s “Forgotten Professions” series ensures that Kiitahya tile motifs and figures
like forgotten professions, once existed thus preserving their strong connection to the past and
bringing them into the present. The works, created on a foundation that preserves cultural heritage
through historical references, also highlight the importance of contemporary artistry in facilitating
cultural transmission through a modern application.
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Giris

Kiitahya, tiretim ve dekor teknikleri, farkli bigimlerdeki form ¢esitliligi, motif ve desen
ozgiinliigiiyle yiizyillardir varlik gosteren bir seramik iiretim merkezi olmustur. ilk kez 15. yiizy1l
Osmanli doneminde Iznik’in sarayin talebine yetisememesiyle, ikinci bir merkez olarak ¢ini imal
etmeye baslamis ve yillar boyunca Saray icin es zamanli ve benzer {Uslupta iretimler
gerceklestirmistir. 17. yiizy1l sonunda iznik atélye iiretimlerinin son bulmasiyla birlikte Osmanli ¢ini
sanatinin yeni merkezi haline gelmistir. 15. ylizyildan beri aktif atdlyeleri oldugu bilinen
Kiitahya’nin, bulundugu bolge itibariyle bol miktarda kaolin yataklarinin yani sira ¢esitli diger

mineral kaynaklarina sahip olmasiyla da endiistrinin gelismesinde katki saglamistir (Kogias, 2021,
s. 19).

Kiitahya ¢iniciligi, 18. yiizyil itibariyle Saraya yénelik olarak iznik odakli desen anlayisinin
yaninda halk i¢in yaptiklar iiretimlerle de siirdiiriilmiistiir. S6z konusu yeni ¢ini tiretimleri, halkin
gereksinim, begeni ve satin alam giiclinii gozeterek, bolgedeki iiretim artisinin ve devamlilik
gostermesine neden olmustur (Bilgi, 2006, s. 11-14; Turani, 2018, s. 31). Kiitahya ¢ini
dekorlarlarinin kimi dénemlerde koken olarak ayni kalindigini ancak kimi etkiler sonucunda degisim
gostererek uygulandigi izlenmektedir. Yerel hali, kilim ve kumag dokumalarinda yer alan motiflerin
de kullanimiyla, kendilerine 6zgii bir gelenek ortaya koymuslardir (Kilig, 2022, s. 34). Bolgeye has
olan form ve dekorlarin hakim oldugu bu iiretimler, yeni bir anlatim dili olusturmustur.

Giindelik yasamin izlerini tagiyan Kiitahya cinileri, serbest ve hafif fir¢a dekorlariyla bilinen
Iznik ¢inilerinden farkli mahalli bir sanat dzelligi tasimaktadir. Bitki ve kiiciik ¢igek motifleri,
damlalar ve madalyonlarin olusturdugu siislemeler mevcuttur. Cesitli hayvan ve yerli kiyafetleriyle
insan figiirleri de yogunluktadir (Yilmaz, 2002, s. 3). Kompozisyonlarda sembolik figiirler, tematik
unsurlarla bezeli dekorlar da goriilmektedir.

Osmanli’nin en 6nemli dzelliklerinde biri olan hosgorii, topraklarinda yasayan halkin din, dil
ve kiiltiir ayrimi1 gézetmeden birlikte yasamasina neden olmustur. Bu kapsayici yonetim, Kiitahya
¢ini ve seramik liretim faaliyetlerinde agikca izlenmektedir. Miisliiman ve Hiristiyan ustalarin
kolektif bir yap1 i¢inde ¢alistiklari, her iki cemaatin gereksinimlerine yanit verecek sekilde {iretim
yapildig1 giinlimiize kadar ulasan eserle agik¢a gozlemlenmektedir (Bilgi, 2006, s.18).

Kiitahya ¢ini atdlyelerinde faaliyet gdsteren bu ustalarin ortak iiretimiyle sekillenen bu
donem, yerel halk kiiltiiriiniin ¢ok katmanli yapisini figiliratif ve mizahi bir islupla cinilere
islemislerdir. Kisa bir dénemi kapsayan bu 6zgiin liretim siireci, 19. yiizyilin bagindan itibaren talebin
ve iretimin azalmasiyla son bulmustur. Giiniimiiz uygulamalarinda pek yer bulamayan bu ¢ini
ornekleri, unutulmaya yiiz tutan bir grubu olusturmaktadir. Cini ve seramik sanatgisi Adil Can
Guven’in geleneksel kimlik ve 6zgilin bir yorumlariyla olusturdugu “Unutulmaz Meslekler” adli
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serisi, anlattig1 hikayeler ve giiclii betimsel ¢izgileriyle bu ¢ini grubunun yeniden hatirlanmasinda ve
gelecege aktarim saglamak adina 6nem arz etmektedir. Giiven’in eserlerinde siralti dekor yontemiyle
betimledigi figiirler hem temsil hem de bicimlerin geleneksel baglamda ortaya koyulan siirecin de
bir pargasi olarak yiizeylere yansimaktadir?.

1. Kiitahya Cini Sanati1 Uretiminin Tarihsel Gelisimi

Anadolu’nun 6nemli seramik merkezlerinden biri olan Kiitahya, zengin kil yataklarinin
varlig1 sebebiyle Frig, Hellenistik Roma ve Bizans donemlerinde de etkin olarak varlik gostermistir
Osmanl1 Sarayi'min artan talepleri dogrultusunda Iznik’e yardimei ikinci bir merkez olarak ¢ini
iiretimine baglamistir (Bilgi, 2006, s. 9). 15. ylizy1l Uzak Dogu etkisiyle mavi- beyaz dekorlu, 16.
yiizy1lda ise ¢ok renkli iznik etkisinin egemen oldugu siralt1 teknigi ile yapilan ciniler iiretilmistir.

