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Giris

Bir ¢ok tiiketici; okullarinda, ofislerinde, café ve ev rutinlerinde ter-
cihlerini kahveden yana kullanmaktadirlar. Diger iceceklerin aksine kah-
venin bir ¢ok alteratifinin olmasi, pazarlama noktasinda genis tiiketici
kitlesine hitap edebilmesine olanak tanimaktadir. Her ne kadar kahvenin;
Tiirk kahvesi, Espresso, Americano, Cappuccino, Café Latte, Macchiato,
Mocha, Filtre Kahve gibi bir ¢cok ¢esidinin olmasi iiriinii benzersiz kilsa
da, iiriiniin fiziksel olarak da farkedilmesi gerekmektedir. Bunun yolu da
hi¢ siiphesiz ambalajdir. Ambalajin, {lirline ait spesifik bilgileri tiiketiciye
kisa yolda aktarmasi gerekmektedir. Kahveye ait bilgilerin ne olabilecegi
diisiiniildiigiinde akillara ilk olarak kahvenin aromas1 ve kahvenin tiretidi-
gitilke gelmektedir. Ciinkii kahve, iilkeler i¢in kiiltiirel bir 6ge ve degerdir.

Yesilyurt ve Kurnaz’a (2021) gore ilk ¢aglarda fizyolojik anlam ifade
eden yiyecekler giiniimiizde sosyolojik bir olguya dontigmiistiir. Toplum-
lar yasadig1 cografyada izler birakmis, birakilan soyut ve somut miraslar
nesilden nesile aktarilan degerler haline gelmistir. Yiyecek ve igecekler de
ait olduklar1 bolgenin kiiltiirel bir kimlik 6gesi olarak kabul goriimiistiir.
(Yesilyurt ve Kurnaz, 2021 :795). Kahve de bu gorevi iistlenen 6nemli
iceceklerden birisidir. Kahvenin su anda 50 den fazla iilkede tretiliyor ol-
mas1 ve Uluslararas1 Kahve Orgiitii’niin Ekim 2022 piyasa raporuna gore
yalnizca Giiney Amerika 55,31 milyon torba kahve ihracati gerceklestiri-
liyor olmasi (ICO, 2022), kahvenin yalnizca bir igecek olmasinin Stesinde,
tilkelerin kiiltiirlerini tanitan bir reklam araci olmasini da sagladigi goriil-
mektedir.

Bu calismada, farkl: tilkelere ait kahve ambalajlarinda yer alan kiil-
tiirel imler incelenecek ve bu kiiltiirel 6gelerin, hangi yollarla ve nasil bir
tasarim 6gesine doniistiigii ifade edilecektir.

Kahvenin Tarihcesi ve Kahve Kiiltiirii

“Kahve” kelimesi, Arapca “quahweh” kelimesinden tiiretilmistir.
Tiitkce “kahve”, Fransizca “café”, Italyanca “caffé”, Almanca “kaffee”,
Felemenkge “koffie” ve Ingilizce “coffee” olarak isimlendirilen kahve
ayn1 zamanda Mocha limanindan alinan bir isim olan “Mocha” olarak da
adlandirilir. Yabani kahve bitkisi “Coffea Arabica”, ise Etiyopya’ya 6zgii-
diir. MS 850 civarinda kesfedilmis ve Arap topraklarinda yetistirilmistir
(Smith, 1985 :2).
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Resim 1: Kahve bitkisi illiistrasyonu (Schneidert.y.)

Asirlardir insanligin vazgegemedigi lezzet olan kahve; 15.yy’da Ye-
men’de tiiketilmeye baslanmis, 17.yy’da da Osmanli araciligiyla Avrupa
iizerinden tiim diinyaya yayilmistir. Islam ve Tiirklerle 6zdeslesen kahve,
toplumsal hayatin iginde tartismasiz en begenilen tat olmustur. Giiniimiiz-
de de en cok tiiketilen igecek olan kahve, Istanbul’dan Avrupaya, ardindan
da kahve ¢ekirdegi iiretiminin Hollanda, Brezilya gibi {ilkelerde yaygin-
lasmasiyla diinya piyasasinda “café” kultiirii filizlenmistir (Kiling, 2018:
SY.).

Diinya genelinde yaklagik olarak her yil 400 milyon bardak kahve
tiikketilmektedir ve bu durum kahvenin, petrolden sonra en 6nemli ikinci
ticari iiriin olmasini ve bir ¢ok calisanin istihdam edilmesini saglamistir.
Gilinlimiiz kahve iireticilerinin basinda Brezilya gelirken, en ¢ok kahve
tikketen lilke ise ABD’dir. Kahve, kendisi i¢in olusturulan hikayeler, ya-
zilan siirler ile bir meta olmanin disinda yalnizea Tiirk kiiltliriiniin degil,
diinya kiiltiirel mirasinin da 6nemli bir unsuru olmaktadir (Demir, 2014
:12). “Tirk Kahvesi” seklinde tanimlanan olgu gibi, yerel kiiltiir unsurlar;
o toplumun diinyaya eklemlenmesine araci olmaktadirlar (Fendal, 2012
:153).
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Tiirk kahvesine baktigimizda, kiiltiirel anlamlara sahip, gegmisi Os-
manli donemine dayanan bir i¢gecek oldugu goriilmektedir. Osmanli, kahve
ticaretini uzun siire tekelinde tutmustur. Kahvenin kiiltiirimiizde 6nemli
ve diger iilkelere gre ayricaklikli olmasinin nedeni de Tiirk Kahvesi’nin
icildikten sonra geriye telvelerinin kalmasidir. Telvenin biraktigi sekiller
Tiirk toplumunda gesitli ritiiellerin olusmasina sebep olmus, olusan ritii-
eller ise kiiltiirel kimlik 6gesine doniismiistiir (Yesilyurt & Kurnaz, 2021
:801-802). Ayrica 2013 tarihinde UNESCO tarafindan “Insanligin Somut
Olmayan Kiiltiirel Mirasinin Temsili Listesi’ne girerek, evrensellesmis ve
koruma altina alinmistir (Karhan, 2021 :161).

Resim 3: Tiirk kahvesi ritiieli (Listelist, 2020)
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Ambalaj Tasariminda Kiiltiirel ifadeler

Ambalaj; bir iirlind hasar, 1s1 veya 151k degisimlerden korumanin yani
stra basili bir ileti barindirir. Ambalaj tasarimi ise; pazarlama, iiriiniin sa-
t1s alaninda yerlesimi gibi konular1 kapsayan uzmanlik alanidir. Ambalaj
tasarimi; sahip oldugu carpici etki sebebiyle iiriiniin korumasindan su-
numuna kadar genis ve bir ¢ok yaratict yontemleri igerisinde barindirir
(Ambrose & Harris, 2012:120).

Kiiltiir ise; bir takim kalip ve davranislari, insan topluluklarinin bir-
birlerinden farkli olmasina neden olan basar1 unsurlari ve yine insan mii-
dahalesi ile yapilan diizenlemeleri icermektedir ve bu ifadeler semboller-
le aktarilmaktadir (Elden, 2013, s. 424-427). Giliniimiiz tasarimcilar1 bu
ifadeleri, ambalajlar iizerinde tilkeleri ve kiiltiirleri tanitan bir ara¢ olarak
kullanmaktadirlar. Bunu yaparken kimi zaman da nostaljiye yonelmek-
tedirler.

Bir markanin tarihsel bir nostaljiyle anilmasindaki hedef; tiiketiciye
gecmisin bilyiilii atmosferini yeniden yasatmaktir. Uyandirilmak istenen
duygular, tasarimda s6zel ve gorsel olarak kullanilabilir. Ancak nostalji
ogelerin; kiiltiirel kod ve toplumsal degiskenlere bagli olmasi ve degis-
kenlik géstermesi sebebiyle, toplumsal kodlamalar 6nem arz etmektedir.
Uriinlerin ge¢mis prestijli dénemlerine ait gorseller ve bilgiler, nostaljik
tiriin yaratmada etkili olabilir. Bu ¢aba; ge¢gmisin hedef kitlenin hafizasin-
da canlanmasina ve gegmise yolculuk yapmasina yoneliktir (Demir, 2008
:39). Bir grafik iiriinii olan ambalaj tasarimi da kiiltiirel 6geleri aktar-
maya yarayan bir ortamdir. Kullanilan renk, tipografi, illiistrasyon gibi
grafik tasarim 6gelerinin yani sira stilize edilmis kiiltiirel geler de tiiketici
tizerinde duygusal etki yaratmaktadir. Bu kiiltiirel doku ve kodlamalarin
bir tasarim 6gesi olarak kullanilmasi, giiniimiiz ve ge¢mis arasinda ku-
rulan bir kopridir. Ayrica kiiltiirin aktarilmasi noktasinda evrensel bir
yol oldugu degerlendirilmektedir. Bu evrensel yol, iilkelerin kiiltiirlerini
aktarmada oldukca etkili, alternatif bir yoldur (Sengel & Kinam, 2020:
620-621). Ancak bu asamada hedef kitlenin kiiltiirel tercihleri de dikkate
alinmasi gereken faktorler arasindadir. Sirf bu nedenle bazi ambalaj illiist-
rasyonlari, Uiriiniin satisa sunuldugu cografyanin kiiltiiriinii yansitmakta-
dir. Bu strateji; tiiketicinin iiriine duygusal olarak yaklagmasi ve markaya
yonelik samimiyet olusturmasini saglayacaktir. Ornegin meshur Iskog
biskiivisinin ambalajinda, isko¢ erkeklerinin giydigi geleneksel giysi olan
tartan desenli “kilt” goriilmektedir. Bu tercih, iirlinlerinin de geleneksel
ve degerli oldugu algisint uyandirmaktadir. Ayrica iiritinler, hangi lilkeye
ihrag edilirse edilsin, kiiltiirel illiistrasyonar iiriiniin hangi tilkeye ait oldu-
gunun en net ifadesidir (Bahattin Ceylan, 2021: 60-61).

«5
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Resim 4: Geleneksel Iskog biskiivisi ambalaji (Amazon, 2022).

Bu kiiltiirel izler tiim diinyada oldugu gibi {ilkemize ait tiriinlerin am-
balajlarinda da kullanilmaktadir. Ceylan (2017), Tiirk kiiltiirliniin izlerini
tastyan illiistrasyonlari; a) tarihsel olaylar, yer ve yapilar, b) Tiirk motifleri
ve Osmanli Lalesi, c¢) Selguklu Yildiz1 d) graviir ile hazirlanmig illiist-
rasyonlar olmak iizere dort kategoride degerlendirmistir (Ceylan, 2017, s.
367-368).

Resim 5: Tiirk motifleri kullanimis “Tiirk Kahvesi” ambalaji (Aliexpress, t.).).

Yontem ve Stmrhiliklar

Bu arastirmanin literatiir kisminda aktarilan; kahve, kahvenin tarih-
cesi, kiiltiir, ambalaj tasarimi1 ve ambalaj tasariminda kiiltiirel ifadeler ko-
nularininin ifadesi i¢in betimsel tarama modelinden yararlanilmistir. Ca-
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lismanin evrenini “kiiltiirel izler tasiyan kahve ambalajlarr” olustururken,
orneklemi evrenden se¢ilmis, “farkli iilkelere ait kiiltiirel izler tasiyan 2
farkli kahve markasina ait kahve ambalajlar’” olusturmaktadir. Literatiir
taramasindan elde edilen bilgiler dogrultusunda, iilkelere ait kahve amba-
lajlarinda kullanilan kiiltiirel izlerin kullanim yontemleri ve markaya olan
etkisinin ifadesi i¢in icerik analizinden yararlanigmistir. Caligmanin bu
boliimii bes adet kiiltiirel izler tasiyan kahve ambalaji ile sinirlidir.

Kiiltiirel izler Tasiyan Kahve Ambalajlarin incelenmesi

Bu boliimde amaci, tiiketiciye, ambalaj yoluyla kiiltiir aktarimini
olan, ayrica muadilleri arasinda geleneksel ve farkli olmay1 planlayan fir-
malarin, iirtinleri igin tasarimcilara hazirlatmig olduklar: ve kiiltiirel izler
tastyan kahve ambalajlar1 incelenecek ve tiiketici - marka etkilesimleri ve
kullanim big¢imleri tartisilacaktir.

inceleme 1: “Khomanta” Kahve Ambalaji

KHOMANTA

RELATIOMSHIP
COFFEE

s T T R
FERT The Eansura
San lgnacia Famnbly | Lo Pisa

L s AR nrane
L
car

PARTLA, PEBOH, 1w
RASPRLENT Lot

SEEAN LANE

Resim 6: “Khomanta” kahve ambalaji gorseli (Khomanta, 2022).
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Resim 6’da ABD’deki perakendeciler i¢in Peru’da iiretilen “Kho-
manta” isimi firmanin “Manta Coffee” adli iiriine ait kahve ambalaj1 yer
almaktadir. Tasarimc1 Alejandro Gavancho tarafindan hazirlanan amba-
lajda fotograf kullanilmadigi, dogrudan illistratif 6gelerden yararlanildi-
g1 goriilmektedir. Hazirladig illiistrasyonda yogun bir sekilde kahvenin
kokeninden ve o iilkeye ait kiiltliirden yararlanmistir. Kahveye ismini ve-
ren “Manta” kelimesi; Ispanyolca ve Portekizcede “Battaniye” anlamina
gelmektedir.

Ayni zamanda Manta; Latin Amerika olarak bilinen Giliney Ame-
rika Kitasinda yer alan Ekvador iilkesinin Manabi bolgesi sehridir (Ra-
sim, 2019). Ambalaja yeniden goz gezdirdigimizde; tasarimci “mantalar”
fikrinden esinlenip, iilkenin tiim unsurlarindan olusan bir ambalaj illiist-
rasyonu olusturdugu goriilmektedir. Peru And Daglari’'nda kadinlar tara-
findan giyilen, Ispanyol 6ncesi zamanlardan kalma, parlak renkli “And
battaniyesini” metafor olarak kullanilmistir (Mullin, 2020: sufio.com).
Ciinkti battaniyeler sicak tutar ve zahmetli hazirlanirlar, tipk1 kahve gibi.
Ayrica kahve ¢ekirdeklerinin toplanmasi ve 6giitiilmesi zahmetlidir ancak
soguk kis mevsimlerinde i¢ildiginde sicak tutar.

Resim 7: Geleneksel kiyafeti ile Perulu bir yerli gorseli (Eyesgallery, t.y.).

Resim 7°de goriilen Perulu bayan ve bulundugu ortam ile, ambalaj
illiistrasyonu karsilagtirildiginda aralarinda bir ¢ok benzerligin oldugu
goriilecektir. Arka planda And Daglari, 6n planda iki yandan toplanmis
saglar1, yanik teni, kafasina taktig1 sapka ile Perulu bir bayan gorseli ne-
redeyse birbirinin ayisidir. Illiistrasyonda kullanilan sapka ise, Perulu
bayanlarin olmazsa olmaz aksesuarlarindan birisidir. Cilinkii insanlar bir
kadinin sapkasina bakarak, onun bir kasabadan mi1 yoksa bir sehirden mi
oldugunu ya da zengin veya fakir bir aileden mi geldigini anlayabilirler
(Mateos, 2017).
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Resim 8: “Khomanta” kahve ambalaji illiistrasyonu (Khomanta, 2022).

Bir diger kiiltiirel ifade ise illiistrasyonda sol iist koseye konumlandi-
rilan turuncu renkli Marvel of Peru diger adiyla “Mirabilis Jalapa” (Natu-
re-and-garden, ty.) ve sag alt tarafa konumlandirilan ve beyaz renkli olan
Peru Zambagi “Peruvian Lily” isimli ¢igeklerdir (Patterson & Gardener,
2021). Tipki And daglar ve geleneksel kiyafetleriyle Perulu kadin gorseli
kadar, Perulu halkin “Peru Harikas1r” olarak adlandirilan bu ¢i¢eklerin kah-
ve ambalajinda kullanilmasi da Peru’ya ait kiiltiirel degerlerin bir tasviridir.

\ \' a A\ ) . I,
Resim 9: “Mirabilis Jalapa” (soldaki), “Peruvian Lily” (sagdaki) isimli Peru
cicekleri.

Son olarak kahve ambalajinin 6n tarafinda ise miihrii andiran ve 6zel
bask1 uygulamasi ile basilan yaldiz, kahvenin kalitesine atifta bulunmak-
tadir. Ciinkii altin ya da giimiis yaldiz; basarili bir sekilde degerli ve ka-
liteli {irtin algist uyandirmaktadir (Resim 10). Ambrose & Harris (2013)’e
gore tarihsel olarak 6nemli yapitlar1 korumak adina, 6n kenarlarina altin
ya da glimiis basilmaktaydi (Ambrose & Harris, 2013: 68).

-9
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Resim 10: “Khomanta” Kahve Ambala]l Gorseli (Khomanta, 2022).

Inceleme 2: “Coffee Bean Box” Diinya Kahveleri
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» 5100 COFFEE ARABICA
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Resim 11: “Coffee Bean Box” Diinya Kahveleri (Cigeksepeti, 2022).



Glizel Sanatlarda Arastirma ve Degerlendirmeler / Research & Reviews in Fine Arts

Resim 11°de “Coffee Bean Box™ adli kahve markasinin Diinya kahve-
leri serisinde Guatemala, Peru, Kolombiya ve Etiyopya kahvelerine yone-
lik hazirlamis oldugu ambalajlar yer almaktadir. 11k olarak serinin ismini
Guatemala’dan alan kahvesine ait ambalaji inceledigimizde, geleneksel
dokumalarinda kullandiklar1 renkli zikzak desenini ambalajda gorebil-
mek miimkiindiir. (Resim 12).

C > > %100 — A
» %100 | OGOTOLKTS FLTRE KARVE ) e

>> AraBic LGround Filter Coffee

Resim 12: “Coffee Bean Box” Diinya Kahveleri “Guatemala” Ambalaji

Guatemala’da geleneksel Maya kumaslari, canli renkleriyle tinliidiir
ve elmaslar, yildizlar ve zig zaglar gibi ¢esitli motiflere sahiptir. Cok say1-
da bulunan sembollerin her birinin Maya kiiltiiriinde kendi anlam1 vardir.
Zig zaglar volkanlari, daglar1 veya Mayalarin insanlig1 yarattigina inan-
diklari tiiylii yilan tanrist Gucumatz’t temsil edebilir. Yilanin ayni1 zaman-
da yasam yolculugumuzda bizi koruyacak bir rehber olduguna inanilir
(Milmilagros, ty.).

- 11
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Resim 13: Faja iizerinde zig zag dokuma gérseli (Milmilagros).

Resim 12 de kullanilan geleneksel sapka bir erkek figiiriiniin basin-
da olsa da, bu sapkay1 genellikle Guatemala’da Maya’li kadinlar kullanil-
maktadir.

Resim 14: Guatemala geleneksel sapkast (Alamy, t.y.)

“Coffee Bean Box” adli kahve markasinin “Diinya Kahveleri” seri-
sine ait bir diger kahve ¢esidi ise Peru’dur (Resim 15). Paketin {izerinde
Peru’lu bir yerli ve sirtinda tasidig1 kahve agaci bitkilerinin olusturdugu
illiistrasyon yer almaktadir.
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Ground Filter Coffee

Resim 15: “Coffee Bean Box” Diinya Kahveleri “Peru’ ambalaji

[lliistrasyona dikkatlice bakildiginda, inceleme 1’de yer alan “Kho-
manta” Kahve Ambalaji illiistrasyonu ile benzerlik tagidig: fark edilecek-
tir. Saglar1 iki yandan oriilmiis, kafasinda geleneksel sapkasi ile, yanik
tenli, tipik Peru’lu bir kadin illiistre edilmistir. Dolayisiyla inceleme 1’de
yer alan tespitler bu ambalaj i¢in de gegerlidir.

Coffee .
g U )

i p
S — 00—
=3 \\ 100 [ ORUTOLKDS FILTRE KARVE
Ny i |Ground Filter Coffee

Resim 16: “Coffee Bean Box” Diinya Kahveleri “Ethiopia” ambalaji
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Resim 16°da ise, firmanin “Ethiopia” isimli kahvesinin ambalajinda
agirlikli olarak iilkenin bayragina ait renkler olan yesil, sar1 ve kirmizinin
kullanidig1 goriilmektedir. Ambalajin 1/3’lik kisminda, yerli kadinlarin
giinesten korunmak i¢in sardiklar1 kirmizi ortiisii, sar1 kirmizi etnik kiya-
feti ve elindeki sepetin i¢inde yesil-kirmizi renklerdeki kahve agaci bitkisi
tastyan yerli kadin illiistrasyonu yer almaktadir.

Tasarimect ayrica Etiyopya’nin kiiltiiriinii yanistan ve kadim el sanat-
larindan olan “mesob” adl1 6rme sepeti (Turkiyeetiyopya, 2019), illiistras-
yonda yerli kadinin kahve bitkisini tagidig1 bir detay olarak kullanmuistir.

7 —_

Resim 17: Geleneksel kiyafetleriyle Afrikali kadin (Theguardian, 2016) ve
Etiyopya bayragi gorselleri

Resim 18: “Coffee Bean Box” Diinya Kahveleri “Colombia’ ambalaji

Son olarak “Coffee Bean Box” Diinya Kahveleri serisinin “Colombia”
adli kahve ambalajini inceledigimizde, tasarimcinin yine diger kahve ¢e-
siterinde oldugu gibi, yerli halk ve {ilkenin geleneksel kiyafetinden yarar-
land1g1 goriilmektedir.
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[lliistrasyonda kahve cekirdeklerini topladigini diisiindiigiimiiz Ko-
lobiya yerlisi, ve kafasinda ise Paisa kiiltiiriiniin ve tiim boélgenin sembo-
lii haline gelen ve Iraca palmiyesinin (Carludovica palmata) lifi ile elle
dokunmus bir parga olan “Aguadefio” sapkasinin oldugu goriilmektedir
(Postposmo, t.y.). Ayrica beyaz uzun kollu gémlekleri ve boyunlarina bag-
ladiklar1 kirmizi renkli sal da, kiiltiirel bir 6ge olarak illiistrasyondaki ye-
rini almistir.

-

Resim 19: Geleneksel kiyafetleriyle Kolombiya yerlisi ve “Aguaderio” sapkasi
(Elheraldo, t.y.).

Sonuc¢

Ambalaj tasarimlar1 yalnizca {iriinii korumakla kalmaz, kimi zaman
da iiriiniin satisa sunuldugu pazarin kiltiirel degerlerini ifade eder ve tii-
keticiye basarili bir sekilde yansitir. Farkli kiiltiirel degerlere sahip insan-
larin, diriinler ve onlar1 ¢evreleyen ambalajlar yoluyla farkindalik kazan-
malar1 ve gesiti tiiketici gruplariyla iletisim kurmalar1 ambalajin yalnizca
estetik bir pazarlama aract olmasinin 6tesinde kiiltlir aktarimi saglayan
ve ayni zamanda {ilkelerin tanitimini yapan bir reklam araci oldugunun
en acik kanitidir. Bu aragtirmada, tasarim stiidyolarinda gorev alan ta-
sarimcilarin, tasarim egitimcilerinin ve Ogrencilerin bilmesi gerektigi
diisiiniilen, kiiltiirel 6gelerin bir tanitim araci olarak ambalajlarda nasil
kullanildiklarina yonelik bilgilere deginilmis ve konuya iliskin olarak,
ambalajlarinda farkl iilkelerin kiitiirel 6gelerinin yer aldigi kahve amba-
lajlar1 incelenmistir. Bu incelemeler dogrultusunda kahve ambalajlarinda;

e Ulkelere ait bayraklarinin igerdigi renklerin, kiiltiirel 6geyi yansi-
tir sekilde anahtar renk olarak kullanildiklari,

e Kabhve liretimi yapilan iilkelerin yerli halklarinin, giyim kusam ve
yasam bicimlerini illiistrasyonlarda kullanildiklari,

e Ulkelerin geleneksel kiyafetlerinin (sapka, sal, battaniye, esarp,
fular) tasarim 6gesi olarak kullanildiklari,

e O cografyaya ya da iilkeye ait ¢igeklerin illiistrasyonlarda siisleme
0gesi olarak kullanildiklar1 goriilmisgtiir.

- 15
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Yalnizca kahve degil, ihra¢ edilmesi planlanan iiriinlerin ambalajla-
rinin da kiltlirel bir tanitim araci olarak kullanilmasi miimkiindiir. Bu
asamada yukarida verilen anahtar tespitlerden faydalanilmasi yararli ola-
caktir.
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Giris

Ambalajlar, igerisindeki iiriinlerin, nakliyesinden satin alma eylemi-
ne kadar gegen siirede koruma islevini de iistlenmektedir. Iyi bir ambalaj
iirtine uygun form ile malzemenin birlesimidir. Ambalaj, pazarlama car-
kinin temel unsurlar1 arasinda yer alirken, {iriin bu ¢arkin merkezindedir.
S6z konusu ¢arkin unsurlar1 arasinda yer alan ambalajin 6nemi, dagitim
stiregleri ile alic1 arasinda baglantiyr kurmasindan kaynaklanir (Becer,
2014: 17). Ambalaj hem {iriiniin tasiyicisi ve koruyucusu hem de tiiketicisi
ile ilk iliskiyi kuran ve {irlinii anlatan yiiziidiir. Dolayisiyla ambalaj bir
iirtiniin tanitim aract olmasinin yaninda igindeki iiriinle heniiz tanigma-
mis hedef kitleyi liriin hakkinda bilgilendirme gorevi listlenir. Boylelikle
hedef kitle, ambalaji sayesinde bir iiriiniin kalitesini belirleyip bazi deger-
lendirmelerde bulunabilmektedir.

Gorsel 1. Kadife kutu ornegi Gorsel 2. Karton kutu 6rnegi

(www.ufuktanitim.com.tr) (www.kutufabrika.com)

Ambalajin, heniiz bilgilendirme detaylarini okumayan alicisinin duy-
gularina etki ederek satin alma eylemine yonlendirmesi gerekmektedir.
Ambalaj, heniiz satin alinip, paketi agilmamis bir liriiniin kalitesiyle es
diizeyde deger gérmektedir. Ornegin; kadife kutunun igerisindeki saat ile
plastik kutu icerisindeki saat birbirlerinden farkli maddi degerlerde algi-
lanirlar (Akgiin, 2004: 162). Bu sebeple ambalajlar igerisindeki iiriinle il-
gili tliketicinin kaliteli, pahali, kullanigli, saglam gibi bazi tanimlamalara
gitmelerine sebep olurlar. Ambalajlarda kullanilan malzeme kadar baski
sonrasi yapilan uygulamalarla da bu tarz etkiler elde edilebilir. Tasarim
asamasinda gerceklestirilecek dogru bir kurgu ile ambalajin igerisindeki
trlinlin kaliteli oldugu algis1 rahatlikla verilebilir. Clinkii baski sonrasi
yapilan bazi uygulamalar dikkat ¢ekici olmasinin yaninda tiiketiciler ara-
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sinda da bu sekilde algilanmaktadir. Bu g¢alismada bask1 sonrasi yapilan
bazi uygulamalarin tiiketicilerin kalite algisina etkileri igerik analizi yon-
temiyle irdelenmistir.

Ambalaj Tasarimi

Ambalajlar, tiiketiciyi sasirtip ilgisini ¢ekme, lrlin hakkinda bilgi
verme ve satin alma eylemine ikna etme islevlerini iistlenerek, tiiketiciyle
tirlin arasinda iletisim aginin kurulmasini saglamaktadir. Ayn1 zamanda
tiiketicilerde iirtine karsi olumlu bir goriis olusturabilmek igin, estetik bir
sunum ile ilgi ¢ekici olabilmektedir (Peltier’ den aktaran Yildiz, 2010, s:
186-187). Ambalajlar, tiiketicilerle iletisim kurarak icerisindeki {iriinle il-
gili bir kanaat olugmasini saglamaktadir. Bu kanaatin satin alma eylemini
desteklemesi igin hedef kitle iizerinde duygusal bir etki birakmasi1 beklen-
mektedir.

Gorsel 3. Antep fistigi ambalaj 6rnegi 1 Gorsel 4. Antep fistigr ambalaj ornegi 2

(www.antepsan.com) (www.antepsan.com)

Raflarda diger iiriinler arasindan ilgi ¢ekmek zorunda olan ambala-
jim en dnemli 6zelliklerinden birisi goriiniirlik ve dikkat ¢ekiciliktir. Bu
nedenle ambalajda kullanilan tasarim unsurlarinin bu sorumlulugu {ist-
lenmesi gerekmektedir (Baltacioglu & Demirbag Kaplan, 2007 :61). Ko-
nuya iliskin Odabas1 & Oyman 2004’de “Gorsel etki alanm yaratmak igin
ambalaj; renk ve tasarimla goze hitap etmeli, kendi kimligini ortaya koy-
mall, estetik olarak begeni yaratmall, ele alip incelemeye davet etmeli ve
koruma ozelligini tam anlamiyla yerine getirmelidir”” demektedir (Oda-
bast & Oyman, 2004: 57). Giinlimiiz rekabet kosullar1 agisindan bakil-
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diginda dikkat ¢ceken ambalaji kullanan marka ve iiriinlerin tiiketicisinin
satin alma eylemini ger¢eklestirmesine yardimci olduklar1 gériilmektedir.
Ciinkii ¢ogu zaman tiiketiciler se¢im yapabilmek i¢in ¢ok kisa siire igeri-
sinde muadil {iriinler arasinda karar vermektedir. Fark edilebilir ambalaj
tasarlamak, iirliniin ilk tercihler arasina girmesini saglamaktadir.

V4

Gorsel 5. Gofre baski ornegi (gofrebaski.wordpress.com)

Ambalajin 6nemli bir boyutu olarak degerlendirebilecegimiz doku;
malzeme ve iiretim siirecleri ile iligkilidir. Gofre kullanilmis bir ambalaj
tiiketicilere igerisinde liiks bir {iriin tagidigini anlatmaktadir (Lemmers,
2004: 113,118).

Ambalaj konusundaki biitiin bu degerlendirmeler gostermektedir ki;
fark edilebilen ambalajlar tiiketicinin satin alma eylemine ge¢mesi baki-
mindan ¢ok daha 6nemlidir. Fark edilebilir ambalaj olabilmenin yolla-
rindan birisi de benzer {irlinlerden farkli bir renk veya ekstra bir bask1
uygulama kullanilmasidir. Bask1 sonrasi gerceklestirilen fazladan bir uy-
gulama, ayni zamanda iiriine kargi daha kaliteli, daha prestijli, daha deger-
li gibi birtakim alg1 zenginligi olusturmaktadir.
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Baski Sonrasi Bazi Ozel Uygulamalar

1. Varak Yaldiz Uygulamasi

i |ﬂ |
A

Gorsel 6. Yaldiz rulolari (ozguvenyaldiz.com)

Ambalaj ve kapak tasarimlarinda siklikla karsimiza ¢ikan varak yal-
diz, tipo baski teknigi kullanilarak bobin seklindeki folyolarin belli bir
1s1 yardimiyla yiizeye aktarilmasi ile gerceklestirilir. Bask: yiizeyi olarak
sadece kagit degil, bir ¢ok farkli malzeme kullanilabilir. Ancak segilen
malzemeye uygun 1s1 kullanilmas1 gerekmektedir. Basim sektoriindeki
birtakim yenilikler ve teknolojik gelismeler, liiks goriiniim elde etmek
isteyen caligmalarda yaldizin kullanim olanaklarini artirmistir (Kinik,
2015: 241-242). Tipo baski makinasina takilan bir tertibat ve erkek klise
yardimiyla yiizeye aktarilan varak yaldiz, {iriin lizerinde giiclii bir etki
yaratmaktadir. Baska hicbir baski teknigi ile bu izlenim verilememekte-
dir. Varak malzemesinin yiiksek maliyeti sebebiyle en az fire ile baskisi
yapilmalidir. Bu sebeple ¢ok ince hatli ¢alismalar i¢in tavsiye edilmemek-
tedir (Yanik, 2004: 14). Varak yaldizin bir¢ok renk se¢enegi oldugu gibi,
hologram segenekleri de bulunmaktadir.

