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HOS GELDINiz

SANAT VE ESTETIK DIVANI

Hos Geldiniz

Welcome

Cagri Adil,
Sanat ve Estetik Divani Koordinatoru /

Coordinator of Art and Aesthetics Diwan
*ingilizce Ceviri: Divan ERibi / English Translation: Diwan Team

Saygideger katilimcilar,

Oncelikle vaktinizi ayirip burada gelmenizi iize-
rime bir tesekkiir borcu bilirim. Bugiin Respect
Graduate School biinyesinde diizenlenen Divan
bulusmalarinin 6.’s1 olan Sanat ve Estetik Divam
vesilesiyle bir aradayiz. Bendeniz Cagr1 Adil. Bu
Divan’in koordinatdrii. Bana acilis konusmam icin

verilen bu siire icinde 2 seyden bahsedecegim:

Birincisi: Bugiin neden sanat konusunu ele aliyoruz?

Merhum Fethullah Giilen Hocaefendi, Yeryiizii Mi-
rascilarinin vasiflarini siralarken 8. sirada sanat an-
layisini zikrediyor. Fakat Jules Verne’den yaptig
atif ile heniiz boyle bir yolculuga hazir olmadigi-
muz1 soyleyerek miilahazasimi sonlandiriyor. Sunu
belirtmek gerekir ki bu makale 1994 yilinda yani
bundan yaklasik 30 sene 6nce yazilmistir. O giinden
bu yana durumumuzun hi¢ degismedigini soyle-
mek adaletsizlik olur. Vakia bugiin sanat konu-
sunda daha bilingli olsak da -belki bu hicret ile bera-

Honorable guests,

First and foremost, I consider it my duty to ex-
press my gratitude to you for taking the time to be
here today. We have gathered on the occasion of
the Diwan Meeting on Art and Aesthetics, orga-
nized under the auspices of Respect Graduate
School. My name is Cagri Adil, and I am the coor-
dinator of this Diwan. In the time allotted for my

opening speech, [ will address two key points:
The first: Why are we discussing art today?

The late Fethullah Giilen Hocaefendi, when listing
the characteristics of those who are “Heirs to the
Earth”, placed art and artistic understanding in the
eighth position. However, he concluded his discus-
sion with a reference to Jules Verne, suggesting that
we are not yet ready for such a journey. It is impor-
tant to note that this article was written in 1994—
nearly 30 years ago. It would be unfair to claim that
our situation has not changed at all since then. To-

day, we are undoubtedly more conscious of art, per-



ber Bat'nin da bize katmis oldugu bir 6zelliktir- ha-
len daha tam anlamiyla boyle bir yolculuga hazir ol-

dugumuzu s6ylemek hayli zor.

Gliniimiizde, gecmisin aksine sanat, yalnizca elit
tabakanin tali mesguliyetlerinden biri degil. He-
men hemen hepimiz saniyeler icerisinde milyon-
larca sanat eserine ulasabiliyoruz. Ve aslina baki-
lirsa ister istemez maruz da kaliyoruz. Sosyal
medyada, sokakta, pankartlarda, reklam panola-
rinda... Bununla beraber hic olmadig kadar da ih-
tiya¢ duyuyoruz. Ciinki sanat, baska hicbir seyin
yapamayacagini yapiyor: burada var olmayana
karsi yasadigimiz hasreti yatistiriyor. Icimizdeki

ruhani bosluk ancak sanat ile kapaniyor.

Ozellikle bugiin insanlarin kendi derin manevi
alemleri var ve oralarin giindelik, adi hiiziinlerle
disa vurulmasi pek miimkiin degil. Insan ancak sa-
nat gibi ulvi bir ugras vasitasiyla kendini anlayabi-
lir ve somut bir sekilde ifade edebilir. Eger kisi
boyle bir pencere bulamazsa dini istirap’ icerisinde

kaybolur gider.

Bize diisen ise acilen sanat1 sevmek ve benimse-
mektir. Gectigimiz aylarda Dr. Refii Kilecinin atol-
yesini ziyaret ettigimde daha 6nce hi¢ duymadigim
ve tahmin dahi edemeyecegim su bilgiyi 6grendim:
Arap alfabesinin ilk harfi olan ve diger biitiin harfle-

rin kendisinden olustugu Elif diiz degildir.

Evet, bilinenin aksine ‘elif’ diiz bir cizgi degildir.
Yarim nokta kavisiyle sirt1 sola meyilli, siilfeli

ucuyla bas1 6ne egiktir.

Fakat elifin diiz olmamasi degildir mesele. Mesele
bunu gérmeyisimiz. Daha da acis1 umursamayisi-
miz. Dolayisiyla nasil okumayan, bilmeyen insanin
hicbir sey sevemeyecegi gibi, biz de elifi sevemiyo-

ruz.

10 Elifin kivrimindan zevk alabilmeli insan. Birkac

haps partly due to our migration to the West and
the influence of Western culture. However, it is still
difficult to assert that we are fully prepared for such

an artistic journey.

Unlike in the past, art today is not merely an exclu-
sive pastime for the elite. Nearly all of us can ac-
cess millions of artworks within seconds, whether
through social media, the streets, billboards, or ad-
vertisements. Moreover, we need art now more
than ever. Art does something nothing else can
do—it soothes our longing for what does not exist
here. The spiritual void within us can only be filled

through art.

Especially today, people have deep inner spiritual
worlds, which cannot easily be expressed through
mundane, everyday emotions. One can truly un-
derstand themselves and express their inner world
only through an elevated pursuit such as art. If an
individual does not find such an outlet, they may

lose themselves in ‘spiritual distress’.

Therefore, our duty is to embrace and appreciate
art as soon as possible. A few months ago, during a
visit to Dr. Refii Kileci’s workshop, I learned a fas-
cinating fact that I had never heard or even imag-

ined before:

The Arabic letter ‘alif’ the first letter of the alpha-
bet and the origin of all other letters, is not actually

straight.

Yes, contrary to common belief, alif is not a per-
fectly straight line. With a slight curvature of half
a dot, its back leans leftward, and its head bows
downward. However, the issue is not that alif is
not straight. The real issue is that we fail to see
this—and, more painfully, that we do not even
care. Just as a person who does not read and learn
cannot truly love anything, we, too, cannot appre-

ciate alif.

10 One must learn to find beauty in the subtle curve
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derslik bir egitimle hattat olunmaz belki ama ku-
sursuz bir Elif'ten zevk alinabilir. Her Hizmet ka-
tilimcis1 bir kez olsun eline hint kamigi alip, bir elif

cizmeye calismalidir.

Bunun yani sira; sanat diisiincesi yalnizca eline
firca alip resim yapmay1 gerektirmez. Aksine ak-
lin, giizel veya estetik diistinebilmesidir. Hi¢ sa-
natla ugrasmiyor olabilirsiniz fakat estetik baka-
bilmek sarttir. Kainata manay1 harfi ile bakan in-

san halihazirda bu vasfi yakalamis demektir.

Ozellikle son iic asirda Islam aleminin yasadig1 y1-
kim ile ayni hizda Islami Sanat anlayis1 da 6ziin-
den bir kopus yasamistir. Ve 6ziine dondiirtilmeyi

bekler durumdadir.

Iste Sanat ve Estetik Divan’inin gayesi medeniyet
insasi seriiveninde Islam sanat diisiincesinin ihya-
sina ve sanat diisiincesi vasfinin hazirligina bir ki-

vilcim olmaktir.

Neden sanat sorusunun ardindan bu konusmada
bahsetmek istedigim ikinci konu Divan bulusma-
larinin amacina gelecek olursak; Iran’li sosyolog
Ali Seriati seminerlerine “Sizi rahatsiz etmeye gel-
dim. Ben eroin yahut esrar degilim ki insanlari rahatla-
tayim.” ifadeleri ile baslar. Ve bana soracak olursa-

niz; Divan bulusmalarinin amaci da aynen budur.

Defalarca zikrettigimiz gibi Divan bir miizakere
programidir. Kimse miizakere sonunda rahatlamis
ve eglenmis olarak ayrilmayi beklememelidir. Ak-
sine eger huzursuz ve bir takim degisikliklere git-
meye hazir halde ayrilirsa 0 zaman bu program ba-

sarili olmus demektir.

Bizler Divan bulusmalarinda yilda iki kez bir araya
geliyoruz. Fakat aradaki 6 aylik siirede mola veril-
meden siradaki Divan’in hazirlik calismalari siirii-
yor. Yarinki miizakeremizi atlattiktan sonra da so-
nug bildirgesinin son halinin hazirlanmasi, bir dizi
metin ¢evirileri, genel Divan istisareleri gibi isler

ekibimizi bekliyor olacak.
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of Alif. Perhaps one cannot become a master cal-
ligrapher in just a few lessons, but one can still ad-
mire a perfectly written Alif. Every participant in
Hizmet should, at least once, pick up a reed pen
(qalam) and attempt to draw an Alif.

Moreover, artistic thought is not limited to paint-
ing with a brush. Rather, it is about thinking beau-
tifully and aesthetically. Even if one does not ac-
tively practice any art, developing an aesthetic
perspective is essential. A person who perceives
the universe through the lens of mana-y1 harfi has

already cultivated this artistic sensibility.

For the past three centuries, the destruction experi-
enced in the Islamic world has also led to a rupture

in the essence of Islamic art. Now, it awaits revival.