Kiitahya cini iiretimleri, 17. yiizyila kadar Iznik cinileriyle benzer teknik ve bezeme
ozellikleri sergilemistir. Bu durumun temel nedeni, uygulanacak desenlerin saray nakkashanesi
tarafindan merkezi olarak atdlyelere gonderilmesidir. Ve ayrica Iznik cinilerinin ulusal ve
uluslararasi bir iine sahip olmasi, Kiitahya atdlyelerini Iznik iislubunda iiretime yonlendirmistir.
Doénemin Kiitahya cinilerine dair yazili ve somut bilgiler kisith olsa da PTT hafriyat kazilarindan
elde edilen arkeolojik buluntular Kiitahya seramik tarihini 6nemli 6l¢iide aydinlatmaktadir (Sahin,
1988, s. 131-151). iki merkez arasindaki bu paralel iiretim iliskisi, Kiitahyali ustalarin “Halig isi”
tarzinda yaptiklar iiriinlerin varhigiyla gostermektedir (Bilgi, 2006, s. 12). 17. yiizyilin sonlarina
kadar es zamanli olarak devam eden bu siirec, iznik atdlyelerinin faaliyetlerinin durma noktasina
gelemesine kadar devam etmistir. Sultan Ahmet Camii duvar c¢inileri, bu iki 6nemli {iretim
merkezinin mimari bir yapida son kez birlikte yer aldig1 yapi olarak bilinmektedir (Arli, 2007, s.
335).

17. yiizy1l sonlarinda Iznik’teki atolye faaliyetlerinin son bulmastyla birlikte Kiitahya, Saray
i¢in iiretim yapan tek merkez olmustur. Saraya yonelik ¢aligmalarmin yani sira Iznik’ten bagimsiz
olarak yerel halkin ihtiyaglarina, alim giiciine ve estetik begenilerine hitap eden 6zgiin tiretimler de
gergeklestirmistir. Bu dogrultuda, ¢ok ¢esitli islevsel form, motif ve kompozisyon ¢esitliligi ortaya
cikmistir. Giinliik kullanim amagli kap-kacak, saraylar1 ve dinl mimariyi siisleyen ciniler ile ibadet
ritiiellerine yonelik objeler iiretilmistir. “Kiitahya’da iiretilen ve tamamen halka hitap eden bu
iriinler, ¢ininin aslinda halk sanati oldugunu da géstermektedir” (Kacar, 2018, s. 987).

Kiitahya ciniciliginin gelisiminde Ermeni asilli ustalarin katkis1 géz ardi edilemeyecek
diizeydedir. 18. yiizyilin sonlarinda, Ermeni ustalarin Kiitahya ¢inicilik faaliyetlerinde baskin bir
konuma ulastiklar goriilmektedir. Kiitahya Ser’i Mahkemesi kayitlarinda yer alan Sefer 1180 (Eyliil
1766) tarihli sicilin 57. sayfasindaki resmi belgeler, bu donemde kentte aktif olarak faaliyet gdsteren
atolye sayisiin yirmi dort oldugunu ve sektoriin ilk yazili toplu sézlesmesinin bu siirecte ortaya
kondugunu belgelemektedir. Bu ustalarin sektore katkilarinin 20. Yiizyila kadar devam ettigi
bilinmektedir (Cini, 1991, s. 19; akt. Yiiksel, 2020, s. 1653). 18. yiizyilin ikinci yarisindan itibaren
Kiitahya ¢inilerinde ¢amur, sir ve boya kalitesi teknik gerilemeler, desenlerde ¢izimlerin zayifladigi
gorlilmektedir. 19. yiizyilin baglarinda II. Mesrutiyet Donemi’ndeki siyasal, toplumsal, ekonomik ve
kiiltiirel degisimler mimarlik alanimi da etkilemis, Ziya Gokalp'in fikirlerinden beslenen Birinci
Ulusal Mimarlik Akimi dogmustur. Selguklu ve Osmanli mimari unsurlarini esas alan olusum, ¢iniyi
yap1 siislemesinde yeniden 6n plana ¢ikarmasini saglamistir (Bilgi, 2006, s. 15).

Tiirk kiiltlir tarihinin yeniden canlandirilmaya g¢alisildig1 bu donemde Tiirk mimarlar, duvar
kaplamalarinda, Iznik motifleriyle iiretilen Kiitahya cinileri kullanmislardir (Gok, 2015, s. 14). Cini
ustas1 Hafiz Mehmet Emin Efendi, ¢iniciligin siirdiiriilebilmesi igin 6nemli ¢aligmalar yapmis; 1903

2 Cini sanatinin farkls alanlarda degerlendiren yazilar igin bk. Ozkafa (2019), Giil (2020), Savas ve Sevim (2021), Giiltekin
(2008), Ozsaym (2008), Taskin (2012), Yavas (2012), Bigici (2012), Taskm (2013), Eskici (2014), Baskan (2014), Ayhan
(2014), Durukan (2014), Hocaoglu Alagéz (2021).
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yilinda Hact Artin Minasyan ile Haci Karabet, Artin ve David kardeslerin ¢alistirdig: fabrikaya ortak
olarak yonetiminde de soz sahibi olmustur. Mehmet Emin Efendi 6nderliginde, 16. yiizyil Iznik
desenlerinden etkilenerek {iretilen bu ¢iniler yeniden cizilmis, farkli motiflerle de zenginlestirilmistir
(Kiirkman, 2005, s. 191). Bu dogrultuda, 19. yiizy1l sonlarinda ¢ini iiretiminde baslayan canlanma
siireci ile Ankara, Istanbul, izmir ve Konya gibi biiyiik kentlerdeki resmi ve dzel yapilar Kiitahya
¢inileriyle bezenmistir.

20. yiizy1l basinda baslayan 1. Diinya Savasi ve Osmanli Imparatorlugu’nun kaybetmesiyle
birlikte toplumsal, ekonomik ve siyasi olumsuz sonuglari da beraberinde getirmistir. Kiitahya’nin da
Yunan iggaline ugramasiyla pek ¢ok Ermeni kokenli ¢ini ustasi sehirden ayrilmak zorunda kalmaistir.
Bu donemde Mehmet Emin Efendi hayatini kaybetmis, boylece ¢inicilik faaliyeti durma noktasina
gelmigstir. Cumhuriyet donemi sonrasinda ise ¢ininin gelisimi ve devamlilif1 i¢in devlet destegi
saglanmig ve tiim bu cabalarin sonucunda faaliyetlerini siirdiirmislerdir. Usta- ¢irak iligkisiyle
yiizlerce yildir {iretimi devam eden ¢ini sanati, giinimiizde hem endiistriyel hem de geleneksel
atolyeleriyle varligini stirdiirmektedir (Bilgi, 2006, s. 15).