.25
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Gorsel 8. Varak yaldiz makinesi (tipo) Gorsel 9. Varak yaldiz makinesi

(www.cavomit.gr) (www.eraysan.com.tr)

Aktarildig1 yiizeyde goz alic1 bir varak tabakasi olusmasini sagla-
yan sistem, 6zellikle ambalaj sanayinin vazgecilmezi olmustur (Mazlum,
2006: 143). Cilt baskilar1 ve g¢esitli sanatsal baskilar i¢in de kullanilan va-
rak yaldiz, 6zel sistemi sayesinde 1s1 yardimiyla yiizeye aktarilarak bo-
yanin yerini almaktadir (Tepecik, 2002: 116). Bu uygulama prestijli iiriin
imaj1 vermesi sebebiyle siklikla kullanilmaktadir. Tipo baski makinele-
rine aparat takilarak kullanilmasinin yaninda giiniimiizde sadece varak
yapan makineler de bulunmaktadir.
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2. Gofre (Kabartma) Baski

Gorsel 10. Gofre klisesi (serdar.cmsnano.net)

Calismaya boyut kazandirmak i¢in kullanilan gofre uygulamasi, er-
kek ve disi olmak tizere iki farkli klise yardimiyla yapilir. Bu iki klise ara-
sinda sikisan baski altt malzemenin kabarmast ile islem gerceklesmis olur.
Bu yontem ambalajlara daha estetik bir goriintii vermektedir (Kinik, 2015:
242-243). Tipo bask1 makinelerinin yardimiyla yapilan gofre islemi sadece
baskili yiizeylere degil, direk kagit {izerine de uygulanabilir. Kabartma
isleminde kliseler hari¢ herhangi bir yardimc1 malzeme gerekmemektedir
(Yanik, 2004: 13-14). Kagidin boyut kazanmasini saglayan gofre islemi,
kaliteli ve 6zel bir {iriin etkisi olusturmaya yardimci olmaktadir. Ancak
ince gramajli kagitlarin deformasyona ugrayarak boyutunu kaybetmesi
sebebiyle bu tarz kagitlarda kullanimi tavsiye edilmemektedir (Mazlum,
2006 :142). Gofre uygulanan ambalajlarin daha dikkat ¢ekici bir goriin-
tiiye sahip oldugu bilindiginden, 6zellikle karton ambalajlarda karsimiza
siklikla ¢ikmaktadir.

Gorsel 11. Gofre ornegi (hanmatbaa.net)
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Tasarimda istenilen alanlarin kabartilmasina yarayan gofre uygula-
mast, gorsel anlamda sik goriiniim kazandirirken, kullanildigi {irline deger
de katmaktadir. Dokunma hissi sayesinde akilda kalicilig1 da destekle-
mektedir (Mardi Bayar, 2019: 683). Tepecik 2002’ye gore de yapilan islem
sayesinde kagitta olusan kabaraklik, estetik acidan olumlu yonde etki et-
mektedir (Tepecik, 2002: 116).

3. Bolgesel Lak Uygulamasi

Gorsel 12. Bélgesel lak (basakbasim.com.tr)

Lak uygulamas tasarimi estetik anlamda desteklerken, yapilan bas-
kiy1 da koruma islevi iistlenmektedir. Tasarimda dikkat ¢cekmek istenen
ylizeye matlik veya parlaklik verebilmektedir. Lak uygulamasi ambalaj
iretiminde siklikla karsimiza ¢ikan bir yontemdir (Kinik, 2015: 244). Ta-
sarimda istenilen yerlerin belirginlesmesinin saglandigi yontemde bdlge-
sel lak gelecek kisimlar i¢in ekstra film almak gerekmektedir. Bolgesel
lak uygulamasi ofset baski gibi hassas olmadig1 i¢in ince hathi ¢izgiler ve
sekiller i¢in onerilmemektedir. Ayrica bu uygulama yapilacaksa mutlaka
fire miktar1 artirilmalidir (Yanik, 2004: 13). Lak uygulanan bolge doku-
nularak rahatlikla hissedilebilmektedir. Uygulanan kaplama islemi sadece
bir bolgeye yapilabilecegi gibi tiim yiizeye de yapilabilmektedir (Kansu &
Kose, 2008:12). Bolgesel lak uygulamasi uygulandigi bdlgenin dikkat ¢cek-
mesi sebebiyle tasarimda hiyerarsi unsuru olarak da kullanilabilmektedir.
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Alicimin oncelikli olarak gdrmesinin istendigi bolgelere uygulanarak bu
etki saglanabilmektedir.

Gorsel 13. Balgesel lak (www.dunyabaski.com)

Vernige gore daha kalin bir katman olusturan, ayni zamanda mat-
lik ve parlaklik etkisinin daha net anlagilmasini saglayan lak uygulama-
s1, 6zellikle koyu zeminli islerde mat selefon {izerine kullanilir. Belli bir
bolgeye uygulanan parlak lak uygulamasi ile oldukea etkili sonuglar elde
edilebilir (Mazlum, 2006 :140-141). Tasarima parlak ve estetik bir goriin-
ti kazandirirken, uygulandigi bolgenin dis etkenlere karsi daha dayanikli
olmasini da saglamaktadir. Yapilan uygulama sonrasinda o bolge ¢izilme,
nem, giines 15181 ve kagit tizerindeki baskinin dagilmasina karsi dayanik-
lilik gostermektedir (Mardi Bayar, 2019: 678). Bolgesel lak uygulamasi-
nin ambalaj tasariminda kullanilmasiyla birlikte daha estetik bir goriintii
olusturulurken, igindeki iirline kalite imaj1 yiliklemektedir.

Algi ve Kalite

Algilama, bireyin maruz kaldig1 uyaricilardan gelen bildirimleri an-
lamlandirmasi ve yorumlamasi sonucunda olusan davranig degisiklikle-
ridir. Uyarictyla etkilesime giren kisi, daha 6nceki yasantilari, uyaricinin
ozellikleri ve kisisel 6zelliklerine gére durumu yorumlamaktadir. Bu yo-
rumlama sonucunda da uyaran hakkinda bir kanaat ortaya ¢ikmaktadir.
Bunu bilen firmalar, markalarina ait tiriin ve hizmetlerin hedef kitleleri
tarafindan nasil algilandigini belirlemek isterler. Markalarin bu belirleme-
yi yapabilmesi i¢in bir dizi stratejik calisma yapmasi gerekmektedir. Ciin-
kii her birey ayn1 uyaricilara ayni tepkileri vermemektedir. Algilama ve
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yorumlama siireglerinde hem uyaricinin hem de maruz kalanin yapistyla
ilgili farkliliklar olabilmektedir. Bu siiregte uyaranin biiyiikliigii, benzer
uyaranlara kars1 tutumu, boyutu, rengi gibi birgok konu devreye girmek-
tedir (Elden, 2013: 398-399-400). Istenilen alginin olusmas i¢in uyaranin,
benzeri uyaranlardan farkli olmasi gerektigi anlasilmaktadir. Ambalaj ta-
sarimda ekstra baski uygulamalarinin kullanimi da tiriiniin muadil tirtin-
ler arasinda farkli gériinmesine sebep olmaktadir.

Alg1 kavrami olduk¢a 6nemli bir konudur. Bireyler dis diinyay1 ger-
ceklerden cok algilaria gore yorumlamaktadir. Uriiniin ne kadar degerli
oldugu nasil algilandigina baglidir (Daric1, 2013: 169). Bu sebeple amba-
lajin icerisindeki iiriiniin degerinden Once, ambalajin degeri bu alginin
olusmasina katki saglamaktadir. Ambalajda bu algiya katki saglayacak
uygulamalarin kullanimi 6nem kazanmaktadir.

Bireyin ¢evresindeki uyaranlara karsi izlenimlerinin biiyiik boliimii
gorme duyusuyla ger¢eklesmektedir. Gorsel algilamay1 hem biyolojik hem
psikolojik bir siire¢ olarak degerlendirmek gerekmektedir. Biyolojik aci-
dan baktigimizda birey yasami boyunca pek ¢ok uyaranla karsilagmakta-
dir. Ancak gorsel algilama siirecinin etkin olabilmesi i¢in sadece biyolojik
acidan gormek yetmemektedir. Psikolojik agidan da onlara anlam yiik-
lemesi gerekmektedir. Etrafta yogun uyaranlar arasinda, kendi acisindan
anlaml1 olanlar1 biyolojik ve psikolojik agidan secerek tanimasi, gorsel
algilama siireclerinin aktif oldugunu gostermektedir (Inceoglu, 2011: 98-
99). Tiiketicilere ambalaj tasarimlar1 yardimiyla verilen uyaranlar ile gor-
sel algima siireglerinin aktif olmasi, onlara iiriinii heniiz kullanilmadan
kaliteli olup, olmadiklariyla ilgili fikir verebilmektedir.

Kalite kavramina genel anlamda baktigimizda “iistiin olmak” kav-
ramiyla iliskili oldugu goriiniirken, kalite algis1 tiiketicinin, lirtiniin diger
iirlinlere gore iistlin oldugu yargisina varmasidir. Yani gercek kalite ile
algilanan kalite arasinda farklar vardir. Gergek kalite belli kriterler dog-
rultusunda tespit edilerek 6l¢iilebilecek bir durumdur. Ancak kalite algis
bir¢ok farkli dinamigi igerisinde barindiran zihinsel siireglere dayanmak-
tadir (Zeithaml, 1988°den aktaran Topcugil Aydogan, 2020: 46).



Glizel Sanatlarda Arastirma ve Degerlendirmeler / Research & Reviews in Fine Arts

Inceme 1. Varak Yaldiz Kullanilan Ambalaj Ornegi

T

3

Visne Regeli 5 Ahududu Regeli

Gorsel 14. Yenigiin Klasik Regel Ambalajlart (www.yenigunstore.com)

Gorsel 14’te yer alan Yenigiin ambalajlari, markanin klasik regeller
icin kullandig1 ambalajlardir. Marka bu ambalajlarda icerige uygun olarak
gorseller se¢cmistir. Standart bir zemin ve kompozisyon diizenlemesiyle
ve ayrica muhteviyati yansitan gorsel ve isimle tasarim tamamlamistir.
Markaya ait regel iiriiniiniin gurme serisini inceledigimizde ise ambalaj-
larinda varak yaldiz uygulamasi kullanildig1 goriilmiistiir. Gurme ifadesi
TDK’ya gore “Tatbilir’ demektir (sozluk.gov.tr). Bu tanima gore gurme
ifadesi, lezzetli olan1 bilmek ve kaliteli yiyecekten anlamak olarak deger-
lendirilebilir. Markanin ambalaj tasariminda kullandig1 varak uygulamasi
sayesinde Uirlinlindeki kalite algisini desteklemek istedigi anlagilmaktadir.
Varak yaldiz1 en kaliteli iirlinleri arasinda gostermek isteyen markalarin
ambalajlarinda siklikla kullandiklar1 bilinmektedir Bazi markalar éze/
seri, gurme vb. sekilde sinmiflandirdiklar: liriinleri varak yaldizli ambalaj-
lar1 ile tiiketicisine sunarak diger iiriinlerinden daha kaliteli oldugu vur-
gusunu yapmaktadirlar.
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Gorsel 15. Yenigiin Gurme Recel Ambalajlari (www.yenigunstore.com)

inceme 2. Bélgesel Lak Kullanilan Ambalaj Ornegi

ENERGISE

\‘

125 M€ 42FL Oz

Gorsel 16. Hugo Boss Ambalajlart (www.hugoboss.com)
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Birgok parfiim markasinin ambalajlarinda bolgesel lak uygulamasina
yer verildigi goriilmektedir. Ornekleri inceledigimizde parfiim sisesine
uygun bir formatta kutu iizerine bdlgesel lak uygulamasi yapildigi goriil-
mektedir. Bu uygulama sayesinde rakipleriyle ayn1 raflarda daha hizli fark
edilebilmektedir. Ayrica hem bolgesel lak hem de varak yaldizin ayni1 anda
kullanildig1 parfiim ambalajlarina rastlanmaktadir. Hizli fark edilmesinin
yaninda {riline 6zel bir izlenim vererek, markaya kalite imaj1 kazandir-
maya yardimei olmaktadir. Konuyla ilgili olarak bir web sitesinde “Gii-
niimiiz rekabet ortaminda markalar ayakta kalabilmek i¢in iiriinlerine en
iyi ambalaj ¢oziimiinii isterler. Markalar, bu sebeple siklikla spot UV lakh
ambalajlar tercih etmektedir. Spot UV lak uygulamast ambalajlara muh-
tesem bir goriiniim kazandirmaktadir” (www.thecustompackaging.com)
denilmektedir. Bolgesel lak uygulamasinin kullanildig1 ambalajlar, tiike-
ticinin Uirline farkl1 bir bakis agis1 gelistirmesini saglayarak kalite algisini
olusturmaya katkida bulunmaktadir. Yapilan incelemelerde 6zellikle koyu
zeminli tasarimlarda daha hissedilir bir etki yarattig1 goriilmektedir.

inceme 3. Gofre Kullamlan Ambalaj Ornegi

Gorsel 17. Chivas Ambalajlart (www.viskinotu.com)
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Ambalaj tasarimlarinda gofre uygulamasi 6zellikle karton ambalaj-
larda karsimiza ¢ikmaktadir. Yukarida gérmiis oldugunuz ambalaj Or-
neklerinde tasarimlarin gofre ile desteklendigi goriilmektedir. Buradaki
amag kaliteye ve tecriibeye vurgu yapmak istenmesidir. Bazi irlinlerde
yeni, inovatif olan, baz1 lirlinlerde ise yillanmis, bekletilmis olan tiriinle-
rin daha kaliteli ve degerli oldugu diistiniilmektedir. Yukaridaki 6rnekte
yer alan Uirlinlerin y1llanmis olmasi dolayisiyla hem degerli, hem daha ka-
liteli oldugu anlami yiiklenmelidir. Dolayisiyla bu alginin olugsmasi igin
markanin ambalajinda gofre uygulamasi kullandig1 gériilmektedir. Ciinkii
kalite imaj1 verilmek istenen iiriinlere gofre, varak yaldiz veya bolgesel lak
uygulamalar1 eslik etmektedir. Tiiketiciler bu alg1 sayesinde tercihlerini
bu uygulamalarin oldugu ambalajlardan yana kullanmaktadirlar. Ornek-
lerdeki kartonlarin kalinligi sebebiyle sorunsuz sekilde uygulanan gofre
uygulamasinin etkisi hissedilebilir olmustur. Bu tarz uygulamalarin oldu-
gu ambalajli irlinleri satin alan tiiketiciler, kendilerinin 6zel ve degerli bir
tirlin aldig1 kanisina vararak, kaliteli bir tercih yaptiklarini diisiinebilecek-
lerdir. Bu sebeple firmalar karton ambalaj kullanilan iiriinlerde kalite ima-
jim1 saglamak i¢in gofre uygulamasini tercih etmektedirler. Ayrica iiriinler
muadil iirlinler arasinda fark edilebilir olmaktadirlar.

Sonu¢ ve Degerlendirme

Elde olan bilgiler ve yapilan incelemeler 1s1g1nda; ekstra baski uy-
gulamalarinin hem ambalajin tasarimsal etkisini giiclendirdigi hem de
icerisindeki iiriiniin kaliteli oldugu algisin1 yarattig1 anlagilmaktadir. Bu
uygulamalarin oldugu ambalajlar, 6zellikle rekabetin yogun oldugu iiriin
gruplarinda ayirt edicilik ve dikkat cekicilik etkisi saglayarak tiiketici-
nin ilk tercihleri arasinda yer alabilmektedir. Tiiketiciler agisindan, varak
yaldiz yapilan uygulamanin maliyetli olmasi, daha parlak olmasi ve liksii
cagristirmasi sebebiyle liikks kategorisindeki iirtinler i¢in beklenti haline
gelmistir. Asagidaki drnekte goriildiigii lizere varak yaldiz uygulamasi
florasan renk baskisi ile desteklenerek, 6zel oldugu izlenimi verilmistir.
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Gorsel 19. MYSTERIUM Ambalajlari (thedieline.com)

Spellman 2012°nin yazisinda “Romanya’daki en onemli sarap iiretici-
lerinden biri olan Jidvei'nin sahibi, sarap tirtinlerine karsi genel giivensiz-
ligiyle bilinen gece kuliipleri ve barlar igin ézel tasarlanmis sinirli sayida
sarap serisi gelistirmeye karar verdi. Spotlight reklam ajansi (Tasarimci:
lon Barbu) tarafindan yapilan ambalaj icin “Miisterimiz, bira, likor ve
diger alkollii iceceklerin ¢ok daha parlak varligi arasinda géze ¢arpa-
cak bir paketleme konseptine ihtiya¢ duyuyordu. Mysterium saraplarinin
konsepti, yapimlarimin sirrindan kaynaklanmaktadir. ... Sarabin gizemini
sadece 6zel bir stk altinda ortaya ¢ikarmayt secerek hikayeyi etiketlere
cevirdik. Labirent temall bir desenin bir sirri saklamak icin miikemmel bir
ver olacagin diigiindiik ve altin varak se¢menin etikete az 151kl yerlerde
harika bir doku kazandiracagina karar verdik. Ayrica, etiketin labirentine
sorunsuz bir sekilde uyum saglayacak bir yazi tipi olusturduk ve sara-
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bin ady icin ultraviyole miirekkebi kullandik.” (Spellman, 2012: thedieline.
com) ifadeleri yer almaktadir. Tiim bu detaylar dikkate alinarak tasarlan-
mis ambalajin varak yaldiz ve ultraviyole miirekkebin bir arada kullanil-
mastyla son derece dikkat ¢ekici oldugunu gérmekteyiz.

Gofre uygulamasi tek bagina veya diger ekstra uygulamalar ile kulla-
nilabilmektedir. Ambalajlarda varak yaldiz yapilan bolge, genellikle gofre
uygulamast ile kabartilmaktadir. iki uygulamanin birlikte kullanimi tasa-
rimsal etkiyi artirmaktadir. Bolgesel lak uygulamasi, bolgenin diger bolge-
lere gore daha belirgin ve dikkat ¢ekici olmasini saglamaktadir. Ozellikle
koyu zeminli alanlarin {izerinde kalite izlenimini daha da artirmaktadir.

Gorsel 20. Casta de Locos Ambalaji Gorsel 21. Casta de Locos Ambalaji
(thedieline.com) (thedieline.com)

Yukarida gormiis oldugunuz ornekte de kabartma bdlgesel lak ve
varak yaldiz bir arada kullanilmistir. Gordon 2012°nin ele aldig1 yazida
Vantablack Studio tarafindan yapilan ambalajla ilgili “Vantablack Studio
tarafindan Casta de Locos i¢in tasarlanan ambalaj ¢arpict bir tipografi
olusturulmugstur. Mat siyah bir zemin iizerine yerlestirilmis parlak siyah
kabartma tipografi, yeterince ilgi uyandwrirken, stiidyo bunu kisilik dolu
bir tipografi stiliyle bir adim éteye tasimistir. Tipografiye uygun olarak,
sisenin tist kisminda mum damlama efekti kullanilmistir. Ayrica, zarif altin
varakl ayrintilar, liiks bir goriintii saglamistir” (Gordon, 2022: thedieline.
com) demektedir.

Bolgesel lak uygulanmadan once kagida genellikle selefon uygula-
masi yapilmaktadir. Bolgesel lak uygulamas1 sadece parlak veya mat uy-
gulama seklinde degil, simli, kabartma veya kumlu lak goriintii verecek
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sekilde de uygulanabilmektedir. Ornegin yilbas1 konseptli {iriinlerin am-
balajlarinda ¢ogunlukla simli lak uygulamasi goriilmektedir. Arastirma-
dan da anlagilacag: {izere, iirlinlin kaliteli olmasi ile kalite algist arasinda
farkliliklar vardir. Uriiniin kaliteli olup, olmadigimin anlasilabilmesi igin;
tiiketici tarafindan kullanilmasi veya bir dizi testten ge¢mesi gerekmek-
tedir. Ancak kalite algis1 i¢in dogru reklam ve tanitim faaliyetleri yeterli
olabilmektedir. Uriinlerin ambalajlar1 tanitim ve reklam faaliyetlerine de
destek olmaktadir. Tiim bunlar dikkate alindiginda kalite algisinin olus-
masina 0zel baski uygulamalarinin dogrudan katki sagladigini séylemek
yerinde olacaktir. Bu alginin olugsmasinda ambalajin, tasarim kurallarina
ve Uriinlin karakterine uygunluk gostermesinin yaninda tasarim ve baski
stirecinde kurgulanmis 6zel bask1 uygulamalar1 son derece faydali olmak-
tadir. Bu sebeple ambalaj grafigi konusunda calisan tasarimcilarin kalite
algisini olugturmak ve iirlinlerini muadillerinden ayirmak istedikleri ta-
sarimlarinda, gerekli maliyetleri de gozeterek ekstra baski uygulamalarin-
dan faydalanmalarinin yerinde olacagini bilmeleri gerekmektedir.
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1.GIRIS

Tarihsel siire¢ icerisinde Mesk sistemi, Tiirk misikisinde hocadan
talebeye aktarim ile giden bir egitim yontemidir. Misiki egitimi ve dgre-
timi, eserlerin nesilden nesile aktarimi, beste, makam ve usillerin giinii-
miize gelisi bu yontem sayesinde olmustur. Mesk ile sadece masik1 egiti-
mi degil hocadan 6grenciye bilgi, usllp, tavir, ahlak, tecriibe gibi birgok
degerler de aktarilmis olur (Behar, 2006, 19-20). Mesk sisteminde usil ve
hifz (ezber) eser 6grenimi igin en temel unsurlardir. S6zIi bir masiki olan
Tiirk misikisinde ustil ve makam gibi temele komponenetlerin yani sira
ozellikle klasik eserlerde giiftenin ve aruzun da incelenmesi ve bilinmesi
onem arz etmektedir. Dolayisiyla mesk sisteminde icranin tam anlamiyla
gerceklesebilmesi i¢in eserlerin makamsal yonleriyle beraber usil, artiz
ve usiil-ar(z iligkisinin bilinmesi gerekmektedir. Bu zaten s6zlii masiki
anlayisinin bir geregidir. Yani sozlii bir miisikide giiftenin ve aruzun géz
oniinde bulundurulmasi ¢ok tabi bir yaklasimdir. Biitiin bu anlayis igeri-
sinde hareket etmek Tiirk masikisi egitiminin spesifik karakteristigidir
(Altinel Coban; Coban, 2020, 318-319). Giiniimiizde var olan yazili ve sesli
kaynaklar biiylik 6neme sahiptir, ancak bunlardan mesk metodolojisiyle
istifade etmek gerekmektedir. Bu isitsel, gorsel kayitlar mesk yaklagimiy-
la degerlendirildiginde biiyiik tstatlarla yiiz yiize egitim yaparcasina bir
islevsellik ortaya koyacaklar1 asikardir. Meskin gelistirilmesi ve icranin
gliclendirilmesi, beste tekniklerinin desifre edilmesi, 6grenilmesi, eserle-
re niifuz edilebilmesi i¢in klasik donem bestekarlarin eserlerinin incele-
nip, analiz edilmesi ile miimkiin olmaktadir. Bu meyanda s6zlii misikimi-
ze ait eserlerin usil-ariiz uyusumu agisindan arastirilmasit 6zel bir onem
arz etmektedir. Bu diisiinceden hareketle bu ¢alismada klasik donem bes-
tekarlariin en 6nemlilerinden biri olan Hac1 Sadullah Aga’ya ait 6 adet
Agir Semai formundaki eser ariz-usiil uyusumu yoniinden incelenmistir.

Haci Sadullah Aga (1730-1801) yillar1 arasinda yasamis, III. Selim
dénemi bestekarlarinin arasinda misiki anlayistyla 6ne ¢ikan bestekarlar-
dan biridir. Ayrica saray fasil heyetinin sefligini yapmis giizel sesli bir ha-
nendedir (Ak, 2009, 141). Masikimize ¢ok onemli eserler kazandirmaistir.
Beyatiaraban makaminda besteledigi takim ile bu makami1 uzun bir do-
nemden sonra tekrar canlandirmistir. Sadullah Aga klasik ekoliin gergek
temsilcilerindendir. Klasik ¢izgiden higbir surette taviz vermemistir. Bes-
telerinde daha ¢ok Endertini Sakir’in giiftelerini tercih etmistir. Besteleri
nagme agisindan sade ve i¢li, duygu yoniinden zengin, miizik climleleri
estetik yonden ¢ok giizel ve sanat degeri ¢ok yiiksek olan eserlerdir (Ak-
siit, 1993, 81). Cogunlukla birlesik makamlar1 kullanmis, geckiye fazla
yer vermemistir. Terkip ettigi makamlar Asiran-zemzeme ve kiirdi-tahir

makamlaridir (Ekmen, 1996, 496-497). Elimizde Arazbar, Sedaraban,
Beyatiaraban, Hiiseyniasirdn, Muhayyer, Hicaz, Hicaz Hiimaytn, Hi-
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cazkar, Ussak, Saba Zemzeme, Muhayyer Siinbiile, Sizidil, Tahirbiselik
makamlarinda 27 adet eseri bulunmaktadir (Oztuna, 1974, 194). Sadullah
Aga doneminin dnemli bestekarlariyla ortak beste caligmalar1 da yapmis-
tir. Ornegin Kiiciik Mehmed Aga, Vardakosta Ahmet Aga ve Hafiz Seyda
ile “Tahir Kar™1, Tanburi Izak ile “Sedaraban Takim1” miistereken beste-
lemistir (Ozalp, 2000, 367). Hiimayin makamindaki kar1 unutulmus ve
glinlimiize ulagtirillamamastir.

Agir Semai formu klasik Tiirk misikisinin s6zlii formlarindan biri-
dir. Klasik takim1 meydana getiren formlar arasindadir. Klasik takimlar-
da icra edilen 1. ve 2. besteyi miiteakiben icra edilir. Onun akabinde de
Yiriik Semafi icra edilir. Agir Semai formunu belirleyen ana unsur 10 za-
manli aksak Semai ustlii ve bu ustiliin mertebeleridir. Ancak yiiriikk Semai
ustliiniin Agir mertebeleri olan 6/4’liikk Sengin Semai ve 6/2’lik Agir Sen-
gin Semai usilleri de kullanilmistir. Bununla beraber giliniimiize kadar
ulagmis Agir Semailerin bazilarinda Curcuna, Yiiriik Semai gibi usil
geckilerine rastlanmaktadir. Agir Semai formu da tipki Beste ve Yiiriik
Semai formunda oldugu gibi murabba ve nakis olmak {izere iki bicimde
bestelenir. Murabba bi¢iminin terenniimlii ve terenniimsiiz sekilleri bu-
lunmaktadir (Bkz Tablo 1, 2, 3) (Yavasca, 2002, 502).

Tablo 1. Murabba Agwr Semar Formunun Terenniimlii Yapi:

1. misra A + Terenniim B
2. misra A + Terenniim B
3. misra C + Terenniim B (D)
4. misra A + Terenniim B

Tablo 2. Murabba Agwr Semdi Formunun Terenniimsiiz Yapi:

1. misra A
2. misra A
3. misra B
4. misra A

Tablo 3. Agwr Semai Formunun Nakis (2 Misraly) Yapt:

1.misra A
2. misra B
Terenniim C

On zamanli ve 6 vurgulu bir ustl olan Aksak Semai usulii Agir Semai
ve sarki formunda kullanilir. Yine saz semailerinin ilk ti¢ hanesi mutla-
ka bu usiille bestelenir. Ayin-i seriflerde devr-i kebir usilii ile bestelenen
kisimdan (III. Selam) Yiiritk Semai usuliintin kullanildig1 kisma Aksak
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Semai usilii ile gegilir. S6zIi misikide Agir Semai formunda en sik kul-
lanilan ustldiir 10/4’liikk ikinci mertebesine Agir Aksak Semai adi verilir
(Ungay, 1981: 66).

AKSAK SEMAT USULU SEMASI

) .

10 Diim Te Diim

®
e

Ka Tek Tek

Sekil 1. (10/8) Zamanli Aksak Semdt Usuliiniin Darplart (Ungay, 1981).

Yiriik Semai usulii i mertebeden meydana gelir. Birincisi 6/8’lik
Yiiriik Semai, ikincisi 6/4’lik Sengin Semai, ii¢linciisii 6/2’lik Agir Sen-
gin Semal adim1 alir. Yiriikk Semal usulii 6 zamanhdir (3+3=6) ya da
(2+2+2=6) seklindedir. Vurgu sayis1 5’tir. Yiirilk Semai usuliiniin 3. mer-
tebesi olan Agir Sengin Semai usulii bazi Agir Semai formundaki eserler-
de kullanilmistir (Ozkan,2006, 621).

Adir sengin semail

Dam DOm
B
r
tek tek tek 2

Sekil 2. 6/2’lik Agir Sengin Semai Usiliiniin Darplar (Ozkan,2006, 621)

Bir nazim 6lgiisii olan ariz vezni Arap edebiyatinin, siirinin ve kiil-
tlriinlin ana unsurlar1 arasindadir. Kelime olarak nahiye anlamina gel-
mektedir (Ipekten, 1999, 133). VIII. yiizyildan itibaren bir¢ok toplumun
ve kiiltiiriin edebiyat ve siir anlayisim1 etkilemistir. Tiirk edebiyatinda
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da 20.y.y.1in sonlarina kadar etkinligini devam ettirmistir (Altinel Coban,
2021, 20). Tiirk miiziginde de bestekarlar eserlerinde aruzun kendi biinye-
sinde var olan miizikalite ve ritmik yapidan istifade etmisler, nagme, usul
ve aruzla muhtesem bir kombinasyon yaratmislardir.

Aruzla yazilmis siirlerde hecelerin kapali (uzun) ya da acik (kisa) se-
kilde tasnif edilmesi s6z konusudur. Bunlardan sonu sessiz harfle biten ka-
palt (uzun) heceleri gostermek icin diiz bir ¢izgi (-) kullanilir. Acik (kisa)
heceleri gostermek i¢in bir nokta (.) isareti kullanilir. Bu hecelerin cesitli
sekillerde birlesmesiyle arfiza ait 8 ana kalip meydana gelmektedir. Bu
parcalar “tefil, tef‘ile veya ciiz” terimleriyle ifade edilir (Dilgin, 1983, 3).

Tablo 4: Artizda Kullanilan 8 Adet Tef"ile

Fa‘aliin (FeGlin . 1 kisa - 2 uzun

Fa‘iltn, Fa‘ilat e 1 uzun -1 kisa -1 uzun
Mefa‘iliin . . 1 kisa -1 uzun-1 kisa -1 uzun
Fa‘ilatiin e 1 uzun -1 kisa-2 uzun
Miistef*iliin . 2 uzun -1 kisa -1 uzun
Mef*tlati . 3 uzun -1 kisa

Miitefa‘iliin oo 2 kisa -1 uzun -1 kisa -1 uzun
Miifa‘aletiin . ee_ 1 kisa -1 uzun -2 kisa - 1 uzun

Ariz vezninde uyumu artirmak i¢in bazi hareketler s6z konusudur.
Sairler bu hareketleri beytin ahengini saglamak amaciyla bir ¢6ziim ola-
rak gelistirmiglerdir. Bunlarin en sik kullanilanlar1 vasl, iméale, med ve
zihaf’tir.