Thus, the purpose of the Art and Aesthetics Divan is
to serve as a spark for the revival of Islamic artistic
thought and to prepare for the reestablishment of
an artistic perspective as part of civilization-build-

ing efforts.

Following the question of why art, the second point
I would like to discuss is the purpose of the Divan
meetings. The Iranian sociologist Ali Shariati would
begin his seminars by saying: ‘T have come to disturb
you. I am neither heroin nor hashish to make people feel
comfortable.” If you ask me, the purpose of the Divan

meetings is exactly this.

As we have stated repeatedly, the Divan is a plat-
form for discussion and deliberation. No one
should expect to leave the meeting feeling relaxed
or entertained. On the contrary, if participants
leave feeling unsettled and ready for change, then

the program will have succeeded.

We gather twice a year for the Divan meetings, but
during the six months in between, preparations for
the next Divan continue without pause. After tomor-
row’s discussion session, our team will begin work-
ing on finalizing the resolution, translating key texts,

and engaging in general Divan discussions.



17 Biitiin bu ¢alismalar icin bugiin programin ekran

ylizii sevgili moderatoriimiiz Asiye Betiil hoca-
miza, makale yazarlar1 Dr. Refii Kileci, Dr. Ali Ka-
ratay, Mehmet Aydinl;, Dr. Mehmet Gumiiskilig
ve Erkam Aydin hocalarimiza, davetimizi kibar-
likla kabul eden miizakereci hocalarimiza, 6zve-
riyle ¢alisan kiymetli raportor ekibimize ve bugiin
burada olan biitiin katilimcilara tesekkiirlerimi
sunarim. Tesekkiir faslinda genel koordinatorii-
miiz Emine Eser’i ayrica zikretmek isterim. Zira
18 yasindaki bir gence divan koordinatorliigii tek-
lif etmek biiyiik cesaret ister. Bana olan destegi ve

giiveni i¢in ne kadar tesekkiir etsem azdir.

17 For all these efforts, I extend my gratitude to our

dear moderator, Asiye Betiil Hoca, the public face
of today’s program; the article authors: Dr. Refii
Kileci, Dr. Ali Karatay, Mehmet Aydinli, Dr.
Mehmet Gumiiskilic, and Erkam Aydin; the es-
teemed scholars who kindly accepted our invita-
tion to serve as discussants; our dedicated rappor-
teur team, who work tirelessly behind the scenes;
and, of course, all the participants here today. I
would also like to offer a special acknowledgment
to our general coordinator, Emine Eser. Entrust-
ing an 18-year-old with the coordination of a Di-
wan requires great courage. No matter how much
I thank her for her unwavering support and trust

in me, it will never be enough. Thank you.
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Takdim

Introduction

Dr. Suleyman Eris

Respect Graduate School Baskani /

President of Respect Graduate School

*Ingilizce Ceviri: Divan ERibi / English Translation: Diwan Team

Degerli Sanat ve Estetik Divani katilimcilar,

Respect Graduate School rektorii olarak, bu Di-
van1 mimkiin kilan bitiin katilimcilarimizi en
kalbi sevgi ve muhabbetlerle selamliyorum. Divan
gectigimiz iki sene icerisinde gog, cevre, demok-
rasi, yapay zeka etigi ve genclik gibi Hizmetimi-
zin ve insanligin geleceginde son derece kritik rol
oynayacak meselelerle ilgilenmisti. Organizatorle-
rin zaman zaman, acaba sesimizi duyan var mi1
diye endiselendigini tahmin ederim. Hizmet Hare-
keti mensuplari bir varolus miicadelesi icindeyken
bu tiir konularla mesgul olmak gereksizmis gibi
goriinebilir. Ancak yeni bir medeniyetin temelleri
de bir 6nceki medeniyet krizi sirasinda atilir. Bu-
giin, sanat ve estetik konusunun ele almasini da bu
cercevede heyecan verici buluyorum. Elbette, he-
men yarin insanimiz sanatla mesgul olmaya basla-
mayacak. Ancak bu fikirlerin zamanla birikerek
Yerylizii Mirascilarinin yolunu aydinlatacagina

inaniyorum ben.

Dear Art and Aesthetics Diwan participants,

As Chancellor of Respect Graduate School, I extend
my heartfelt greetings to all the participants who
have made this Divan possible. Over the past two
years, the Divan has dealt with issues such as mi-
gration, the environment, democracy, the ethics
of artificial intelligence and youth issues that will
play a critical role in the future of the Hizmet
Movement and of the humanity. I imagine that the
organizers were worried from time to time, won-
dering if anyone would hear their voices. It may
seem unnecessary to engage with such issues when
members of the Hizmet Movement are engaged in
an existential struggle. But the foundations of a new
civilization are laid during the crisis of the previous
one. Itis in this context that I find it exciting that the
subject of art and aesthetics is being discussed to-
day. Of course, our people will not start to engage in
art tomorrow. However, I believe that these ideas
will accumulate over time and illuminate the path
of the Inheritors of Earth.



Hatirlayacagimiz tizere Yeryiizii Miras¢ilarinin 8. ve
son vasf1 sanat diistincesi vasfidir. Ne yazik ki Fet-
hullah Giilen Hocaefendi 1994 yilinda Yeryiizii Mi-
rascilarinin vasiflarini yazarken bu vasfa gelince
yazmay1 birakmis ve muhataplarinin “heniiz boyle bir
yolculuga hazir olmadiklar” gerekcesiyle sGylemek is-
tediklerini soylememisti. Aradan 30 yil gecti ama
sOzil anlayacak Kkitleyi yetistirme gérevi de, o son

s0zil sOyleme vazifesi de sahiplerini bekliyor.

Bir sanat ve estetik diisiincesinin gelistirilmesi
mesajin1 evrensel bir dille iletmek isteyen her ha-
reketin giindeminde olmalidir. Miizigin, resmin,
sinemanin, edebiyatin evrensel dili, tipk: felsefe-
nin evrensel dili kadar 6nemlidir. Sanat sadece bir
haz etme mekanizmasi degil, ayn1 zamanda 6g-
renme ve Ogretme mekanizmasidir da. Giizel bir
zarf, mazrufunu da giizellestirir. Giizel hakikatler
giizel sozlerle, giizel resimlerle, giizel bir miizik

esliginde ifade edildiklerinde daha da giizellesirler.

Sanat yolculugumuz gecikmis olabilir. Ama biis-
biitiin de atil gegmedi bu 30 yil. Respect Graduate
School biinyesinde Tiirk Din Musikisi, Tilavet Sa-
nati ve Makam Bilgisi gibi dersler diizenledik me-
sela. Gegtigimiz donem diizenlenen Sanat ve Este-
tik Diisiincesi dersimiz de Yeryiizi Mirascilarinin

Vasiflari cercevesinde ele alinmuis bir dersti.

Sanat ve Estetik Divani’'nin sonug bildirgesinin de en
azindan Respect Graduate School'un ilgili depart-
manlarinca takip edileceginden emin olabilirsiniz.
Kisa bir siire sonra kurumsal akreditasyonunu aldi-
ginda Respect Graduate School sanat faaliyetlerine
ve sanatla ilgili derslere daha fazla vakit ve imkan ay1-
rabilecek bir duruma gelecektir. O giin geldiginde bu
Divan’da alinan kararlar1 bir ilk baslangic noktast

olarak kabul edebilecegimizi diistiniiyorum.

Bu duygularla hepinizi yeniden selamliyor, Di-

van’a basarilar diliyorum.

As you may remember, the 8th and last qualification
of the Inheritors of Earth is the qualification of artis-
tic thought. Unfortunately, when Fethullah Giilen
Hocaefendi was writing about the qualities of the In-
heritors of Earth in 1994, he stopped writing when
he came to this quality and did not say what he
wanted to say on the grounds that his interlocutors
“were not yet ready for such a journey”. Thirty years have
passed, but the task of raising an audience that will
understand the word and the task of saying that last

word are both waiting for their owners.

The development of an idea of art and aesthetics
should be on the agenda of any movement that
wants to convey its message in a universal lan-
guage. The universal language of music, painting,
cinema, literature is as important as the universal
language of philosophy. Art is not only a mecha-
nism for pleasure, but also a mechanism for learn-
ing and teaching. A beautiful envelope beautifies
its content. Beautiful truths become even more
beautiful when they are expressed with beautiful

words, beautiful pictures, beautiful music.

Our artistic journey may have been delayed. But
these 30 years have not been completely idle. For
example, we organized courses such as Turkish Re-
ligious Music, Art of Recitation and Makam
Knowledge within Respect Graduate School. Last
semester’s course on Art and Aesthetic Thought was

a course on the Qualities of the Inheritors of Earth.

You can be sure that the final declaration of the Art
and Aesthetics Divan will be followed at least by the
relevant departments of Respect Graduate School.
When Respect Graduate School receives its institu-
tional accreditation in the near future, it will be in a
position to devote more time and resources to artis-
tic activities and art-related courses. When that day
comes, | believe that we can take the decisions taken

at this Divan as a starting point.