2. Kiitahya Cinilerinde Betimleme

Kiitahya ¢iniciligi, bolgeye has form ve desenleriyle 6n plana ¢ikmaktadir. Tabak, sise,
matara ve siirahi gibi ¢esitli bigimler, figiirlii bezemelerin zeminini olusturmaktadirlar. 18. yiizyil
sonrasinda Kiitahya cinilerinde krem renkli biinye, beyaz astarli, desen ve figiirlerde uygulanan ¢ok
renklilik dikkat cekmektedir. Ozellikle yogun sar1 renk, mavi, firuze, siyah, yesil, kahverengi,
mangan moru ve hafif kabarik kiremit rengine ¢alan kirmizi ile renklendirilmistir (Oney, 2002, s.
729). Dekorlar yalin, ¢izgisel hatlarla serbest firca hareketleriyle bezenmistir. Kiitahya ciniciliginde
“dzellikle mahalli ve bolge halkinin kullandigi giysi, ortii, hali ve kilim gibi esyalardaki nakis ve
oyalar ilham kaynagi olmustur. Eski donem Kiitahyal1 ¢iniciler, daha koklii bir ¢ini merkezi olan
Iznik ¢iniciliginden dahi kopya almamis, kendi yaratma giiglerini asirlarca kullanmislardir (Cini,
1991, s. 21). Kiitahya atolyeleri, 18. yiizy1l itibariyle trettigi figiirlii, sembolik ve tematik ¢inilerle
bu sanata hikayeci bir karakter kazandirmistir. Cini dekorlar anlatisal bir ylizey olarak figiir motif,
renk ve kompozisyon araciligiyla kiiltiirel dini ve gilindelik hikayeleri yansitmaktadir. Kullandiklari
betimsel dil, bolgenin cografi, etnografik degerlerini, giinliikk giyim kusam o&zelliklerini ortaya
koymaktadir.

Osmanli toplum yapisi i¢inde giyim kusam, sosyal sinif ve kimliklerin de ayirt edilmesinde
belirleyici olmustur. Sarayda kullanilan renk, kumas ve modellerin halk tarafindan kullanilmasinin
yasak oldugu bilinmektedir. Ayrica gayrimiislimlerin Miisliiman niifusla benzer giyimini 6nlemek
adina belirli diizenlemeler getirilmistir. 1662 yilina ait verileri, Hiristiyan tebaanin sar1 ayakkabi1 ve
kirmiz1 kalpak giymesinin yasak oldugunu ortaya koymaktadir (Arig, 2006, s. 144-145; Tezcan,
1983, s. 258; Argit 2015, s. 243; akt. Giliner, 2023, s. 600). 19. yiizyildan sonraki gelismeler,
farkliliklart gozler Oniine serecek diizenlemelerden ¢ok, benzerliklere ve ortak yanlara vurgu
yapmay1 zorunlu kilmistir (Turan, 2005, s. 239-267; akt. Irtem, 2014, s. 55). Bu baglamda Kiitahya
cinilerinde kullanilan motif ve desenler yalnizca donemini ve yerel toplum yapisini yansitan bir belge
niteligi tasimaktadir. Ozellikle 18. yiizy1l ortalarina tarihlenen kadin ve erkek figiirlerinin
kullaniminin yer verildigi ¢ini dekorlar, donemine de 11k tutmaktadir (Arli, 2007, s. 337). Bunlarin
yani sira yazili bezemeler, bitkisel motifler, balik pulu motifi, kutsal tasvirler, geometrik desenler ve
muhtelif desenler de kompozisyona eslik etmek icin kullanilmislardir. insan figiirlerinde gériilen
kiyafetlerde dokumalarindan yararlanilmis, tercih edilen kumas ve desenlerin iizerine de stilize
dilmis kiiciik cicek ve cicek demetlerinden olusmakta oldugu goriilmektedir. Desenli olanlarin
yaninda sade ve diiz kumag goriiniimii veren diiz boyamali olanlar da vardir. Kiyafetin islevine gore

kumas cinsinin de degistigi gézlemlenmistir.
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Gorsel 1. Sokak cigercisi tasviri (Bilgi, 2006). Gorsel 2. Cubuk tiiten igen erkek tasviri (Bilgi, 2006).

Erkek figiirlerinin basliklarinda genellikle kelepos veya serpus adi verilen kiilahimsi, sivri
ucundan baglayan oyal1 ¢evresi ve desenli bir takke, fes denilen piiskiillii basliklar, iizerlerinde ise
kemer, kusak, silah, islemeli peskir, kostekli saat, tiitliinliik, saldirma gibi detaylara yer verilmistir.
Figiirlerin ayaklarinda ise ¢izme, ¢orap, mest ve tozluklar vardir (Cobanli & Kaniskan, 2013, s. 100-
102). Ayrintili betimlemeleriyle ilgi ¢eken figiir 6rneklerinden biri de donemin mesleklerinden olan
sokak cigercisidir (Gorsel 1). Mangan renkli kisa kaftanli, yesil salvarl sar1 kusakli ve kavukludur.
Cigerler iki yana dogru uzatarak tutmus oldugu sopalara asilmistir (Bilgi, 2006, s. 108). Matara
iizerine bezenen, ¢ubukla tiitlin igen diger bir erkek figiirli (Gorsel 2) yoresel Kiitahya kiyafetleri,
baslikli, kaftaniyla islenmistir (Bilgi, 2006, s. 117). Basliklarinin bazilarn (Gérsel 5) Hristiyanlar
tarafindan kullanilan bigimleri animsatmaktadir (Cobanli & Kanigkan, 2013, s. 102). Birgok tasvirin
tabak yiizeyine bezendigi erkek figiir orneklerinde, figiirler merkeze konumlandirilmis olup,
kaftanlari, iclik veya entarileri, salvar, kavuk ve fesleriyle doneminin insaninin giyim ve
aliskanliklarint gostermektedir (Gorsel 1, 2, 3, 4, 5).

Gorsel 3- 4- 5. Kiitahya ¢ini dekorlarinda erkek figiir tasvirleri (Bilgi, 2006).