Vasl (ulama): Vasl kelimesi Arapc¢ada “aglama, birlestirme ve ulas-
tirma” anlamina gelen bir kelimedir. Vasl aruzda ise iki kelimenin birles-
tirilmesi ve birlikte okunmas1 yani ulama durumunu ifade eder. Ornegin
sessiz harfle biten bir hecenin ardindan sesli harfle baglayan bir hece geli-
yorsa birinci hecenin sonundaki sessiz harf ile ikinci kelimenin basindaki
sesli harf birlestirilir ve bu sekilde okunur.

Imaile (uzatma): Arapcgada “¢cekme, uzatma, bir tarafa egme” anla-
mina gelen imale, aruzda agik ya da kisa hecenin ariiz dl¢iisiine uyumunu
saglamak i¢in uzun okunmasi manasina gelir.

Medd: Arapcada “uzatma, yayilma, doseme” anlaminda kullanilir.
Sonunda sessiz harf bulunan hecelerde, sondaki sessiz harften 6nce bir
uzatilmis sesli harf (yar gibi) ya da bir sessiz harf bulunursa (subh gibi) ,
bir uzun bir kisa (- .) olacak sekilde okunur (Ilhan 2003, 19).
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Zihaf (kisaltma): Arapca “Asildan uzaklastirma, zorla siirtinerek yii-
riime” manasina gelen zihaf, aruzda yine uyum amaciyla uzun (kapali)
hecelerin, kisa (ac¢ik) gibi okunmasidir. Bir manada imalenin zittidir diye-
biliriz (Ipekten, 1999, 140-143-153).

Tiirk misikisinin daha ¢ok séze dayali bir masiki olusu onun aktari-
mi, idraki ve en iyi sekilde icrasi igin besteleme tekniklerinin iyi analiz
edilmesini gerektirir. Bunun icin 6zellikle eserlere ait giiftelerin edebi agi-
dan degerlendirildigi gibi ihtiva ettikleri aruz vezni ve bu veznin eserlerin
usuliiyle ile iliskisi ayr1 bir 6neme sahiptir. Mesk egitiminde makam, usfil,
s0z ve Uislip kadar aruz ve usul arasindaki iliskinin de aktarimi gerekmek-
tedir. Aruzun ve onun usulle iliskisinin mesk sistemindeki aktarimda ve
en 6nemli unsurlardan biri olan hifzin ikamesinde de rolii biiytiktiir. Tiirk
miiziginde biitiin bu unsurlarin kaidesini ustl olusturmus, makam ve s6z
unsurlar1 onun iizerinde sekillenmistir. Eserler bu yoniiyle incelendigin-
de ustl, arliz ve nagme arasindaki iliskinin rastgele olmadigi, eserlerdeki
ahengin matematiksel ve bilimsel bir kaidesinin oldugu gozlenmektedir.
Bu manada en dnemli kombinasyon usil ile arliz arasinda gerceklesti-
rilmis ve buna masiki ¢evreleri ariz-uslil imtizac1 (uyusmasi) adin1 ver-
mistir. Tirk misikisinin klasik formlar1 (beste, agir semai, yiiriik semai
gibi) usil-ariz uyusmasi yoniinden incelendiginde, ustil-nagme iliskisine
iiclincii bir komponentin yani aruzun da etkin bir sekilde girdigini gérmek
miimkiindiir. Ancak tekrar etmekte yarar var bunun rastgele degildir, bazi
matematiksel temellere oturur. Her usiil kendisine uygun artiz kaliplartyla
bir bag kurar. Arliz vezninin usule yerlestirilmesi belli bir disiplin i¢inde
yapilir (Tanrikorur, 2005, 85). S6zlii musikimizde klasik eserlerin hemen
biitlinliniin divan siiriyle bestelenmis olmasi dogal olarak ariz vezninin
g0z oniinde bulundurulma zorunlulugunu getirmektedir.

Ariz vezni kafiye, redif gibi unsurlarin yani sira acik (kisa) ve kapali
(uzun) hecelerin miizikal bir ifadeye biirlinmesini saglayan vasl, imaéle,
medd gibi uygulamalar1 da i¢inde barindirir. Bu yiizden aruz vezni, adeta
siirin nagmesel boyutunu olusturur (ilhan, 2003, 19).

Cinugen Tanrikorur ariz ve usil iliskisinin misikimizdeki 6nemin-
den bahsederken klasik Tiirk siirinin “Arliz vezni’nin disinda diisiiniile-
meyecegini ifade eder. Ona gore vezin ile ustl arasinda adeta bir kader
ortaklig1 vardir ve bunu gorebilmek i¢in klasik musikinin sozlii eserlerini
incelemek yeterli olacaktir. Tanrikorur Tiirk misikisinin farkli dénemle-
rine ait Agir Semai, Yiriik Semai ve sarki formularinda 600°{ askin ese-
ri incelemis ve bu iliskiyi net bir sekilde gostermistir (Tanrikorur, 2005,
709).

Tiirk masikisinde notanin heniiz kullanilmadig1 donemlerinde artiz-
ustl uyumuna iliskin bilgi ve deneyimler bir takim kurallarin tesekkiiliine
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ve beste liretiminin kolaylagmasina katkida bulunmustur. Artz-usal ilis-
kisi besteciyi prozodi yoniinden mitkemmel bir eser olusturma kaygisin-
dan kurtarmigtir (Giildas, 2003, 267). Dolayisiyla miisikimizde 6grenme
ve icradaki etkinligini, besteleme teknikleri tizerinde de hissettirmistir.
Sozli musikimizin 6gretilmesinde aruzun ve usulle olan iliskisinin 6g-
renciler, icracilar ve besteciler tarafindan bilinmesi, besteciligin ve icranin
gelisimi agisindan 6nemlidir (Altinel, Coban, 2021, 66).

2.YONTEM

Calismada ilk olarak Haci Sadullah Aga’nin besteledigi Agir Semai
formundaki 6 eserin once sozlerinin vezinleri bulunmustur. Akabinde
arliz-usil iligkisine gore birinci misrain yerlestirildigi 6l¢ii sayist belirlen-
mis ve nota yazim programi ile yazilmigtir. Bu yazilan 1. misrain melo-
dilerinin altina eserlerin usulleri, bir misrada kullanilan dl¢i sayist kadar
sag ve sol el vurus sekilleriyle yazilarak gosterilmistir. Onun altina bir
cizgi iizerinde usulii meydana getiren diiziimler yine ilk misrain 6l¢ii sayi-
st kadar yazilmistir. Bunlarin altina tespit edilen artiz vezninin usule gore
taksimat1 yapilmistir. En alta ise ilk misrain hece dagilimlar1 yazilarak
gosterilmistir. Boylece ar(iz-us@il uyusmasini gosteren bir sekil olustu-
rulmustur. Bu seklin altina giiftenin 1. misrai, vezni, hecelerin kisalik ve
uzunluk durumunu gosteren gerekli isaretler (-, .) konulmus ve hecelerin
aruz veznine gore dagilimlar1 yapilmistir. Ayrica eserlerin usullerinin ve-
zin ve zamana gore yerlesimini gdsteren tablolar olusturulmus ve bu tab-
lolardaki veriler agiklanmugtir.

3.BULGULAR
3.1.Hac1 Sadullah Aga’nin Aksak Semai Usiiliindeki Sedaraban

Agir Seméai’nin Ariz-Usiill Uyusmasi

Sedaraban Agir Semai
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Sekil 1: Haci Sadullah Aga 'nin Aksak Semar Usiliindeki Sedaraban Agir
Semai 'nin Ariz-Usul Uyusmasi
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Tablo 4. Haci Sadullah Aga’nin Aksak Semdi Usuliindeki Sedaraban Agir
Semdi 'nin Vezin Ve Zamana Gore Yerlesimi

Sedaraban Agir Seméi (Aksak Semai (10/8) usiliinde ) Vezin ve Zamana gére yerlesim 4 usil
Diiim |te |kad | diim | teek- | diim |te |[kad |Diim- |te kaa | ditim | teek-tek | diiim | te | kda- | im-
tek- teek- dii teek-
tek- tek
diiiim
Ah me | fa i lin fe i 1a tiin me |fa i lin fe i lin aman
2 1 2 2 3 2 1 2 7 1 2 2 3 2 1 3 4

Sedaraban makamindaki Agir Semai aksak Semai ustliinde beste-
lenmis olup giiftesi Me/fa/i/liin/fe/i/1a/tiin/me/fa/i/lin/fe/i/liin (15 heceli)
veznindedir. Giiftenin ilk hecesi usiliin ikinci darbindan baslamistir. Ve-
zin 4 ustle yerlestirilmistir. Ustliin ilk darbina “Ah” terenniimii, son iki
darbina da “aman” terenniimii ilave edilmistir. Veznin toplam 4 ustle 40
zamana yayilimina bakildiginda Mefailiin tef’ilelerinin 8’er zamana yer-
lestirildigi, feilatiin 12 zamana, feiliin tef’ilesinin ise 10 zamana yerlesti-
rildigi goriilmektedir.

3.2. Hac1 Sadullah Aga’nin Aksak Semai Usiiliindeki Suzidil Agir
Semai’nin Ariiz-Usiil Uyusmasi

Sazidil Agir Semai

Deste: Iact Sadullah Aa
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Sekil 2. Hact Sadullah Aga 'nin Aksak Semar Usiliindeki Suzidil Agir Semdi nin
Ariiz-Usil Uyusmasi

Tablo 5. Haci Sddullah Aga’nin Aksak Semdi Usiiliindeki Suzidil Agir Semari nin
Vezin ve Zamana gore yerlesimi

Suzidil Agir Semai (Aksak Semai(10/8) ustliinde ) Vezin ve Zamana gore yerlesim 4 usil
Diiiim | te | kaa | diitim | teek- te | kaa | ditm | teek- te | kaa | ditm | teek- te kaa | ditiim | teek-tek
tek- tek- tek-
Diitim Diitim Diitim
Ah me | fa i liin me | fa i liin me | fa i liin me |fa i liin
2 1 2 2 5 1 2 2 5 1 2 2 5 1 2 2 3

Suzidil makamindaki Agir Semai aksak Semai usiliinde bestelenmis
olup giiftesi Me/fa/i/liin/rdMe/fa/i/liin/Me/fa/i/liin/Me/fa/i/liin (16 heceli)
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veznindedir. Giiftenin ilk hecesi usiliin ikinci darbindan baslamistir. Ve-
zin 4 ustle yerlestirilmistir. Usiliin ilk darbina “Ah” terenniimii ilave edil-
mistir. Birinci misrain ilk kelimesi olan “beni” kelimesinin ikinci hecesi
olan “ni” hecesinde imale yapilmis ve vezne uygun hale getirilmistir. Bas-
langigta usiliin ilk darbina “ah” terenntimii geldiginden usil baslarinin ilk
darbina kadar “Me/fa/i/lin” tef’ilesinin “liin” hecesi uzatilarak sistematik
bir ahenk ortaya konmustur. Veznin 4 usiile ve 40 zamana yerlesimine ba-
kildiginda her bir mefailiin tef’ilesinin 10’ar zamanli olarak yerlestirildigi
gozlenmistir. Son mefailiin tef’ilesinin zamani1 bagtaki “ah” terenniimii ile
10 zamana tamamlanmistir.

3.3. Haci Sadullah Aga’min Aksak Semai Usiliindeki Muhayyer
Agir Seméi’nin Ariz-Usiil Uyusmasi
Muhayyer Agir Seméi

Beste: Tlace Sadullah Aga

o [0 T2 gl eT lepscreeseeap sjpregesrlogr g LTCF Y
" Ha 1i i ye hi ger de  ni nd zik te nin de dir
Dim e Diim Diim Te Dim Diim Te Dimn Dim le Diim
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Usini I I T I T » 1
7 7 r rs r 7 r r7
Tek Tek Ka Tek Tek Ki Tek Tek Ka Tek  Tek Ki Tek Tok
Anuz - Usil 0. b D J AT | J b ") oy oM J b
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o I i yo o hi e

Mef a Mo Fa i 1 i Me

Vezin:

Mel @ 1 fFa i 1 ti/ Me @ i W/ Fa i Jiin

HA li si yeh i per de ni  ndzikte  nin de dir

Sekil 3. Haci Sadullah Aga 'nin Aksak Semari Usuliindeki Muhayyer Agwr
Semai’nin Ariiz-Usil Uyusmasi

Tablo 6. Hact Sadullah Aga 'min Aksak Semdi Usiliindeki Muhayyer Agir
Semdi 'nin Vezin Ve Zamana Gore Yerlesimi

Muhayyer Agir Semai (Aksak Seméi (10/8) usiiliinde) Vezin ve Zamana gore yerlesimi 4 usiil

Teek-tek | Dii Ka-dii teek | Dilim- | diim Teek- | Diitim-te-ka- te |ka |Di |teek- | Diitim-te-
im-te im | tek | te-kd tek diitim-teek-tek- im | tek ka-diitim
Diiiim
Mef a li Fa i la ti [me |fa i i [fa |i lin Vay+saz
3 3 3 1 3 5 1 1 3 12 1 3 1 3 7

Muhayyer makamindaki Agir Semai aksak Semai ustiliinde bestelen-
mis olup giiftesi Mef/0/1i/Fa/i/l1a/tii Me/fa/i/1i/Fa/i/lin (14 heceli) veznin-
dedir. Esere veznin ilk hecesi olan “Mef™ hecesi ile eksik 6l¢ii seklinde
baslanmigtir. Veznin geri kalan kismi1 4 usile yerlestirilmistir. Giiftenin
baslangicinda yer alan “Hal-i siyeh-i” kisminda “li” ve “ye” hecelerinde
imale yapilmis ve bu sekilde vezne uygun hale getirilmistir. Giiftenin ilk
hecesi ustliin ikinci darbindan baglamistir. Veznin “Me/fa/i/1i” tef’ilesin-
de “1” hecesi bir tam usil ile diger usiliin ilk darbina kadar 11 zamana
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kadar uzatilmig olmasi dikkat ¢ekici bir bulgudur. Eserde veznin 4 ustllik

mef 0l 9, failatii 10, mefaili 17 ve failiin 7 zamana yerlestirilmistir.

3.4. : Hac1 Sadullah Aga’nin Agir Aksak Semai Usilliindeki Hii-
seyniasiran Agir Semai’nin Ariz-Usil Uyusmasi

Hiiseyni Agiran Agw Semdi

Heste: 1ac1 Sadullah Aga

Nota 7 =
g i
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Sekil 4: Haci Sadullah Aga 'nin Agwr Aksak Semar Usiliindeki Hiiseyniasiran
Agir Semdi 'nin Ariz-Usil Uyusmasi

Tablo 7. Hact Sadullah Aga min Agwr Aksak Semai Usuliindeki Hiiseyniasiran
Agir Semdi 'nin Vezin Ve Zamana Gore Yerlesimi

HiiseyniAsiran Agir Semai (Agir Aksak Semai (10/4) usiliinde )Vezin ve Zamana gore yerlesim 5 usiil
di |te |kaa- |teek- |Du |[te |kaa- teek- | te kaa | Dii | teek- | Dii | te- Di teek- | Diitim-te-
im dii tek- im diim | tek- im |tek |im |kaa im tek kaa-diiim-
im Diitim teek-tek
ah me | fa i lin | me | fa i lin |me |fa i lin | me fa i lin+aman
2 1 4 3 2 1 4 5 1 3,5 105 3 2 4 1 3 6.5+3.5

Hiiseyniasiran makamindaki Agir Semai Agir aksak Semai ustliinde
bestelenmis olup giiftesi Me/fa/i/liin/ Me/fa/i/liin/ Me/fa/i/lin/ Me/fa/i/
lin (16 heceli) veznindedir. Giiftenin ilk hecesi usiliin ikinci darbindan
baslamistir. Vezin 5 usile yerlestirilmistir. Us(liin ilk darbina “Ah” teren-
niimi, en son usiliin son iki darbina da “aman” terennmiimii gelmistir.
Veznin 5 ustlliik 40 zamana dagilimina bakildiginda mefailiin tef’ilesinin
herbirinde ayr1 bir dagilim saptanmistir. Birinci tef’ilede 10, 2.’de 11, 3.’de
9 ve 4.’de 14,5 zamana yayilim gbzlenmistir.
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3.5. Haci Sadullah Aga’nin Agir Aksak Semati Usiiliindeki Araz-
bar Biiselik Agir Semai’nin Ariiz-Usil Uyusmasi

Arazbar Biselik Agir Seméi

Beste: Hach Sadullah g

Nota
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Sekil 5: Hact Sadullah Aga 'nin Agir Aksak Semari Usiliindeki Arazbar Biselik
Agwr Semai 'nin Ariz-Usil Uyusmast

Tablo 8. Hact Sadullah Aga’nin Agir Aksak Semart Usiiliindeki Arazbar Biiselik
Agir Semdi ’nin Vezin ve Zamana gore yerlegimi

Arazbar Blsalik Afw Semai (AEx Aksak Semai (10/4) Usilands) Vezin ve Zamana gofe verlegim 4 Usal
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Arazbarblselik makamindaki Agir Semai Agir aksak Semai usiliin-
de bestelenmis olup giiftesi Mef/i/1ii/Me/fa/i/lii/Me/fa/i/lii/Fe/G/lin (14
heceli) vezninde bestelenmistir. Vezin 4 ustle yerlestirilmistir. Giiftenin
baslangicinda yer alan “diiseli” kelimesinin “li” hecesinde imale mevcut-
tur. Mefiilii tef’ilesinin “i”” hecesi sistematik bir sekilde 2. ve 3. ustliin ilk
tic darbina yerlestirilerek bir sistematik ahenk olusturulmustur. 4. ustller
vay canim terenniimilyle tamamlanmistir. Veznin 4 usilliik 40 zamana
dagilimi incelendiginde mefulii tef’ilesinin 6, 2. tefilenin (mefaili) 10, 3.
tef’ilenin (mefailiin) 10 ve 4. tef’ilenin (fedliin) 6 seklinde dagildig: go-
rilmiistiir. Her tef’ilenin 10 zamana tamamlanacak sekilde yerlestirildigi
gozlenmistir.
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3.6. Haci1 Sadullah Aga’nin Agir Sengin Semati Usiiliindeki Beya-
tiaraban Agir Semai’nin Ariz-Usil Uyusmasi
Beyatiaraban Agir Semai

Baste: Haer Sadullah Aga
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Sekil 6: Haci Sadullah Aga 'nin Agwr Sengin Semdi Usuliindeki Beyatiaraban
Agir Semdi 'nin Ariz-Usil Uyusmasi

Tablo 9. : Haci Sddullah Aga’nin Agwr Sengin Semdi Usuliindeki Beyatiaraban
Agwr Semdi 'nin Vezin Ve Zamana Gére Yerlesimi

Beyatiaraban Agir Semai (Agir Sengin Semai (6/2) usiliinde )Vezin ve Zamana gore yerlesim 5 usil
Diiiim | teek- | diitim teeeek | lim- diitim teeeek | Dillim-teek- diiiim teeeek | Diitim-teek-
teek Dii. teek- teek-diiiim- teek-diitim-
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Beyatiaraban makamindaki Agir Semai Agir Sengin Semai usiliinde
bestelenmis olup giiftesi Mef/4/1ii/Me/fa/i/lii/Me/fa/i/lii/Fe/G/lin (14 he-
celi) vezninde bestelenmistir. Vezin 5 ustle yerlestirilmistir. Veznin iiglin-
cii tef’ilesi olan Mefailii’niin “1” hecesi 1 tam usl ve ikinci usiliin ilk 3
darbina kadar 18 zaman uzatilmistir. Feuliin tef’ilesinin son hecesi olan
“lin” 5. Ustliin tamamin1 kapsayacak sekilde uzatilarak yerlestirilmistir.
Veznin 5 usilliik 60 zamana yayilimina bakildiginda Mef/{/1ii tef’ilesinin
7, Me/fa/i/1i tef’ilesinin 12, Me/fa/i/1i tef’ilesinin 24 ve Fe/G/lin tef’ilesi-
nin 17 zamana yerlestirildigi gozlenmistir. Biitiin tef’ilerinin 6’nin katlar1
seklinde bir zaman dagilimi olusturdugu goriilmektedir.
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Tablo 10. Haci Sadullah Aga 'nin Agwr Semailerinin Makam, Usiil Ve Vezin

Tablosu
Makam Usal Ariz Vezni
Arazbarbuselik Agir Aksak Semai Mef/a/li/Me/fa/i/li/Me/fa/i/li/Fe//lin
Beyatiaraban Agir Sengin Semai Mef/a/li/Me/fa/i/li/Me/fa/i/li/Fe//lin
Sazidil Aksak Semai Me/fa/i/liin/ Me/fa/i/liin/ Me/fa/i/liin/ Me/fa/i/lin
Hiiseyniasiran Agir Aksak Semai Me/fa/i/lin/ Me/fa/i/liin/ Me/fa/i/liin/ Me/fa/i/liin
Sedaraban Aksak Semai Me/fa/i/lin/fe/i/1a/tin/me/fa/i/lin/fe/i/lin
Muhayyer Aksak Semai Mef/a/la/Fa/i/la/ta Me/fa/i/1i/Fa/i/lin

4. SONUC

Haci Sadullah Aga’ya ait 6 adet Agir Semai formundaki eser ince-
lendiginde tigliniin 10/8’lik Aksak Semai usiliinde, ikisinin 10/4°liik Ag1ir
Aksak Semai usiliinde, birinin 6/2’lik Agir Sengin Semai ustliinde bes-
telendikleri gorilmiistiir. Agir Sengin Semai ustliinde bestelenmis olan
Beyatiaraban ve Agir Aksak Semai usiliinde bestelenmis olan Arazbarbi-
selik Agir Semai’de Daire-i Mu’telife grubuna dahil olan Hezec Bahrine
ait Mef/0/li/Me/fa/i/li/Me/ta/i/li/Fe//liin vezni kullanilmistir. Beyati-
araban Agir Semai 5 usil ile Arazbarbilselik Agir Semai ise 4 usil ile
Olgiilmiistiir. Aksak Semai usiliinde bestelenmis olan Stizidil Agir Semai
ile Agir Aksak Semai usiliinde bestelenmis olan Hiiseyniasiran Agir
Semai’de artizun Daire-i Mu’telife grubuna dahil olan Hezec Bahrine ait
Me/fa/i/liin/ Me/fa/i/lin/ Me/fa/i/lin/ Me/fa/i/lin vezni kullanilmgtir.
Her ikisi de 4 usil ile dlgiilmiistiir. Aksak Semai usiliinde bestelenmis
olan Sedaraban Agir Semai’de Daire-i Muhtelife grubuna dahil Miictes
bahrine ait Me/fa/i/liin/fe/i/1a/tiin/me/fa/i/liin/fe/i/lin vezni kullanilmis, 4
usil ile 6l¢lilmistiir. Aksak Semai usiliinde bestelenmis olan Muhayyer
Agir Semai’de ise Daire-i Muhtelifenin Muzari’ bahrine ait olan Mef/a/1i/
Fa/i/1a/ti Me/fa/i/1i/Fa/i/lin vezni kullanilmis olup 4 usil ile 6l¢lilmiistiir.

Eserlerin genelinde ar(iz vezinlerinin zamana yerlesimi agisindan ma-
tematiksel bir iliski tespit edilmistir. Ornegin Beyatiaraban Agir Semaide
biitiin tef’ilerinin 6’nin katlar1 seklinde bir zaman dagilimi gostermistir.

Bu bulgulardan hareketle Hac1 Sadullah Aga’nin incelenen 6 adet Agir
Semai formundaki eserinde ariz-ustil uyusumunun varligi gézlenmistir.
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GIRIS
Insan yasaminda kiiltiirden kiiltiire farklilik gdsteren miizik olgusu,
bireyde kiiltiirlenme siirecinde iglevsel onciiliige de sahiptir. Miizigin iire-
tim ve kullanim siiregleri, kendi i¢indeki birlikteliklerle cagrisim ve yone-
limler tastyabilir. Miizik yapabilmek i¢in ¢algilar iiretirken ayn1 zamanda
iiretilen calgilardan ¢ikartilan sesleri deneme aninda ve bunu basit ritim
kaliplar1 vasitasiyla tekrar etme asamasinda miizik 6greniminin de ilk

asamalar1 gergeklesir. Ogretme ve 6grenme zincirindeki halkalar bireyin
kiiltiirlenme boyutunun yeni drnegidir.

Bu caligma, ilkogretimin ikinci kademesindeki 6grencilerin, miizigi
sadece bir kullanim ve eglence boyutuyla degil ayn1 zamanda bir gruba
ait olma, basarma ve ortak bir amag icin birlikte hareket edebilme yetile-
ri kazandirma amacinda gergeklesebilirligini gézlemlemek, oyun tabanli
O0grenme pratiginde miizigin islevini ortaya ¢ikarmak amaci tagimaktadir.

1215 yas araligindaki ikinci kademe Ogrencilerle birlikte iiretilen
trampet, baget ve shaker’lar, bando vurmali ¢alg1 prototiplerinden esinle-
nilerek gergeklestirilmistir. Basit Orff galgilarin {iretimi i¢in 6grencilere,
evlerinde bulunan atik malzemeleri kullanma firsat1 taninmis ve calgila-
r1 yapma ve boyayarak giizellestirme siire¢lerindeki “iiretim” agamalar1
okulda ve birlikte gergeklestirilmistir. Calgi {iretiminden sonra gercekle-
sen ikinci agamada bando marslarinin ritim kaliplarindan basit 6rnekler
ogretilmis ve “kendi marslar’”ni olusturmalarina olanak verilmistir. Bu
asama ayn1i zamanda Ogrencilerin kendi bando gruplarina verdigi “bando
ismi belirleme” evresini de icermektedir. Ugiincii asama olan “bando dii-
zeniyle yiiriiylis” kurallariyla, kendi iirettikleri galgilarla etkinlik gercek-
lestirmeleri ise “mesrulagma / mesrulagtirma” agsamasina génderme yapar.
Yasanan tiim siire¢ icindeki gozlemler, gorsel ve isitsel kayit altina alinmig
ve audio / video materyaller sonrasinda incelenmis ve yorumlanmustir.

1. OYUN KAVRAMINDA NEDENSELLIK ARAYISI

Ne zaman oyun oynariz ve miizik ne zaman bu oyunlara dahil olmaya
baslar sorusundan yola ¢iktigimizda, oyun kavraminin hangi yasa hitap
edebilecegini irdelemeye baglariz. Bu bizi ¢ogunlukla ¢ocukluk dénemine
gotiliriir. Hayatimizin i¢inde oyun ne zaman vardi?

Mersin Devlet Opera ve Balesi, 17 Mart 2022°de G. Puccini’nin Ma-
dama Butterfly diinya promiyeriyle gerceklestirdigi Kukla Opera iki per-
delik gosterimiyle' bu seneye ilging bir imza att1. Ilging olmasinin nedeni
Madama Butterfly’in konusundan kaynaklanir.

1 VOA Tirkge, 19.03.2022 tarihinde Mersin Devlet Opera ve Balesi, Giacomo Puccini’nin
Madama Butterfly videosunu “Tiirkiye’de Bir I1k: Kukla Operasi” bashigiyla paylasti (URL-2,
2022).
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Gorsel 1: (solda) 1904 tarihli Hohenstein Madame Butterfly afisi (sagda) 2022
tarihli @mersindob afisi (URL—1)

Bir Amerikan subayi ile evlenmek ugruna dinini degistiren ve bu
ylizden ailesi tarafindan reddedilen Japon bir gen¢ kizin, kocasinin onu
terk etmesiyle gelisen lirik ve dramatik olaylar sonucu intihar etmesini
konu alir. Bu noktadan bakinca oyun ihtiyacinin yasla ilgisi olmadigini
gormek onemlidir. Bati sanat miizigi eserlerine yiiklenen “ciddiyet” bek-
lentisinin bir kukla oyunuyla dram i¢eren bir sunumdan dteye gegmesi de
Hobsbawm ve Ranger’in (2006) “gelenegin icadr” sdylemi noktasinda ayr1
bir inceleme konusudur.

Toplumsallagsma ve kiiltiirleme (Giiveng, 1976; 1979; 2007) edimin-
de miizik 6nemli bir isleve sahiptir. Egitmek ve 6gretmek yiizyillardir
iizerinde diisiiniilen kavramlardir ve 6grenme -bilgi birikimi - aktarma
ile baglantil1 olarak miizik egitiminin elimizdeki en eski verileri Antik
Yunan’a kadar uzanir. Ozellikle Platon (MO. 427 [?] — 347) ideal devlet
taniminda miizik ve beden egitiminin gerekli oldugunu belirtir. “Hicbir
sey insanin i¢ine ritim ve diizen kadar islemez. Miizik egitimi geregi gibi
yapild1 m1 insan1 yiiceltir, 6ziinii giizellestirir...” (1998) der. Nasil ki top-
lumsal diizen ve birlik olusturmak devlet i¢in gerekli bir 6n kosul ise; mii-
zik egitimi i¢in odaga alinan “ritim ve diizen” de o toplum i¢indeki insana
“ylice ve glizel bir 6z” kazandirir. Her ne kadar miizigin ¢ikis noktasinin
yeri ve kosullar1 ya da iliskisel boyutu—paylasimlari-aktarimi agisindan
spekiilatif olmayan sdylem disinda kokensel bir bilgiye sahip olamasak da
miizik egitiminin disipliner gelisimi i¢in bagvurulan Antik Yunan ve Pla-
ton tabani, geleneksellesmis bir basvuru kaynagi olarak ¢cogu kez miizik
literatiiriinde ickinlesmistir.

Oyun kuramsal ¢gergevede psikoloji, sosyoloji, antropoloji, siyaset bi-
limleri ve ekonomi gibi farkli disiplinlerce ¢alisilan, analizi {izerine diisii-
niilmeye baslandiginda kendi anlam sinirlarini asan bir kavramdir. Oyun
teorisi ile ekonomik boyuttaki neden-sonug iligkilerine odaklanilir. Bu
baglamda taraflara sahip olma zorunlulugunu i¢inde tasir. Ortak uzlasi
olarak belirlenen ise her oyunun kendine ait kurallarinin bulunmasi ve
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taraflarca bu kurallarin kabullenilmis olmasidir. Kurallarin mevcudiye-
tiyle oyuna girdigi andan itibaren oyuncular bu kurallar1 yerine getirmeyi
de taahhiit etmektedir. Oyunun ¢ergevesi dnceden ¢izilir ve bu gerceve
icinde zamansal ve mekénsal baglayiciliklar yer alir. Bu baglayici unsurlar
oyunun gerilim ve heyecan unsuruna yardimci olmak i¢in vardir. Aslinda
yasamin kendisini bir oyun olarak degerlendirmek de miimkiin. Johan Hu-
izinga yagami boyunca bir oyun i¢inde olan insana vurgu yapar ve oyunun
kurallarinin insanlar tarafindan igsellestirildigini ifade eder:

“Oyun belli bir yer, zaman ve irade sinirlar1 gosterilen kurallara uyularak
ve maddi yarar ve gereklilik alaninin disinda cereyan eden bir faaliyettir.
Ister kutsal bir oyun, isterse siradan bir bayram; ister bir ayin, isterse hos-
ca vakit gecirme s6z konusu olsun, oyunun ortami biiyiilenme ve heyecan
ortamidir” (2018: 181).