With these feelings, I greet you all once again and

wish the Divan success.
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Sinema Uzerine

On Cinema

(Kisaltilmis makale®)

Mehmet Aydinli,

Yonetmen & Senarist / Director & Screenwriter
*Ingilizce Ceviri: Divan ERibi / English Translation: Diwan Team

“Not: Elinizdeki metin yazarin kapsamli metninin kisaltilmasiyla olusturulmustur. Kapsamli

metne ulasmak icin:

Sinema Uzerine; https://tr.hizmetwiki.com/wiki/Dosya:Sinema_Uzerine_-_Mehmet_Aydinl.pdf

Note: This is an abridged version of the author’s comprehensive text. To access the comprehensive text:
On Cinema (Turkish); https://tr.hizmetwiki.com/wiki/Dosya:Sinema_Uzerine_-_Mehmet_Aydinl.pdf

inemay1 konusabilmek i¢in oncelikle sine-

manin bir sanat olarak bizim icin ne ifade

ettigine bakmamiz gerekiyor. Tiirkiye'de
maalesef sanat egitimi diger biitlin alanlardan ¢cok
daha geride. Bu alanda yazilmuis 6zgiin literatiir
Bat1 diinyas1 ile kiyaslanamayacak kadar zayif.
Terctime metinlerin ise biiyiik cogunlugu soguk
savas yillarmin izlerini tasiyor ve propaganda
amach yazili metinler. Modern Tirkiye insaninin
sanat hakkindaki fikirleri popiiler medya organla-
rinda gordugii ile sinirh. Sarkicilara sanatci den-
mesi bunun bir gostergesi. Bir de sanatcilarin “Ne
yapsa yeridir.” denip eksantrik olduklar1 en kabuli
var. Bir diger tarafta ise “Zinhar olmaz.” diyerek sa-
natin hemen hemen her tiiriine ‘teoride’ karsi
olanlar var. Bu metnin hedef kitlesini sanat ve fel-
sefeye lise ve iizeri seviyede ilgi duyanlar, sanatin
ve ozellikle sinemanin ‘diinya goriisit kurma’ gii-

clinii anlamaya calisanlar olarak tanimlayabiliriz.

n order to talk about cinema, we first need to

look at what cinema means to us as an art

form. Unfortunately, art education in Turkey
is far behind all other subjects. The original litera-
ture in this subject is incomparably weaker than in
the Western world. The vast majority of translated
texts bear the traces of the cold war years and are
written for propaganda purposes. Modern Turk-
ish people’s ideas about art are limited to what
they see in the popular media.The fact that singers
are referred to as artists is an indicator of this.
There is also a prevailing notion that artists can do
no wrong and that they are inherently eccentric.
On the other hand, some oppose almost all forms
of art ‘in theory,’ insisting that it should be rejected
outright. The target audience of this text can be de-
fined as those who are interested in art and philos-
ophy at the high school level and above, and those
who are trying to understand the power of art and

especially cinema to ‘construct a world view’.


https://tr.hizmetwiki.com/wiki/Dosya:Sinema_%C3%9Czerine_-_Mehmet_Ayd%C4%B1nl%C4%B1.pdf
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Bu ¢alismanin genel kabul gérmiis yorumlara ve kav-
ramlara yaklasimi skeptik olmakla birlikte pek cok
yerde bunlari ‘dogru’ kabul edip kendi tezlerinin pe-
sinden gitmektedir. Uzerinde calisilan alanin dogast
geregi cogunlukla interdisipliner ve zaman zaman
eklektik da olma zorunlulugu dogmustur. Yine de
olabildigince ‘pseudo’ (sahte) kavram ve yaklasimlar-
dan uzak durmaya calistik. Bitiin bu ¢abamiza rag-
men diinyay1 saran bilgi kirliligi ve dezenformasyona
kars1 okuyucunun her zaman oldugu gibi bu metinde
de uyanik olmasi gerekmektedir. Modern felsefenin
ve modern bilimlerin cercevelerinin disina ¢ikma-
maya 6zen gosterdik bununla birlikte ¢alismadaki
pek cok onerme, sonuclanmamis ve siiregelen pek
cok tartismanin ve goriis ayriliklarinin oldugu alan-
larda, konulari basite indirgeyip asil konulara dikkat
cekme niyetinde oldugu icin, olabildigince net bir
durus sergileme ¢abasi icindedir. Okuyucu konularla
ilgili derinlikli okumalarini kendi gayretleri ile mut-

laka siirdiirmelidir.

Tanimlar
Sanat

Sanatin mevcut genel kabul gormiis tanimlarini
toparlamak i¢in kapsamli bir ¢alisma yapmak ge-
rekir. Ne var ki burada biz, sanat derken neyi kas-
tettigimizi ifade ederek calismamizin sinirlarini

belirlemeye calisacagiz.

Sanat, insanin yasadig diinyay1 anlama ve yorum-
lama sekillerinden biridir. Insani, bilincli, dzglr
iradesi ile, icine diistiigii varlik alemini anlamaya
calisan, bunu yaparken biitiin duyu, diistince ve
hislerini kullanan bir canli olarak gorebiliriz. Sa-
nat, hem kognitif bir siirectir hem de duygu ve sez-

giler, sanat eylemi sirasinda aktiftir.

Sanat dedigimiz sey genellikle sanatcinin evreni bir
cerceve icine alma cabasidir. Evren duyularimiz
icin sonsuzdur. Sanat¢i1 bu sonsuzluk i¢inde bilingli,
arka planda sanatsal bir irade ile, bir cerceve cizer
ve muhataplarina sunar. Bir yagliboya tablo biitiin

evreni icine sigdirmaz. S6zgelimi resim sanatgisi

The approach of this study to widely accepted in-
terpretations and concepts is skeptical; however,
in many instances, it accepts them as ‘true’ and
pursues its own theses. Due to the nature of the
field of study, the study is mostly interdisciplinary
and at times eclectic. Nevertheless, we have tried
to avoid ‘pseudo’ concepts and approaches as
much as possible. Despite all our efforts, the reader
must remain vigilant against the widespread mis-
information and disinformation that pervades the
world, in this text and beyond. We have made a
conscious effort to remain within the frameworks
of modern philosophy and modern sciences. How-
ever, many propositions in this study, in seeking to
distill complex and ongoing debates into their es-
sentials to highlight the core issues, also strive to
adopt the clearest stance possible. The reader is en-
couraged to pursue an in-depth reading of the is-

sues on their own.

Definitions
Art

To summarize the current generally accepted def-
initions of art would require a comprehensive
study. However, here we will try to define the
boundaries of our study by expressing what we

mean by art.

Art is one of the ways in which humans under-
stand and interpret the world they live in. We can
view humans as beings who, with conscious and
free will, seek to make sense of the realm of exis-
tence they find themselves in, engaging all their
senses, thoughts, and emotions in the process. Art
is both a cognitive process and an act in which

emotions and intuition play an active role.

What we call art is often the artist’s attempt to
frame the universe. The universe is infinite to our
senses. Within this vastness, the artist consciously,
guided by an underlying artistic intent, draws a
frame and presents it to their audience. An oil

painting does not contain the entire universe; in-
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(ressam), biitiin evren icinde; bazen bir vazo ve icin-
deki cicekleri, bazen bir doga parcasini, bazen bir
insani1 cerceve icine alir. Biitlin evreni degil de kendi
sectigi dar bir alanin1 bize gosterir. Sanatci bazen,
sonsuz sesler icinde bazi sesleri secer ve bu sesleri
cogu zaman kendisi yeniden diizenler ve notalara
doker. Cogu zaman bu is i¢in 6zel olarak imal edil-
mis miizik enstriimanlarindan ve mesela insan se-
sinde faydalanir. Ama yine de icra edilen eylem,
sonsuz sesler evreninde bir cerceve cizmektir. Bir
miizik eseri baslar ve biter, bazi sesleri cerceve icine
almistir. Bir 6ykii anlaticisi, —Alfred Hitchcock’un
deyimiyle— hayatin sikict kisimlarinmi atar ve yine
insana sonsuz segenekler sunan hayat iginde bir
bolgeyi cerceve icine alarak, s6z gelimi bir karakte-
rin bagindan gecen bir olay1 anlatir. Bunu yaparken
de pek cok bi¢imsel unsurdan faydalanir. Bir sanat
eserinin ihtiva ettigi biitiin unsurlar, biitiin yakla-
simlar, sanatcinin ‘sanatsal iradesinin’ sonucu, sanat
eseri icinde yer alir. Bu eylem sirasinda sanatginin,
cogunlukla gercekligi kopyalamak, yansitmak, tek-

rar etmek gibi bir amaci vardir.

Sanat1 sanat yapan sey bize gérmedigimiz bir seyi
gostermek olabilecegi gibi, her zaman gordugi-
miiz bir seyi hi¢ gérmedigimiz bir sekilde goster-
mek de olabilir. Ayni sekilde sanat, hayatin karma-
sas1 i¢inde anlamini ¢6zemedigimiz ayrintilar1 gii-
riiltillerinden arindirarak sade bir hale getiriyor
olabilir. Ya da ¢ok basit gordiigimiiz seylerin,
olaylarin ya da kisilerin farkl bir sekilde, karma-
sik olabilecegini gosteriyor da olabilir. Biitiin du-
rumlarda estetik bir duygu olusturan sey, sanatci-
nin tercihleri ve gercekligi yeniden diizenlemesi-
dir. Sanatcy, icerik olarak neyi se¢mistir, bu icerigi
bize nasil gostermektedir? Hayatta her an karsi-
miza cikabilecek alelade seyler, sanat¢inin belirle-
digi siralama ve miktarda sanat eserinde bulunur,
yani gercegi abartma ya da tam tersi soniimleme,
sanatin gercek tizerinde uyguladig1 operasyonlar-
dan kaynaklanmis olabilir. Hayat, sanatcinin
elinde bizi sasirtacak, izecek, sevindirecek, heye-
canlandiracak ya da diisiindiirecek bir kilikta ye-

niden karsimiza cikar.

stead, the painter might frame a vase with flowers,
a landscape, or a human figure, showing us a care-
fully selected, limited portion of reality rather than
the whole. The artist sometimes selects certain
sounds from the infinite expanse of sound and of-
ten rearranges and transcribes them himself. He
frequently relies on specially crafted musical in-
struments and, for example, the human voice. Yet,
the act remains the same like framing a segment
within the limitless universe of sound. A piece of
music has a beginning and an end, enclosing spe-
cific sounds within its boundaries. Similarly, a sto-
ryteller, as Alfred Hitchcock put it, removes the
dull parts of life and frames a particular segment
within the vast array of human experiences, nar-
rating, for instance, an event that befalls a charac-
ter. In doing so, he employs various formal ele-
ments to shape the story. All the elements, all the
approaches contained in a work of art take place in
the work of art as a result of the artist’s ‘artistic
will’. During this act, the artist often has the aim of

copying, reflecting and repeating reality.