Donemin kadin betimlemelerinde ise ayrintilara ¢ok¢a yer verildigi ve bolgeye ait kiiltiirel
unsurlar siklikla kullanildigr goriilmektedir. Yoresel kumaglar ve tizerinde bulunan geleneksel
motifler, kadinlarin elbiselerinde islenmis olup hatta dokuma yiizeylerde yer alanlar da iznik
cinilerinde aligilagelen motiflerin yerine gegmistir. Kiitahya bolgesinde kadin giyiminin farkli ve
zenginligi, Anadolu’da bagka bir yerde goriilmemesi, sebebinin de Germiyanogullar1 ve Osmanli
saray giysilerinden etkilenerek cok kaliteli islemelerin degerli kumaslar {izerine islenmis olmasi
orneklerle ispatlandigi 6rneklerden bilinmektedir. Aynali pullu (Gorsel 8), dalli (Gorsel 9), egrimli
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(Gorsel 7), bir bindalli ¢esidi olan gelinlerin tefebagi (Gorsel 6, 10) gibi ¢esitli yoresel kiyafetler ¢ini
ustalar tarafindan iglenmistir (Kanigkan, 2011, s. 96).

Gorsel 6- 7- 8- 9. Kiitahya ¢ini dekorlarinda kadin figiir tasvirleri (Bilgi, 2006).

18. yiizy1lin ortas1 ve ikinci yarisina tarihlendirilen, hayvan ve insan figiirlerinin kullanildig1
ornekler, genellikle tabak formlarinin yilizeyinde goriilmektedir. Kadin figiirlerinin hemen hepsinde
yiiksek bagliklariyla, kimilerinin saglarin ¢igeklerle siislendigi ve ellerde birer cicek tutuldugu
goriiliir. Bu tasvirler arasinda, uzun ¢ubuklarla tiitiin igen kadin figiirleri ise donemin en ilgi ¢ekici
tasvirlerindendir (Bilgi, 2006, s. 20, 101).

MAAAAAA A A o a NicnhhM

Gorsel 10- 11- 12. Kiitahya ¢ini dekorlarinda halkin birlik beraberligini temsil eden betimlemeler (Bilgi,
2006).

Cesitli formlar tizerindeki kimi insan figiirleri, birlik beraberlik temsili sunan, yan yana ve el
ele tutusmus goriinen bigcimlerde kullanilmislardir. Ellerinde bir demet ¢icek tutan kadin figiirleri,
sekerlik benzeri formda birbirine sarilmig olarak goriilen iki insan, siirahi ve mataralarin yiizeyinde
ise kollarmin birbirinin omzuna dolamis iki arkadas tasviri, bolge halkinin samimiyetini gosteren
tasvirlerdendir (Gorsel 10, 11, 12) (Oziidogru, 1999, s. 97). Birbirine sarilmis olan biri sarikl1, digeri
papaz baslikl iki figiirlii (Bilgi, 2006, s. 107) bezeme de bu baglami destekler niteliktedir. 18.
yiizyilda kozmopolit bir sehir olan Kiitahya halki, kollektif calisma anlayigini benimsemistir. Hatta
¢ini ve seramik atdlyelerinde Miisliiman ve gayrimiislim ustalar birlikte ¢alisarak kendi ihtiyac¢ ve
inanglarina yonelik iiretimlerde de bulunmuslardir (Bilgi, 2006, s. 15- 18).

Sehrin ¢ok kiiltiirlii yapisina dair, 19. yiizy1l ait sayimlara dayanan belgelere gore bolgede
otuz bir mahallenin bulundugu, bunlarin yirmi alt1 mahallesinde yalnizca Miisliimanlarin, {igiinde
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Miisliiman, Ermeni, Rum birlikte, sadece birinde Rumlarin, birinde de Ermenilerin kaldigi
belirtilmistir (Oney, 2002, s. 581). Hiristiyan cemaati igin gergeklestirilen {iretimlerin dekorlarinda,
hag, seraphim, kerubin, aziz figiirleri, Incil ve Tevrat kaynakli sahnelerin ve Ermenice, Rumca
kitabelerin kullanildig1 goriilmektedir (Bilgi, 2006, s. 18). Hristiyanlik temali iiretimlerin Ermeni
ustalar tarafindan kisiye 6zel siparis veya gayrimiislimlerin ibadethanelerinde kullanilmak iizere
yapilmis oldugu bilinmektedir. “1669-1670 yillarinda Kiitahya’da bulunan Evliya Celebi, otuz dort
ayr1 ¢ini atdlyesinden yalmzca birinin din dis1 konularda ¢alistigini sdylemektedir” (Oney, 1976, s.
128). Muhtemelen Aziz George (Gorsel 14) olabilecegi diisiiniilen elinde mizrak bulunan figiir at
tizerinde islenmistir (Bilgi, 2006, s. 112). Ermeni ustalar tarafindan iiretilmis olduklari diisiiniilen
Hristiyanliga dair sembollerin ve alintilarin yer aldig1 kimi imalatlarda da Ermenice yazilar, hag,
kerubin/ seraphim (Resim 15) gibi motifler yer almaktadir (Oney, 1976, s. 128). Kiitahya nin
betimleme yaklagimli tiim bu g¢inileri, temsil ettigi 6rnekleri olarak donemin sosyo kiiltiiriinii
yansr[an belgeley1c1 nltehk tagimasiyla da dikkat cekmektedir.

\mnmnmnm ,
T A

Gorsel 13. Kabe tasv1r1 Topkapl Gorsel 14. Aziz George olabilecegi  Gorsel 15. Kerubin betimi
Sarayi, Harem, Valide Sultan tahmin edilen erkek figiirii (Bilgi, 2006).
dua odas1 girisi (Kiirkman, 2005).  (Bilgi, 2006).

3. Betimleyici Bir Temsil Ornegi, Adil Can Giiven Eserleri: Unutulan Meslekler

Gecgmigin giiclii baglariyla glinlimiize kadar ulasan geleneksel Tiirk ¢ini sanati, hizla gelisim
gosteren teknoloji, degisen toplum yapisi ve begeni algisina ragmen tarihi referanslarla kiiltiir mirasi
yasatan bir zeminde varlik gostermektedir. Iznik ve Kiitahya basta olmak iizere iilkemizde ve
diinyada geleneksel ¢ini iiretim faaliyetlerini siirdiiren bircok atdlye mevcuttur. Pek ¢ogu iznik’e
atfolan desenler veya giliniimiiz begenilerine yonelik iiretimler gerceklestirmistir. Kiitahya
ciniciliginin kendisine 6zgii olarak tanimlanabilecek desen ve motif iislubunu kullanan zanaatkar ve
sanat¢ilarin sayica da oldukca azlig1 nedeniyle var olan iretimler de olduk¢a deger arz etmek
etmektedir. Kiitahya ciniciliginin en belirgin 6zelligi olan giinliik hayatin i¢inde kullanim gosteren
motiflerin ve insan figiirlerinin yer almasidir. Bu baglamdaki érnekler birer belge niteligi tagimasi
nedeniyle ge¢mis, bugiin ve yarin arasinda bir koprii gérevi de gormektedir. Geleneksel ¢ini ve
seramik sanat¢is1t Adil Can Giiven tarafindan yorumlanan “Unutulan Meslekler” adli seri, geleneksel
Kiitahya renk ve desen iislubunun gelecege tasima siirecinde 6nem arz etmektedir.