Huizinga, arag lireten insan anlamini igeren homo faber kavraminin
yaninda “oynayan insan” homo [udens’in yer almasi gerektigini, bu sek-
liyle insanin en az arag iireten kadar 6dnemli bir islev yerine getirdigini
vurgular. Tekerek, insanla var olan oyunun insanin “en temel” isteklerin-
den biri oldugunu ve ona soyut diisiinme becerisini kazandirmakla birlik-
te, onu Ozgiirlestiren “yaratici bir eylem” oldugunu séyler (2006). Anlam
ve sembolik araglarin iiretimi bu siirecte baslar. Insan1 kiiltiir 6znesi ve
ayn1 zamanda onun iiretici varligi olarak kabul ettigimizde “simgesel {iret-
me etkinligi’ndeki iliskiselligini degerlendirebiliriz. Oyun bdylelikle bir
taraftan temel bir ihtiyag statiisline biiriiniirken diger yandan oynayanin
yaraticiligini ortaya koyabilecegi bir alana doniisiir.

2. OGRENME KAVRAMI

Tanimsal olarak, 6grenme ve ihtiya¢ duydugu é6gretme davraniglari-
nin birbirleriyle ayrilmaz bir iliskiselligi vardir. Ontolojik olarak her iki-
sinin de ger¢eklesme kapasitesi karsilikl1 gereksinime sahiptir. Ogrenme,
bilgi ve beceri kazanimina yol agar, uzun siireli ve kalic1 olabilme durumu
vardir, davranis degisikligine neden olur (Demirel, 2005: 94; Celikkaya,
2006: 104; Bacanli, 2003:145; Ulusoy, 2006: 140; Kilig, 2004: 144).

Dib (1988) ve Colardyn (2004), kavramlarina gére Formal, Non-for-
mal ya da Informal gergeklesen bir 6grenme ve egitim tiplerinden s6z edi-
lebilir. Formal 6grenme; diizenlidir, yapilandirilmis iceriklerden meydana
gelir, amaglhdir ve tasarlanmis oldugu i¢in resmi taninirliga sahiptir. Miif-
redatin yonetimi yoluyla da kurallidir ve isleyisi yonetmeliklerle sagla-
nir. Icerik olarak formal’e benzeyen fakat uygulama siireci farkli isleyen
non-formal, yiiz ylize olmay1 gerektirmeyen ama yine de 6grenen agisin-
dan belli bir amag tastyan etkinlikleri kapsar. /nformal ise daha ¢cok dene-
yimsel 6grenmeye, biling-disi da gelisebilen, yapilandirilmamais, formal
gibi gereklilikler tasimayan etkinliklerdir. Fakat bu etkinlikler miifredat



Glizel Sanatlarda Arastirma ve Degerlendirmeler / Research & Reviews in Fine Arts

kapsaminda gergeklesirse formal ya da non-formal olma durumuna geger.

Ogretme ve dgrenme tasarisindaki hedefler, icerikler ve yontemler
temelde gorevlerin hangi mekan ve araglarla gergekleseceginin yolunu
belirler. Hedef-igerik ve yontem kombinasyonlar1 6gretme davranigini
bir yoniiyle 6grenen kapasitesi ve kosullariyla da iliskilendirir, ¢iinkli bu
uygunluklar sinirliliklar1 dogurabilir. Hedeflenen kazanimlarin yeniden
yapilandirilmasi girisimiyle sonuglanabilir. Nolte’ye gore “miiziksel 6g-
renme hedefleri bir seyi tanimlama 6zelligine sahiptirler. Hedefler, ken-
dilerine bir deger bicilen 6grenme ¢iktilarini tanimlarlar. Belli normlara,
oncelikle de ilgili kiiltiir ve toplumda kok salmis egitimsel ve miiziksel
normlara tabidirler” (2021: 48).

3. MUZIK EGITIMINDE OGRETME MODELLERI

Editorliigiinii yaptig1 Miizik Egitiminde Cok Bilesenli Pedagojik Yak-
lasimlar ve Ogretme—égrenme Yaklasimlari-Tasarilar, Yontemler, Model-
ler isimli kitapta Kalyoncu (2021), miizik egitiminin temel ilkelerini go-
zeten pedagoji ve dgretim konularini tabanina alir. Ogretme ve 6grenme
yaklagimini “didaktik” kavraminda biitlinler. Sozii gecen kaynak, miizik
egitimi alaninda doktora tezlerinden iiretilmis boliimlerle 6ncelikle farkli
yontem, model ve yaklasimlari tarih-anlam-kuram sistematiginde tanitir
ve kitap sonunda egitimde kullanilabilecek uygulama 6rnekleriyle sunar.

“20. ylizyilin baslarinda bagimsizlasan, 1960’lardan itibaren genis capl
yapilanarak bilimsel kimligi pekisen Miizik Pedagojisi (Miizik Egitimi Bi-
limi) ise uygulama boyutuna odaklanan ‘Miizik Egitimi’nden farkli olarak
miizik egitimine dair her hususu kuramsal ve bilimsel diizeyde ele alan
akademik bir disiplindir” (Kalyoncu, 2021: 5).

Bu baglamda didaktik yaklagim, siiregte somut olan1 vurgular. Pe-
dagoji ise; goriis ve degerlerden bagimsiz olarak diisliniilemeyecegi igin
ideali yansitir ve soyuttur. Algi ve anlayisin gelistirilmesini, insan1 gelis-
tirmeyi ve iyilestirmeyi hedefler. Herhangi bir miizik dersi i¢inde farkli
kullanim modellerine aracilik etmesi sebebiyle sahip oldugu 6zgiin 6gre-
tim yontemi ve arag-gere¢ kombinasyonlari, 6grenme alanlari, amaglari,
igerikleri, aktiviteleri, yontemleri, hedef davraniglari diisiiniildiigiinde ba-
zen bu yaklagimlar bir arada kullanilabilir. Kalyoncu yaklasim birlikteli-
gine gdonderme yapan bu tiirii “cok bilesenli” olarak tanimlar (2021). Nolte
ise 0gretme ve 0grenme tasarilarinin teorik temellerini incelerken peda-
gojiyi ii¢ baglikta degerlendirme gerekliligini sunar: miizik pedagojik 1)
praksis?, 2)didaktik ve 3)pedagojik arastirma (2021: 43). Pedagojik uygu-

2 Praksis: Alman Disiiniirii Karl Marx’in ileri siirdiigii praxis deyimi, biitiin olarak insan
etkinligini dile getiren bir deyimdir. Praksis, Yunanca yapmak anlamindaki prag kokiinden
gelir. Bilimsel ¢aligmalardan sanat ve politika ¢alismalarina kadar her gesit insan galigmast
ve etkinligi praksis kavrami icindedir. Insanin her tiirli yapmak eylemi praksisi verir
(Hangerlioglu, 1973: 261-262).

« 59



60 - Ash Galioglu

lamanin 6n sart1 didaktik planlamadir ve 6gretmen-6grenme hususundaki
ihtiyac duyulan bilgi de pedagojik arastirmalardan elde edilir.

Gelistirme, iyilestirme ve ideal olan i¢in doniistiirme ihtiyaci peda-
gojinin de zaman i¢inde gelisimine neden olur. Yaklagimlar uzamsal ve
uzlagimsal baglamda pedagoji kavramini da gelistirir. Pedagoji kiiltiirden
ve ¢evreden bagimsiz degerlendirilemez. Kosullar ve sartlarin degisimi,
imkanlarin yeterliligi dl¢iisiinde zamandizininde yasanan diisincenin do-
niisgiimiiyle baglantili olarak gelisir. Tiirkiye’de bu yaklasim degisikligi-
ni 2007-2008 egitim 6gretim yilinda Milli Egitim Bakanligr'nin 6grenci
merkezli yapilandirici yaklasimini temele almasi 6rnegi olarak goriiriiz.
“...bilgileri ve kurallar1 ezberlemeye dayali egitim sistemlerinin 6nemi
glin gectikce azalirken; bilgilerin siirekli olarak giincellenebilmesine ola-
nak saglayan, 6grencilerin aktif oldugu birey merkezli egitim sistemleri-
nin 6nemi artmistir” (Nacakci ve Kurtuldu, 2011: iii). McNichols (1999)
yapilandirmacilik kavrami ile bilgi kuramsal ¢erceve-epistemoloji ile egi-
tim bilimleri ve teorisi alan1 pedagojiyi kaynastirir.

Farkli yollar aramanin nedenleri arasinda; cografik farkliliklar, kiil-
tiirel cesitlilik, okul tiirlerinin degisimi, dgretim siireclerine dgrencinin
aktif katilim1, toplumsal doniisiimler, farkli disiplinlerle infer veya multi
calisabilme firsati, teknolojik gelisimler ve davranigsal farkliliklar gelir.
Harmanlandiginda 6zellikle 20. yiizy1l basindan bu yana egitim kelimesine
vurgu yaptigi yonlere gore farklilasan yaklagim tiirlerinin gesitliligine tanik
oluruz. Miizik egitimi alaninda kullanilan yaklasimlar: Programii, Tam,
Biitiinlestirici, Yasantisal, Eylem Odakl, Aktif, Proje Tabanl, Is Birlikli, Ya-
pilandirmact, vs. 6grenme modelleriyle ¢esitlenirken belli bagh miizik yak-
lagimlar1 Madeleine Carabo-Cone (1915-1988)’'un Carabo-Cone Metodu;
Emile Jaques-Dalcroze (1865-1950)’un Jaques-Dalcroze Yontemi; Carl He-
inrich Maria Orff (1895-1982) ile Gunild Keetman (1904—1990)un Orff-Sc-
hulwerk Metodu; Zoltan Kodaly (1882-1967)'nin Koddly Yontemi sayilabilir.

Carabo-Cone Metodu: Miizikli bir oyun alaninda oyun oynamak
iizerine gelisen felsefesiyle miizikli oyunlarin fiziksel kurgusu, yaratici
ve dramatik unsurlarla birlestiginde, miizik 6grenimi i¢in temel ihtiyacla-
11 sunar. Metodolojik olarak sensory (duyu)-motor yaklasimini benimser
(Tabuena, 2021).

Jaques-Dalcroze Yontemi: Gelistirme, iyilestirme ve doniistiiriip de-
gistirme anlamlarina gelen egitimdeki reformist hareketler giiniimiizde
“pedagojik reformasyon” olarak tanimlanmaktadir. Pedagojik reformas-
yonda 6zelde miizigin egitiminde dncelikli ritim ve dans hareketleri teme-
line oturdugunu gériiriiz (Kalyoncu, 2021; Ozmentes 2021:). Viicut birin-
cil enstriimandir; miizik, hareket, zihin ve bedeni birlestirir. Felsefesinde
birincil hedefi, bir miizik aletinin yardimi olmadan miizikal diisiinmeye,
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miizik okumaya ve yazmaya hizmet edecek i¢ kulag: gelistirmektir. Me-
todolojisi ritim, solfej ve dogaclama iigliisiinden olusur.

Orff-Schulwerk Metodu: “Orft, Elementer Miizik ve Hareket Egitimi-
nin kurucusu kabul edilmektedir” (Kalyoncu, 2021: 23). Bu metot bir oyun
Ogesiyle tanitilir. Felsefesinde oyunla herkese bir sans saglamak yatar, bu
nedenle miizik 6zgiirliigii ve dogaglama, bir cocugun miizik 6greniminin
onemli bir parcasidir. Metodolojisi sarki sdyleme, dans etme, oyunculuk
ve vurmali galgilarin kullaniminin bir karisimi {izerine temellenir.

Kodaly Yontemi: Ses birincil enstriimandir. Sarki sdylemek, miizikal
o6grenmenin temelidir. Felsefesinde herkesin miizikal yetenegi vardir, bu
nedenle miizik egitimine kii¢iik yasta baslamalidir. Metodolojisi Solfej El
Isaretleri, miizikal steno notasyon ve ritim solmizasyonu kapsar (Ozeke ve
Celiktas, 2021)

4. BANDO TAKIMI ETKINLIiGi

Nasil ve neden 6grendigimiz sorunsali teorik olarak tasarlanmig bir
tasar1 temeli zincirine uzanir. Ortaya ¢ikan biitlin kapsam bir dayanak te-
meline oturur. izmir Narlidere Kiligarslan Ortaokulu’ndaki 6grencilerle
2019 yilinda yaptigim ¢alisma etkinligi esasen iclerinden birkaginin 29
Ekim Cumbhuriyet Bayrami sirasinda ilgenin meydanindaki kutlamalara
katilan lise 6grencilerinin bando takimini goriip “peki ya biz?” sorusu-
nu miizik dersinde sinifa tasimasiyla basladi. Resmigecit toreni yapilir-
ken bando kiyafetlerini ve caldiklar1 ¢algilar: goriip etkilenmeleri aslinda
Guveng’in “kiiltiirleme’ kavraminin odagini olusturur. Giiveng (1979),
kiiltiirlemeyi ¢ocugun ya da ergenin dogumdan 6liime kadar bilingli ya
da biling-dis1 etkinlikler biitiinliigii icindeki egitimi olarak tanimlar. Boy-
lelikle resmige¢idini yaparken gordiikleri bando, 6grencilerin bulundugu
cevre icinde ilk defa karsilastigi, ne oldugu sorusuna cevap olarak gozle-
yerek edindikleri veriyle kendilerinin de dahil olmak istedigi bir grup ve
deneyimlemek istedikleri bir etkinlik haline gelmisti. Hemen bir takim
olmak istediler. Ust makamlara basvurdum ama sonu¢ alamadim. Kendi-
lerine bando takim galgilarinin tedarikinin pahali oldugu i¢in gergeklese-
mediginden bu isteklerinin yerine getirilemedigini, okul biitgesinin ¢ok
iistiinde bir fiyat oldugu i¢in istedikleri kiyafetlerin ve ¢algilarin alinama-
yacagini soyledim. Ekonomik kosullar, haliyle 6grencilerin moralini ¢ok
bozdu fakat “onlar gibi ¢almak” istiyorlardi.

Uzun konusmalarimiz sonucunda ilk adimlar atilmaya baslandi. Og-
rencilerin seviyesi ritimsel nota okuma kapasitesinde degildi. Her ne kadar
miifredat iginde “Onceden 6grenilmesi gereken seviye” olsa da yaslar iti-

3 Kiiltiirleme (enculturation), kiiltiirlesme (acculturation), kiiltiirlenme (culturation) ve kiiltiir
degismesi (culture change) i¢in bkz: Dictionary of Social Sciences, UNESCO, 1964. Kiiltiir
degismesi igin, ayrica bkz: (Malinowski, 1945), (Turhan, 1951) ve (Giiveng, 1976).
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bariyle zamani bolme islemini soyuttan somuta ¢cevirmeyi ya da simgesel
olarak gordiikleri nota sekillerini zamansal olarak béliimleyerek tartimsal
vurmay1 bilmiyorlardi. Dolayistyla isin hem miizik egitimi boyutu hem de
parasiz bir bando takimi kurma boyutu vardi. Bu da hem ¢algi iiretilecek,
hem de ritimsel ¢calmak i¢in gereken bilgi paralel olarak dgrenilecek de-
mekti. Fikrin 6zii evlerindeki atik malzemeleri nasil kullanabilecegimiz
dogrultusunda ilerledi ve ¢alg1 yapim1 asamalar1 basladi.

Gorsel 2: Kiiciik siniflar shaker yapim asamasinda (Fotograflar: Ash Galioglu
arsivi).

Once katilan tiim 6grencileri velilerden onam formlar1 alindi. Okulda
gerceklestirilecek de olsa miizik dersine yonelik olmasina ragmen miifre-
dat i¢inde yazmayan bir faaliyete katilimin saglanabilmesi ancak bu ko-
sullar altinda gerceklesebilirdi. Ilkokul 4. ve 5. siniflar1 ¢alg1 yapimina
dahil olmak istediklerinde shaker’lar i¢in gereken kuru bakliyat: sayma
isini onlar iistlendiler ve bir gruba dahil olma tatminini yagsama sansi elde
ettiler. Sayilar ¢ok 6nemliydi, yanlis yaptiklarini diigiiniirlerse veya sa-
y1y1 unuturlarsa bastan basliyorlardi. Bir piring tanesi eksik ya da fazla
olamazd1, buna tahammiilleri yoktu. Islerini biiyiik bir ciddiyetle yapiyor-
lard1, bir o kadar da mutluydular. Neden mutlu olduklarini sordugumda,
¢linkii “biiyiliyiince biz de bandoya girecegiz” cevabini aldim. Bandonun
ne oldugunu bilmeseler de o gruba ait olabilme ideali tagimalar1 aslinda
kendileri i¢in daha ¢ok bir oyun siireciydi.

Bu siiregte bando takimini olusturmak {izere yola ¢ikan 6grenciler
trampet’lerini hazirlamak tizere evlerinden bos yogurt kaplarin1 getirdiler.
Kap, kurdele, boyalar, maskeler, eldivenler ve kuru bakliyatlarin hepsinin
maliyeti 6grenciler tarafindan karsilandi. Bagetlerini ise alisveris merkez-
lerinde satilan ahsap ¢Op sis ¢ubuklarini bantlayarak yaptilar.
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Gérsel 3: Ogrenciler trampetlerini iiretip boyama islemlerini yaparken
(Fotograflar: Nevrez Oztiirk arsivi).

Yogurt kaplarinin ve kola kutularinin rengini begenmeyen 6grenciler,
onlar1 boyamak istedi. Renk se¢imi konusunda 6zgiirdiiler, iiretim ve siis-
leme siireglerinde demokratik bir se¢imle trampetlerini kendi isteklerine
gore renklendirdiler. Rehberligim disinda olaya gézlemci olarak katildim.

Uretirken yasanan haz, keyif ve sosyallesme &grencilerin kazanimla-
rindan bazilariydi. Bir grup olarak yaptiklari isleri, yanlarina gelip kendi-
lerini izleyen grup dis1 arkadaslarina, 6gretmenlerine ve okul miidiiriine
anlatiyorlardi. Biiyiik bir titizlikle ve uzun zaman harcayarak renklendir-
dikleri trampetlerini, okul kurallarina bagl kalarak ve temizlige 6zen gos-
tererek hazirlamiglardi. Okulun kurallarina uyum gergeklesirken, kendi
kurallarin1 da olusturmay1 se¢mis, birbirlerine yardim etmis ve sonucu
sahiplenmislerdi. Hepsi ayn1 okulda olmalarina ragmen, okul &grencisi
olmalarindan daha énemli hale gelen “ayni okul i¢inde ayr1 bir grup” ol-
muslardi ve bu durum onlar i¢in keyifliydi. Clinkii “biz” kavrami ve bilin-
ci grup i¢inde gerceklesmekteydi. Yaptiklari isi tanitirken bir yandan da
gruplarini mesrulastirmaya baslamislardi. Bu siire i¢inde kendilerine isim
bulma arayislari basladi fakat uzun bir siire kararlarini netlestiremediler.

Calgilar: tiretirken deneme ve duyma tekrarlariyla ses ¢ikartiyorlar-
di. Fakat seslerin diizensiz ve rastgele olmasi yeterli gelmedigi i¢in “nasil
birlikte ¢alacagiz” sorusunu sormaya basladilar. Calgilar hazirdi, tiretim
asamasi tamamlanmigtt ama birlikte ¢alma ve birlikte mars adimlariyla
yiiriime becerileri i¢in ihtiya¢ duyduklari, eszamanli ¢alip ayni anda nasil
hareket edecekleri sorunuydu. Dolayisiyla igin ritimsel nota 6grenimi ve
mars ¢alma siiregleriyle gergeklesecek ikinci asamaya gegmek gerekiyor-
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du. Kagit tizerinde nota sekillerinin tartimlarini sehir isimleriyle baglan-

t1l

1 formiiliiyle 6gretmek ve bunu sag ve sol ele paylagtirmanin yolunu

kavratma noktasinda devreye girdim. Nota 6grenimi i¢in yazmaya ve uy-
gulamaya ihtiyacimiz vardi. Sehir isimlerini kullanarak soyut olan zaman
kavramini somutlastirma denemelerini yaparken uyguladigimiz yol ba-
sitten karmagiga bir sistemin izini siirmekti. Dort dortliik dl¢ii sayisinda
oOlgiilerin her birinin nota yaziminda ne sekilde olusabildigini gérmeleri de
saglanmis oluyordu.

CALGINOTASYONU RITMIK NOTASYON
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Sekil 1: Basit drnekleri tizerinde nota ve ritim ¢alismalar

Miizige ait kuvvetli ve zayif zaman kavramlarinin sag el ve sol el yer-

lesimini yaptiktan sonra basit sekillerden (Sekil-1) daha karmasik sekil-
lere (Sekil-2) gectik. Bir vurusun i¢indeki boliimlenmeleri ve birlesimleri
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reniyorduk. Calgilarda sesli ve sessiz siireleri 6grenirken nota yuvar-

laklarinin, ¢ubuklarinin (saplarinin) ve ¢engellerinin ne anlama geldigini
oncelikle yazarak sonrasinda ise body percussion teknigi ile viicutlarina

vu

rarak ses ¢ikartyorlardi.
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Sekil-2: Basitten karmasiga ritimsel ¢alisma érnekleri
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Boylelikle yavas yavas bando marslarinin da nasil oldugunu da kav-
radilar. Ornekleri viicutlartyla veya bagetleriyle dogru el ve dogru zaman-
lama kurallarina dikkat ederek calmalar1 gerektigini ve birbirlerine uyma
zorunluluklarini 6grendiler (Gorsel-4).

Gorsel 4: Nota ve ritimsel ¢alismalar igin i¢c mekandaki uygulamalar
(Fotograflar: Nevrez Oztiirk arsivi).

Grup icinde birbirini dinleme ve birlikte hareket edebilme kuralini
gerceklestirmis oluyorlardi. Bunun igin teneffiislerini harcamak, onar da-
kikalik mola siirelerini degerlendirmek eglenceliydi.

Sira kendi bandolarina isim vermeye geldi ve yine demokratik olarak
onerileri oylama karar1 aldilar, sonug olarak Genius Band adinda anlag-
tilar. Fakat bu grubun kendilerine ait 6zel bir mars1 olmaliyd1 ve birinci
marslarinit kendileri iirettiler. Sehir isimleri lizerinden bando mars: iiret-
mek uygulama yoniinden rahat geldi ve 6grendiklerini dnce uygulayarak
sonra ise nota lizerinde miiziksel yazma bigimine kendileri doniistiirdiiler.
Altta yer alan mars Genius Band’in birinci marsidir:
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Sekil 3: Genius Band 1. Marst

i

Genius Band i¢in lrettikleri ikinci marslar1 aslinda birinciden ¢ok
daha karmasik degildi ama farkli olmast onlar i¢in yeterliydi. Sadece ilk
¢ olgiiyli degistirseler de “o, ikinci mars!”t1:
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Sekil 4: Genius Band 2. Marsi

Ortaya iki marsa sahip bir bando takimi ¢ikmisti. Tiim 6grendiklerini
iirettikleri calgilarla kurallara uygun ¢almak icin hevesleri vardi ama hem
calip hem yiiriime koordinasyonunu saglamalar1 gerekiyordu. Bu noktada
cok zorlandilar. Cogu hem calip hem yiiriiyemiyordu. Okul bahc¢esinde
defalarca yliriliylis adimlariyla tekrarlar yapildi, pekistirildi (Gorsel-5).

Gorsel 5: Genius Band mars temposunda yiirtiyiis ¢calismalar: (Fotograflar:
Nevrez Oztiirk arsivi).

Sonunda Genius Band ile kendilerine ait marslar1 olan, 26 kisilik ban-
do takimini olugturmusglardi. Yaparak ve yasayarak iirettikleri galgilarla
marslari esliginde yiirliyebiliyor hatta pratik yapmak i¢in hafta sonlarinda
okula kosarak geliyorlardi.

Bu calisma, kiiltiirleme kavramiyla birlikte egitimde modelleme isle-
yiginde “cok bilesenli” olma 6rnegi sunar. Birgok yaklagimin bileskesini
tasidigi icin her bir asama farkli baglamlarda siniflandirilabilir. Miizige
ait 6gretim ve egitim Ortiik bir yapida 6grencilere oyunsallagtirilarak ve-
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rilmistir. Kisisel gelisim i¢in oyunla 6grenimin her yasta énemli bir pay1
vardir ve diizenegin kurulumu gesitlendirilebilir. Miizik ve oyun tabanl
ogrenme pratiklerinde 6grenci ¢ok c¢esitli kazanimlar saglar: bir gruba ait
olur, bedensel koordinasyon gerceklestirmek i¢in pratik yapar, koordinas-
yonunu gelistirir, notalar1 6grenir, zamani somutlastirir, psikolojik olumlu
duygular gelistirir, grup kurallarina uymay1 deneyimler, sosyallesir, ¢ev-
resine lriiniinii sunarak kisisel begenilme ve tatmin duygularini yasar vs.
Elbette ki kazanimlarin sayisi arttirabilir. Caligmam nitel arastirma yon-
temlerinin kullanildig1 bir yontemle ilerlemis ve neticesinde 6grenciler ve
velilerden olumlu doniitler de alinmigtir.

Son S0z Yerine

Miizik egitimi programlarinin altinda yatan felsefe, 6grencinin mii-
zigi bir ifade araci olarak kullanilabilirligini fark etmesi ve bu niteliklere
kars1 duyarlik kazanmasidir. Farkli miizik 6gretim stratejileri ve modelleri,
ihtiya¢ duyulan amag ve hedefleri yerine getirmek i¢in bir rehber niteligi
gorebilir ama sartlar ve olanaklar bu noktada belirleyicidir. Ortamin fizi-
ki yeterlilikleri, ekonomik imkéanlari, 6grencinin diizeyi ve yetistigi veya
bulundugu gevreyle baglantili kiiltiirel sermayesi, 6gretenin yeterliligi ve
yaraticit yoni vs. kosullar1 belirleyen etmenlerden bazilaridir. Akademi-
de aday 6gretmenlere ders verip dgretim stratejisi gelistirmekle ilgilenen,
kimi akademisyenlerin galigmalarinda ders plani 6rneginde sunduklari
arag¢-gereg bashiginda karsilasilan “piyano ile ¢alinir” gibi benzer ifadeler
Tiirkiye’nin tiim cografi bdlgeleri i¢in veya tiim okullar igin gegerli ola-
maz. Alanda tecriibesi olmayan ¢ogu akademisyenin diistiigli hatalardan
biri budur. “Milli Egitim okullarinin hepsinde piyano var midir?” veya
“taslak planlar, uygulanacak alan &zelinde mi hazirlanmistir?” sorulari
baglaminda 6rnek planlarin yeniden degerlendirilmesi ve aday 6gretmen-
lerin dogru yonlendirilmesi gerekmektedir. Bu noktada verilen cevaplarla
“Ozgiin olma” agiklamasi ise soyut bir sdylemdir.

Tartisma yaratmayacak bir sekilde bu calisma i¢in tespit edilen en
temel eksiklik karsilanmayan ekonomik yetersizliklerle iliskilidir. izmir
gibi biiyiik bir metropol sehrinin merkez ilgelerinden birinde bulunmasina
ragmen yasanan ekonomik yetersizlikler ve arag-gerec temininin saglana-
mamasina karsin; 6grencilerin miizik yapma ve iiretme isteklerinde kar-
silastiklar1 engeller halihazirda sistemsel sikintilar1 giindeme getirirken
iretilen ders plan tasarilarini ve belirlenen amacg-hedef-kazanim dogrul-
tusundaki ders miifredatlarini sorgulatir nitelige doniistiiriir. Bu baglamda
yapilan her tiirlii hazirlik Notle’in ifade ettigi gibi “sadece akla uygun bir
sekilde gerekgelendirme degil ayn1 zamanda potansiyel olarak da ulagila-
bilir olma potansiyeli” tasimalidir (2021: 47). Herhangi bir yontemle bir-
birlerinden ayr1 sinirlar ¢izilerek 6greticiye 0zgiirliik tanidig diisiiniilen
planlar/cergeveler/kazanimlar seklinde maddelesen sunumlar somut ice-
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riksel sdylemler olmalidir. Uygulamalarin yapilmasi gerekir ve akademi-
nin ve 6gretmenlerin bu konuda birlikte ¢caligmasini gerektirir. Aksi halde
miifredat ve planlanan tasarilar kagit iizerinde kalmaya mecburdur. Miizik
egitimi, sosyal ¢evre, fiziki, sosyolojik, ekonomik ve ideolojik tutumlarin
bir bileskesi olarak ele alinmalidir. Egitimde belirlenen hedef/igerik/yon-
tem ve arag gereg, olanaklarla dogrusallik gostermelidir.

Egitim denen siire¢ zaman ve mekanla, ayrica ara¢ ve imkanlarla
iliskilidir. Cesitlilik, farklilasan yetenekler ve 6grenme potansiyelleri goz
ontine alindiginda miizik egitiminin genel hakim hedeflerini karsilayacak
uyumlu yontem kullanimi elbette ki 6nemlidir. Fakat daha da Gtesinde sii-
rece ortak olarak 6grencilerin aktif katilimlariyla ¢coklu yontemlerin kul-
lanilabilecegi yapilanmalarin olusumuna olanak saglamak dikkate alin-
mast gereken bir noktadir. Miizik dersine ait bilgi birikimlerinin aktarimi
boylelikle yaparak-yasayarak 6grenme ilkeleriyle kolaylikla gerceklesebi-
lir. Birey bir grup i¢inde giiven ve basari duygularini kazanir. Bireysel
kazanimlar 6grenme hedeflerine ulasmay1 hizlandirir. Sosyokiiltiirel kim-
liginin taninmasiyla bireyin ait oldugu grup icinde mesrulagmasi, etkin
olarak katildig1 grupta iirettiklerini mesrulastirmasi, analiz ve performans
yoluyla miizik ve sanattaki temel kavram ve siirecleri anladigin1 gosterir.
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Siikran TUMER?

1 Ege Universitesi Etnografya Miizesindeki geleneksel balkan giysilerinin in-
celenmesi, gémlek ve yelek drneginde alternatif tasarimlar isimli tezden fire-

tilmistir. )
2 Ogretim Gorevlisi Ege Universitesi Emel Akin MYO
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Insan Toplumsal bir varliktir. Yalniz yasayamaz. Bu nedenle toplum
icinde yer edinmeye, digerleri gibi oldugunu gostermeye ¢aligir. Bu tavrini
ait oldugu toplumdakiler gibi giyinerek ortaya koyar. Insan ayn1 zamanda
bireysel bir varliktir ve toplumdakilerden bir sekilde siyrilip fark edilmek
ister. Bu nedenle giysilerinde digerlerinden farkli olan ayrintilar1 da tasir.
Giyimle ilgili ayrintili bir arastirmanin en dogru sonucu, s6z konusu cog-
rafik alandaki tiim bireylerin giysilerinin tek tek incelenmis olmasidir. Su
an elinizde bulunan bu arastirmada ge¢mis bir Tarih ve genis bir Cografya
s0z konusudur, dolayisi ile arastirma ¢ogunlukla yazili kaynaklar, konu-
nun uzmani kisilerle yapilan goriismeler, miizeler, miize arsivleri ,ve gii-
niimiize kadar korunmus ulasabildigimiz birka¢ 6rnek giysi g¢ercevesinde
olusturulmustur.

Arastirmada Ege Universitesi Etnografya Miizesinde bulunan balkan
giysilerini olusturan gorsel unsurlarin yani sira giysinin temel yapitasi
olan kumas 6zelligi iizerinde de durulmustur. Giysiler tek tek incelenmis
genel bir profil ele alinarak miizedeki Balkan giysilerinin genel tanimlar1
yapilmistir.