What makes art ‘art’ may be that it shows us some-
thing we have never seen before, or it may show us
something we have always seen in a way we have
never seen. In the same way, art may be simplify-
ing the details whose meaning we cannot decipher
in the chaos of life by clearing them of their noise.
Or it may show us that things, events, or people
that we see as very simple can be complex in a dif-
ferent way. In all cases, it is the artist’s choices and
rearrangement of reality that creates an aesthetic
feeling. What has the artist chosen as content?
How have they presented it to us? Ordinary things
we encounter daily appear in an artwork in a care-
fully determined order and proportion. This
means that exaggerations or, conversely, under-
statements may arise from the artistic interven-
tion applied to reality. Through the artist’s hands,
life reappears before us as transformed into some-
thing that surprises, saddens, delights, excites, or

provokes thought.
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Antik Yunan’da sanatin (yani tragedya sanatinin),
tipk1 bugiin baz1 hastaliklarin tedavisinde kullani-
lan as1 tedavisi gibi bir fonksiyonu oldugu disii-
niilmiistiir. Sahnede dramatik olarak diizenlenmis
bir oyun izleyen seyirci, kotilugiin ve kotiilerin
cezalandirildigini goriir. lyi ve kotii arasinda ter-
cih yapan karakterler goriir. As1 icindeki zayiflatil-
mis mikroplarla savasmay1 6grenen viicuttaki sa-
vunma hiicrelerinin hastaliga kars: bagisiklik ka-
zanmasi gibi, sahnedeki kotiilitk de zayiflatilmis
bir haldedir. Tiyatro ya da sinema seyircisi otur-
dugu koltukta giivendedir. Seyirci kendisini, ah-
laki tercihler yapmak zorunda kalan karakterler
yerine koydukc¢a, 6zdeslestikce onlar1 ahlaki si-
navlarinmi tecriibe etmis olur. Boylece gercek ha-
yattaki kotiilige kars: bagisiklik kazaniyor olma

ihtimali ortaya ¢ikar.

Sanat ve ahlak arasinda daha kapsamli bir incele-

meyi sonraki boliimlerde yapacagiz.
Anlati

Anlati, Ingilizce’de ‘narrative’ olarak ifade edilen
semsiye bir kavramdir. Kabaca 6ykii anlatim im-
kanlarinin tiimiinii ifade eder. Bu baglamda cocuk-
larin oyunlari, s6z gelimi gercekte o fonksiyonu ta-
simayan nesneleri baska bir nesneymis gibi kullan-
mak (plastikten imal edilmis 5 cm biiyiikliigiinde
ucak sekli verilmis bir nesneyi gercek bir ucak ola-
rak hayal etmek), anlati (narrative) semsiyesinin al-
tinda kabul edilir. Hakeza, dedikodu da anlatinin
bir alt daldur. iki kisi dedikodu yaparken kulak ka-
bartirsaniz anlaticinin bazi kisi ve olaylar1 segerek,
bir siralama ve diizen icinde, bir cerceve cizdigine
sahit olursunuz. Daha 6nce verdigimiz sanat tani-
mina uygun bir durum s6z konusudur. Gazete ha-
berleri, YouTube videolari, edebi anlamda 6ykii ya

da roman, siir, fikralar hep anlati tiirleridir.

Edebi anlati tiirleri de kendi arasinda ikiye ayrilir:
Kurmaca (fiction) ve kurmaca olmayan (non-fic-
tion). Alemdag’da Var Bir Yilan, Sait Faik Abasiya-
nik’in ykiilerinden olusan kurmaca bir eserdir.
Hey Koca Yurt, Halikarnas Balik¢isi'nin denemele-

rinden olusan, yer yer kurmaca mitolojik 6ykiilere
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In ancient Greece, art (i.e. the art of tragedy) was
thought to have a function much like the vaccine
therapy used today to treat certain diseases.
Watching a dramatically organized play on stage,
the audience sees the evil and wicked punished.
They see characters making a choice between good
and evil. Just as the body’s defense cells learn to
fight weakened microbes introduced by a vaccine
and become immune to the disease, the evil pre-
sented on stage is also weakened. The theater or
cinema audience remains safe in their seats. As
they put themselves in the shoes of characters fac-
ing moral dilemmas and identify with them, they
vicariously experience their ethical struggles. This,
in turn, creates the possibility of developing im-

munity to real-life evil.

We will take a more comprehensive look at the relation-

ship between art and morality in the following chapters.
Narrative

Narrative is a broad umbrella term in English, en-
compassing all forms of storytelling. In this con-
text, children’s games, including using objects in
imaginative ways, like pretending that a 5 cm plas-
tic airplane is a real aircraft, fall under the category
of narrative. Similarly, gossip is also a subcategory
of narrative. If you listen closely to a conversation
where gossip is being exchanged, you will notice
that the storyteller selects certain people and
events, arranges them in a particular order, and
frames them in a structured way. This aligns with
the definition of art we previously discussed.
Newspaper reports, YouTube videos, literary sto-
ries or novels, poems, anecdotes are all narrative

genres.

Literary narrative genres are also divided into two
types: Fiction and non-fiction. Alemdag’da Var Bir
Yilan (There’s a Snake in Alemdag) is a work of fiction
composed of stories by Sait Faik Abasiyanik. Hey
Koca Yurt (Oh big Land) is a work of non-fiction con-

sisting of essays by the Fisherman of Halicarnassus,
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yer verse de, kurmaca olmayan bir eseridir. Kur-
maca; yazarin gercekte olmayan unsurlardan fay-
dalanarak, karakterlerin baslarina gelen olaylar:
okuyucusuna aktardigi bir tiir haber verme, an-
latma yontemidir. Kurmaca bir eser tamamen ha-
yal iiriint olabilecegi gibi gercekte vuku bulmus
olaylar1 ekleme ve ¢ikarmalarla anlatiyor olabilir.
Ne var ki tamamen (yazarin bakis acisi, se¢cimleri
olmadan) vuku buldugu sekliyle okuyucuya akta-
ran eserlere kurmaca denmez. Destan ve efsaneler,
oral kiiltiir icinde nesilden nesile aktarilmis kur-
maca eserlerdir. Destan ve efsanelerde genellikle,
anlatic1 bir taraf tutar ve bunu acikc¢a belli eder.
Aslinda hicbir kurmaca eser, anlaticisindan ba-

gimsiz diistiniilemez.

Sinema

Her seyden once sinema, anlati semsiyesinin al-
tinda bir sanat olarak goriilmelidir. Tipki hikaye,
roman ya da siir gibi. Oral 6ykii (ag1z yoluyla akta-
rilan Sykiiler) anlatma gelenegi gecmiste oldugu
gibi bugiin de, her an devam ediyor. Insanlarin co-
gunun birbirlerine s6zlii olarak bir seyler anlatma-
diklar1 bir giin bile yasamadigini soyleyebiliriz.
Sozlii anlat1 eylemi gerceklesirken bir tiir perfor-
mans gerceklestirilmektedir. Yazinin olmadig:
uzun yillar 6nce anlati, sadece sozliiydii ve sadece
performans yoluyla kopyalanabiliyordu. Zaman
icinde matbaa ve sonralar1 teknolojik-elektronik
devrimle birlikte ‘anlati’ sadece performans ol-
maktan ¢ikt1. Onceleri kisitl imkanlarla kayit edi-
len ve kisith olarak cogaltilan anlatilar bugiin tek-
nolojinin yardimiyla diinyanin her yerine, saniye-
ler i¢inde yayilabiliyor, cogaltiliyor ve yeniden

temsil ediliyor.

Bir besteci tarafindan bestelenen bir miizik eserinin
notalarin1 kaydedip kaydetmemek bugiin nere-
deyse hic diisiiniilmez. Onceleri diinyanin pek cok
yerinde besteciler eserlerini notalar seklinde kay-
detmeyi abes goriiyorlardi. Clinkii bir miizik par-
cast sabit ve statik bir varlik degil, icra (performans)
ortami ve zamanina bagiml dinamik bir tecriibe

olarak dusiinilityordu. Eserin icra edildigi anda,
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although it sometimes includes fictional mytholog-
ical stories. Fiction is a kind of informing and nar-
rating method in which the author conveys the
events that happen to the characters to the reader
by utilizing elements that do not exist in reality. A
work of fiction can be entirely imagined, or it can
recount real events with added or altered details.
However, works that present events exactly as they
occurred, without the author’s interpretation or
choices, are not considered fiction. Epics and leg-
ends are works of fiction passed down from gener-
ation to generation in oral culture. In epics and leg-
ends, the narrator usually takes a side and makes
this clear. In fact, no work of fiction can be consid-

ered independent of its narrator.