Giiven, ¢ini ve seramik caligmalarin tarihsel referanslar iizerine kurarak siirdiirmektedir.
Sanatgi, Kalkolitik Cag’dan baslayarak Helenistik, Roma, Bizans, Anadolu Sel¢uklu, Beylikler ve
Osmanli donemlerine kadar uzanan genis bir perspektifle eserlerini yorumlamaktadir. Giiven’in
eserleri, Bursa, Istanbul ve Ankara’min ve Japonya gibi uluslararasi alanlarda karma ve kisisel
sergilerde yer almistir. 2001 yilinda eserleri T.C. Kiiltlir ve Turizm Bakanlig1 tarafindan sanat eseri
statiisiinde tescil edilen sanat¢i, Rahmi M. Kog¢ Miizesi, Suna ve Inan Kira¢ Vakfi koleksiyonlari,
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Louvre Miizesi (Fransa) ve Aga Han Miizesi (Kanada) gibi saygin ulusal ve uluslararasi kurumlarda
sergilenen calismalartyla uluslararasi bir taninirliga ulagmistir (Toprak, 2022, s. 65- 66).

Eserlerinde geleneksel motiflere siklikla yer veren sanatci, alan yetkinligi ve basarilar
nedeniyle Kiiltir ve Turizm Bakanhig: tarafindan Yasayan Insan Hazineleri Odiilii'ne layik
goriilmiistlir. Giiven, tarihi referanslar1 kendi yorumlariyla harmanlayarak, elli dort yildir stirdiirdigii
cini ve seramik calismalarini, Bursa’nin Iznik ilcesinde devam etmektedir. Sanatcinm 18. yiizyil
Kiitahya orneklerine dykiindiigii serisi, siralti dekor teknigiyle iiretilmis, 19 cm c¢apinda on yedi
eserden olusmaktadir. Arastirma 6rneklemine uygun olarak bu yapitlardan on doérdi secilmistir.
Gliven bu seride, glinlimiiz sosyal yasami icinde tutunmaya c¢alisan, kimisi unutulmus veya
kaybolmus meslekleri ele almaktadir. Boylece sanat¢i, ¢ini sanatinin belgeleme niteliginden
yararlanarak sosyo-kiiltiirel aktarim siirecine de katki saglamaktadir.

Gorsel 16. Adil Can Giiven, Unutulan Meslekler, Gorsel 17. Adil Can Giiven, Unutulan Meslekler,
simit¢i betimlemesi (URL- 1). miizisyen betimlemesi (URL- 2).

Kokeninin 16. ylizyill Osmanli Donemi’ne dayandigi bilinen simit, Tirk kiltir ve
folklorunun da 6nemli unsurlarindandir. Seyyar saticilar tarafindan baglarinin istiinde tablalarda
veya camli el arabalarinda sokak sokak gezilerek satilmaktadir (Biiyiikkol, 2025, s. 553). Simitgi
tasvirli eserde (Gorsel 16); geleneksel Kiitahya ¢ini kompozisyonlarinda oldugu gibi figiir tabak
ylizeyinin merkezine konumlandirilmistir. Basina yerlestirdigi kiiciik bir yastigi ve iizerindeki
tablada bulunan simitleriyle dengede tutmakta oldugu goriilmektedir. Belinde, hemen yeleginin
altina gelen kii¢lik bez bir torbasi, damla motifleriyle bezeli yesil salvar1 ve ayaklarinda mestleri
bulunmaktadir. Gergekgei bir tasavvurla islenen figiir, Kiitahya ¢igek motifleriyle tamamlanmistir.

Osmanli smirlarinda icra edilen miizik kiiltiirii, gesitli tiirlerde ve toplumca igsellestirilmis
bir dalidir (Filiz, 2023, s. 3). III. Selim dénemine kadar halk ve Osmanl1 saray miizigi olmak {izere
iki farkl tlir varlik gostermis, 1. Mahmud donemi itibariyle Bati miizigi alaninda egitim ve icra
calismalar1 baglamistir (Akca, 2021, s. 284). Tiirk kiiltiiriiniin en eski ¢algilarindan biri olan zurna,
Tiirk toplumlarimin yasadigi hemen her cografyada kullanilan bir ¢alg: olarak bilinmektedir. Halk
musiki aleti olarak adlandirilan zurna farkh kiiltiirlerde dahi eglence, toren gibi merasimlerde icra
edilmistir (Aydin, 2020, s. 260-261). Miizisyen (Gorsel 17) kompozisyonunda, merkezde pul ve
boncukla silislenmis olan nefesli bir ¢algiy1 yan tutarak ¢alan bir kadin betimlenmesi goriilmektedir.
Calgicinin viicudunun aldig1 pozisyonuyla ritme ayak uydurdugu anlagilmaktadir. Baglig: altindan
uzun saglart ¢ikmistir. Gomleginin {istiinde mangan moru renkli yelegi, belinde kusag1 ve ¢izgi
desenli bol salvarlidir. Giiven, Kiitahya tahrirlerinde goriilen o aceleci ve serbest ¢izimleri yakalamis
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ve kendi ¢izdigi figiliriin hareketli yapisinda da o esnekligi saglamigtir. Tahrir teknigi titiz ancak
gelenege bagl kaldigi goriilmektedir.

Osmanli’da hamallik meslegi, lonca sistemi iginde Ahilik teskilatinda kaydi olan mesru bir
meslektir. Cesitli yiikleri tasiyan bu meslek erbaplari, yiiklerin cinsine gore farkli isimlerle
anilmiglardir. Agir yiikleri tagiyanlar arkalikli hamal, pazarlarda meyve, sebze tasiyanlar ise kiifeci
hamali olarak simiflandirlmistir. Osmanli hamallik teskilati devsirme, gayrimiislim gibi
azinliklardan degil Miisliman ve Tiirklerden olusmakta olan mesleki ehliyetli kimselerden
olugmaktaydi (Kirpik, 2015, s. 222).