‘Ekolojik Moda’ dedigimiz dogal kumaslarla tasarim yapmak artik
bir moda akimi oldu , ‘Natural and chic © ya da > ekolojik gomlekler
< adim verdigimiz gdémlek koleksiyonu hazirlamak geregi dogmustur.
Gegmisin izdisiimlerinde miizelerdeki ve sandiklardaki gelinlikler de
arastirilarak gelenekten gelecege siirdiiriilebilirligi anlatan bir koleksi-
yon hazirlanmistir. Giinliik hayatimizda yiyip i¢tigimiz iiriinlerin organik
olmasina dikkat ederken giinliik kiyafetlerimizde de dogal ve nefes alan
kumaslardan yapilan giysiler 6demis ipegi ,keten kumaslar igne oyasi ,
kanavige isleme, kasnak nakisi gibi siisleme teknikleri ile bezenmistir.

Minimalist yagam felsefesiyle hayatimizdaki fazlaliklar1 aza indire-
rek, aklimizdaki tasarim fikirlerini gelecegin giyim stilleri ile harman-
layarak hem saglikli, cevreye ve dogaya duyarli  ekoljik gomlekler ©
den olusan ; “Natural and chic” koleksiyonu ile doniisiimiin dykiisiinii
anlatmaktadir.

Giiniimiiz moda dongiisii igerisinde nerdeyse temel bir kaynak haline
gelmis etnik giysilerin modernize edilmesi olgusu ile Modaya ilham veren
Cin, Hint, Misir, Yunan, Anadolu ve Balkan giysiler. vb. gibi uygarliklari
kendi varliklarini giiniimiiz giyim ayrintilarinda adeta 6liimsiizlestirmek-
tedir. Bu bakis agilari ile:

e Kendi kiiltiirimiiziin giyim hazinelerini tanimak.

e Ege Universitesi Etnografya Miizesindeki Balkan giysilerinin ta-
nimin1 yapmak

e Moda’ya yeni ilham kaynaklar1 sunmak
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e Gelenekten gelecege siirdiiriilebilirligi anlatan bir koleksiyon ha-
zirlanmistir

e Giysinin zaman igerisinde olusum siirecini incelemek

e Komsu iilkelerin giyim miinasebetlerini kiiltiir paralelinde goz-
lemlemek

e Dogal kumaglarla tasarim yapmak artik bir moda akimi olmustur

e Giyimin miizik kadar evrensel ve insana ait vazgecilmez bir olgu
oldugunu vurgulamak, arastirmanin gerekceleri olarak goriilmiistiir.
Ozellikle Ege Universitesi Etnografya miizesinden segilmis gémlek ve
yelek formlarindan yola ¢ikilarak gelenekselden moderne bir koleksiyon
olusturmaktir. Olusturulan koleksiyonda ozellikle gergek ipek ve keten
kumaslar kullanilmistir. Gomleklerde goriilen geleneksel siislemeler giin-
cellenerek; igne oyasi, kanavige isleme, kasnak nakisi teknikleri uygulan-
mistir.

1. EGE UNIVERSITESI ETNOGRAFYA MUZESI TARIHCESI

Yirminci yiizyilin ikinci yarisindan itibaren hizli gelisen bilim ve
buna dayali olusan teknik, toplum yasamini da hizli bir degisime dogru
gotiirmektedir. Kisisel ve toplumsal gelisimde ¢agdas diinya iilkelerinin
teknolojik ve ekonomik gelisimine ayak uydurmak, yenilikleri izlemek,
bilimsel yontem ve teknikleri kullanmak yasamimizda zorunluluk haline
gelmistir.Bu durumda geleneksel kiiltiiriin bu siireclerden etkilenmemesi
olanaksizdir.Bir ulusun bireylerini birbiriyle kaynastiran en 6nemli bag,
kendi ortak kiiltiirel degerleridir.Bu zenginlik kusaktan kusaga kalitim
olarak gecmektedir.Maddi ve manevi kiiltiirel degerleri korumak, kayit
altina almak ve daha sonraki nesiller i¢in dogru ve kullanilir olmalarini
saglamak zorundayiz.

Ulkemizin miizelerinde Halk Giysileri ve Calgilar1 sergilenmekte ay-
rica Halk oyunlarimizda derlenip arsivlenerek kayit altina alinmaktadir.
Balkan, Kirim ve Kafkas cografyasinda yasayan Tiirkler ile diger toplum-
larin oyun ve miizik aletleri tespit edilmektedir.2004 yilinda “Anadolu ve
Balkanlar’da Halk Calgilari, Halk Oyunlari,Geleneksel Giyim Kugam ve
Halk Miizigi,Miize ve Arsivi Olusturulmasi Projesi” etnografik ézellikler
tagtyan halk giysilerinin ve ¢algilarinin evrimini,ge¢misten giiniimiize
kadar gelebilen ornekleriyle miizelestirmek, maddi ve manevi kiiltiirel
degerleri korumak, kayit altina alarak arsivlemek amaciyla baglatilmistir.

Uluslarda baris ve baris i¢inde yasam anlayisini giliglendirmek ve
ozellikle Balkanlar’da ve Anadolu’da yasayan cesitli medeniyetlere ait
etnografik ve folklorik 6geler tasiyan halk oyunlarinin, calgilarinin ve
giysilerinin tarihsel bir perspektifte kategorilendirilmesi projenin konu-
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sunu olusturdu. Ayrica yeni anlayis, yaklasim, diisiince ve degerlerle ken-
di atdlyemizde bu konularda elde edilen malzemenin yorumlayacagimiz
formlariyla gelecegin bicimlendirilmesine doniik katkida bulunacagimiza
inanmaktay1z. Projenin amaglanan sosyal ve bigimsel faydalari ise; giinii-
miize kadar yapilan alan arastirmalar1 sonucu olusturdugumuz arsivimiz-
den yararlanarak ve tasarladigimiz alan arastirmalarindan edinecegimiz
yeni birikimlerle ortaya ¢ikarmay1 planladigimiz etnografik ve folklorik
ozellikler tasityan halk giysilerinin evrimini, ge¢gmisten giiniimiize kadar
gelen kazanimlar1 tarihsel perspektif dogrultusunda miizelestirmek. Halk
Kiltirii Ana Bilim Dalr’'nda diisiince ve eser iireten arastirmaci, bilim
adami, yazar ve 6grencilerin ¢alismalarina katkida bulunacagi ve genis
halk kitleleri i¢in “ilgi odag1” olacagi yaklagimi ile, bu miizeyi olusturan
giysi, aksesuar, taki ve halk calgilar1 ve her tiirlii gérsel malzemenin temi-
ni ve yazili metinlerin derlenmesi konularin1 kapsamaktadir. Elde edilen
verilerin Tiirkge ve gesitli yabanci dillerde yayilanmasi da planlanan ¢a-
ligmalar dahilindedir.

Kimi bolgelerde ii¢ kimi bolgelerde yedi yiizyila yakin bir siire Os-
manli ile iletisimde olan Balkanlar’da yasayan halklarin kiiltiirlerini arag-
tirmak ve bu kiiltiirlerin izlerinin glinlimiizde nasil devam ettigini tespit
etmek amaciyla 2004-2008 yillar1 arasinda 14 iilke arastirma kapsami
icine alinmis ve yerinde etnografik calismalar yapilmistir. Aragtirmalarda
Balkanlar’in genelinde oyun, giyim kusam, miizik aletleri ve ezgi-ritim
benzerliginin yaninda takilarin, siislerin ve bazi giyim ayrintilarinin da
tespiti yapilmistir. Halk Oyunlar1 Boliim Baskani Yrd. Dog. Dr. Cengiz
Aydin ve boliimiin 6gretim elemanlari tarafindan baslatilan, Devlet Plan-
lama Teskilat1 ve Ege Universitesi Rektorliigii’niin destekleriyle yiiriitiilen
projenin arastirmalari sirasinda, iilkemizde yapilan bilimsel aragtirmalar
disinda Balkan iilkelerinde, 201 bilim insan1 ve 909 kaynak kisi ile go-
riismeler yapilmistir. Ayrica arsiv bilgilerine ulasilarak 20736 kare fotog-
raf,208 saat video ¢ekimi yapilmistir.Bunlardan yararlanilarak brosiir.ka-
talog ve 3 cilt kitap basilmistir.

Uzmanlarca yapilan aragtirmalarimizin her evresi,olanaklar dahi-
linde son teknolojik ve bilimsel gelismeler 151831nda gerceklestirilmistir.
Miize ve arsivimizden yararlanilarak uluslararasi bilimsel toplantilar-
da sunumlar yapilmis; ayrica miizemizin arsivi bir¢ok Yiiksek Lisans
ve Doktora dgrencisinin tez konusunu olusturmustur. Miizemizin fiziki
sartlari,envanter igerigi,kataloglanma ve sunumu bir¢ok 6rnek miize in-
celenerek planlanmistir. Miizemiz Diinyadaki benzerleri arasinda prestijli
bir konumu olacagi umulmaktadir. Miizemiz Tiirk diinyasina ait 6zgiin
giysi ve ¢algilar sergilenmis ve binlerce objenin envantere kayit edilerek,
arsivde desifreleri yapilip ilgililerin kullanimina sunulmustur. Bu aragtir-
malar sonucunda miizemizde, 2181 parca geleneksel giyim esyasi, 87 adet
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geleneksel halk calgisi, 259 adet taki ve aksesuar, 24 adet silah ve sandik,
dolap gibi esyalardan olusan toplam 2560 obje sergilenmektedir.

Glintimiize Sirkehane adiyla ulagmis olan Miize binasinin 19yy son-
larinda 20yy baglar1 arasinda insa edilmistir. Sahipleri hakkinda tiim
aragtirmalara ragmen bilgi alinamamaistir. 1943 yilinda T.C.Maliye Hazi-
nesi'ne devrolan yapinin arka kismi1 1960’11 yillarda E.U. Ziraat Fakiilte-
si Gida ve Fermantasyon Teknolojisi Kiirsiisii tarafindan sirke ve tursu
iiretim yeri olarak, 6n kismi ise lojman olarak kullanilmistir. 1990 yilin-
da T.C. Maliye Hazinesi’nden Ege Universitesi’ne trampa yolu ile gecen
Sirkehane, 1990’11 yillara kadar konut olarak hizmet vermistir. Son yirmi
yillik siire¢ icinde biiyiik bir boliimii yikilmis olan bina 2010 yilinda ta-
mamlanan 22.06.2010 tarihinde restorasyon sonunda”E.U. Balkanlar ve
Anadolu Giysileri Miizesi’’ olarak faaliyete ge¢mistir.Kiiltiir Bakanligina
basvurulmus ve Bakanlik denetiminde 6zel miize olarak agilmasinda sa-
kinca olmadig: belirtilerek 02.11.2010 tarihinde onaylanarak 6zel “EGE
UNIVERSITESI ETNOGRAFYA MUZESI” adini almistir.

Iki ayr1 binadan olusan Miizenin, tas ve ahsaptan insa edilen béliimii
iki katl1 genis galeri kism1 ve ona bagli alt katta {i¢ oda, bir hol ve bir de-
podan olusmaktadir. Ayrica 5 odali ydonetim boliimii de bu binadadir.Yeni
binada ise iki salon ve bir yonetici odast bulunmaktadir.

Restore edilen miize binasi izmir Biiyiiksehir Belediyesi Tarihe Say-
g1/Yerel Koruma Odiilleri -2010 kapsaminda Segici Kurul’un yaptig1 de-
gerlendirme sonucu,”’Ozgiin Islevin Degistirildigi Esasli Onarim Odiilii”’
kazanmuistir.

Miizenin teshir salonunun alt katinda Anadolu ve Trakya yoresinin
geleneksel giyim kusami cesitli aksesuarlarla birlikte sergilenmistir. Ust
katta ise oniki Balkan iilkesi ve ona komgsu bazi iilkelerin (Romanya,
Bulgaristan, Yunanistan, Makedonya, Bosna Hersek, Kosova, Slovenya,
Sirbistan, Hirvatistan, Karadag, Macaristan, Arnavutluk, Gagavuz Ozerk
Bolgesi, Kirim) kiiltiirlerini yansitan geleneksel giysiler, takilar sergilen-
mektedir.Alt kat galeriye bagli boliimde ise “’Diigiin Toreni (Geleneksel
diigiinlerimizde kiz evi) yer aliyor. Bir odada Ulkemizde diigiin torenleri
icinde yer alan geleneksel uygulamalardan biri olan “Kina Gecesi Tore-
ni”’ diger odada ise ¢eyiz yazimi sergilenmistir.Miizemizde Anadolu ve
Balkan Ulkelerinden antik (el emegi géz nuru geleneksel) halk giysisi 100
mankene giydirilmis vaziyette sergilenmistir.

Ayrica depomuzda doniisiimlii sergilenmek {izere bir¢ok giyim ku-
sam objesi koruma altina alinmustir.

Geleneksel giysilerin, takilarin, ¢oraplarin, keselerin, igne oyalarinin,
degisik islemeli ortii ve peskirlerden olusan geleneksel Tiirk el sanatlari-
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nin ¢esitli 6rneklerinin bulundugu “Ceyiz Sergisi” ve halkin giinliik yasa-
minda kullandi8: ¢esitli ev esyalarinin oldugu “Mutfak” bulunmaktadir.

Ayrica masalarimizda oyunda kullanilan silahlar, farkli zamanlarda
moda olan giimiis kemerler, kemer tokalari, alinliklar, bileklikler, kostek-
ler, muskaliklar, kadin tepelikleri, kadin-erkek basliklar1 sergilenmistir.
Miize binasina yapilan yeni binanin ikinci katinda Anadolu, Balkanlar ve
Kafkas iilkelerin geleneksel halk calgilarindan olusan &rnekler sergilen-
mistir. Alt katta ziyaret¢ilere dinlenme olanag1 saglayacak kafeterya hiz-
met vermektedir.

Giysilerde, ruhsal durum, sevingler, gerilimler, baskaldir1 ve baris,
renkler ile sekil, simge ve bigimsel farklarla ortaya konmustur. Kendi kiil-
tiriimiiziin yarattig1 bu essiz sanat eserlerini gelecege tasimakta kararli-
yi1z. Ulkemizin ve &teki iilkelerin geleneksel giyim kusamlari ile yoresel
sazlarindan olusan miizemizin yerli yabanci tiim ilgililerin inceleme ve
bagvuru merkezi olacagina inanmaktayiz.!

2. TASARIM DETAYLARI

Gerek kadin gerek erkek kiyafetleri, i¢ gomlegi, entari ve salvardan
olusuyor. Entari lizerine hirka, ceket, cepken ve kaftan giyildigi goriil-
mektedir. Cepken ve yelekler de parlak, canli ve goze hos goriinen kumas-
lar tercih ediliyor. 18. yiizyilla birlikte balkanlarda ipek kumaslar alinma-
ya baslandig1 goriilmektedir. Bu gerekceler dogrultusunda hazirladigim
gomlek koleksiyonunda ipek kumaslar kullanmay1 tercih ettim .

Hazirladigim gomlek koleksiyonunda balkanlarda giyilen entari ve
goyneklerin giysi formlari incelenerek kaliplart hazirlanmistir. Siisleme-
lerde; Ege iiniversitesi etnografya miizesinde bulunan balkan gémlekle-
rindeki iglemeler ve motifler incelenerek ipek kumaslardan dikilmis gom-
leklerde siisleme uygulamalar1 yapilmistir.

Gerek kadin gerek erkek kiyafetleri, i¢ gomlegi, entari ve salvardan
olusuyor. Entari iizerine hirka, ceket, cepken ve kaftan giyildigi goriil-
mektedir. Cepken ve yelekler de parlak, canli ve géze hos goriinen kumas-
lar tercih ediliyor.Balkanlarda yelege yelece denilmektedir.

18. yiizyilla birlikte ipek kumaslar almaya baslamis salvara dinija di-
yolar

Tepeligi, oyali yazmasi, valasi ve buggusu ile alinlik, duluk, penez,
tozaklariyla bas1 ayri; zibini, yelegi, cepkeni, ii¢ etegi, onliigii, salvari, ku-
sag1, uckuru, peskiri ile {istii ayr1; yemeni, carik, potin, terlik, ¢orap ve
patigi ile ayag1 ayr gesitli zenginlik gosterir. kadin giyiminin vazgegil-
mez pargast SALVAR (DIMIJE) VE YELEK (YELECE)dir. Genellikle

1 Yrd. Dog. Dr. Cengiz Aydin, Basin Biilteni, Ege Universitesi Etnografya Miizesi
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koylerde el dokuma tezgahlarinda dokunan kumaslardan dikilen giysiler
giyilirdi. Hemen hemen her kadinin merasimlerde giyilmek {izere hazir
ettigi bol metrajhi salvar1 ve yelegi bulunurdu. Uzun yillar Gelinlik olarak
giyilen Beyaz Ipek Salvarlar 15 metreden dikilirdi.. DOBRE DIMIJE).
ipek salvar

1. Tasarimlarda Kullanilan Kumaslar

Tarihsel siiregte balkanlarda ipek kumaglar alinmaya baslandig1 go-
rillmektedir. GoOmlek koleksiyonunda ipek ve keten kumaslar kullanila-
rak gegmigin izdiisiimlerinde miizelerdeki ve sandiklardaki gelinlikler de
arastirilarak gelenekten gelecege siirdiiriilebilirligi anlatan bir koleksiyon
olusumu saglanmastir.

3.2.2. Form

Gerek kadin gerek erkek kiyafetleri, i¢c gdmlegi, entari ve salvardan
olusuyor. Entari denilen giysi formlar1 ve kalip detaylar1 miizelerdeki ori-
jinal oversize gobmlek formlarinda goriilmektedir

3.2.3. Nakis ve Siisleme Detaylar

Kasnak nakisi, kanavige isleme , igne oyasi ekolojik gomleklerde siis-
leme detaylar1 olarak kullanilmstir.
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3.3. GOMLEK TASARIMLARI
3.3.1. Gomlek Tasarimi 1

Tasarimin Adi : GOMLEK 1
Kumasi : %100 IPEK ( ODEMIS MERT IPEK)
Nakis Tiirii : IGNE OYASI( KOL AGZI VE YAKA DETAYI

Kullanilan Malzeme: iPEK IPLIiK iLE iGNE OYASI
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BURICU-RRIA

Gomlek Kalibi 1
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Uygulama 1
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3.3.2. Gomlek Tasarimi 2

Tasarimin Adi : GOMLEK 2
Kumasi : %KETEN
Nakis Tiirii : KANAVICE

Kullanilan Malzeme: KANAVICE PAMUKLU IPLIK

. 81
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KoL

1

Gomlek Kalibi 2
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3.3.3. Gomlek Tasarimi 3

Tasarimin Adi : GOMLEK 3
Kumasi : % 50 KETEN %50 IPEK
Nakis Tiirii : IPEK SARMA ISI VE KANAVICE

Kullanilan Malzeme: IPEK IPLIK
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i

Gomlek Kalibi 3
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3.3.4. Gomlek Tasarimi 4

A\ 14
o/ R '
AN
4 V)
Tasarimin Adi : GOMLEK 4
Kumas1 : % 100 KETEN ( ODEMIS MERT IPEK)
Nakis Tiirii : KASNAK NAKISI

Kullanilan Malzeme: RENKLI CAM BONCUKLAR
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Gomlek Kalibi 4
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3.3.5. Gomlek Tasarimi 5

(p/
<
—
Tasarimin Adi : GOMLEK 5
Cikis noktasi
Kumasi : % 100 PAMUKLU VUAL KUMAS
Nakis Tirt : DEMONTE KOL VE YAKA DETAYI

Kullanilan Malzeme: GELENEKSEL GORUNUMLU DANTEL
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yos-ro

Gomlek Kalibt 5
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3.3.6. Gomlek Tasarimi 6

Tasarimin Adi
Kumast
Nakig Tiiri

Kullanilan Malzeme

: GOMLEK 6

: % 100 ODEMIS IPEGI
: KASNAK NAKISI

: INCI, SIM SIRMA iP
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Gomlek Kalibt 6
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INTRODUCTION

Textile wastes, which have reached high quantities and are expected
to accelerate in the future, have brought the need for sustainable fashion
practices with strategies such as reduce, reuse and recycle into the agenda.
Many different projects are implemented for this issue in several countries
in the world. Although the issue has not been discussed with an integrated
approach, it is a reality that attention is drawn to environmental problems
that are created with textile waste in every country where it is discussed
and debated. Countries mostly try to reduce or at least partially eliminate
textile pollution with various projects that they conduct with brands, non-
governmental organizations, municipalities, activists interested in the
issue, scientists, and volunteering environmentalists. The fast fashion
movement that has recently been influential has paved the way for excess
consumption, and it has led to environmental textile pollution starting
with the amounts of post-consumer waste reaching colossal levels.

The damage of the clothing industry to the environment arises at
various stages that exist in the lifecycle of the product. Some of these
stages are operations that start with raw material production, clothing
design processes, manufacturing processes at the factory, and the end-use
of the clothing item and continue after consumption in a stagnant manner
due to various reasons. The most prevalently adopted approach in fighting
these wastes originating from the lifecycle of a textile product involves
waste management strategies, namely sustainable fashion practices. The
main purpose of these practices is to prolong the lifetime of the product in
the form of fabric or fiber and obtain the maximum utility from the product
(Fletcher, 2014: 117).

From 3R strategies to 10R strategies, which are frequently seen as
sustainable fashion practices are practical strategies that cover the reuse
of products that are produced out of recycled or recovered materials. What
is aimed with these strategies is to raise awareness about the effects of
clothing design and production processes (pre-consumption and post-
consumption, industry and raw materials) on society and ecosystems and
achieve lower quantities of production with environmentally sensitive
methods.

This study focused on the transformability of post-consumer clothing
wastes, which play a significant part in environmental pollution, into new
designs in the context of the reuse strategy among sustainable fashion
practices. The selection of this topic was led especially by the qualifications
of the researchers in this field, as well as their research and development
activities where this topic is handled with technical and theoretical
information.
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The study was conducted by focusing on sustainable fashion practices
as the population and the reuse strategy as the sample. In the determination
of the implemented strategy, a survey was utilized, and the method was
decided in light of the obtained data. The aim of conducting the survey that
determined the constraints of the topic was to provide information to the
consumer about wastes originating from clothing items, of which they are
users, in relation to the method they wanted to learn about. To present the
topic of study in a clear, explicit and comprehensible manner, the research
questions were formed as follows:

Question 1: Is there a relationship between the preparation of an
original clothing design and the reuse strategy in terms of sustainable
fashion?

Question 2: Assuming that such a relationship exists, what are the
dimensions of the relationship brought to the garment design processes?

Humans harm nature, which they are a part of, and consequently
their environment in many ways. Unconscious consumerism, wasteful
shopping, high-volume production, and manufacturing flaws all contribute
to an increase in textile waste and, as a result, increase pollution. Scientists,
academics, environmentalists and specialists have developed a number of
results-oriented ideas and techniques, including sustainable fashion practices,
to address these issues. One of them is sustainable fashion practices.

The purpose of this research is to define the relationship between
the reuse strategy, which is one of the sustainable fashion practices, and
the creativity it contributes to designing clothes. A consumer survey was
used to establish the “reuse” strategy, which is the research’s application
subject, and the design process was begun. The fabric, material, clothes
and pattern features of the post-use waste clothes provided in the study
were investigated as detailed, and original patterns were created based
on the findings. As a result of the research, it was discovered that this
method incorporates creative ideas, which are increasingly represented in
the clothing design processes, from garment design to pattern drafting and
sewing procedures.

This article consists of four sections. In the first section, the relevant
literature is summarized. In the second section, explanations are made
about the research method and data. While the first subheading of the third
section provides technical and theoretical information about sustainable
fashion practices and the reuse strategy, the second subheading includes
the interpretation of the analyses and results of two authentic clothing
designs to shed light on the interaction among the concepts of design,
theory and implementation. Finally, the conclusions of the study are given
in the last section.
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LITERATURE REVIEW

Lee (2016) stated that the textile and fashion industry is responsible
for 10% of the global carbon emissions, and it is in the second place among
sectors that pollute the environment most and cause the highest amounts of
water consumption (Cited in Necef, Tama & Boz, 2020: 68). Dobilaite et
al. (2017) emphasized that production processes in the textile and fashion
design sector pass through several stages from the raw material to the end-
product, water, chemicals and many non-renewable energy resources are
used in all these processes, and several resources that are used create high
quantities of various solid and liquid wastes from production to usage, and
even after usage (httpl).

Steiner and Wiegel (2009) stated that in recent years, many researchers,
environmentalists and individuals interested in this issue have had some
ideas that support the solution of environmental problems that are caused
by textile wastes, whereas the most significant one among these ideas
is recovery through sustainable fashion practices (Steiner and Wiegel
2009:12-22). Tirkmen (2008) also asserted that pre-consumer and post-
consumer textile wastes constitute a substantial environmental problem,
but in the assessment of these issues, a solution can be produced only
by the mutual and responsible stances of each link in the chain (http2).
According to Kipdz (2020), these practices in question are significant
practices that considerably reduce the environmentally hazardous effects
of products (Kipoz, 2020: 43). The common objective of these practices to
prevent textile products that have completed their lifetime from becoming
waste and reduce their environmental effects by improving them (before
or after consumption).

Fletcher (2017) argued that the most prevalent approach in addressing
wastes that originate from the lifecycle of textile products involves the
concepts of reduce, reuse and recycle, which are usually known as 3R
(Fletcher, 2014: 117), while Durmus (2008) stated that the sustainable
fashion sector frequently prefers recycling, but this method can only be
utilized by minimizing end item density (http3).

In their study on the design processes of sustainable fashion practices,
Yiicel and Tiber (2018) emphasized that fast fashion creates more clothing
waste by using high quantities of materials (http4), whereas Mangir
(2016) suggested that these wastes can be resolved with the phenomenon
of sustainable design in the textile and fashion design process, and the
designer, manufacturer and consumer should act together (http5), Alpat
(2011) argued that a new understanding of creativity will be introduced
if today’s designers adapt themselves to sustainable fashion strategies
(http6), Rissanen (2011) said sustainable fashion practices are design



Glizel Sanatlarda Arastirma ve Degerlendirmeler / Research & Reviews in Fine Arts - 95

strategies that include innovation (Gwilt & Rissanen, 2011: 157) and
Pandit et al. (2020) stated that reuse is a significant method in preventing
clothing industry waste creation (Pandit, 2020: 99).

Previous studies have revealed the possibility of reducing textile wastes
that lead to environmental pollution by sustainable fashion practices. They
have also clearly demonstrated the existence of an innovation relationship
introduced by these practices to authentic clothing designs.

METHOD

This study employed a mixed-method research design that is favored
by many social scientists. For example, Kelle (2005) defended the idea that
the combination of qualitative and quantitative methods in sociological
research processes may be used for cross-validation or the integration of
different perspectives with the phenomenon that is studied (Kelle, 2005:
117). In this context, the “screening model” was used in the literature review
in this study, whereas the “design-based research” method was used in
the applied design processes. “Screening models can be categorized from
various aspects. These are usually generalized screening models and case-
based screening models” (Karasar, 2020: 111). In this study, the case study
design, which is “screening model that aims to identify a past or present
phenomenon as it is” (Karasar, 2020: 109), was used. Case studies are
“screening methods that involve the determination of a certain unit in the
universe (e.g., individual, family, school, hospital, organization), within
itself and with its relationships to its environment in a broad and in-depth
manner. These are also known as ‘monography’ studies” (Tiitengil 1975,
cited in Karasar, 2020: 119). In this study, information in the literature that
was obtained with the case study method was investigated particularly in
the context of the reuse strategy among sustainable fashion practices, and
the obtained data constituted the material of the design-based research
method that was used in the studio practices. The design-based research
method is a method that emerged based on the need to advance the
interaction among the concepts of design, theory and implementation by
the formative investigation of education designs depending on a theoretical
framework (http7).
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Research Pattern
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This study investigated the relationship between the “reuse” strategy
among sustainable fashion practices and the concept of innovation that is
contributed to authentic design processes by this strategy. Similar studies
in the literature have mostly examined the theoretical aspect of the topic.
This study is original in that it not only examined the relevant information
from the theoretical perspective but also allowed its observation from an
applied point of view. It is stated in the introduction part of this study that
previous studies that were reviewed in the literature review section have
conducted surveys to learn the context in which consumers want to know
about the topic. In this study, the relevant information was obtained by
conducting a survey on the internet. This online method was used due to
the scarcity of data about the studied topic and because the existing data
were not adequate or up to date.

The survey method is a method that is frequently used by researchers
in their national and international studies. “Especially the highly advanced
nature of information technologies has allowed researchers to carry out
large-scale surveys and analyses” (http8). The survey that was used in
this study included questions with predetermined response options
(closed-ended questions). The analyses and interpretations of the collected
data were carried out based on the assumption that the responses of the
participants were sincere, impartial, rational, relevant, and voluntary.
Based on this assumption, ten “yes-no” questions were asked in the survey
in which a total of fifty-five individuals participated.

As it was aimed to learn the sample of a particular practice in the
universe of sustainable fashion practices where the topic of study would
be included, a ranking scale was developed based on the numbers of
questions that were answered. The practice that the participants wanted
to learn about was numerically determined, and a result was reached by a
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direct measurement. Accordingly, Table 1 shows the survey questions that

were asked, and Table 2 presents the relationships of the responses to these
questions with each other.

Table 1. Survey questions

No | QUESTIONS RESPONSES

1 Are you aware of the negative effects of the field of textile and fashion Yes | No
design on environmental and human health in the context of the industry?

2 Would you donate your old, unused clothes or those that you think are now | Yes | No
out of fashion to a charity organization/people in need?

3 Have you thought about reusing clothes by repairing them or adapting Yes | No
them to different forms or styles?

4 Do you think sustainability is a design strategy? Yes | No

5 Are you aware of problems that are encountered in natural resource supply | Yes | No
in clothing design?

6 Do you think future generations will meet their needs without Yes | No
compromising their ability to meet needs?

7 Do you believe the effects of fast fashion on production resources and the | Yes | No
environment can be reduced with the concept of sustainability?

8 Do you believe in the contribution of second-hand clothes or clothes that Yes | No
are revived by personalization in sustainable fashion?

9 Do you have a prediction about sustainable fashion strategies? Yes | No

Which of the following practices in the 3R strategy would like to learn Yes | No
about?
Reduce Yes | No
Reuse Yes | No
Recycle

10 | Do you believe in the feasibility of decomposing textile product pieces/ Yes | No

materials and recycling them?

Table 2. Relationships between responses to survey questions

1 2 3 4 5 6 7 8 9 10

100% | 87% 93% 86% 92% 83% 89% 87% 100% [ 90%

96% 100% 195% 96% 100% | 96% 100% | 96% 95% 98%

87% 81% 100% | 80% 84% 88% 83% 83% 85% 81%

94% 94% 93% 100% | 97% 96% 94% 94% 95% 98%

74% 73% 73% 73% 100% | 75% 74% 69% 95% 75%

43% 44% 48% 45% 47% 100% | 57% 46% 45% 46%

66% 67% 66% 65% 68% 83% 100% | 65% 65% 69%

[} RN INe N BEV N N BUUVE BN NS o

96% 96% 98% 96% 95% 100% [ 97% 100% | 90% 98%
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9 43%  |37% |39% [37% |50% |38% 37%  |35% 100% | 40%
1.20% | 1.12% |1.20% [1.9% |1.29% |1.21% |1.15% |1.32% |1.20% |[1.18%
2.61% |2.52% |2.64% |2.81% |2.51% | 2.52% |2.55% |2.42% |[2.57% |2.44%
3.19% [3.36% [3.16% |3.10% |3.20% |3.27% |3.30% [3.26% |3-23% |3.38%
10 91% [90% [89% |92% |95% |92% 94%  [90%  [95% 100%
TOTAL |[87% [96% |[81% |94% |70% |44% 65% |96% [37% |89%

Question Pairs

The survey consisted of pairs of questions related to each other. These
relationships are explained below based on the responses of the participants
to these questions.

e The number of participants who responded as “yes” to the question
“Are you aware of the negative effects of the field of textile and fashion
design on environmental and human health in the context of the industry?”
was 47. Thirty-five of those who said “yes” also responded as “yes” to the
question “Do you believe the effects of fast fashion on production resources
and the environment can be reduced with the concept of sustainability?”,
indicating that they thought the concept of sustainability will have an
effect on fast fashion.

e The number of participants who responded as “yes” to the question
“Did you donate your old, unused clothes or those that you think are now
out of fashion to a charity organization/people in need?” was 52. Forty-
four of those who said “yes” also responded as “yes” to the question “Have
you thought about reusing clothes by repairing them or adapting them to
different forms or styles?”, indicating that most participants who would
donate their old clothes to charity organizations were able to repair their
clothes for reuse.