Cinema

First of all, cinema should be seen as an art form
under the umbrella of narrative. Just like stories,
novels or poetry. The tradition of oral storytelling
continues today, as it did in the past, at every mo-
ment. It is safe to say that there is not a day that
goes by when most people do not tell each other
something orally. The act of oral narration is a
kind of performance. For many years before there
was writing, narrative was only oral and could
only be copied through performance. Over time,
with the printing press and later the technological-
electronic revolution, ‘narrative’ ceased to be just
performance. Narratives, which were previously
recorded and reproduced with limited means,
could now be spread, reproduced and re-repre-
sented all over the world within seconds with the

help of technology.

Today, it is almost unthinkable not to record the
musical notes of a composition written by a com-
poser. In the past, however, in many parts of the
world, composers considered it absurd to record
their works in notation. This was because a musi-
cal piece was viewed not as a fixed and static en-
tity, but as a dynamic experience dependent on the

performance environment and time. At the mo-



17

18

19

20

dinleyenler, seyirciler, ortamin mekanin kendisi, ic-
racilarin duygu durumlari, hepsi bir arada ‘unique’
biricik bir an olarak tecriibe ediliyordu. Antik Yu-
nan’da, yine antik caglarda Hindistan'da notalar
vardi, kullaniliyordu ama ¢ogunlukla ikinci plan-
daydi. Usta icracidan, cirak icraciya tevariis eden
performansa dayali usuller, notalardan daha 6nem-
liydi. Bugiin de bu gibi performans 6ncelikli ve no-
talarin biiyiik 6lciide 6nemini yitirdigi, icra agirlikli
miizik faaliyetlerine 6zellikle caz miizigindeki do-
gaclama ya da jam-session” ad1 verilen 6zel icra du-

rumlarinda yine rastlayabiliyoruz.

Ayni sekilde 6yki anlaticilign da ¢ok uzun yillar
performans oncelikli bir etkinlikti. Her 6ykii anla-
ticis1 Oykiiye kendinden bir seyler katabiliyor ya
da Oykiiyt o anki dinleyicilere gore yeniden dii-

zenleyebiliyordu.

Anlati hakkindaki harika kitabinda Kanadali gaze-
teci Robert Fulford diyor ki; “Iletisim kurma yontem-
lerimiz arasinda, hikaye en rahat, en islevsel ve belki de
en tehlikeli olamdir. Kiiltiirleri ve nesilleri asan, yiizyil-
lardir insanliga eslik eden hikayeler hepimize temas eder.
Olaylar: bir masal seklinde bir araya getirmek yediden
yetmise hepimizin hosuna giden tek iletisim ve eglence

yontemidir.”

Robert Fulford'un daha sonra The Triumph of Nar-
rative adiyla kitap haline getirilen meshur Massey
Konferanslari’'nda yaptigi konusma, bu alanda ya-
pilmis en derli toplu ¢calismalardan biri olarak dik-
kat ¢cekmektedir. Bu kitap, Anlatinin Giicii adiyla,
Tiirkce olarak da yayinlandi. Ayn1 sekilde Jonat-
han Gottschall'in The Siorytelling Animal, anlatinin
insan i¢in ne denli 6nemli oldugunu vurgulayan

onemli calismalardan biri.

insan, insan disindaki her seyi insanlastirma ca-
basi i¢indedir ve insan dis1 her sey icin bir 6yki
yazabilir, insan dis1 her seyi insana benzeyen bir
karaktere déniistiirebilir. Iste bu sebeple Giines ve
Ay tutulmalari icin anlasilabilecegi tizere 6liim ve

dirilis 6ykileri yazilmisti. Tutulmalar bu goék ci-
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ment of performance, the listeners, the audience,
the setting itself, and the performers’ emotional
states all combined to create a ‘unique’ experience
in that specific moment. In Ancient Greece and in
ancient India, notation existed and was used, but it
was usually secondary. The methods passed down
from master performers to apprentices, based on
live performance, were considered more impor-
tant than the written notation. Even today, we can
find similar performance-oriented musical activi-
ties where the significance of written notes has
largely diminished, particularly in improvisation
or jam sessions in jazz music, where the focus is

primarily on the performance itself.

In the same way, storytelling was a performance-
oriented activity for many years. Each storyteller
could add something of themselves to the story or
reorganize the story according to the audience of

the moment.

In his wonderful book on narrative, Canadian
journalist Robert Fulford writes: “Of all the ways we
communicate, story is the most comfortable, the most
functional and perhaps the most dangerous. Transcend-
ing cultures and generations, accompanying humanity
for centuries, stories touch us all. Putting events together
in the form of a tale is the one form of communication

and entertainment that we all enjoy regardless of age.”

Robert Fulford’s speech at the famous Massey Con-
ferences, later published as The Triumph of Narrative,
stands out as one of the most organized works in this
field. This book was also published in Turkish under
the title ‘Anlatimin Giicii’ (The Power of Narrative). Sim-
ilarly, Jonathan Gottschall’s The Storytelling Animal is
one of the most important works emphasizing the

importance of narrative for human beings.

Human beings strive to humanize everything that is
not human, and can write a story for everything
that is not human. They can transform everything
that is not human into a human-like character. This
is why, as can be understood from solar and lunar

eclipses, stories of death and resurrection were
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simlerinin 6liip yeniden dirilmeleriydi. Iskandinav
mitolojisinde dev bir kurt, diinyanin sonunda Gii-
nes ve Ay1 yakaliyor ve yutarak tutulmalarina se-
bep oluyordu. Bir hindu mitolojisinde Ejderha
Rahu, Ay ya da Giines’i yakalamay1 basardiginda
tutulma gerceklesiyordu.

S6z gelimi 1861’de gokyiiziinde beliren kuyruklu
yildiz, ayni y1l patlak veren Amerikan I¢ Savas: icin
goksel bir uyari niteliginde olabilir miydi? (Gokyii-
ziinde olan bitene anlam vermek icin bir baska caba
daha.) Asagidaki karikatiir, dénemin Amerikan
Konfedere Devletler baskani Jefferson Davis’e ben-

zetilen yiiziiyle bu soruyu akla getiriyor.

—— — -
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written. Eclipses were seen as the death and rebirth
of these celestial bodies. In Norse mythology, a gi-
ant wolf catches and devours the Sun and Moon at
the end of the world, causing the eclipses. In Hindu
mythology, the dragon Rahu causes an eclipse when

it manages to capture the Moon or the Sun.

For example, could the comet that appeared in the sky
in 1861 have been a celestial warning for the American
Civil War that broke out that same year? (Another at-
tempt to make sense of what happens in the sky.) The
cartoon below this text, with a face resembling that of
Jefferson Davis, the president of the Confederate

States at the time, brings this question to mind.

22 Teleskop yardimi olmaksizin gozlemlenebilen ge-

zegenler neden siirekli yer degistiriyorlar? Bu ga-
rip ama —uzun vadeli olsa da— diizenli hareketle-
rinin ardinda nasil bir hikaye yatiyor? Insan goksel
olaylarin ardinda neden bir hikaye arayisindadir?
Insanligin anlat1 iiretmeye ya da dinlemeye bagim-
lilig1 cok renkli, eglenceli hatta bazen acikli sonug-

lar dogurmustur: Oykiiler.

23 Akil Cagy, bilimsel devrim, bilisim ¢ag1 derken bugiin
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Why do planets that can be observed without the
help of a telescope keep moving? What is the story
behind their strange but regular —albeit long-
term— movements? Why does man search for a
story behind celestial events? Humanity’s obses-
sion with producing or listening to narratives has
led to many colorful, entertaining and sometimes

even tragic results: Stories.

The Age of Reason, the scientific revolution, the in-

formation age, even today, print and digital media



bile basili ya da dijital medya {izerinde zodyak' ve in-
san tizerindeki etkilerine dair ¢ok sayida ve cesitli an-
latilar {iretiliyor. Bu sayede insan, aslinda tabiat ile
kendi varlig1 arasinda bir bag kurmaya calisiyor. Do-
gum saatinde yildizlarin ve diger gok cisimlerinin
konumlar1 kisinin karakterini belirliyor ya da kade-
rine dair bir seyler soyliiyor olabilir mi? Bilim insan-
lar1 bu soruya soguk hatta alayci bir sekilde ‘hayir’ de-
seler de, insanin varligina doga ile birlikte bir anlam
katma cabasi kiiciimsenecek bir sey degildir. Sorun
hangi bilginin ne ise yarayacagi ve bunun test edilebi-
lir olup olmayisidir. Astroloji bilimsel bir bilgi
tiretme eylemi degildir (Hatta cogu astrolojik bilgi
diipediiz sarlatanlik iirtiniidiir.) ama nasil oluyor da
cogalarak iiretilmeye devam etmektedir? Cevap an-
latinin giiciinde sakli. Clinkii anlati, hayatimiza an-
lam katmamizi saglar. Bilimin kattig1 anlamin git-
tikce daha elit (Zor anlasilir bir hal almasi, hatta bi-
limsel dilin siradan insan icin neredeyse hi¢ anlasila-
muyor olusu.) astrolojinin elini giiclendirmistir. Pse-
udo-science (sizde bilim) ya da komplo teorileri hep
aymn1 giice sirtin1 yaslar. Bir anlati karmakarisik hayati
daha basit ve anlasilabilir hale getirebilir. “Diinyay: bes
bityiik aile yonetiyor.” bir tiir anlatidir ve akli basindaki
her insany, diinyanin gidisat1 hakkinda rahatsiz ede-
bilecek pek ¢ok seyi basite indirgeyerek agiklama
amaci tasitmaktadir. Bu gibi fikirler bir tiir diistince
konforu yaratiyor. Politikacilar eger sirtlarini bir an-
latrya yaslarlarsa basarili oluyorlar, reklamcilar pa-
zarlamaya calistiklar {irtinlere bir anlati eklemleye-
biliyorlarsa daha iyi satis rakamlar1 elde ediyorlar.
Baskan Trump ikinci kez secilmeden 6nce MAGA
(Make America Great Again) anlatisini pekistirmek icin
alttan alta bir de ‘Second Coming” anlatis1 yaymust.
Tipki eskatolojik bir mesih beklentisi ile diinyaya ya-
yilan Hristiyanlkta oldugu gibi. S6z gelimi The gre-
atest story ever told’ (anlatlmis en biiyiik/giizel Gykii) ifa-
desi Hz. Isa'nin hayati, 6liimii ve yeniden dirilmesini
temsil eden bir ifade olarak Yeni Ahit inananlar1 tara-

findan benimsenmistir.