Kiifeci hamal betimlemesinde, yiikiiniin agirligryla 6ne egilmis halde, kiifesinde (Gorsel 18)
bir kisiyi tasimaktadir. Tabak merkezinde konumlanmisg, hareket ve duygu kazandirilmis viicut
pozisyonlari, bulunduklar1 durumu gosterir halde izleyiciye yansitilmistir.

— p—

Gorsel 18. Adil Can Giiven, Unutulan Meslekler, Gorsel 19. Adil Can Giiven, Unutulan Meslekler,
kiifeci betimlemesi (URL- 3). firmc1 betimlemesi (URL- 4).

Osmanli, halkin 6nemli ve zorunlu gida maddelerine ulasirken sikinti ¢ekmemesini
amagclamistir. Bu dogrultuda devlet, firinlarda tiretilen ekmegin hem kaliteli hem de ucuz olmasina
biiyliik 6nem vermistir (Lila, 2024, s. 43-44). Giiniimiizde hala énem arzeden mesleklerden olan
firincilik, Giiven tarafindan betimlenen meslek gruplarindan biri olmaktadir. Firinc1 (Gorsel 19)
temali ¢aligmada, tugladan yapilmis ve yanmakta olan bir ekmek firinina sekillendirdigi ekmek
hamurlarini, firi kiiregi lizerine yerlestirerek, siiren bir firinci goriilmektedir. Dolu un ¢uvallarinin
ve firin kiirekleri ile tasvir edilmistir.
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Gorsel 20. Adil Can Gﬁ;en, Unutulan Meslekler, Gorsel 21. Adil Can Giiven, Unutulan Meslekler,
davulcu betimlemesi (URL- 5). cambaz betimlemesi (URL- 6).

Davul, farkli medeniyetler tarafindan bilinen ve yaygin kullamim alani bulan en eski
enstriimanlardan biridir. Anadolu’da genellikle bir kayisla boyunda tasinarak, zurna esliginde bir
yaninda tokmakla diger yaninda degnekle vurularak ¢alinir (Yarman, 2002; akt., Uzunkaya & Akbal,
2014, s. 2). Tiirkler, askeri, dini torenlerde, eglencede, Osmanli askeri bandosu olan Mehter’de ve
halk miizigi geleneginde yer vermislerdir. Gegmisten bu yana halki Ramazan ayinda sahura
kaldirmak i¢in de davul calmak da geleneksellesen bir ritiielin pargasi olmustur (Uzunkaya & Akbal,
2014, s. 4). Davulcu kompozisyonunda (Gdrsel 20) yine merkezinde yer alan davulcu figiirii, sol
elinde tokmak, sag elinde bizbiz1 ve boynuna astig1 davuluyla muhtemelen ramazan davulculugu ya
da diigiinde calmakta oldugunu diisiindiirmektedir. Basinda piiskiillii serpusu, ¢izgi desenli hirkasi,
gomlegi, sar1 kusagi ve cicek desenli salvariyla yer almaktadir.

Canbaz ise sozliik anlamiyla can ile oynayan, canini tehlikeye atan kisiyi nitelendiren kimse
olmakla birlikte bunun disinda farkli anlamlarda da kullanilmistir. Insanlar1 aldatan giivenilmez
kisileri nitelendirmis, hayvan aligverisi ile mesgul olan kimseleri tanimlamis ve ayn1 zamanda askeri
bir tabir olarak da kullanilmaktadir (Develioglu 2010; s. 140; akt. Dogan & Yildirim, 2024, s. 343).
Canbazlik gosterileri Osmanli Devleti’nin erken donemlerinden itibaren yapilan senliklerde 6nemli
bir eglence unsuru olarak icra edilmistir. 16. Yiizyilda, sehzade siinnetlerinde gerceklestirilen
eglencelerde bulunduklar goriilmektedir (Dogan & Yildirim, 2024, s. 344). Giiniimiizde artik pek
icra edilmeyen bu meslek Giiven’in eserinde yer almaktir. Canbaz eserinde (Gorsel 21) basinda
Kiitahya’ya 6zgii bashigi, ceketi ve ¢izgili salvartyla ip iizerinde elindeki denge sirigiyla ylirlimeye
calismaktadir.

Osmanli’da sokak saticilarina dair arsiv kaydi giiniimiize kadar gelebilmistir. Avrupalilarin
Osmanli kimligi tizerine duyduklar1 merakin sonucu olarak tasvir edildikleri bilinmektedir. Batidan
gelen seyyah, el¢i maiyeti ve tiiccarlarin istekleri lizerine cogunlugu saray dis1 iiretim yapan kimseler
tarafindan resimlenmislerdir. Metin And tarafindan ¢ars1 ressami olarak tabir edilen sanatcilar,
donemin sokak saticilarina da detaylariyla yer vermislerdir (Cetin, 2010, s. 542). Sokak saticisi
betimlemesinde (Gorsel 22), figlir merkeze konumlanmig, omuzunda tasidig1r kefelerindeki
yiikleriyle gorilmektedir. Kefeler dengede goriilmekle beraber, omuzlugun agirligi sebebiyle
saticinin kiyafetinin yakasi yana kaymistir. Basinda basligi, gomlek, yelek, belinde kusak ve para
keseleri tasimakta ve kiyafetini salvariyla tamamlamaktadir.
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Gorsel 22. Adil Can Giiven, Unutulan Meslekler, Gorsel 23. Adil Can Giiven, Unutulan
sokak saticist betimlemesi (URL- 7). Meslekler, berber betimlemesi (URL- 8).

16. yilizyilin baglarinda Osmanl Tiirk¢esine dahil olan “berber” kelimesi kdken olarak,
ftalyanca sakal anlamina gelen “barba” kelimesinden tiiretilen ve sag-sakal kesimi yapan meslek
sahiplerini tanimlayan “barbiere” sozctigiine dayanmaktadir. Arsiv kayitlarina gdére Osmanl
Istanbul’unda berbeler, seyyar (berberan-1 piyadegan, ayak berberi) ve diikkdn sahibi (esnaf-1
berberan-1 slinnetciyan) olan berberler olmak {izere iki gruba ayrilirdi. Bu iki kategori disinda
hamamlarda tellaklik ve berberlik zanaatini yiiriiten hamam berberleri de vard1 (Bilge, 2014, s. 187-
192). Berber adli eserde (Gorsel 23) berberin elinde usturasiyla ustalikla miisterisinin saglarini tirag
etmekte oldugu tasvir edilmistir. Berber koltugunda oturan miisterinin iizerini orten mavi berber
onliigliyle hareketli bir anlatimla iglenmistir.