* The number of participants who responded as “yes” to the question
“Are you aware of problems that are encountered in natural resource
supply in clothing design?”” was 38. Twenty-four of those who said “yes”
also responded as “yes” to the question “Do you think future generations
will meet their needs without compromising their ability to meet needs?”,
indicating the level of awareness among the participants about natural
resource use.

* The number of participants who responded as “yes” to the question
“Do you believe in the contribution of second-hand clothes or clothes that
are revived by personalization in sustainable fashion?”” was 52. Twenty of
those who said “yes” also responded as “yes” to the question “Do you have
a prediction about sustainable fashion strategies?”, indicating that most
participants did not have a prediction about concepts related to sustainable
fashion strategies.

* The number of participants who responded as “yes” to the question
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“Do you think sustainability is a design strategy?” was 51. Forty-eight of
those who said “yes” also responded as “yes” to the question “Do you
believe in the feasibility of decomposing textile product pieces/materials
and recycling them?”, indicating their belief that sustainability is feasible
as a design strategy.

e For the question “Which of the following practices in the 3R
strategy would like to learn about?”, the rate of the participants who
responded as “yes” to the “reuse” strategy was 59%. Chart 1 shows the
ratios of the participants who responded “yes” to each survey question.
These results showed that the majority of the participants of the survey
wanted to learn about the implementation processes of the “reuse” strategy.
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Chart 1. Rates of “yes” responses to survey questions

Study according to the results of the survey; It was prepared in the
universe of sustainable fashion strategies, in the sample of reuse application.

FINDINGS AND DISCUSSION

In the solution of environmental problems caused by solid wastes in
recent years, especially recovery has become one of the effective methods
that have been stressed (Steiner & Wiegel, 2009: 18). Each year, tons
of textile products are sent to garbage collection areas with household
wastes. In a study conducted in the United Kingdom in May 2020, it was
determined that individual household wastes increased by 94%, while
recycling wastes increased by 93% (http9).

High quantities of chemical waste are produced as a consequence of
bleaching, dyeing, sizing, and finishing steps in the textile industry. These
chemicals contain high amounts of poisonous heavy metals and lead to
environmental pollution (Lee, 2007: 57). In addition to environmental
pollution originating from textile raw materials and factories, the scrap
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clothing industry also pollutes the environment at an increasing rate.
Anthropogenic harmful impacts on the environment have resulted in the
emergence of the concept of environmental responsibility ethics (Pieper,
2000: 93) and led scientists working in this field towards the discovery of
new research areas. One of such areas is sustainable fashion practices.

Sustainable fashion practices cover strategies that are too
comprehensive and detailed to be examined merely in the context of the
triangle of natural product, studio, and designer. They may be considered
under a broad spectrum that starts in the mind of the designer and extends
towards awareness raised in the consumer about usage and environmental
production. The objective of sustainable fashion strategies is to provide the
product with a long lifecycle by using sustainable methods.

Sustainable fashion strategies propose an effective and productive
relationship between long product lifecycles and sustainable consumption.
In these practices where sustainability is the starting point, environmental
efficiency is the source of sustainable fashion practices. “Sustainable
fashion practices that contribute to the protection of natural resources
develop strategies for reducing the effects of clothing wastes on the
environment. It is believed that in the future, textile recycling will become
an industrial operation that is as large as textile production” (Chavan,
2014; Yildirim, 2017: 487).

Sustainable fashion strategies that are known as 3R and 4R include
the components of reduce, reuse, and recycle, as well as the component
of rebuy in the latter. With new strategies produced at this point, these
classifications were improved upon as SR and 7R. “5R and 7R are the
forms of the strategies described above to which the components of repair,
rethink, renovation, and regulation are added (http10).

Reuse Strategy

Reuse, which is defined as the re-utilization of unused items, involves
the transformation of second-hand or post-consumer waste products
into a form that is usable again. “The use of second-hand items is not a
phenomenon that is unique to our time, but it is a practice that has had a
market in Europe for a long time. Lemire stated that second-hand clothing
markets have been in place since the Middle Ages. Some studies have
traced these markets back to the Renaissance Era. For various reasons,
second-hand clothing sales have increased and decreased at certain
times. The opportunity of purchasing new products at affordable prices
provided to consumers by mass production in the early 20th century led to
a decrease in the demand for second-hand products in Europe” (Weinstein,
2014; Yildirim, 2017: 489).



Glizel Sanatlarda Arastirma ve Degerlendirmeler / Research & Reviews in Fine Arts

With the reuse of second-hand clothes, it is possible to make
use of the fabric and other materials of clothes, detail them with other
materials, or give them a new identity by interpreting them from scratch.
Remanufacturing involves the disassembly of a part or product for its
components, cleaning these components, followed by checking, repairing,
changing, and reassembling them (Sinha, Muthu & Dissanayake, 2016: 19).

Sustainable Fashion Practices in the Context of the Reuse Strategy:
Model 1

This section of the article discusses the topic of the study in the context
of the reuse strategy among sustainable fashion practices and presents the
applied examination of the relationship of the strategy to the concept of
innovation it brings into authentic clothing design processes. In the study,
a two-piece ensemble consisting of a skirt and a jacket was transformed
into an ensemble of a coat and a skirt. In the implementation, information
about the post-consumer waste clothing item was first analyzed, and the
design processes of the clothes began.

Information About the Post-Consumer Waste Clothing Item

Information about this model is given in Table 3.

Table 3. Post-consumer waste item information (S.S. clothing collection)

Information about the Model Image of the Model

Clothing item: It is slightly used, does not have tear
or holes on it, but has become unused due to fashion
preferences. It consists of two pieces as a skirt and a
jacket. The model properties of the jacket and skirt
are given below.

Denim Fabric Denim jacket
Metal Buttons Set-in sleeve
Metal Zipper Flat collar
Pleated-gored
Empire waistline
Pockets
Waistband
Cuffed

Plackets

Denim skirt
Belted
Front zipper
Back vent
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Information About the Transformed Design

The transformed garment and its design information are given in
Table 4.

Table 4. Transformed design information

Information about the Model Images

Model characteristics

The design consists of two pieces. The model
designed to consist of a coat and skirt was created
by removing the sleeves of the jacket and sewing
the sleeves, front-middle and hemline of another
waste blouse piece inside. The reference skirt

of the item was designed as a pleated skirt for

the transformation. In the fitting process, seam
allowance was not given due to the nature of the cut,
and instead, patches were attached from under and
sewn adjacently. The purpose of this process was to
Artistic and | Preserve the reference body size measurements of
the skirt.

Technical
Drawing

Coat measurements

Height (from shoulder): 57 cm

Back width (shoulder to shoulder): 43 cm
Front width (shoulder to shoulder): 39 cm
Sleeve length: 58 cm

Yoke (front): 9 cm

Yoke (back): 12 cm

Collar height: 7 cm

Cuff width: 5.5 cm

S7am

TR
=
Skirt measurements 2o
Waist: 82 cm
Hip: 96 cm

Model width: 52 cm
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Denim jacket

The tailoring plan of the coat was obtained by
preserving the fitting and yoke properties of the
reference post-consumer waste clothing item. The
waistband of the item was removed and used as an
additional piece for the hem of the skirt. The pleat
pieces that were perpendicular to the yoke and
attached to the body with the pocket were cut from
inside in the form of windows and the drape was
given a different form. This way, it was ensured that
the blouse attached to the coat from the inside with
these pleat pieces was visible. The same step was
followed for the back middle pleat piece of the coat,
and the coat was given a decorative appearance with

aTem

S0cm

Garment a thick jute thread passed through diagonal hooks | | L L1 |
Pattern attached to the pleats whose middle sections were
Feature removed.
Denim Skirt
The post-consumer waste denim skirt was
disassembled first and deconstructed. The main body
piece was crossed with vertical pleats and decorated
with thick jute threads as in the case of the tailoring
plan of the coat.
A
|
Sewing
Feature

R

o
-
"L/ i \ v

A. Trial of cutting the drape of the jacket from its side pleats and placing the jute thread onto the
pleats

B. Cutting the sleeves of the item and placing pieces of another post-consumer waste clothing item
inside (body, collar, front-middle and hem)

C and D. Setting the sleeves on the body

E and F. Design image

Sustainable Fashion Practices in the Context of the Reuse Strategy:
Model 2

Asin Model 1, this section of the article discusses the topic of the study
in the context of the reuse strategy among sustainable fashion practices and
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presents the applied examination of the relationship of the strategy to the
concept of innovation it brings into authentic clothing design processes. In
the study, two handmade blouses were transformed into a single blouse. In
the implementation, information about the post-consumer waste clothing
items was first analyzed, and the design processes of the clothes began.
The relevant information and designs are presented and supplemented
with images.

Information about the Post-Consumer Waste Clothing Items

The image of the post-consumer waste items belonging to Model 2
and information about these items are provided in Table 5. The clothing
items were post-consumer waste items found in the clothing collection of
S. S. (one of the researchers of this study), dated 1996. As these clothes had
remained in a chest for a long time, they were partly worn out. Nevertheless,
there were no deformation signs such as tear or holes on the clothes.

Table 5. Post-consumer waste item information (S.S. clothing collection).

Information about the Model Image of the model

White muslin fabric Blouse 1
Black muslin fabric The hand-sewn blouse made out of white l
muslin fabric has an empire-seamed and

unfitted tailoring form. The blouse that was
designed neckless has a short, puffed sleeve
attached to the body. The hand-sewn item

is short in terms of model height and sleeve
length. The neckline of the model is detailed
with the black version of the same fabric by

piping.

White muslin fabric Blouse 2

Hand-crafted plant The blouse made out of white muslin fabric
figures made with was designed neckless with set-in sleeves. It
embroidery on the has plant figures on the front neckline with
front neckline simple machine embroidery. The wristband
is detailed by piping. / [

Information About the Transformed Design
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The transformed garment and its design information are given in
Table 6.

Table 6. Transformed design information

Information about the Model images

Model characteristics

The design was created with fabric pieces that A
were obtained as a result of the disassembly of :

two different blouses. The fabric pieces taken out YA
of both blouses were placed into the design by

considering potential wear that could occur based

on the degree of usage. For example, while Item

I was used in the main torso parts of the design,
Item II was used in the puffed pieces that decorated
the outer lines of the design. The blouse that was
designed as sleeveless and with a V-neck was fitted
to the body using pleats and darts. i

Artistic - ~

aTndh ical Blouse measurements N7
CCMICAL |\ 1o del height (from shoulder):65 cm ; L? !
Drawing . X
Front width: 50 cm
Back width: 46 cm
Shoulder size: 6 cm
Placket width: 2 cm
Number of buttons: 8

Back neck drop: 3 cm A

Front neck opening: 8 cm

Front i
The blouse that was designed with a waist-fitted
tailoring form was fitted to the body with pleats
on the front and darts in the back. A pleat passing
under the chest line and a torso pleat cutting this e
pleat at an angle of 90° allowed the design to be :
fitted onto the body. The latter that passed through
the %2 point of the chest line was detailed with a
placket in the front middle.

Garment
Pattern
Feature

74
i

Back

The model was fitted to the body with a dart
cutting the back of the torso at the 2 point. L
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Twirl
Twirl pieces were used on the sleeve, neck and e
front-middle placket of the model on the right and
left sides. The frill drapes were placed at a 90°
angle and prepared in a helical form. The drape
was cut diagonally on the fabric and sewn by -

placing it on the neck, sleeve and placket lines. .

A
|
Sewing
Feature D
o ot

Preparation of the drapes

Placement of the drapes onto the disassembled clothing pieces and fabric cutting
Pleat and dart fitting

E. Frill attachment and sewing

F. G. Design image

CONCLUSION AND RECOMMENDATIONS

The results obtained from the findings of the research are given below
under the headings.

Results of The Literature Review on Textile Wastes

1. Although environmental problems and especially the increased
pollution rates appear to gain significance just today, these issues can be
traced far back in the past. This can be seen as a function of industrializa-
tion. However, the peaking of environmental pollution in recent years as a
consequence of industrialization has given rise to the necessity of investi-
gating this problem from all aspects.

2. As textile wastes, both pre-consumer (factory production waste,
defective product waste, clothing sample waste) and post-consumer wastes
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destroy the environment at substantial degrees each year and harm human
health.

3. New strategies of the producer addressing the purchasing habits of
the consumer regarding attractive and desirable fashion trends emerging
every season have triggered the phenomenon of excessive purchasing, and
this has raised the negative environmental impact of post-consumer textile
waste resulting from the purchase and fast consumption of clothes.

Results on Sustainable Fashion Practices and the Reuse Strategy
Based on the Literature Review

1. Materials that are organic or recycled and those that allow the re-
utilization of textile wastes are practices that reduce the harmful effects of
a product on the environment.

2. The common goal of sustainable fashion practices (3R-4R-5R-
7R-10R) is to improve textile products that have reached the end of their
lifetime due to various reasons (pre-consumption or post-consumption),
prevent them from becoming waste, and reduce their environmental
impact.

3. Post-consumer textile waste products are products that are
generally not used for production, transformation or consumption. Some
of these wastes are utilized by recycling at their point of production or by
transformation with another waste product in the context of reuse.

4. The process of transforming waste clothes into clothing designs
involves the stage of designing the reuse of these products based on the
design philosophy that is discussed in the context of this study’s topic.

Results on the Relationship Between Reuse and Innovation Based
on the Implementation of the Reuse Strategy in the Studio Part of this
Study

1. The four post-consumer waste clothing items that were used in
this study were examined within the framework of sustainable fashion
practices and in the context of reuse. In this process, the aforementioned
clothing items were transferred into 2 clothing designs by considering de-
sign elements among visual/basic design elements and principles, espe-
cially form/style, color, texture, harmony, balance, and unity in light of
the design philosophy of this practice. The lifecycle analysis results of the
designs are given in Chart 2.
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Definition of objective and content >
HFroduct development and
Inventory analyses > . REVIEW improvement
n Design processes
Impact assessment - -

Chart 2. Results of the lifecycle analyses of the product developed' for Model 1 and 2.

Asseen in Chart 2, in the implementation of the study, the first step consisted
of deciding on the product by defining the objective and the content, followed by
the analyses and reviews of the transformed clothing designs that were made for
determining constraints, and finally, the review of their design-related effects. At
the stage of inventory analyses, data about the products were collected, and the
remaining material amount was calculated. At the stage of impact assessment,
the obtained data were qualitatively and quantitatively analyzed, and material
and component classification was performed for the design processes as the
basis of this study. Product development and improvement processes were
started after all these analyses.

Based on the information shown in Chart 2, two clothing designs were
determined, and their implementation steps were carried out. The implementation
steps of the designs and results of these steps are listed below.

1. In the implementation of Model 1, a denim jacket was transformed into
a coat design, and a reference skirt was transformed into another skirt design.
The initial size was preserved in the transformation process, and to prevent
the template allowances in the cutting drapes from affecting the initial size,
when needed, they were placed side by side with the help of another piece of
fabric under them instead of overlapping them. This tailoring technique was
also utilized in the pleat attachments of the transformed skirt design, and size
differences were prevented.

2. In the implementation of Model 2, two post-consumer waste clothing
items were transformed into one final blouse. The post-consumer waste items
that were used in the implementation were hand-made clothes found in the
collection of one of the researchers. These hand-sewn clothes had a history of 30
years that were not disposed of but had completed their usage lifetime. After the
disassembly of the clothes, the fabric pieces were gathered, the pieces that were
considered worn out (storage stains) were separated, and the implementations
were started after the design process. The muslin fabrics that were used in the
clothes were very old, and the embroidered piece on the front neckline was
produced by using the gemming technique on machine embroidery. As the piece

1 Chart; Prepared with reference to Giircim and Tanyer (2021), http10.
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had been worn out as a result of friction in the chest where it had been
stored, it was not used in the transformed design in this study, but it was
kept considering that it could be a reference to another implementation.

3. In the transformed clothing designs,

- Designs were prepared by considering the fabric-related defects of
the post-consumer waste clothing item such as wear, tear and holes, and
the design philosophy of the reuse strategy, as well as visual/basic design
elements and principles.

- In addition to style and form, color and texture values of the items
were examined, and the materials that were used as common materials
were implemented by paying attention to the establishment of a relationship
of measurement/proportion, repetitions, harmony, contrast, dominance,
balance, and unity.

Based on all these results, sustainable design cards of Model 1 and
2 that were implemented in this study and the innovation relationship
brought by these designs into authentic designs are presented in Table 7.

Table 7. Depiction of sustainable design cards and innovation relationships of
Model I and 2

Model | Post-consumer Redesigned Model | Post- Redesigned
waste item 1 clothing consumer clothing
waste item 2

y T |y Q"
o __"_;:r’* |

- y./
V /alll

1 2 ’_/}a
y L /
- b
- /A
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As shown in Table 7, the reuse strategy among sustainable fashion
practices that constituted the topic of this study is an innovative approach
in the creating of authentic clothing designs. With the design processes
applied in this study with the reuse strategy, four items of clothing that
had remained unused due to various reasons were transformed into three
items of clothing by subjecting them to design, tailoring and sewing steps.
In this process, through the redesign of post-consumer waste items, the
reuse of these items was achieved, and textile pollution in the environment
was prevented. The most significant result among the findings of this study
is the usability of the innovative approach brought by the implemented
strategy in studio applications. With the implemented design practices,
new design elements were provided to the products at a very little cost
and with creative design processes, and a contribution was made to the
usability of new, environmentally sensitive authentic clothing designs.
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[. INTRODUCTION

The handicraft has emerged within the needs of the geography of
the regions where it is produced, has been maintained and recognized.
Examination and research of handicraft productions lead to the recognition
of the cultures of the societies in which they are produced. The skill of
the craftsman, who reveals the product, is to determine and develop the
mass production methods that will meet the needs and to have a technical
command of the materials, tools and equipment used in his craftsmanship.
Bervanik printing is a handicraft that has the ability to produce it and
has been produced by master Hidir Oral in Malatya until 1996 in terms
of production stages defined as troublesome. It is a completely local
production in that the master carves the molds by hand, supplies the
fabric from local hand weaving, and the pattern motifs used in the molds
contain geographical descriptions of the region. It is among the important
handicrafts for the region. In the traditional women’s clothing of many
countries around the world, ornamented textiles worn on the front part are
seen as a complementary element of their clothes. The general and common
purpose of these textiles, which are produced with various designs in past
and present visual sources, is to protect the clothes from daily work. As in
the traditional women’s clothing of the Turkish communities and countries
that have ruled over a wide geography, waist bindings appear in different
arrangements and diversity in Turkey’s geography (Photol-2).

Photo 1: Beldemg¢i past and present examples in Kyrgyzstan Traditional Women's
Clothing ftg1. Source: A. Klaudia, 2004.

Photo 2:Access:https.//www.aa.com.tr/tr/dunya/kirgiz-gocebe-kadinlarin-
beldemci-etegi gunumuze uyarlandi/1 09803 1 Bishkek - Nezir Aliyev 2021.
Access:https://www.aa.com.tr/tr/dunya/kirgiz-gocebe-kadinlarin-beldemci-etegi
adapted to our day/109803 1 Bishkek - Nezir Aliyev 2021.

In historical sources, it is stated that the waist tie and its derivatives,
which can be considered as productions to facilitate people’s work, are
decorated with their functional features such as adornment, status
indicator, war gear, covering, protection from the cold, gaining physical
posture, keeping warm, taking on the role of a bag, protecting and carrying
small tools. seen. Traditional women’s waist bindings, which are movable
tangible cultural heritage, also have differences in terms of construction
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techniques. waist ties; These are auxiliary clothing elements, mostly cotton
and liquid absorbent, produced from thick-surface weavings with handwork
motifs and patterns, tied with two laces from the waist to overlap the clothing.

Photo 3: Fidan Atmaca from Ardahan Hanak Turkomans before processing
etamine (Aral Archive: 2019).

Photo 4: Kastamonu Azdavay apron in Traditional Women's Clothing (Aral
Archive: 2019).

These clothes complements used in Turkey are produced from local
weavings and we can see that these textiles are embroidered, printed, etc.
It is seen that the variety of waist tie, which is formed by the application of
handicrafts, decoration and joining techniques. When we look at the general
common feature of traditional women’s clothes in Anatolia, we come
across similar discourses in the local dialect; Traditional dresses called as
enterifitan-goynek- Ugesek and worn are defined. Commonly defined two
of these dresses are traditional one-piece dresses made of kutnu fabric and
specified as three skirts, and most of the skirts are sewn in three pieces
with slits. It is regionally known in Malatya and its surroundings that the
sleeves are divided into three skirts and a straight skirt without a piece and
the front part of the skirt is called “pes”. In the local language, the word
pes is common; It has been encountered in field research with sentences
such as “fill it after you, wash it, bring it after you, carry the fruits after
you, follow the grapes from the vineyard”. What is pesh? In the question,
showing the skirt part of the dress, and the definition of the cloth used on the
front part of the skirt as a napkin was stated in settlements close to the city
center where Bervanik was not used. There are many definitions of the word
pes in the dictionary of Turkish language institution. Meaning explanations
such as the piece of fabric added to the sides of some clothes to make them
loose (1), the skirt part of the dress (2), the reverse side of the dress (3), the
women’s clothing called three skirts (4), the back side (5), the skirt (6) has
been made. This word, which is in the local spoken language, is used as a
prefix, loincloth, waist tie in almost all of the women’s clothing, which is
partless. Barzin is a work apron that is worn while milking. All of these
waist bindings, which are used lovingly, are helpful and functional in daily
life, home and garden works.
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Photo 5: Bervanik in Malatya Traditional Peasant Women's Dress and Folk
Dance Dress, (2005 from Malatya HEM folklore team Aral Archive).
Photo 6. Three Skirt Fistan and Waist Belt and Woven Waist Tie Folk Dance
Costumes in Malatya Traditional Peasant Women's Clothing (2006 Fatma
Yardim collection, Tecde- Malatya).

Peshkirs are tied to the front of the body, to the waist, to the waist,
with laces on both sides from the back, to dry hands or to protect clothes
during housework. Bervanik is a handicraft produced only to be used
as a towel. It is a garment complementary apron, which is patterned by
printing with waxed batik on hand-woven fabric cut in a rectangular form
with dense textured cotton and produced by going through fabric dyeing
dipping processes, gaining form by sewing and tied to the waist. The
Bervanik print, which has very difficult production stages and method,
was used only by women as a waist tie. According to the upper almond
pattern stance of the printed fabric, which is cleaned by using hidden
sewing techniques with simple hand sewing, binding strips are added from
its own fabric and tied at the back of the waist. We learn from the son of
the master we interviewed that the laces of some fabrics were sewn in the
wrong direction after they were sold. Bervanik edition also; It is a kind
of blue print waxed batik, which is used as a part of traditional women’s
clothing in Malatya and its environs and is prepared by hand printing with
wooden molds, also known as apron, workshop, loincloth, peskir, beforek.
In the past, all women, young and old, used it with the name of apron,
which eventually led to its recognition as a local piece of clothing.

Its construction was continued until 1996 by Hidir ORAL, and its
production was terminated upon his death. These fabric prints he made for
Oral were awarded by the Traditional Handicrafts Research Foundation
(GESAV). With the use of wooden molds in its printing, the art of writing
is similar to the art of batik with a dip dye bath. It is a production that
exhibits local characteristics with its unique technique, the composition
of which is formed by pressing the mixture of melted wax and paraffin on
the fabric with wooden molds, the pattern of which is prepared by carving
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the wooden molds by hand, and dyeing by dipping in an indigo dye bath.
Patterns and motifs, stylized life elements and geographical descriptions
carved into molds are defined and are local features. For example; almond,
a fruit grown in the region, rooster and rose are stylized plant and animal
figure motifs adapted by the master as a result of observation. It is stated
that in all the motifs mentioned in Samsat, the name of Adiyaman’s district
and the descriptions of the hills in the district. Written and visual resources
in the literature allow us to obtain historical and current information about
the world examples of printing art. Today, batik, which is an important
source of income in many Far East countries, continues to be produced in
traditional ways, with its derivatives and textile dyeing processes.

The Bervanik pressure, which was continued in Malatya by Hidir
Oral Usta, who was born in Adiyaman, and which could not be continued
after his death; The information that the master’s family settled in Malatya
and that he learned the printing art, which was used before him, from
his father and his friends, was obtained from the interview with his son.
The subject has been chosen in order to reproduce the pattern and motif
features of the Bervanik print, to make print experiments and to promote
a lost handicraft, as well as to make it sustainable. It has been revealed
that it is necessary to conduct research on the sustainable textile product
designs of Malatya traditional Bervanik printing and its applications using
experimental printing methods within the scope of smart tourism, with
objectives such as attracting attention to Bervanik printing, encouraging
its production, increasing its recognition, and handling it within the
framework of sustainable handicrafts in local tourism. Subject; It is
important for the city in terms of promoting handicrafts and keeping the
cultural transfer alive, in general, and in terms of containing experimental
results and suggestions that will allow reproduction in the region in
particular.

The workshop and work area of the master were examined by the
researcher as the subject of a graduate seminar in 2004, in the Fabric
Shops Inn, located in the city center, behind the Jewelers Street, across
from the current new mosque. In the interview with Oral Usta’s son; The
details of the raid were obtained. The wooden molds on the upper floor
of the small sales workshop were photographed with the permission of
his son, and two prints of the master’s existing prints were purchased and
used for trial production in the field of fashion design. In 2006, at the
Denizli 1st National Handicrafts Symposium, fashion design applications
and Bervanik print presentations were made and an academic evaluation
was obtained for new productions. Over time, it has been observed that
the studies on local printing continued, but the production remained at an
almost non-original and unprofessional level.
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The study also includes sample application studies that will help
transform the pattern into current designs with experimental printing.
With the study, it is planned to design techniques that will experimentally
facilitate the production methods of the pattern of the priority printing and
to implement the work shop. The design ideas and prototype applications
of these ideas were obtained based on qualitative data before the findings
obtained by qualitative study methods were technically applied to the
workshop applications. Experimental printing studies, the applicability
of which were tested by obtaining prototype productions, were carried
out within the scope of the original printing course in the work shop
environment during the academic year. In order to make it sustainable,
analyzes and evaluations were made in theory and in practice. The work
has an educational role in terms of re-promotion by preserving the local
pattern and motif features, establishing small production areas, workshops
and forming a supply chain. The content planning of the study includes
designing a touristic product, considering it as a local product, re-sculpting
the patterns of the motifs using experimental printing methods, printing
them on locally produced cotton cloths, and handling them within the
scope of sustainable handicrafts. The study also includes; It also includes
the information obtained after the interview conducted by the researcher
in the field in 2004-2005 with the son of the printing master Hidir Oral,
in which all stages of the printing were recorded. This information; It was
presented at the 1st Handicrafts Symposium on May 10-12, 2006 with the
title of Malatya Bervanik Print and Its Reflection on Clothes. In this study,
it has enabled a recent chronological comparison in terms of being a study
that includes the evaluation results and suggestions of the current analysis
of the art of printing in the region during the process.

1.1 Writing- Batik- Bervanik

Rock; while defining the art of writing; He used the explanation that
painting by printing is the art of decoration, of patterns carved into wood
and hand-drawn and painted on cotton woven fabrics with organic and
inorganic dyes (Kaya, 1974, p.9). As for Girgdk; He stated that the traditional
art of writing, which was printed on cotton fabrics such as cheesecloth,
organza, linen, and marblesahi, was called “writing”, which comes from
the verb “to write”, in the sense of writing with brushes defined as “pen”
(Girgok, 1997, p.1929). If the self; He defined writing as the art of decorating
various hand weavings by using brushes, molds or together with them (Oz,
2017.p.57). The techniques of drawing patterns on the fabric, which are
called pen work and elvan printing in Tokat manuscripts, are ornaments
made with molds. Most of the wood molds used in Arseven printing art; It
states that it was prepared by hand carving by taking sections from linden,
pine, hornbeam, and pear trees. He adds that the long-lasting ones in the
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molds are carved into linden and hornbeam (Arseven, 1973, p. 279). In
Oz’s statement about the history of handwriting; “Although there is no
definite evidence on this subject, it is found in various sources of Anatolian
archeology that it was also built during the Seljuk period. The brilliant era
of handwriting dates back to the Ottomans. During the Ottoman period,
as in all handicrafts, great importance was attached to handwriting. In
this period, printing was allowed only in Tokat, but later on, printing was
also done intensively in cities such as Kastamonu, Ankara, Elazig, Bartin,
Gaziantep, Malatya and Hatay (Oz, 2015, p.3-4). In peace; It is stated that
it is possible to collect the manuscripts in two groups, single and multi-
colored, by looking at the examples that have survived to the present day,
and the decoration in two groups is made by pressing the wood molds and
dipping the paint into the fabric, or by applying the paint to the fabric with
a brush (Barista, 1998, p.192). Molds; It is obtained with patterned fabric
by dipping the patterns on the surface of the fabric by dipping in a mixture
prepared with wax, paraffin, resin or glue, after covering the patterns made
with this mixture, the fabric is dipped into the cold dye mixture prepared
separately. This writing pattern work, which is made with patterns, is also
one of the types of batik, as it is the art of patterning on the batik fabric
surface by using reserved methods.

Batik is one of the oldest known fabric patterning and dyeing methods.
Among thereserved methods, there are various methods for the preservation
of patterns on the fabric surface. Batik batik is the simplest known method
of patterns created by wrapping waxed cotton threads on cotton fabric.
Dipped batik, which is created by passing the patterned fabrics through
an immersion dye bath by placing a mixture of melted wax and paraffin
in metal pens with chambers, is one of the most popular printing types
that can be sustained in countries with the use of various materials, tools
and equipment. Patterns made by hand carving wood or shaping metal
plates are known and applied, such as fabric dyeing and patterning, which
are created by printing batik types and techniques, which are obtained by
immersing them in the prepared and pattern-sealing solution and making
decoration patterns on the fabric surface. The oldest known history is the
Egyptian indigo print, also known as the batik blue print.

As in the past, the prominent in this art in the world today are mostly
India, Indonesia, Malaysia, Japan, Africa and China. Batik is a technique in
which threads are shaped by bonding methods, as well as drawing patterns
with wax on the fabric by stretching it on the frame or hoop, or after the
fabric is completely covered with wax and dries, breaks are made on the
waxed surface, and patterns are formed on the surface of the fabric. Wax
paraffin or resin protects the color of the fabric and allows the formation of
patterns with the use of secondary dye. There are various batik techniques
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applied around the world, depending on the type of fabric used and the dye
application or reserve methods. Various tools are being developed and new
printing trials continue to be followed.