"Y1l boyunca Giines'in yol aldig1 yoriinge iizerinde
siralanan Kog, Boga, Ikizler, Yenge¢, Aslan, Basak, Terazi,
Akrep, Yay, Oglak, Kova, Balk takimyildizlarinin esit
araliklarla dagildig: kusak; Burclar Kusagt.

produce numerous and varied narratives about the
zodiac signs and its effects on humans. In this way,
human beings try to establish a connection between
nature and their own existence. Could the positions
of the stars and other celestial bodies at the time of
birth determine a person’s character or say some-
thing about their destiny? Even if scientists coldly
and even cynically answer no’ to this question, the
human endeavor to give meaning to one’s existence
together with nature is not something to be under-
estimated. The issue lies in what type of knowledge
serves what purpose, and whether it can be tested.
Astrology is not an act of producing scientific
knowledge (In fact, much of astrological knowledge
is outright pseudoscience.), but how is it that it con-
tinues to be produced and proliferated? The answer
lies in the power of narrative. Because narrative al-
lows us to give meaning to our lives. The fact that
the meaning added by science is becoming more
and more elitist (Difficult to understand, even the
scientific language is almost incomprehensible to
the ordinary person.) has strengthened the hand of
astrology. Pseudo-science or conspiracy theories
always rely on the same power. A narrative can
make a complicated life simpler and more bearable.
“The five big families run the world.” is a kind of narra-
tive, and it is intended to simplify and explain many
things that can disturb any sane person about the
way the world is going. Ideas like this create a kind
of comfort of mind. Politicians are more successful
if they can rely on a narrative, advertisers get better
sales if they can attach a narrative to the products
they are trying to market. Before President Trump
was elected for a second term, he had been pushing
a ‘Second Coming’ narrative to reinforce the MAGA
(Make America Great Again) narrative. Just like
Christianity, which has spread around the world in
anticipation of an eschatological messiah. For ex-
ample, the phrase “The greatest story ever told” has been
adopted by New Testament believers to represent

the life, death and resurrection of Jesus Christ.
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Benzer bir ifade Yusuf Suresi icin Kur’an’da da var-
dir. Kur’an’daki Yusuf Suresi'nin ti¢iincii ayetindeki
‘ahsenii’l-kasas” ifadesindeki ‘kasas” kelimesi, ‘hikdye
etmek’ manasinda masdardir. Buna gore ahsenti’l-
kasas ‘en giizel anlatis’ demektir. Ancak masdarlar
mef‘ul yerine de kullanildigindan ahsenii’l-kasas
terkibi, kissalarin en giizeli’ manasim da ifade eder.
Ya da belki hem kissa giizel hem de anlatis giizeldir.
Her iki durumda, Kur’an’da bir anlatmin giizelli-
gine yapilan bu vurgu, dikkat ¢ekici degil midir? Bu
Orneklerin yanisira, yerytiziinde kendisine has bir
anlatis1 olmayan ne bir din, ne de bir mitoloji mev-
cuttur. Her inang sistemi bir tiir anlat1 sistemi de ba-
rindirir. Bizi gazetelerin fal kdselerini okumaya iten
sey ile bir dine inanmamiz1 kolaylastiran sey ayni
insan Ozelligidir; anlatilara olan varolussal (fitri)

disktinligiimiizdiir.

Ornekleri artirmak miimkiin. Hizlica siraladigi-
miz bu 6rnekler bize gosterir ki anlati sadece bir
aliskanlik ya da bir eglence araci degildir. Anlati
insana dair tanimlayici bir ozelliktir. Insan varsa

anlat1 vardir.

Modern Diinyada Oykii Anlaticilig::
Sinema

Sinema aslinda insan beyninin hizli akan hareketsiz
goriintiilere buldugu pratik bir ¢6ztimiin Girtiniidiir.
Insan beyni belli bir hizda degisen sabit resimleri
arka arkaya izlediginde bu parcalar1 birlestirir. Cok
kisa araliklarla ¢ekilmis fotograflar1 arka arkaya
gordigtimiizde fotograflar1 gormeyiz. Gercek diin-
yadaki hareketlere benzer bir hareket goriiriiz.
Opysa sinema perdesinde 1 saniyede 24 fotograf bize
gosterilmektedir. Ik sinema denemeleri hemen
ayni zamanlarda Fransa ve ABD’de bagladi. Bu yolla
bir 6ykil anlatilabilecegi fikri insanlara ¢ok cazip
geldi. izleyenlere de Gyle. Film izlemeyi seviyoruz.
Insanlar tipki tiyatro izlemeye gittikleri gibi bir film
izlemek icin sinema salonlarina da gidiyorlar. Ya da
son yillarda daha ¢ok sinema salonlarindaki ses ve
goriintii kalitesini evlerine tasimak icin pahali

elektronik cihazlar satin alabiliyorlar. Anlat1 insan-
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A similar expression is found in the Qur’an in Surah
Yusuf. In the third verse of Surah Yusuf, the phrase
‘ahsan al-qasas’ uses the word qasas, which is a verbal
noun meaning ‘%o tell a story’. Therefore, ahsan al-
qasas means ‘the most beautiful narration’. However,
since verbal nouns can also be used in the sense of
the object, ahsan al-qasas can also be interpreted as
‘the most beautiful of the stories’. Or perhaps both—the
story is beautiful, and the way it is narrated is beau-
tiful. In either case, the emphasis on the beauty of
narration in the Qur’an is quite striking. Aside from
these examples, there is no religion or mythology
on earth that lacks its own narrative. Every belief
system contains a narrative system of some kind.
What drives us to read the fortune-telling sections
of newspapers is the same human trait that makes it
easier for us to believe in a religion: our existential

(innate) affinity for narratives.

It is possible to increase the number of examples.
These quick examples show us that narrative is not
just a habit or a means of entertainment. Narrative
is an inherent defining feature of human beings. If

there is a human being, there is narrative.

Storytelling in The Modern World:
Cinema

Cinema is essentially the product of a practical so-
lution the human brain found for rapidly flowing
still images. When the human brain watches a se-
quence of still images changing at a certain speed,
it combines the pieces. When we see photographs
taken in very short intervals, we don’t actually see
the photographs themselves; we see a movement
resembling that of the real world. However, on a
cinema screen, 24 frames per second are shown to
us. The first cinema experiments started at around
the same time in France and the USA. The idea that
a story could be told in this way was very appeal-
ing to people. We love watching movies. People go
to movie theaters to see a movie just like they go to
a theatre performance. Or like in recent years, they
can buy expensive electronic devices to bring the

sound and image quality of cinema halls into their



ligin en 6nemli bagimliliklarindan biri ve sinema bu
bagimliligin nispeten yeni araglarindan biri. Diin-
yada miisliiman olup da bir siyer kitabinin sayfala-
rin1 dahi cevirmemis ¢ok sayida insan bulabilirsiniz.
Ancak The Message (Cagri) (1976) filmini izlememis
bir misliman bulmak zordur. Su noktay1 gézden
kacirmamak gerekiyor: Bir sinema filminin ama-
cina ulasmasi ve film izleme eyleminin gerceklese-
bilmesi icin asil yiik seyirciye diismektedir. Biitiin
Oykil yazarlar1 gibi sinema yapimcilar: filmlerini,
insanlar (seyirciler) biz yapimcilarin ‘mus gibi’ davra-
nan insanlarin olaylar1 ‘mug gibi’ taklit etmesine ina-
nacak, her seyi ‘mus gibi’ gorecektir seklinde bir 6n
kabulle tiretirler. Bir film izledigimizde isi ‘mus gibi’
yapmak olan ve kendilerine aktor denilen insanlar1
izledigimizi pesinen biliriz. S6z gelimi bir cinayet
sahnesinde hic kimse bir aktoriin gercekten bir di-
gerini 6ldiirdigiint diisiinmez. Asil is seyircinin bu
On kabullerindedir. Biraz diisiinecek olursaniz ne
cok 6n kabul yaptigimizi fark edebilirsiniz. Film
yildizlarimin var olmasi ne sagma bir durumdur as-
linda? Bir film yildizinin bir filmde Titanik gemi-

sinde bogulduguna iiziiliiriiz sonra ayni yildizi

homes. Narrative is one of humanity’s most im-
portant addictions, and cinema is a relatively new
medium for this addiction. There are many Mus-
lims in Turkey who have never turned the pages of
a sirah (prophetic biography) book, however it’s al-
most impossible to find a muslim who hasn’t heard
of the movie The Message (1976). This point should
not be overlooked: For a film to achieve its pur-
pose and for the act of watching a movie to take
place, the main responsibility lies with the audi-
ence. Like all storytellers, filmmakers create their
films with the assumption that people (the audi-
ence) will believe that those ‘acting like’ something
are truly imitating events. When we watch a
movie, we inherently know that we are watching
people, called actors, whose job it is to ‘pretend’. For
example, in a murder scene, no one believes that
an actor is actually killing another person. The real
task lies with the audience’s acceptance of this as-
sumption. If you think about it, you will realize
how many assumptions we make. The existence of
movie stars is actually quite a ridiculous concept.