Gorsel 24. Adil Can Giiven, Unutulan Meslekler, Gorsel 25. Adil Can Giiven, Unutulan Meslekler,
dis¢i betimlemesi (URL- 9). yorganci betimlemesi (URL- 10).

Discilik, Anadolu Selguklular1 ve Osmanl1 imparatorlugu déneminde 19. yiizyila kadar olan
stirecte usta-cirak iligkisi, babadan ogula ya da kendi kendine yetistiren kimseler tarafindan icra
edilmigstir. Kiigiik cerrahi islem gerektirenler islemler berberler ve ebelerin, cerrahi miidahale
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gerektiren dis apselerini yarma islemleri ise cerrahlarin yetkisinde kalmistir. Osmanli devlet
yapisinda discilik biiyiik oranda gayrimiislim azinliklarda, yabanci teba disgileri tarafindan yapildigi
bilinmektedir. Bu baglamda, bu kisilere imtiyazlar saglanarak Osmanli’da dis¢iligi icra edebilmeleri
icin destek verilmistir (Ozlii, 2013, s. 675-681). Elinde pensesiyle dis ceken dis¢i ve hasta figiirleri
ayrintili bir bigimde betimlenmistir (Gorsel 24). Bir eli ile disciyi iterken digeriyle sandalyesinden
gii¢ almakta olan viicudu geriye dogru diismiis, agz1 acgik disleri goriiniir vaziyette oldukca detaylt
betimlemesiyle ilgi ¢ekici bir kompozisyona sahiptir. Figiirlerden hasta figiirii; mavi cepkeni, sar1
kusag1 ve salvariyla dis¢i ise yoresel kiyafetin iizerinde 6nliik ile tamamlanmustir.

Tirklerin yerlesik hayata gecisle birlikte, 6zellikle Anadolu cografyasinda gelisim gosteren
yorgancilik zanaati, Selguklu ve Osmanli dénemlerinde iiretim tekniklerinde gelisim kaydettigi
bilinmektedir. Osmanli askeri ve sosyal hayatinda 6nemli bir yer tutan bu zanaat, ordu sefere
¢ikmadan evvel diizenlenen torenlerde, zafer kutlamalarinda veya sehzadelerin siinnet senliklerinde
(sOr-1 hiilmayun) padisaha maharetlerini ve liriinlerini sergileyen esnaf alaylari icerisinde hallaglarla
temsil edilmistir (Koyuncu vd., 2020, s. 1764-1765). Giliniimiizde unutulmaya yiiz tutan
mesleklerden biri olan yorganciligi anlatan kompozisyonda arka planda asili kumaslar ve dikilip isi
bitmis olan yorganlar diiriilerek iist iiste dizilmistir. Kiitahya c¢icek ve yaprak motifleriyle
tamamlanmustir.

Tiirkiye’de sekerciligin tarihinin 14. ve 15. yiizyillara kadar uzandigi tahmin edilmektedir
(Tan, 2003; akt. Ozlii, 2011, s. 172). Osmanli Devleti biinyesinde seker ve sekerleme iiretimi, saray
teskilatinda helvahane-i hassa, halk arasinda ise akideci, sekerci, serbet¢i ve attar esnafi tarafindan
icra edilmistir. Saray halkinin sekerleme ihtiyaci baglangigta yalnizca helvahéne-i hassa ocag
tarafindan karsilanirken, sonraki siiregte cars1 esnafinin da dahil oldugu bilinmektedir (Ozlii, 2011,
s. 172). Osmanlida sekercilerin bir meslek grubu olarak varligi, senliklerdeki gegit torenlerinde esnaf
alayinda bulunmalartyla anlagilmaktadir (Siiriictioglu, 1999; akt. Ozlii, 2011, s. 177). Giiniimiizde
sayilar1 oldukga az temsillerinden olan macuncu tasvirinin Giiven tarafindan ele alinmasi oldukca
ilgi ¢ekicidir. Macuncu kadinin (Gorsel 26) boynuna gecirdigi rengarenk macun teknesiyle tasvir
edilmigtir. Sar1 yazmasiyla basim Ortmis, st tiste giydigi gomlekleri, yelek ve salvartyla isini
yapiyor halde pozisyon almistir. Diger 6rneklere benzer bigimde Kiitahya serbest ¢icek motifleriyle
kurgu tamamlanmustir.

Gorsel 26. Adil Can Giiven, Unutulan Meslekler, Gorsel 27. Adil Can Giiven, Unutulan Meslekler,
macuncu kadmn betimlemesi (URL- 11). saka betimlemesi (URL- 12).
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Fatih Sultan Mehmed déneminde kurulan Su Nezareti, basta Saray olmak iizere istanbul
kentinde icme ve kullamim suyunun kullanimina yonelik hizmet vermistir. Idari yap: biinyesinde
bulunan sakalar, su sebekelerinin hanelere dogrudan ulasamadigr durumlarda hizmet vermistir.
Ayrica dagitim siirecinde hayvanlara ytikledikleri sularla da ticari hizmet vermislerdir (Taskin, 2009,
s. 77). Saka tasvirli figiir (Gorsel 27) yiizeyin merkezinde, salvarli, belinde taslari, basinda sarig1 ve
sirtinda islemeli ve siislii piring kirmasiyla, yilkiinii tasirken iglenmistir. Giiniimiizde artik var
olmayan bu meslek grubunun unutulmamasi i¢in 6nem tasryan kompozisyonlardan olmustur.

Gorsel 28. Adil Can Giiven, Unutulan Meslekler, Gorsel 29. Adil Can Giiven, Unutulan Meslekler,
sepetci betimlemesi (URL- 13). cift¢i betimlemesi (URL- 14).