Fabric patterning batik methods, in which local applications such as
writing, batik, and printing are made, are still applied today. Kastamonu,
Tokat and Kandilli are among the fabric dyeing batik centers. In addition
to metal bowl pens, metal molds, wooden molds and batik printing wax
paraffin closing method are applied. Bervanik apron works, which are
made by Hidir Oral Usta by printing patterning with wooden carving
patterns and by dipping dye bath, are made by two methods. Printing with
immersion dye baths is defined as batik. Batik can be obtained by making
a dip dye bath, as in printing, a mixture of indigo and wax can be melted
into the fabric with wooden molds, and then patterns can be made with
lime by dipping the painted bath tubs.

It is similar to the Egyptian blue print. Similar technical printing
methods are used with the pencil work batiks and writings we follow in
Turkish practices. By means of copper distillation chamber pens seen in
the Far East, patterns are taken with wax melted first, as in fabric printing,
or patterns are prepared by printing method with copper molds. Today, the
artist Atif Atalayer comes to the fore with the production of metal molds
and fabric patterning works. It is similar to Bervanik with the Egyptian
blue print. In terms of the natural methods and pattern structure used in
printing experiments, batik and printed fabric manuscripts were produced
and used under different names in Anatolian geography, for example;
Elazig fence print produced and used as tablecloth, Bervanik print made
with the same methods is known as work apron.

2. TRADITIONAL BERVANIK PRINT
2.1. Materials Used in Traditional Bervanik Printing
2.1.1. indigo

From Uyghur’s statement of indigo; We learn that it is the first known
dyestuff. He states that its history dates back to five thousand years BC
and has been used since these dates, that its content is suitable for dyeing
cellulose and protein fibers, and that the dye is obtained naturally from
plant species belonging to the indigopheria family and is used in the
dyeing of fabric and mostly warp threads in today’s weaving world. It is
seen that blue colored coarsely woven cotton fabrics and cloths in which
indigo dye is used are generally in high demand in sportswear. Indigo has
abrasive properties. For this reason, it was stated by the son of Oral master
that indigo bervanik dye immersion baths were carefully made under
five minutes and with warm water. With the printing dipping indigo dye
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baths, light and dark color distinctions are seen according to the tones of
the fabric and the pattern, and the printing is followed during the drying
stages and repeated in accordance with the desired results.

2.2. Tools and Equipment Used in Traditional Bervanik Printing

It was printed by the last master of Bervanik in two techniques. The
first technique is the printing method used to complete the job when the
number of orders increases. It is the coloration of light-colored woven cloth
fabric with dark indigo blue dipping dyeing, drying and bleaching and
producing a lime-mixed melt by printing pattern work with molds. It is
faster than the other method and it is effortless in terms of not repeating
dye baths. The second method is the original waxed batik and bervanic
printing called blue. In this printing technique, toning can be done in
patterns of blue color from light to dark. The wax and paraffin mixture,
which is melted in a copper metal deep bowl, is dipped with wooden
carving molds on the colorless woven cloth with molds and left to dry
in the sun after being pressed on the cloth with rapid movements. It is a
waxy batik method, which consists of giving patterns to the fabric with
wax-paraffin and dyeing it with dip dye baths, drying it and repeating the
washing baths. The material application of both prints is different, and the
patterns are the same.

2.2.1. pattern motif patterns
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Photo 7: Bervanik print design motif names (2006 from the Aral Archive).

The print is produced using natural materials. The master has
prepared the printing patterns as separate motifs in the technique of hand
carving and shaping. The integrity of the print composition pattern, which
is created as a result of using each motif together, on the fabric is defined
as Bervanik. Patterns were obtained by using the known pear fruit of the
Akcadag district in mold making and shaping the local geographical motif
descriptions on the trunk parts of the tree in a stylized form. The molds are
carved in accordance with the high printing technique. The pattern has two
different printing patterns, the long and short comb motif is used for the
pattern borders for the frame of the pattern. For the upper middle, the belt
is sewn from a fabric called a waist tie, and the lace is pressed sequentially
on the right and left almond navel-cutters. The motif names of the other
patterns that make up the pattern; Rooster, Branch, Flower, Sultan Willow,
Side Cutters, Star, Samsat’s Bear-Star, Samsat’s Teki- Samsat, Cinak, Big
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Cinak, Terdek, Rooster, Rose, Big Rose, Five of Samsat, Payam. In terms
of wood mold structure, it is similar to Kastamonu and Tokat writing
patterns.

2.3. Traditional Bervanik Printing Application

2.3.1. Tools and materials used in the production of Bervanik with
indigo bath in wax printing batik technique

Wax melting and printing pot, paraffin, indigo-indigo, American cloth,
calico woven with thick yarn or Yesilyurt raw cloth of colorless woven
cotton until 1996, aluminum and copper metal containers for dip dyeing,
aluminum basin for dye removal baths in local language test, smelting
furnace.

2.3.2. Preparation of printing patterns

-The molds are mostly made of pear wood found in the region, and
motifs are carved on it by taking sections from its trunk.

-The outer and inner frame molds that make up the pattern are
rectangular and long, the others are square or polygonal with a geometric
outline of large and small wooden carvings.

- The molds are prepared in accordance with the high printing
technique, they are deep carved and carved up to 2.5 cm in height.

- The motifs found in the molds were carved based on local
geographical definitions. For example; Samsat is the name of a town and a
hill in Adiyaman. The mold is a geometric shaped motif depicted with this
name. The general pattern formed by the motifs is defined as Bervanik.

2.3.3. Preparation of printing fabrics

- Calico or American cloth cotton fabric is cut in two sizes (length)
as two standard cuts in women’s sizes (bride girl-woman). There is a
difference of 20 cm between the measurements.

-The fabric or the raw cloth is kept immersed in water in order to drain
the starch and it is hung on the rope without wrinkling without tightening.
The starchy hard cloth prevents dye and paraffin from reaching the fibers.

-The fabrics are taken off the rope when they are slightly damp, close
to drying.

-The nail trace is indicated in the middle of the width and length,
which ensures that the pattern is transferred to the fabric in full size.

-The wooden crate is stretched on top of each other and made ready
for printing.
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2.3.4. Preparation of wax and paraffin for printing

Paraffin and beeswax prepared by the master’s hand are melted on the
electric stove in a metal pot with the bain-marie method.

- When the mixture, known as the bain-marie technique, gets sediment
at the boiling point, it is made very low without turning off the stove, and it
is used at medium temperature. Wooden molds are dipped in this mixture,
the pattern is printed on the fabric stretched on the crate in order, and when
the mixture decreases, it is increased by adding.

-Bervanik patterning consists of different motifs. The master starts by
printing the pattern he calls comb in order to obtain the punctuation print
image on the borders separating each row of motifs. It prints the stylized
almond motif (navel right and navel left), similar to the buckles seen on
traditional metal women’s belts in the region, and stylized large and small
flower (rose) motifs on the upper middle and sides of the combs. The motifs
are printed by filling the gaps between them after the carding process. The
areas patterned with a mixture of wax and paraffin were covered, and the
areas remaining in the fabric color were patterned in such a way that they
would not absorb the dipping paint. Thus, the original fabric color will be
preserved and the patterning will be made.

2.4. Traditional Bervanik Printing Process Steps

- The starch of American cloth or cotton woven ball fabric is soaked
in warm water, removed and dried.

- They are cut in two different sizes (small and large) and stacked
on top of each other. According to the information given by the son of
Hidir Oral Usta, its width is 80 cm. 1m from the length of the ball fabric.
prepared by cutting. After all the processes are finished, the remaining
spaces on the edges are cut and used to make seam allowance and waist tie.

- When the fabrics are slightly damp, they are prepared in bundles of
25, overlapping each other.

- It is placed on the wooden crate to be printed on the same level,
preventing it from slipping.

- Molds are placed on the floor next to the chest.

- A melted wax and paraffin mixture is prepared in the cauldron on
the electric stove, at the level of the chest, at a distance where the master
can move comfortably.

- In order to create the contour on which the patterning will be made
on the fabric, the first pattern, the comb, is shaken slightly to take the
mixture with two movements up to the height where the motif is carved
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into the hot mixture and leave the excess in the cauldron, and the comb
motif is printed from the right and left at the lines determined on the fabric
with quotation marks in the width and length.- Other motifs are printed on
the entire surface of the fabric with practical movements and the printing
process continues until the pattern is completed.

- Until the stack is finished, every piece of fabric that is out of print
is taken from the stack and laid on a string or placed on the ground in the
open air to allow the candle to dry. The wax mixture should also be on the
back surface of the fabric. Since American cloth is cream-colored, after
the wax-paraffin printing pattern process is completed and the surface of
the cloth dries, a pattern close to yellow becomes available. It is left to dry.

- All fabrics are checked when the wax print is finished and dried.
Drying waxed printed cloths are stacked on top of each other.

- To be added to a large cauldron or barrel filled with warm water,
in a separate small bowl, it is crushed and mixed with an indigo wooden
stick in hot water. Sometimes, by shaking the glass jar, the powder indigo
is dissolved until the lump is removed and transferred into the warm water
in the barrel. It is stirred with a long stick so that the water in the barrel
absorbs the paint and equalizes it.

- Waxed prints are dipped into bundles in the prepared dyed water,
the gap between each fabric is opened to absorb the paint, the fabrics are
taken from the barrel for a maximum of 3 to 5 minutes, and the excess
paint is removed without damaging the waxed surface, then left to dry.
The fabric with the first appearance in dark green color starts to turn blue
as it comes into contact with the air. If a light and dark pattern is desired
after drying, the wax print is repeated intermittently on the pattern before
dipping into the paint. Drying and immersion baths are repeated in the
same way. According to the information given by the master’s son, he
stated that dipping dyeing was done seven times in this edition.

- Dried fabrics are stacked on top of each other.

- Two handfuls of rock salt are thrown into the boiling water in a large
aluminum cauldron, mixed with a stick, bervanik fabrics whose printing
and dyeing have been completed are dipped and dewaxed. The candles
flow into the boiling water and go down to the bottom of the cauldron,
the fabrics are dipped a second time in clean boiling water, washed in the
cauldron and removed.

- Warm water is filled into a large aluminum pit-pot called Test-legen,
a bag of soda is poured, mixed, and the bervaniks are washed for the last
time to allow the remaining candles to flow out like fences.
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- The final rinse water is prepared, rinsed and removed, left to drain,
then laid on a string and dried in the sun.

In the information given by the master’s son in the field meeting, the
processes that he stated as batik tips; While working with beeswax, it is
aimed to work by mixing it on the stove with a wooden spoon in between
without losing its fluidity and freezing at the constant melting temperature
of the wax. Being cold will cause it to freeze instantly, so it will not come
into contact with the melted fibers. As soon as the hot melt comes into
contact with the surface during patterning on the fabric, it will dry out,
penetrate and adhere to the fibers with heat. When the melt is very hot in
boiling state, its fluidity will be high and it will not be able to be controlled
on the fabric. For this reason, the temperature must be kept at the same
level by constantly controlling it. Since a single color of indigo blue is used
in Bervanik, dyeing can be done right after the pattern. If a multi-colored
design is desired, shades of blue, shading blue, light and dark dyeing are
done, and the waxing process is repeated after each washing and drying.
In dye baths, washing is done from light blue to dark blue gradually. It
requires multiple sealing and painting operations for each color layer.

It is important that the dyeing is done cold, especially when dyeing
cotton and silk fabrics, it is suitable for dyeing with cold water or warm
water. It is important to keep the fabric taut during the printing-patterning
stage so that the patterns do not slip. In order not to damage the waxed
surfaces after the printing pattern and to obtain a clear pattern, the fabric
should be dipped into the paint prepared in the dyeing pot without folding
and bending too much. When printing with a mold, it is important that the
fabric is straight, stretched on the wooden crate. Boiling water is used to
remove the wax.

Bain-marie method; Paraffin melting is the melting of paraffin and
wax in a separate metal container placed in a metal container with boiling
hot water on the burning stove. When it is placed directly in the pot on the
stove, there is a burning and sticking problem.

Soda; It is an unnatural, inorganic white chemical with water-soluble
properties. It is used to hold the print on the fabric. It is used for dye fixation
and mordant, and for washing in cold water in Bervanik printing.

Mordant; natural and unnatural methods used to fix the dyeing process
in textiles.

Caustic; It is a chemical that provides foaming in solid soap materials.
Since it is a strong solvent in daily cleaning, it is used to remove dirt
and stains. It is used in Bervanik so that the fibers of the cotton fabric
can absorb the dyestuff more and more easily. Causticizing also causes
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shrinkage and compression of the cotton fabric fabric.

Briefly, it is used to increase dyestuff uptake during dyeing and
printing.

Aniline dye; It is an organic dyestuff obtained by distillation from hard
coal ether, mostly used in wood dyeing. Aniline dye, on the other hand, is
obtained by adding analine salt, copper sulfate (bluestone) and potassium
chlorate to water in certain proportions (Oz, 2006, p.31). A mixture of
anal prepared for the Bervanik edition; For dyeing colorless woven cotton
fabric, add 1 dessertspoon into 1 liter of liquid and wait for 30 minutes to
dissolve or mix it to dissolve.

3. APPLICATION OF BERVANIK PATTERNS AND MOTIFS
WITH SUSTAINABLE TRIAL PRINTS

It is a handicraft that can be brought back to life in a workshop
environment by procuring the tools and materials used in the printing
of Bervanik, producing and printing them in their original form, in line
with the information conveyed by the son of the last master who made
the printing, and the explanations given. The sustainable test prints that
are the subject of the article are prototype prints planned with the aim
of developing the project idea of touristic productions. Printing patterns
have been tried to be obtained by using different materials. Printing trials
were carried out with the prototype molds obtained. In the trial prints,
the material qualities of the original work-kitchen apron Bervanik print
were changed, but the motif features on the mold were preserved. Dyes are
classified as washable and non-washable for textile surfaces. Natural dyes
were used for the textiles to be washed, printing ink was used for the non-
washable (decorative souvenirs). The dyeing methods and techniques have
been tried with paraffin resin wax and lime, and the cost and production
area has led to high cost productions compared to other methods. Printing
on ready-made colorless cloth bags, cloth pouch specimens (such as
eyeglass cases, mobile phone cases, scent pouches, etc.) motif pattern
studies were tried. Fixing dyes and mordants were used as soda and salt in
these washable trials.

Tested in colorless vinegar. Printing ink, printing ink and ready-
to-dye liquid ink types are used for non-washing decorative product
design textile prints. The use of wall panel designs has been tested and
found to be appropriate. A printing logo was created for the inscription
“Malatya Memory-Bervanik Print” on souvenir and touristic trial
print textiles where patterns will be used. In order to make application,
chamber pens with melted wax were designed, metal tests were made
from the coppersmiths and stove-makers bazaar and prototype designs
were produced. The examples were developed over Indonesian silk dyeing
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batik pens. Original local linen and cotton cloth weavings were stretched
on wooden embroidery hoops, and motifs were reserved with prototype
metal pens, which were designed by copying the transfer of paper patterns
reproduced by digital copying, on which metal chamber pens and print
pattern patterns were placed. The application on the hoop can be displayed
decoratively in its natural state with wax, or it can be used by scraping the
surface covered with wax after drying.

The linoleum mold release material used in the original printing
course content was used in the printing trials. The idea of preparing
the pattern for printing as a whole pattern was applied. Pattern carving
was made using linoleum carving tools. Local Yesilyurt raw linen and
cotton cloth weaving samples were obtained from a small number of
manufacturers from their homes, and trial prints were made with aniline
dye and plain blue. Fabric weaving types are preferred to be dense and
sparsely surfaced, but completely linen and cotton, and attention has been
paid to the fact that they have high fiber absorbency and twisted properties.
By taking the original wooden molds as an example instead of the whole
mold with Styrofoam, a single mold was worked and deep carving molds
were prepared with falgata. Small size trial prints were made on cotton
fabric. On rubber petroleum product tablet erasers, motifs were tried as
carving patterns and miniature print motifs were studied. In addition to
paint, experiments were made with printing ink, writing ink and aniline
paints for decorative uses besides paint and to make prints that will not
come in contact with water. Ready-made wooden embroidery hoops
were used as a frame. All prototypes were also used in addition to the
“Malatya Memorial-Bervanik Print” pattern. The patterns were prepared
as linoleum, styrofoam, eraser and wood trials, and the patterning was
tried on fabrics in the form of monolithic or small-sized motifs forming the
pattern. The dyes were supplied from the provinces of Tokat and Afyon,
which were ordered as aniline. Also, printing ink was used and indigo
and blue prints were tested. Tried fabrics are woven in plain technique.
Table cloth and thick twisted fabric, called fence, were tried on colorless
weavings.

EVALUATION

Malatya has a geographical structure that has hosted the communities
of historical settlements in the Eastern Anatolia Region and has been in
the status of a culture, art, trade and life center. Due to this geographical
structure in which cultural differences integrated with social life are
located, it has led to the development of craft branches as trade centers.
Today, besides being a popular tourism center, it is also the center of
forgotten handicrafts. It is known from historical records that the trade
centers known as yarn and horse bazaar are located in the city’s bazaar
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and that this commercial life includes tanning, jewelry, weaving, etc. We
learn that prominent crafts such as The dyehouse is a working area where
the yarns of the famous hand weavings are obtained as a natural dyeing
business line. In addition to dyeing weaving materials, yarn dyers made
productions in line with the needs such as leather dyeing and printing on
fabric.

When we look at the central structure of the city, which received
immigration in the past, it is observed that the surrounding cities such
as Maras and Adiyaman, which have the status of a province today,
continue to produce with similar characteristics in terms of handicrafts.
We observe, through visual and written sources, that the Bervanik print
was used as an integral part of traditional women’s clothing in Adiyaman
and Malatya-based daily life in the past. It is also exhibited as the folklore
folk dance costume of the region. Printing is the production and business
line in the used handicrafts, which were produced as a necessity in the
past. Production ceased with the death of the last master in 1996. It was
used by women in rural areas by being tied around the waist like today’s
kitchen apron, and it was used for many purposes such as protecting their
clothes in their daily work such as vineyard / garden / housework, drying
their hands, carrying vegetables. Belt tie is a regional craft, which was
used with definitions such as before, peskir, loincloth, apron, and was
produced by men using waxed batik technique, with mold printing, and its
original production ended with the death of its master Hidir ORAL. Can
Bervanik, which was a part of traditional women’s clothing in Malatya
and its surroundings in the past, and which we can rarely see in folk dance
dresses today, be a promotional element of Malatya’s cultural richness?
and can it be reused with different designs? Can it be produced? The study
was completed using qualitative research methods and techniques. The
fieldwork was carried out between 2004-2006 in and around the office
where the last productions were made in Malatya city center.

The data of the researcher’s graduate seminar study were obtained
and then the data obtained from the paper study were presented. These two
previous studies were taken into consideration as a source for re-accessing
the technical data of the article and were used as a source in printing trials.
Today, there are no field consultants from whom we can obtain original
information. A certain number of molds are in the exhibition showcase of
Malatya Ethnography Museum. Hidir Oral Usta’s son could not be reached
in 2022. When the master’s patterns and work area were examined with
the help of his son, the photographs of 2005 were included in the text of the
article. Based on the information expressed by Oral describing his father’s
profession and art, practice trials were created. The use of the Bervanik
print, which was introduced as a statement with women’s clothing designs
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in Denizli in 2006, was cited as a source, and it was concluded that daily
clothing designs could be produced as local products, as in the mass
productions and the similar ones in Kastamonu, Tokat, Sile, Kandilli
prints and manuscripts.

Can it be made in its original form as a work apron, can it be re-
marketed, can it be produced as a tourist attraction, can it be made into a
mass production business line with different easily accessible production
materials and methods, etc. It has been tried to find answers to such ideas
with trial productions. By blending the literature information and the
researcher’s professional experience in the field with the findings obtained
from the field studies and all written and visual data, experimental
pattern printing studies and dye printing experiments with patterns were
carried out in the workshop environment and in the university original
printing course applications in order to make a local craft that has stopped
production today producible and sustainable. . It was thought that it would
be appropriate in the academic context to give the original production
technique and trial production techniques together without repeating the
article and the production technique of the Bervanik edition, which has
two printing methods. The construction materials taken from Sahin’s
work, whose printing technique is presented as a compilation, are detailed
with field work.

In this article, besides the content information, the results of the trial
print studies on the interpretation, design and application of the pattern
and motif features of the print, which have a local character, with different
materials and techniques are presented. Sub-targets have been determined
to reach the general goal, such as expanding the sphere of influence of a lost
craft with easy and sustainable methods, increasing its local production,
ensuring visibility. Basically, the aim of developing Bervanik practices
from the perspective of handicrafts is to encourage interdisciplinary use
and to evaluate the production area with different potentials. Prototypes
have been obtained in a detailed framework on reviewing the sustainable
and reproducible resources in terms of cost values within the framework
of accessible materials, material access and availability of the studies
carried out for these purposes. After the printing results were transformed
into products, it was possible to create a text that could form the basis
for project initiatives such as planning market elements and touristic
purchasing routes.

It is a handicraft with an introductory practice structure within the
scope of cultural tourism potential with touristic textile designs and
different product designs of the region in general and the city center
in particular. It has an educational and sustainable craft structure with
planning for women’s employment. It can be applied at rest stations in
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touristic destination areas and can be used in the development and
promotion of regional tourism. As it is known, when the applications of the
cities that succeeded in the European Capital of Smart Tourism initiative,
which was launched by the European Union in 2018, are examined, the
best ones are Copenhagen, Malaga, Helsinki, Tallin etc. prominent works
of the cities are seen. Bervanik printing has an invisible income status like
other regional handicrafts among sustainable tourism resources that can
be developed indirectly by taking these projects as an example. The trials
can be easily transferred to today’s world with the easy methods that can
be welded to existing product designs in the digital environment, and they
can be produced as promotional elements.

Is it possible to reproduce Bervanik printing with experimental
printing other than traditional methods? Can it be made sustainable? Can
you give an example of the idea of opening the way to produce touristic
items by using the pattern of printing on the surface of textile designs?
The questions were answered, and the potential for a sustainable business
area idea with a high income area was created with low-cost methods.
It is important to use digital web markets and to become a member of
local product markets in terms of marketing the production. In order to
achieve the general purpose of the article research study; It has been seen
that success can be achieved in the prototype designs made to ensure the
functional revival of the print, which is a part of the local women’s clothing
belonging to the cultural past, and to gain a sustainable quality. In order
to reach the sub-goals determined in terms of handicraft discipline, what
needs to be done with interdisciplinary studies; To ensure the creation of
sustainable space initiatives and application areas in appropriate public
spaces (Education and Culture-Tourism) in order to ensure the cultural
promotion and production of Bervanik printing,

Establishing a small-scale business area for women and disadvantaged
individuals to reuse a local and cultural element (business-establishment-
lifelong learning),

In order to encourage the use of Bervanik printing, which is more
environmentally friendly, instead of the work aprons that are widely used
in social life, cooperation calls and product promotion fashion shows-
competitions-workshops (university-industry cooperation, handicraft
designers, field educators and academics)

To use it as a visual communication language in spaces to ensure that
motifs and patterns, which are the traditional communication language,
are recognized and used in the fields of art, instead of disappearing,

To convey the knowledge that there is an art branch that will support
disadvantaged groups from local governments and business establishments,

. 131



132« Songiil ARAL

It is among the suggestions to get support from the academicians of the
Faculty of Fine Arts and Design, Traditional Turkish Handicrafts in order
to teach how the workflow can replace traditional production methods.

In order to ensure sustainability in the teaching of the Bervanik
edition; It is recommended to get support from the academicians of the
Traditional Turkish Handicrafts Department of the Faculty of Fine Arts
and Design,

In order to train instructive trainees, the participants should be given
a lesson on creating motifs and patterns from motifs and transferring them
to patterns, and it should be encouraged to use the pattern of the motif in
its traditional original form without being damaged. The technique should
be taught in its original form, and the existence of production with easily
accessible materials should be stated in alternative ways.

Transfer to printing with mold engraving should be explained,

Competitions should be organized in order to make the best pattern
and the best print,

- Increasing the number of learners
-Productions gaining a sustainable quality

-As a touristic object and on the tourism route, it takes place at the
activity stations with the acceptance of workshop visits.

-Include in the additional presentation in the local apricot production
and consumption potential

The subject of the article is a qualitative study that aims to update a
handicraft in the Education, Training and Skills section, transfer technical
knowledge of the Bervanik edition, develop artistic capacity, encourage
the use of new skills and new production crafts in a traditional craft related
to cultural heritage, and improve the existing one.

Trial print images and trials; The Original Printing course of the
researcher, who is a lecturer at Malatya Inonii University Traditional
Turkish Handicrafts Department, also includes application studies.
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Photos
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Photo 9: Styrofoam pattern trials
Photol0: Eraser pattern trials

11b
Photoll: Linoleum A4 and Bervanik full-length pattern work (dark blue)

Y e 12b
Photo 12: Linoleum A4 and Bervanik full size pattern moldings (blue)
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Photo 14: Styrofoam mold, prmtmg with pnntmg ink. Copper wax pattern drawing pen

..-... J e

Photo 15: Printing on hand-woven cotton and linen fabrics (flake cloth and hash)

i

Si7b

Photo 16: Printing ink linol raw linen print. Linen cloth as a result of aniline dye blue printing

Photo l? Fabric dyved navy blue print linen cloth. Fabric dye navy blue prmt cotton sensitive cloth
! b

PhotolS Styrofoam mold printing tna] printing paint :md arulule paint

Photo 19: Styrofoam mold printing paint. Styrofoam printing trial linen cloth after aniline dve
Photo20: Trial prints on linen with printing ink (5)

Photo21: Linen cloth linol print aniline dye.
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3 o 22
Photo22: Original unwashed wax batik “Bervanik™ (Aral Archive 2005).

Photo23: Original Bervanik (Aral Archive 20037,
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Photo26: Bervanik hand-carved wood motif patterns detail{Aral Archive 2005).
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Photo28: Son of Bervanikei Hidir describing wooden motif patterns (Aral Archive 2003).
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INTRODUCTION:

The last century of western drama is a sophisticated as well as a
revolutionary epoch with its experimentations, new forms, rich discussions
about dramas’ ontological existence and the motivations it produced in
order to subvert dramatic conventions in terms of the writers, directors,
actors, dramatists and designers. The same case goes for the drama
theorists. While theorists were facing many and diverse theories and
theatre practices than ever before in this century, they have takendrama
studies out from the monopole of the philosophers and literary platform
to the theatre platforms and performance studies established at the
universities. While having built laboratory practices on new theatrical
manners on the one hand, these departments have created significant
studies that discuss in detail and analyse current theatre examples on the
other hand. Academicians, such as Erika-Fischer Lichte, Elinor Fuchs,
Marvin Carlson, Patris Pavis and Hans-Thies Lehmann, carried out studies
that enabled current theatrical practices to be analysed and comprehended.
The postdramatic theatre theory, having been developed especially with
the guidance of Hans-Thies Lehmann, has created such an influence that
almost none of the recent studies made on western drama, especially on
staging, could pass it without taking it into consideration. While serving
as an explanatory guide for the developments in drama that are difficult
to be comprehended on the one hand, postdramatic theatre also created
a theoretical basis that proves its new identity independent from drama’s
norms of dramatic aesthetics.

One of the most important mainstays that present this “new” state of
drama, which provides a basisfor Lehmann’s discourses and which many
theoreticians continued to develop later on, is about the “sign production”
of current staging. Undoubtedly, the semiotics studies, which started to rise
after World War 11, had a great contribution to the huge progress in dramatic
theory mentioned above. While creating a theoretical and terminological
equipment with a more scientific approach on the ongoing philosophical
disputations and problems about the performance manners in particular,
the developments in the field of semiotics also brought a breath of fresh
air to drama studies. Accordingly, it occurred that the structuralists and
post-structuralists took the theatre analysis out of the text’s boundaries and
carried it to a sphere where the priority of signs that comprise staging and
performance are taken as a basis. These interferences created a descriptive
space for the staging practices that proceedwith “a distinctive language
and identity seek of the theatre players”, which can be epitomized with the
concept of “becoming theatric” (Silvia, 2013, p. 40).

It is observable that dramatic theatre established all its signs,ranging
from text writing to staging, upon the identicalness of “the signifier and the
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signified”. According to Martin Esslin, contemporary semiotics theorists,
such as Peirce, Eco, Pavis and Erika Lichte, have determined three
fundamental signs that also exist in dramatic theatre: iconic, indexical and
symbolic signs. Iconic signs are the most basic kind of signs, of which the
meanings are understood at first sight and all drama performances are,
according to Esslin, fundamentally iconic. Every moment of a dramatic
action is a direct visual or auditory sign of the imagination or reality
(Esslin, 1996, p.36). Indexical signs,as the secondary type of signs,place
the beings or things they interrelate to an appropriate context and comprise
spatial and temporal holds for them. Hence, indexical signs produce their
content from their connection to the object they define (Esslin, 1996, p.37).
Smoke is the index of fire; a man,who is walking as if being on a ship that
proceeds totteringly on a wavy sea, is probably a sailor; a gesture, that
points with the finger on a place on the stage as an answer for the question
“where?”, functions as an index. Indexical signs in dramatic theatreare
frequently produced within gestural and proxemic involvements, as in
glancesamong the characters for instance.These kinds of indexes correlate
with issues such as the actor’s presence on the stage, the general rhythm
of the performance and the direct or distant reading of the work. By
bridging between varied moments of the action, they secure the wholeness
and continuance between the episodes that constitute its spine and
thus the consistency of the work (Pavis, 1998, p.183). Being the last of
the three fundamental signs, the symbolic signs, contrary to the iconic
and the indexical signs, cannot be comprehended immediately in their
relationships with the things that make them meaningful. Therefore, the
symbol acquires an interpretation and is based on the agreement between
people. For instance, words in natural languages are symbols based on an
agreement. The fact that a scale figure represents justice is symbolic as
well.

The sign production in dramatic theatre primarily starts with the text
and the word that comprise it. The first function of the text is to establish the
first connection betweenreality and staging in such a way to make mimesis
function, to create a holistic centre for all of the staging components and,
may be most importantly, to enable the repeatability and reproducibility
of the theatrical performance, which is described by many as “writing on
water”. The production in dramatic theatre generally begins with the text
and only the text remains when everything is over (Leach, 2013, p.21).
Each of the iconic, indexical and symbolic signs created in the dramatic
text is a meaning carrier that is preparedso as to build a representational
relationship with real life. The signs created in the textare presented
as narration, plot, characters and time-space via words. Accordingly,
words are the most significant signs of the text. The presented narration
represents the human action, whereas the plot represents the narration.
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While the characters show, to express it with Aristotle’s words, “what we
ascribe as attribute on their part to the acting persons”, time and space are
revealed with the information within the text, sub text (Nebentext) or main
text (Haupttext) in relation to the writer’s statement, message, or theme.
Therefore, the writer’s versatile duty is to write the text by envisioning
all stage elements and create the meaning system within the main text
(dialogue, monologue or didaskalia) as well as the subtexts (the wordless
parts of the text). Doubtlessly, the most important iconic sign in dramatic
theatre is the actor: he/she is a real human being as a sign of the human
being (Esslin, 1996, p.46).

While the sign system of dramatic theatre presents a closed system
with the task to produce meaning in this way and to transmit the statement
which the writer or staging intends to create to the audience by establishing
a homogenous structure, post dramatic aesthetics attempts to create signs
that are full of ambiguities, go to a mediation relationship with the meaning,
fragment it mostly and that liberate the audience’s universe of thought.
Accordingly, a play produced within a postdramatic frame demands to be
comprehended in an open and fragmented way. It is avoided to make the
signs, which are one of the main elements of dramatic aesthetics, reach a
coherent unity or create a synthesis with universal symbolic references in
postdramatic theatre. The new language of theatre approaches the chaos
theory where consistence or synthesis recedes. Reality becomes closer to
changeable and unstable systems rather than closed cycles and the new
theatre acts with a dramaturgy that interconnects fragmented structures
with features such as polyvalence and synchrony, rather than whole
patterns.