We might feel sad when a movie star dies in a film,
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baska bir filmde bambaska bir karakterde izleriz.
Cogu zaman ne sa¢ modeli ne makyaji degismemis-
tir bile. Nasil olur da o kisinin perdede yaptig1 ‘mus
gibilere’ kendimizi inandiririz? Bir filme ne kadar

kendimizi kaptirirsak o kadar etkileniriz tistelik.

Sinema ve ideoloji

Sinema, yonetmenin takim kaptani oldugu bir ta-
kim oyununa benzetilebilir. Yonetmen, yapimcilar
ve kimi durumlarda oyuncular gibi filmin akibe-
tinde 6nemli rol oynayabilecek kisilerle birlikte uz-
lastiklari, senaryo ad1 verilen metni kisisel ve sanat-
sal bakis acisiyla sekillendirme yetkisi verilmis kisi-
dir. Yonetmen, yapimciya karst sorumludur. Ya-
pimci (producer) kendi parasini (ya da sirketinin
parasini) filme yatirmis bir kisi olabilir. Béyle du-
rumlarda genel olarak Amerikan sinema termino-
lojisinde ‘executive producer’ adini alir. Bir yapimci
bir finansoriin parasimi harcayarak bir film c¢ikar-
makla ylikiimlii bir kisi de olabilir. Bu durumda fi-
nansOre kars: sorumludur. Amerikan yasalarinda
bu rollerin hepsi ayrintili olarak tanimlanmustir.
Hollywood sinemasinda her biiyiik stiidyonun
kendi kurallar1 vardir ama yasalar karsisinda herke-
sin sorumluluklar1 aymidir, bu sebeple calisanlarin
rolleri ve sorumluluklar1 konusunda bir karmasa
mevcut degildir. Senarist filmin senaryosunu yazar.
Genellikle senaristin yazip yapimciya teslim ettigi
ilk versiyon ‘first draft’ (ilk taslak) olarak anilir. Bu
first draft yapimci ve yonetmen tarafindan, bazen
de yapimcinin okuyup goriis belirtmesini istedigi
baska kisiler tarafindan okunur ve yeni bir taslak
icin fikirler toplanir. Bu fikirleri alan senarist final
draft1 (son taslak) teslim eder. Yine de senaryonun
son ¢ekim giiniine kadar revize edilebilen bir sey ol-
dugunu belirtelim. Senarist biitiin bu degisiklikleri
yapmada yapimciya karsi sorumludur. Yapimer se-
naryonun son taslagini eline aldiktan sonra 6nce pi-
yasadaki ortalama iicretler tizerinden taslak bir
biitce cikarir. Daha sonra ‘cast and crew’ (oyuncular ve
ekip) listesini yonetmen ile birlikte ¢ikarir. Buraya

kadar yapilan set oncesi ¢alismalar ‘pre-production’
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like in Titanic, but then we watch the same star
play a completely different character in another
film. Often, their hairstyle or makeup hasn’t even
changed. How do we manage to convince our-
selves that the ‘pretend’ actions they perform on
screen are real? The more we immerse ourselves in

a movie, the more we are affected.
Cinema and Ideology

The director is the person granted the authority to
shape the script, known as the screenplay, with
their personal and artistic perspective in collabo-
ration with key individuals like producers and, in
some cases, actors, who play a significant role in
the outcome of the film. The director is responsi-
ble to the producer. The producer may be a person
who has invested their own money (or the money
of their company) in the movie. In such cases, they
are generally referred to as an ‘executive producer’in
American film terminology. A producer may also
be a person who is obliged to produce a movie by
spending a financier’s money. In this case he is re-
sponsible to the financier. All of these roles are de-
fined in detail in American law. In Hollywood,
each major studio has its own rules, but everyone
has the same responsibilities under the law, so
there is no confusion about the roles and responsi-
bilities of the employees. The screenwriter writes
the script for the movie. Usually the first version
written by the screenwriter and delivered to the
producer is referred to as the first draft’. This first
draft is read by the producer and director, and
sometimes by others whom the producer asks to
read and comment on, and later ideas for a new
draft are collected. After receiving these ideas, the
screenwriter submits the final draft. However, it’s
important to note that the script can be revised
until the final day of shooting. The screenwriter is
responsible to the producer for making all these
changes. Once the producer receives the final draft
of the script, they create a preliminary budget
based on average industry rates. They then work
with the director to create a cast and crew list. Up

to this point, all activities are part of the pre-pro-
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(on prodiiksiyon) olarak adlandirilir. Goriintii yonet-
meni, yonetmenle birlikte ¢alisir ve kamera ekibi-
nin basidir. Filmin gériintiilerini yonetmenin istek-
leri dogrultusunda kayda almak goriintii yonetme-
ninin (director of photography, DOP) gorevidir. Bir
film setinde her birinin kendi sefi olan ekipler mev-
cuttur. Yapim ekibi, yapim asistanlar1 bir ekip, de-
kor-kostiim bir ekip (nispeten biiyiik biitceli film-
lerde iki ayri ekip), ulagim ulastirma bir ekip, ka-
mera grubu bir ekip, 151k grubu bir ekip, set grubu
(film setinin ihtiyaclarini saglayan ekip, dekor dii-
zenlemeleri vs gibi her sey), ses kayit ekibi, makyaj-
kuafor, catering (yemek hizmeti) gibi ekipler hep ya-
pimciya karst sorumludur. Film setindeki herkes
yonetmenin isteklerini yerine getirmekle miikellef-
tir. Set icinde ¢oziilemeyecek kadar tartismali du-
rumlar yasandiginda Yapimci son sozii soyler. Dii-
stik biitceli filmlerde bir kisi birden fazla rol oyna-
yarak maliyetler distiriiliir. Film cekimlerinin ya-
pildig1 asama prodiiksiyon (production) olarak ad-
landirilir. Cekimler tamamlandiktan sonra Yapimeci
post-prodiiksiyon asamasinda baska sinema pro-
fesyonellerini projeye dahil eder. Bunlar: ses, mii-
zik, editing (kurgu), 6zel efektler, renk diizeltme ve
master kopya hazirlanmasi gibi ana basliklarda top-
lanabilir. Video ya da 35mm pelikiile ¢ekilen filmle-
rin ozellikle post-prodiiksiyonu farkliliklar goster-
mektedir. Yapimcinin isi hala bitmemistir. Simdi de
filmin tanitiminda uzman tanitim ve reklamcilar,
basin ve halkla iliskiler uzmanlar1 ise alinir. Ote
yandan eger film sinema salonlarinda gosterile-
cekse aylar dncesinden baslayan dagitim (distribu-
tion) kalemi de yine yapimci tarafindan yiiriitiiliir.
Film festivalleri ile iliskiler, fuar ya da film market-
lerine katilim hep yapimcinin yuriittiigi isler ara-
sindadir. Bir film yapimcisi calistigr her kisi ve ku-

rumla bir projeye mahsus 6zel anlasmalar imzalar.

Goriilecegi gibi sinema ¢ok sayida insanin orga-
nize bir sekilde calistig1 zor ve pahali bir sanattir.
Her gecen giin yeni teknolojilerin yayginlasmasi
sinema is kolunda degisikliklere sebep oluyor. Sa-
dece cep telefonu ve amator oyuncularla degisik

online (cevrim i¢i) platform ve uygulamalarla ceki-

duction phase. The cinematographer works with
the director and is the head of the camera crew. It
is the job of the director of photography (DOP) to
record the images of the movie according to the
director’s wishes. On a movie set there are crews,
each with its own chief. The production team, a
team of production assistants, a décor-costume
team (two separate teams in relatively big budget
films), a transportation team, a camera team, a
lighting team, a set team (the team that provides
the needs of the film set, everything such as decor
arrangements, etc.), sound recording team, make-
up-hairdresser, catering, etc. are all responsible to
the producer. Everyone on the movie set is obliged
to fulfill the director’s wishes. The Producer has
the final say when there are controversial situa-
tions that cannot be resolved on set. In low-budget
movies, costs are reduced by having one person
play more than one role. The stage of filming is
called production. After the shooting is completed,
the Producer involves other film professionals in
the post-production phase. These include: sound,
music, editing, special effects, color correction and
master copy preparation. Especially the post-pro-
duction of films shot on video or 35mm film stock
differs. The producer’s work is still not finished.
Now, publicity and advertising specialists, press
and public relations experts are hired to promote
the film. On the other hand, if the film is to be
shown in movie theaters, distribution, which
starts months in advance, is also carried out by the
producer. Relations with film festivals, participa-
tion in fairs or film markets are among the tasks
carried out by the producer. A film producer signs
special agreements with each person and institu-

tion he works with for a specific project.