Sepetgilik, Anadolu’da hasir, sele ve sepet oriictiliigii seklinde icra edilen el sanatlarindan
biridir. Toplumsal ihtiyaglarin1 kargilamanin yaninda onemli bir ge¢im kaynagidir. Cografi
ozelliklere gore yetisen farkli bitkilerden, ustalarin becerileriyle kusaktan kusaga aktarilarak
giliniimiize kadar ulasan bir meslek dalidir (Demir, 2020, s. 56). Sepetci (Gorsel 28) bir kimseyi ele
alman calismada, figiiriin kolunun altindaki ¢ubuklartyla bacaklarinin arasindaki sepetini drmekle
mesgul oldugu hissedilmektedir. Etrafta dokumaya hazir, balyalanmis pek ¢ok malzeme vardir.
Arkada 6rgiisli tamamlanan sapli-sapsiz sepetler iist iiste yigilmistir. Kompozisyon, kii¢iik 6l¢ekli
bitkisel bir motifle tamamlanmuistir.

Tarim, insanlarin ihtiyaglarini kargilamak onciil gida maddeleri iireten arzini ve bu triinleri
isleyen bir faaliyettir (Basaranoglu & Yilmaz, 2020, s. 19). Tarimla isi ile ilgilenen c¢iftcilik ise
toplumlar i¢in en 6nemli meslek gruplarinin arasinda yer almaktadir. Osmanli’da ziraatla isi ile
ilgilenen ¢ift¢i-koylil olarak belirtilen kesim, reaya kavrami altinda anilan, kdylii ve agiretlerden
olusan vergi miikellefi olan grup altinda anilmaktadir (Celik, 2012, s. 92). Ciftgilik ise giiniimiizde
hala var olan ve olduk¢a degerleri bir meslek grubudur. Kompozisyonda cift¢i (Gorsel 29) esegi ile
islenmistir. Sirtinda kiifesiyle yiiridiigli anlasilan esegin bir yandan da boynunu uzattigi
goriilmektedir. Ciftginin sarigi, mavi cepkeni, belinde kusagi ve salvariyla ayrintili islenen
kiyafetleriyle betimlenmistir.

Sonug¢

Tirk ¢ini ve seramik tarihinin her doneminde bir devinim iginde gelisim ve degisim
gostermis olan Kiitahya iiretim ve dekorlari ile onemli bir yer teskil etmektedir. Anadolu’nun en eski
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seramik merkezlerinden olan kent, 15. yiizyil itibariyle Iznik atlyeleriyle paralel ¢ini iiretim
faaliyetlerine de baslamistir. 17. yiizyil sonunda iznik’in ¢esitli nedenlerden dolay: iiretimleri son
bulmasiyla Kiitahya tek merkez olarak saray ve halk icin imal ettikleri ¢inilerle varligmi
stirdlirmiistiir. 18. ylizyilda yeni formlar, kullandiklar1 ¢esitli, motif, hayvan ve insan figiirlerle ¢ini
ylizeyleri bezeyerek bolge insaninin yasantisini, toplumsal izleri yansitan, betimleme odakli bir
yaklagimla islenmislerdir. Kiitahyali ustalar tarafindan serbest fir¢ca kullanimlariyla uygulanan bu
figiiratif 6rneklerin liretimleri azalarak son bulmustur. 19. yiizyildan glinltimiize kadar gelen siirecte,
kuvvetle muhtemel olarak genel talepler dogrultusunda motif repertuvar: degismis, genellikle “iznik”
olarak adlandirilan ¢ini motif ve desenleri agirlikli olarak kullanimlarina yer verilmistir. Kiitahya
insan figiirlii ¢inilerinin giiniimiiz uygulamalarinda dahi nadir kullanimlariyla, adeta unutulmaya yiiz
tutan bir grubu olusturmakta oldugu goriilmektedir. Yiizlerce yildir islevsel ve sanatsal degerini
koruyan merkezin, geleneksel ¢iniciligini ve bir donemin sembolii olan iislubunu gelecege tasinmasi
olduk¢a dnemlidir.

Tiirk Cini ve seramik sanatcis1 Adil Can Giiven tarafindan olusturulan “Unutulan Meslekler”
serisi, Kiitahya tarzi insan figiirlii ¢ini grubunu yeniden hatirlatarak, giiniimiiziin sanat¢isinin ifade
bigimiyle dnemi bir kez daha giindeme gelmistir. Sanat¢1 eserlerinde, glinlimiizde sik kullanilmayan
18. yiizy1l Kiitahya ¢ini motif ve figiirleriyle tipki ele alinan bu meslekler gibi bir zamanlar var
oldugunu, kendi iislubuyla yorumlamaktadir. Giiven, Kiitahya tahrirlerinde goriilen o aceleci ve
esnek ¢izimleri yakalamis, geleneksel sema ve tekniklere baglh kalarak, 6zgiin teknik ve yorumunu
biitiinciil bir ifadeyle sunmaktadir.

Her kompozisyonda, figiirler formun merkezine yerlestirilmis, viicut ve baslar1 egmis ya da
hafif yan dondiirmiis, motifleri ve figiirleri ya da uzuvlart ist iiste getirerek olusturmustur.
Kompozisyonlarda espas, denge ve renk iliskisini saglayarak estetik biitlinligi korumustur.
Cinilerde yerel halk kiiltiiriniin ¢ok katmanli yapisi, figiliratif ve mizahi bir yaklagimla tasvir
edilmigstir. Meslek erbaplariin kullandiklari alet-edevat ve esyalar1 olmasi gerektigi sekilde uygun
yerlere yerlestirmis ve anlam biitiinliiglinii saglamistir. Yer verilen meslegin siirecinden, sadece bir
anin imajimni kurgulamistir. Kisiler arasindaki diyalogu duygu durumlariyla izleyiciye yansitmistir.
Sanatcinin yorumlarmin yaninda geleneksele uygun olarak diizenledigi Kiitahya ¢icek motifleriyle
kompozisyonlar1 tamamlamistir. Kompozisyonlarda sari rengin hakimiyeti, ddnemin mangan moru,
mavi, kahverengi, lacivert, kiremit kirmizis1 gibi renkleri kullanmistir.

Adil Can Giiven’in “Unutulan Meslekler” serisi, Kiitahya ¢ini motif ve figiirlerinin, unutulan
meslekler gibi bir zamanlar var oldugunu yeniden hatirlatarak, gecmisle gii¢lii bagin1 koruyarak
giiniimiize taginmasini saglamaktadir. Tarihi referanslar araciligiyla kiiltirel miras1 koruyan bir
zeminde ortaya koyulan eserler, glinlimiiz sanat¢isinin giincel bir uygulama 6rnegi olarak da kiiltiirel
aktarimi saglanmasindaki 6nemini de vurgulamaktadir.
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