Paratactic signs, dream images, mannerist principles, performance
texts, the synchrony of signs, the intensity of signs, rhizomatic connections,
musicality and physicalism stand out as explanatory topics for the sign
production of postdramatic theory’s current staging. In the advancing
chapters of this study, these topics will be focused on and it will be intended
to reveal how the on stage signs are constituted in postdramatic staging.
Thereafter, in the light of this theoretical basis, the theatre of Christoph
Marthaler, who is among the leading directors of postdramatic theatre, will
be scrutinized. As it will be ascertained, in Marthaler’s theatre practices,
postdramatic theatre is not the theatre of meaninglessness, but of polysemy.
The fact that it is not conceivable by means of dramatic conventions rests on
its search for a different theatrical aesthetic, in a way based on its rejection
of these conventions beforehand or its free usage of them.

Paratactic Signs:

The almost universally working feature in postdramatic staging is
based on its endeavour not to produce the hierarchical structure, unlike the
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dramatic regime. A non-hierarchical structure contrasts with the dramatic
tradition that separates theatrical elements as primary and secondary, then
connectsthem in order to guarantee the harmony and comprehensibility
and avoid confusion and disorder. Postdramatic theatre’s main tendency
in this respect is the “paratactic” structure, which is constituted by laying
together the images that are different from each other and of which the
connections are not clear.

Parataxis is a Greek word coming frommapa para “beside” +
ta&ictaxis “arrangement”. Having the meaning “asyndetic coordination”
in linguistics, the term exists as the contrast of syntactic and hypotactic
structures. While syntactic structures are structures in linguistics comprised
with meaningful units juxtaposed so as to form a sentence within the rules
of the relevant language, hypotactic structures are the arranging of similar
but unequal structures by intertwining them in an artistic way. For both
of the sequences are concreteness and hierarchy are in the forefront. For
paratactic structures, on the other hand, the case is that unlike images or
fragmentsare laid together without an explicit connection. Accordingly,
a person, who encounters a paratactic structure, has to create one’s own
connections. Heiner Goebbels’ following statement about how he makes
use of signs in his theatre should be enlightening for comprehending the
paratactic structure in postdramatic theatre:

“I am not interested in incessantly deriving signs... I am interested
in creating a theatre that does not copy and exemplify only one of all
means, is not based on conventional hierarchy, but that instead maintains
its own ability “by participating together”. This means that, for example,
you suddenly watch only the light where the it is very strong and forget
about the text. The costume speaks its own language. There is a distance
between the speaker and the text and a tension between the music and the
text.” (Goebbels, 1996, p.76).

As Goebbels exemplified in his ideas, within post dramatic theatre,
dance, narrative theatre, performing arts and many more genresare
intertwined and all theatrical means are given equiponderant tasks. Signs
composed with staging tools, the theatrical language and with intertwined
types indicate synchronously to different aspects of the meaning. The
result obtained accordingly, is the audience’s changing attitude. Lehmann
explains this attitude with Freud’s concept “evenly hovering attention”,
which he brought in psychoanalytic hermeneutics. Freud has built this
concept upon the analyst’s way of listening to the analysand. Hereunder,
nothing is dependent on understanding straightaway during the listening
process. Rather, the analyst’s perception has to be open to connections,
affinities and clues when least expected. In this way, the meaningis
postponed principally. All minor and senseless details are recorded,

. 145



146 - Emre Yalgin

because these details may turn into something that may become important
within the analysand’s statements. Similarly, postdramatic theatre’s
audience is willing to postpone creating meaning (semiosis) and to store
sensual impressions via the “evenly hovering attention” and not for an
immediately occurring comprehension process (Lehmann, 2006, p.87).

Dream Images

The synthesis phenomenon, which puts a firm stamp on dramatic
theatre, is not only an idea of coherence concerning signs and other staging
components, but also an idea that functions audience oriented. From
ancient Greek tragedies to critical or socialist realist theatre, this idea has
regarded society, whether consisting of various classes or of individuals,
as a whole or a union and structured theatre accordingly. The withdrawal
of the synthesis phenomenon enabled the new theatrical idea to envision
society as heterogeneous and as people each having a special imagination.
This fact intersects with Mallerme’s desire for the sharing of the Parisians’
dream with each other, rather than for daily events in the newspapers.
Many stagings in today’s theatre produce plays resembling dreams’
structure. One of the most essential features of a dream is, according to
Lehmann, that the images, doings or words within are not hierarchical.
Dream concepts form a pattern that resembles collage, montage and
fragments, rather than a consequentially structured array of events. “As a
legacy of surrealism, the dream sets a unique model for a non-hierarchical
theatrical aesthetics” (Lehmann, 2006, p.84).

Mannerist Signs

When focusing on the stylistic features of postdramatic theatre,
traces of “mannerism”, which has been effective in western arts since the
Renaissance, can be observed. Mannerism is an artistic movement that
emerged during the transition stage from High Renaissance to the Baroque
period between the 1520’s and 1580’s. The leading names of this movement,
which developed contemporaneously with the protestant reformation that
divided central Europe and the great plague, which lead to thousands
of people’s death in these years, have receded from Renaissance ideals
in a similar way to the depolitization process of western artists towards
the end of the 19" century. Therefore, by developing a reaction against
classicism’s harmonic rules and Renaissance naturalism, they put the
importance and meaning of the theme in art aside and turned to style and
technique. Artificiality, bizarre and condensed spaces, exaggeration and
contrast, laying together intense and unnatural colours in an inharmonious
way, abnormal sizes, creating mixtures of visual references of classical
motives and antique periods being rendered entirely irrational sometimes
and the grotesque are outstanding features of this movement (Britannica
Encyclopaedia, 2020). Contrary to the Renaissance, Mannerist artist,
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led by names such as Michelangelo and El Greco, abandoned triangular
and circular compositions and produced asymmetrical and dynamic
compositions.

Showing a distaste to closure in art with its tendencies to extremism,
deconstruction, irritating ambiguities and paradoxes, the mannerist
stylistic properties refer to the utilization of signs in post dramatic theatre.
Instead of the contiguity in dramatic narrative, where A is connected with
B and B turns into C and thus creates a line or sequence,the heterogeneous
structure, in which a detail can easily be replaced by another detail, is
frequently produced in post dramatic theatre in a correlating way to the
mannerist equivalence principle. What such a sign structure causes for
the audience is a profound comprehension processof linking the signs to
each other with an active imagination and trying to reveal similarities and
analogies.The fact that the ambiguities, disconnections or inconsistencies,
which emerge in many postdramatic practices, are structured with scenic
poetry, causes a difficult comprehension process that will lead the audience
to seek and find meaning sequences by their own, to uncover cues and
tosigns, which will slip away from their hands the moment they believe to
have discovered their meanings (Lehmann, 2006, p.84).

Performance Text

Even though textuality has a faint place in postdramatic theatre,
performance texts always reflect the interconnections of semiological
elements. The performance text has a determining role for the “linguistic”
text and the “staging-misen scene” text. Therefore, postdramatic theatre
is not simply “a new kind of staging text”. It is rather a new way of signs
utilization. “The here and now rather than representation, what is shared
rather than the experience with communication, presenting rather than
meaning and [producing] an energetic drive rather than knowledge”
(Lehmann, 2006, p.85) constitute the function of the produced signs in
performance texts.

The Simultaneity of Signs

As another phenomenon that shows itself in various practices produced
within postdramatic aesthetics, we can see the simultaneous functioning
of signs. In dramatic theatre is a process in question, in which the cues,
transmitted in any moment of the performance, emphasize only one certain
point and gather at a central place. However, in postdramatic theatre
the paratactically arranged signs lead to an experience of simultaneous
perception. Particularly in stagings in which more than one language is
spoken (Terzopoulos, Yael Ronen), it can be observed that in postdramatic
practices a second level of reality emerges along with the sounds, music,
noises and visuality. This circumstance makes it difficult to catch the
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signs. When additionally there is scarcely any associative support for
thenarration’s or scenario’s sequential connections, the audience’s pursuit
for a coherence or synthesis becomes almost impossible. Placing the signs
in such a simultaneous way also provides a realm of freedom for the
audience, in which they can realise their own choices and structurings. To
abandon the coherence in this way is not a lack in regards to the audience,
but it signifies a reuniting and possessing the liberating possibilities of the
imagination (Lehmann, 2006, p.86).

The Intensity of Signs

Breaking the conventional rules via “intensifying” the signs by
reducing or increasing their numbers has become a precept in postdramatic
theatre. Many staging practices in today’s theatre fulfil this idea. Such
a minimalist usage of the stage space in Tadashi Suzuki’s theatre for
instance, gives room to intense signs, which the actors create with their
bodies. The combination of the physicality (for example, the feet moving
so as to give the impression of walking in the air, while the actors’ upper
bodies and faces hold still as a sculpture or move at a minimal level) and
the stylistic space, which Suzuki created by basing upon Noh and Kabuki
theatres and which comes to light with a strict discipline in the actor’s
training, enables the emergence of a different communication between the
audience and the stage. Suzuki defines the emergence of signs with such a
motion of the actor as cozening:

“This cozening does not arise from an intellectual interpretation
of the text, but rather the act of speech itself becomes a drama... This
transformation is what we call acting. To put it more specifically, the power
of cozening comes to light when the actor applies action and energy for
speech and space and produces a visceral transformation, a miraculousness
that occurs nonstop between him-/herself and the audience” (Suzuki, 2015,
p.21-22).

Suzuki comprises the signs on stage mainly with the dynamism within
the speech and space the actor creates with his/her body.In both areas,
the actors and the minimalism used on the stage space produce intensive
signs for the audience. Directors such as Wilson, Jan Fabre, Michel Laub,
and Christoph Marthaler as well as groups such as Theatre du Radau
and Matschappei Discordia make the audience, who has been extremely
exposed to sign and image within daily life, go through an intense and new
world experience with a similar minimalist approach by using little action,
wide and empty spaces and silence.

The Multiplication of Signs and Rhizomatic Connections

The abandonment of dramatic conventions (coherence, self-identity,
symmetric structure, formal logic, readability, etc.) and the rejection of
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the standardized form of the image in postdramatic practices are realised
as well (frequently) with extravagancies. The array of images being
knot into the tools are disturbed by the multiplication of the signs. What
Deleuze and Guattari suggest with the term “rhizome”, that “realities that
are constituted by unsearchable branching that hinder synthesis and by
heterogeneous connections”, is also becoming prevailing for theatre. The
term rhizome is an opposition against the western thought’s approach of
basing everything with a metaphysical reason on a root, vertical and linear
connections, on hierarchy, as Descartes reflects by comparing philosophy
to a tree. Deleuze and Guattari have referred to an endless horizontal
combination model and to rootlessness with the rhizome, which has a
horizontal body. Having no particular order, the rhizome is a multiplicity
that has never a unity or coherence (Ayitgu, 2016, p.137).

Unlike the tree-like structured traditional western way of perception
and thinking (and the roots of this tree), the rhizome is able to connect
any spot with another and put totally different sign regimes, even non-
sign forms, into play. Hence, it can neither be reduced to “one” nor to
“many”. It consist of dynamic ways, of dimensions and not of units. It
builds multeity. It has nobeginning and no ending, ends in the middle and
rises (Zourabichvili, 2011, p.105).

Such kind of rhizomatic connections produce themselves frequently
in postdramatic staging. Multiplying the space via techniques such as
the division of the stage period into minimal sequences with semi-filmic
takes, sound effects or mapping and the adjoining presence of costumes,
props or stage music without constituting a coherence set a good example
for the multiplication of signs in this manner. Postdramatic dance theatres
that have produced very competent examples in the 1990’s in particular’,
works of ensembles such as La La La Human Steps, artists such as Johan
Kresnik, Wim Vandekeybus and Pina Bausch and stagings of directors
such as Frank Castorf, Andreas Kriegenburg and Réne Pollesch bring the
rhizomatic connections produced with multiplied on-stage signs onto the
stage (Lehmann, 2006, p.91).

Musicality

One of the most significant factors playing a decisive role in the
structuring of signs in postdramatic theatre is “musicality”. This fact
is not correlated with the usage of music in dramatic theatre (providing
coherence, expressing the written audibly or creating ambiences that will

1 See for examples:

La La La Human Steps, Amelia https:/www.youtube.com/watch?v=ZHUSQLEjGAg
Wim Vandekeybus, Blush https://www.youtube.com/watch?v=QtKUONLBP-8
Johan Kresnik, Griindgens https://www.youtube.com/watch?v=fzz0OXDwK0_A

Pina Bausch, Orpheus ve Eurdycei https://www.youtube.com/watch?v=pcaZwlslil4
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lead to mimetic effects), but is equal to an independent “audial semiotic”.
This semiotic develops the idea of “theatre as music”, rather than the
existence of music for theatre.

Directors such as Peter Brook, Arienne Mnouckine, Terzopoulos on
the other hand acquired musicality with speech melodies, speech rhythms,
accents and differences in the speech performances of the actors from
different cultures and different ethnic origins having different mother
languages. Contrary to the thought of some French critics that Japanese
and African actors lose the musicality of the French language, Peter Brook
intended to discover the other and acquire a richer music with such practices.
The intercultural sound figures of speech gestures and polyphonic sounds
brought this rich musicality with it. (Lehmann, 2006. p.91).

Another phenomenon that serves the musicality is the change in the
manner of utilization of the music art itself. For instance, the developments
in electronic music manipulate the sound parameters as required and
hereby provides totally new opportunities for the sounds in theatre (human
and other sounds) to musicalize. While singular tones already consist of
attributes that synthesizers such as frequency, pitch, overtone, timbre
and volume may change, the combination of electronic sounds and tones
engenders a completely new dimension of sound in theatre. With even
newer opportunities computer technologies provide, it is possible today
to change and structure the sound extension of a theatre in order to serve
any staging. Just as the dramatic action cannot proceed any longer, the
musical process can also not be structured in a linear manner any longer
in postdramatic theatre. Rather, vocalic superimpositions that occur
synchronously are prevailing. These superimpositions can occur via sound
compensation and sound recording programs everyone can use easily on
their home computers, tablets and even cell phones and not with expensive
recording technologies of audio systems like before (Lehmann, 2006, p.92)

Corporeality

Lehmann has argued that, despite the effort of catching the expressive
potential of the body within reason, grammar and rhetoric, except the aura
of the physical presence, all the designed meanings disappear. There is
no meaning carried through the body in postdramatic theatre and indeed
signs that permanently wait to be named are presented. The actor’s body,
mostly presented with a shocking physical construction, accordingly
settles in the centre of attraction. Yet, this centricity of the body occurs
within its own corporeality and gesture and not as a meaning carrier.
While rejecting to serve the meaning, the body as a central theatrical sign
exhibits a corporeality that is self-sufficient with its own intensity, potential
of gesture and aura. (Lehmann, 2006, p.95). Furthermore, frequently an
“abnormal” body brings itself into existence in postdramatic practices that
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exceeds the bounds through sickness, disability or deformities and leads
to an entrancement that is not able to sort out the sheep from the goats
and to unease or fear. Therefore, repressed, debauched or marginalized
potentialities of existence come to the forefront in versions of postdramatic
theatre that bear a high degree of corporeality. This approach implies at the
same time a rejection of all the acceptances and conceptions that impose
themselves through the “normalities” in the world.

One of the basics of postdramatic theatre in the process of constituting
the signs is to invalidate the separation of the body from the language and
to reintroduce the spirit zone within the process of sign constitution, which
is a bitter and pleasant corporeality and which Kristeva calls “semiotic”.
This spirit zone contacts the “semiotic”, which Julia Kristeva puts as the
mother’s female language in opposition to Lacan’s definition of language
as “symbolic”, which she regards as the “father’s language”. As Kristeva
puts forward, semiotic is based upon the view that reveals language’s pre-
language, pre-symbolic existing dimension and finds this dimension in the
pre-oedipal period in the specific relationship between the baby and the
mother. Hereunder, the semiotic language provides a source for the urges,
rhythm, energy and libidinal impulses that come out maternally before
the father’s symbolic language (Ozkazang, 2015, p.55-79). Though being
repressed by the symbolic sphere in the phase of entering language, these
impulses defining the semiotic sphere do not disappear completely, but
reveal as the sphere of the desires, fantasies and passions. In this regard,
they get reshaped as “poetic language” and provide source for avant-garde
literature. The “poetic language” presents a paradoxical and heterogeneous
structure that rejects the grammar of the symbolic language and produces
meanings this language labels as irrational. As Kristeva exemplifies from
Mallerme, Joyce and Artaud, this lyricism bears a disruptive qualification
that blows up the subject’s boundaries and re-familiarizes with the body,
which has been marginalised by reason (Kristeva, 1984, s.15-16).

In postdramatic theatre, the body becomes absolute with its moving
from a mental and comprehensible structure towards intensive physicalism.
This is a volte-face. The body correlates with social reality where it does not
demonstrate anything else than itself and turns from the body of meaning
to meaningless gesture (dance, rthythm, kinetic existence, strength etc.).
The only matter is the body alone now and henceforth all social matters
have to get through this pinprick and adapt to a physical or bodily manner
of issue.

Postdramatic Signs in Cristoph Marthaler’s Staging:

These aesthetic qualities of postdramatic theatre practices, which are
made use of in sign constructions notably by musicality, become concrete
in Cristoph Marthaler’s theatre, which occupies an important position in,
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though being Swiss originally, German theatre, which realises stagings
that almost crosscheck the writings of postdramatic theatre theoreticians.
“Having found a distinctive theatrical style” (Till, 2005, p.219). while
reflecting the general features of postdramatic theatre, Marthaler has
rendered primarily a contemporary choir and a structuring musicality
as the fundamental principles. With the advantage of starting his art
life as a musician, he applies music as an attribution of theatre in all
stage components and theatrical processes from acting to stage design,
text writing to stage management and from rehearsals that are based on
improvisation to performances.

Music is in Marthaler’s theatre determining for the total of the
performance. While carrying out this determining role, he is, as a typical
postdramatic attribute, parenthesizing the performance and producing an
aesthetic structure that is removed from signs that create direct meanings,
from coherence, speeches and stories that contain unity, dramatic
conflicts that are based on cause and effect relations and from a linear
plot. Accordingly, ambiguity, incoherency, or “polysemy”, created so as
to go beyond the representation, leave its mark on the stage by the way of
synchronously working signs. The synchronous signs that participate in
repetitions, slowness and paratactic structures, which Marthaler detected
in Wilson’s theatre in particular, produce themselves on Marthaler’s stage
too. By giving the audience the opportunity to rewrite the theatre script
within the performance and freely create the arrangement of meaning with
such a use of signs, Marthaler leads them to a free watching process in
which they hold control of the imageries.

The following statement of the famous director Heiner Goebbels about
the play Kill the European! Kill him! Kill him! Kill him! Kill him! A patriotic
evening (Murx den Europear! Murx ihn! Murx ihn! Murx ihn! Murx ihn
ab! Ein patriotischer Abend, 1993), which has brought the director great
success and continued to be enacted for many years, is insightful in regard
of Marthaler’s theatre and its postdramatic signs:

“There was only a range of different spheres, songs, emotions and
images in Murx. As the audience... we tried to understand the centre focus
of the play. We were already more engaged than we would be in a play
that simply translates the story and the classical theatre script. Looking
beyond the play’s contents (without intending to exclude it), this production
develops a new relationship between the stage and the audience, indeed.
Cristoph Martaler says “we do not complete the songs”. He does also not
complete the narration in any way and this is not a symbolic manner of
performance. It [the production] has a reality of its own on stage: more
than the performance of classical theatre, which is generally right in front
of the audience with its explicit, fictive work... In short, stunningly one has
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the freedom to choose, connect and think about what applies to oneself”
(Goebbels & Lehmann, 1996, 52.)

Kill the European...! (Murx...) is one the productions that exemplifies
Marthaler’s theatre the best. Having been performed for almost 14 years in
Volksbithne and having become a classic by reaching 178 performances,
the play has been characterized as a tragic as well as absurd requiem in
memory of the demolished socialist German Democratic Republic (GDR).
In a design reminding the German Democratic Republic (the stage is a
place that resembles a home for elderly, a dining hall seeming institutive
and public) the play is constituted upon a complex musicality that consists
of Socialist Revolutionary and National Socialist anthems, pop songs,
classical music and folk ballads. 11 actors seeming as if being flung from
real life on a stage, which consists of plastic tables, high walls with plastic
pipes, giant stoves that recall the Nazis’ crematories and a public toilet,
partly play and sing these songs and anthems and partly utter disconnected
lines in a way to create associations about Germany’s history, culture
and even current life.The figures, who seem to be locked somewhere by
the regime because they do not conform to society, but do not show any
sign of discomfort to their condition, wash their hands and drink tea with
mechanical repetitions and start singing the moment they get the signal.
The only ones speaking to each other in the play, though rare, is an elderly
couple. Their conversations, again, are mechanical and based on repetitions.
“Equality rules over the world, but everything is fine in heaven.” “Shall we
take a nap?”,- ““You poisoned the dog”, -“I did not poison the dog”, -“The
poor dog!” Including this elderly couple, all figures are lonely even though
they are together and every (weird) attempt of approach fails (Shevchenko,
2017, p.173-178).The unpleasant and fat woman from these figures firstly
sings an overly emotional song about a good young man. Then a youth
song of German Democratic Republic... Then she starts to tell a story
about her neighbour’s illness and, after a short while, begins to fill her
story with insults. Another figure with leather pants, on the other hand,
reads his mother’s letters aloud. Another man shows his biceps and body to
the audience as if he were a sex symbol. The most foolish one of the women
regularly shows her anger to the foreign looking one (immigrant or refugee).
The foreign looking one, on the other hand, seems to have completely lost
his brain functions. He scratches himself ceaselessly, eats very slowly
and sickeningly, belches and masturbates. Ceaseless repetitions, the same
emphasises, gestures, scenes and profoundly humorously expressed songs
spread throughout the whole play. One of these humorous songs is the
pop song “Thanks” (Danke) from the 1960’s, which contains gratitude for
all the beautiful things in life. The actor, who acts like the master and
personnel of this official institution and is the pianist and cantor of the
group,plays this song on the piano.In every verse, he plays a higher pitch
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and the effort of the actors to take up this new pitch turns to a pitiful
struggle that makes the audience burst into laughter.?

Marthaler produces various postdramatic features simultaneously
and in an interwoven way in this manner in Kill the European... while
creating the on-stage signs. In the indirect relation, which the above-
mentioned characters and the composed “performance text” establish
between Europe’s political and cultural history and the present, signs
emerge that work simultaneously (simultaneous signs), build poly-meaning
arrangements (multiplication of the signs-rhizomatic connections) and
intensify with “repetition” and “slowdown” techniques in various moments
of the play.

We can see “corporeality” as the outstanding postdramatic element
in the sign usage in Marthaler’s theatre. While proving to be a typical
postdramatic director by not reducing the body to a simple object of
representation, Marthaler varies from most of them with the fact that he
does not ground the corporeality on a firm practice in any way and does
not produce a performance that would lead to a physical pain for the actors.
At the root of Marthaler’s rehearsal process lies the relaxation of the
actors. Being a former dramaturgist and having worked with Marthaler,
the director Matthias Lilienthal has decribed his rehearsal processes as
following: “Marthaler devotes almost two third of the rehearsal period to
create a bed for the actors to lay into. The actors find courage to ‘create’
(perform their art) with a sense of comfort”. (Lilienthal, 2000, p.120).

According to Barnett on the other hand, Marthaler has always worried
about “Erschépfung”, which has been translated to other languages with
the meaning “exhaustion” and which mostly took the form of a stage
condition. The root of this term is the verb “schopfen”, meaning “to create”
in German, but it also carries “the meanings to scoop-to scoop out”. As the
affix —erformer showed the perfective form of a verb in German, beside
the meaning of “scoop something out completely”, “Erschopfung”also
carries the meaning of exhausting, tiring out, discharging someone to
further activity. Marthaler’s actors do not experience such a physical
exhaustion on stage. Further, a sleepy state and slowness exist as the main
features of all the characters. This mode of performance corresponds to the
temporality meaning “Zwischenzeit” in German and signifying “to be in
between”, “between time”. Hereby, the characters on stage are discovered
within states and in between the time (Barnett, 2013, p.195). Besides being
not able to change or have an effect on anything, they possess bodies that
move within cycles consisting of repetitive actions, speeches, songs and
gestures.

Another one of the most important postdramatic signs that stands out

2 Seefor “Danke’:https:/www.youtube.com/watch?v=wogECVmzsT0.
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in Marthaler’s theatre is the “dream structure”. According to Lehmann’s
assertion, the main feature of dreams is that the images, movements or
words therein are not hierarchical. The dream concept that frequently
produces itself in postdramatic theatre is formed in a texture resembling
rather a collage, montage and fragment than the consequentially structured
arrangement of the events. Besides this, one of the most significant effects
that the dream structure produces in postdramatic theatre is that it puts
dramatic theatre’s time perception aside. Accordingly, the dream structure
deactivates the linear time, which proceeds with the dramatic action’s
consecutive tensions, developments and climaxes.The dream’s structure,
which is fragmental, incoherent, episodic, works sequence-wise, renders
it temporarily ambiguous where the “beginning, middle or end” is, is
carried out on the postdramatic stage as a strategy in which meaning and
coherence are fragmented perpetually.The sequential lacks of logic lead
the audience to questions about whether the dream features on the stage are
to be perceived as real, ironic or symbolic and to thought processes in this
direction (in a similar way as Freud researched on individuals). The dream
paradigm in Marthaler’s theatre as well is used to disturb the theatrical
plot with its epistemological ambiguity and to withhold the stage and
theatrical material that serves the stage from signs that contain readymade
meanings. Instead, language and images are presented to the audience to
be experienced and it is not allowed for interpretation or explanation on the
stage. Although the audience cannot experience theatre out of time, this
quality of postdramatic theatre attempts to put the linearity of time aside
or at least to render it pretty problematic in the performances so that it can
transmit a self-reflexive theatrical reality on the stage that is rich, does not
submit answers and produces its own sense of time and space (Barnett,
2013, p.188).

In Groundings (2001), another one of his plays, Marthaler produced
this dream structure by bringing together a whole range of “actions” and
“repetitions” that, though each of them is correlated with the main theme
of the production, do not comprise any kind of consistency or coherence.
In the production, which is shaped with the existence of eight maleand
one female actor,just like in Kill the European... collectively shared
moments, solo performances, duets and other small arrangements have
been realised. One of the repetitions that comprises this dream structure,
in which the actors are wholly involved, is the proclamation that the
presumptive flight, the figures will go on a journey with,will be delayed.
The duration of the delay turns, again in a dreamlike absurdity, into a
delay starting from 35 seconds to 8-10 days and starting from January 4,
1984 backwards to 19 years. Every proclamation that is read out gets a
ritualized response from the actors, eight people being at different places
and at different momentscomplain about a disturbing physical problem
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and ask about the nearest pharmacy (Barnett, 2013, p.189). Marthaler has
written in the programme postscript of the play The Butzbach Revolution:
A Permanent Colony (Riesenbutzbach: Eine Dauerkolonie), which he
adopted in 2009, the phrase “a musical-dramatic course of the last days of
consumption”. Again, a dream structure has been produced in the play and
neither a narrative line nor a sensible theme has been presented. Rather,
the scenario has not been created for meaning but for sound, in such a
way as to cause a comparison between Marthaler’s theatre and jazz music.
(Innes & Shevtsova, 2013, p.182).

Finally, we may make mention of the existence of mannerist signs
within the stage structure as an outstanding element in Marthaler’s
productions. The tendency of “centrifugal”, which is known to be
regarded as a danger by dramatic theatre, is viewed in postdramatic
theatre as a strategy to lead the audience’s perception to multiple options
via simultaneously occurring actions on a wide space and, as many of
his contemporary do, Marthaler too applies this strategy in his plays. The
famous designer Anna Viebrock, who put her seal to Marthaler’s various
productions, accordingly has created waiting rooms, institutional rooms,
sport halls, train stations and cafes with extremely big stage designs.
These spaceshave been designed as dystopic public spaces in which each
individual is suppressed and alienated (Ovadija, 2013, p.315), It is always
hard to enter Viebrock’s spaces cognitively. The artificialities of these
spaces, which do not accept proportions, reawaken the “mannerist signs”,
which Lehmann identified in postdramatic theatre. With this artificiality,
mannerist signs constitute interwoven multiple meaning layers.

We observe that mannerist structure features with tendencies of
extremism, deconstruction, disturbing ambiguity and paradoxes are
effective not only in relation to space, but in the whole of the staging
in Marthaler’s theatre. For instance, in the communication between the
actors within the performance and in stage sequences that proceed with
long, monotone repetitions, the mannerist elements produce themselves in
a dominant way. In Kill the European... typical characters we know from
real life (elderly couple, immigrant, hysterical woman etc.) appear before
us in a dystopic atmosphere as figures that are excessive, their presence
being full of ambiguities and possessing an annoying indifference. In a
paradoxical way, these figures are, on the one hand, incompatible with
each other and on the other hand, they are like musicians of a stylized
orchestra, who play their own musical score with a high coordination
within the musicality designed for the whole of the stage.In addition to this,
the signs created in mise-en-scenes and stage direction choices that bear
the performance text in Kill the European... constitute a heterogeneous
structure with a mannerist style in which a detail can easily switch places
with another one, rather than a contiguity in which A is connected with
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B, B turns into Cand thus a line or sequence is created, as is in dramatic
narration.

CONCLUSION:

Giving an opinion about western productions, which present
structures difficult to comprehend within the boundaries of dramatic
aesthetics with their genre and narration features with overly diversities
in terms of forms of theatre practices and motivations, becomes harder
day-by-day. The “postdramatic theory” stands at an identifactory place in
regard to the apprehension and analysis of contemporary stagings that are
autonomous from the laws of mimesis, place staging to the centre with the
motto of theatricality, make use of the dramatic elements at will and put
aside dramatic principles such as unity, coherence, linear time, realism,
representation or reflection, make quick transitions between genres and
get organized within hybrid structures.

As Marthaler tried to exemplify in his productions, postdramatic
stagings render the meaning polysemic beyond representation by sometimes
deconstructing and fragmenting it with techniques such as montage,
collage and fragment, sometimes postponing the meaning in such a way
that the signs always refer to each other, and sometimes placing the meaning
into synchronism, repetitions and paratactic structures. Accordingly,
postdramatic signs are established with qualities and techniques such as
dream sequences, performance texts, paratactic sequences, mannerist
attributions, corporeality and reduction or multiplication of signs. Thus,
the audience lands in an active, productive, or with a more advanced
expression, in a performative process, in which they cannot catch the
meaning at first hand and, by obtaining meaning or representation codes
with associations, are forced to make their own inferences.

As it is seen, Marthaler includes postdramatic signs in his productions
to such an extent to almost crosscheck Lehmann’s detections and ideas.
While putting on the one hand flesh on the bones of Lehmann’s definition
“theatre as music” not music for theatre, the musicality leaving its mark
on Marthaler’s productions indicates a new genre within postdramatic
theatre on the other hand. Creating a new stage grammar between the
stage and the audience where the music takes over the stage and dramatic
conventions are put off, this genre, which we may define as post-musical,
possesses such a strong, theatrical and aesthetic richness that itopens new
production areas for theatre practices and theories.
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