30 Asitcan be seen, cinema is a difficult and expensive

art form which requires many people working in an
organized way. The widespread use of new tech-
nologies every day is causing changes in the film in-
dustry. Today, short videos made with smartphones

and amateur actors on various online platforms and
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len kisa videolar bugiin toplamda sinema filmle-
rinden ¢ok tiiketiliyor ancak sinemanin yerini al-
digim1 ya da yakin zamanda alacagini séylemek
mimkiin degil. Sinema biiyiik biitceli streaming
platformlar biinyesinde ‘sanat olarak’ yasamaya
geleneksel haliyle devam ediyor. Yapay zekanin
gorsel ve grafik becerilerinin artmasi sinemay1 ne
kadar degistirir, neye degistirir su an i¢in bilemi-
yoruz. Ancak degismeyecek sey anlat1 sanatidir ve
cep telefonunda tiiketilen kisa videolar da olsa
milyon dolarlik biitgeleriyle ve dev kadrolariyla
kurmaca filmler de olsa, anlat1 sanat1 bu calismada
inceledigimiz esaslar etrafinda donecektir. Mime-
sis, anti-mimesis ve minimalist akimlara bir yenisi
ilave edilir mi, yoksa mimesis dis1 akimlar yok mu
olur, gelecekteki modalar1 simdiden kestirmek
zor. Ne var ki avci-toplayic: atalarimizdan miras
aldigimiz klasik anlati esaslar1 ana akim olmaya

devam edecek bunu ¢ekinmeden s6yleyebiliriz.

Sanat ve dykii anlaticiligi insanlar1 etkilemek tize-
rine kurulmustur. Lajos Egri, The Art of Dramatic
Writing isimli kitabinda “Oliimsiizliik! Evet. Hepimiz
ligi cekmek icin cirpinir dururuz. Onemsenmek, liim-
siiz olmak isteriz. Insanlara ‘Ah, ne olaganiistii adam/
kadin!’ dedirtecek isler yapmak isteriz.” diyor ve bunu
yazma icgiidiisti olarak tanimliyor. Yazarin amaci
ne olmalidir sorusuna verilecek bilimsel bir cevap
var midir bilemeyiz ama her yazarin kendine 6zgii
bir amaci da olabilir, belki ¢cogu Egri'yi hakl ¢1-
karsa da. Bir sanatcinin beslendigi kaynak kendisi-
dir. Kendi yasadig1 diinya, kendi tecriibeleri, kendi
birikimi, okuduklari, egitimi, acilari, umutlarz...
Ancak okuyucusu ya da seyircisi tizerinde etkili
olmasini istemedigi bir seyler yazan yazar yoktur.
Yazar insanlara bir seyler sdylemek isteyen kisidir.
Eger “soyledigi seyler sadece insanlarin yazari sev-
mesini saglayacak seyler” ise, yazdig1 seylerin sa-
dece bu amaca hizmet etmesi i¢in yaziyorsa bu ya-
zarla Tanr1 arasindadir. Niyet ne olursa olsun ya-

zar etki birakmak ister, bunda yanlis bir sey yok.

32 Insanlar etkilemek deyince konunun politikaya
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apps are consumed more than cinema films in total.
However, it is not possible to say that cinema has
been replaced or will soon be replaced by them.
Cinema continues to exist in its traditional form as
“art” under large-budget streaming platforms. The
increasing visual and graphic capabilities of artifi-
cial intelligence may change cinema to some extent,
but we cannot yet predict how or in what ways.
However, what will not change is the art of story-
telling, and whether it is short videos consumed on
a smartphone or feature films with million-dollar
budgets and large teams, storytelling will continue
to revolve around the principles we have examined
in this work. Whether a new trend will be added to
mimesis, anti-mimesis, or minimalist movements,
or whether non-mimetic trends will disappear en-
tirely, it is difficult to predict the future fashions.
However, we can say with confidence that the clas-
sical principles of storytelling, inherited from our
hunter-gatherer ancestors, will continue to be

mainstream.

Art and storytelling are built on the foundation of in-
fluencing people. In his book The Art of Dramatic
Writing, Lajos Egri says, “‘Immortality! Yes. We all strive
to attract attention. We want to be noticed, to be immortal.
We want to do things that will make people say, ‘Ah, what an
extraordinary man/woman.” He defines this as the in-
stinct to write. While we may not know if there is a sci-
entific answer to the question of what a writer’s pur-
pose should be, it is possible that every writer has their
own unique purpose, and perhaps most would agree
with Egri. An artist’s source of inspiration is them-
selves—their own world, experiences, knowledge,
reading, education, pain, hopes... However, there is no
writer who does not want to have an impact on their
readers or audience. A writer is someone who wants
to say something to people. If “what they say is only
things that will make people like the writer,” and if
they write only to serve this purpose, then this writer
is in the realm between themselves and God. No mat-
ter the intention, a writer wants to leave an impact,

and there is nothing wrong with that.

32 When we talk about influencing people, it is in-
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ve ideolojilere gelmemesi diisiiniilemez. Ozellikle
Marksizmin anti-mimesis sanat akimlarinin or-
taya cikisindaki roliine deginmistik. Sanatin bicim
ve icerikten miirekkep olusu ve icerigin daha ¢ok
bir anlatinin ‘mesaji’ olarak distiniilmesi bunda
cok 6nemli rol oynamaktadir. Derinlemesine ana-
lizleri ayr1 tutarak bir sanat eserinin iceriginin o
sanat eserinin arkasindaki diinya goriisi ile dog-
rudan ilgisi oldugunu diisiinmek yanlis olmaz. S6z
gelimi Ronesans ressamlar1 Kitab-1 Mukaddes
menkibelerini Antik Yunan bicimselliginde res-
mettiklerinde kimse bu sanat eserlerinin pagan
kiilttirti yaydigini diistinmedi. En azindan bilebil-
digimiz kadariyla. Icerikler kutsal kitaplardan ama
bicim ve usiil pagan gelenegin devamiydi. Bugiin
televizyonda yayinlanan bir filmi izleyen ortalama
bir miisliman aile, kilisede gegen bir sahne gordii-
giinde “Yine Hristiyanhk propagandast yapiyorlar.”
diyebilir, ne var ki gercekte hristiyanlik propagan-
das1 yapan filmler gercekten azinliktadir. Kilise
Bati toplumlarinda hayatin bir parcasidir ve haya-
tin diger parcalar: kadar filmlerin i¢inde yer al-
mas1 da normaldir. Modern sanat eserlerinin iire-
tilen filmlerin sayilar1 ile ilgili bir istatistik tutulsa
cogunlukla kilise karsiti oldugunu gorecegimizi
tahmin edebiliriz. ‘Alkolik ya da 1rz diismani iki
yiizli din adami’ neredeyse bir arketip haline
geldi. Ayni sekilde ‘altin kalpli fahise’ de popiiler
yazarlarin ¢ok sevdigi bir klisedir.

Hikayelerin okuyucuyu, filmlerin seyirciyi doniis-
tiirme giiclinii en iyi 6zetleyen sozlerden biri Robert
McKee'ye ait; “Oylesine bir oykii yoktur.” Yani her film,
her 6ykii mutlaka yazarinin baktig1 yerden diinyaya

bakar. Yazar nasil goriiyorsa onu resmeder.

Peki o halde oykiiler ideolojik birer ara¢ midir?
Oykiiler, edebiyat, sinema filmleri, bir cop (Pekala
bu biraz sert bir benzetme oldu, soyle diistinsek:
Oykiiler tiiketildigi an degil de sonraki bir siirecte
canlanacak bir avu¢ tohum) gibi kullanilabilir mi?
Bu ilk defa bizim aklimiza gelmiyor dogal olarak.
Kim anlatiy1 ideolojik bir implant gibi kullanmay1

akil etti ve sonuclar1 ne oldu?
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evitable that the topic will lead to politics and ide-
ologies. We've already touched on the role of
Marxism in the emergence of anti-mimesis art
movements. The fact that art is made up of form
and content, and that content is often seen as the
‘message’ of a narrative, plays a crucial role in this.
Without delving into deep analysis, it wouldn’t be
wrong to say that the content of an artwork is di-
rectly related to the worldview behind it. For ex-
ample, when Renaissance painters depicted Bibli-
cal stories in the formal style of Ancient Greek art,
no one thought these works were promoting pa-
gan culture. At least, not to the best of our knowl-
edge. The content came from sacred texts, but the
form and method were a continuation of the pa-
gan tradition. Today, an average Muslim family
watching a film on television might say “They’re
pushing Christianity again.”, when they see a scene
set in a church. However, in reality, films that pro-
mote Christianity are quite rare. The church is a
part of life in Western societies, and it is normal
for it to appear in films just as other aspects of life
do. If statistics were kept on the number of films
produced in modern art, we could probably pre-
dict that most would be anti-church. “The alcoholic
or sexually deviant hypocritical clergyman’ has al-
most become an archetype. Similarly, the ‘golden-
hearted sex-worker’ is a cliché beloved by many

popular writers.

One of the best quotes that summarizes the power
of stories to transform readers and films to trans-
form viewers is by Robert McKee: “There is no such
thing as a random story.” This means every film, every
story always reflects the world from the perspective

of its author. The author portrays it as they see it.

Are stories then ideological tools? Can stories, litera-
ture, movies, be used like a police baton—well, that’s a
bit of a harsh analogy, let’s think of them as seeds that,
instead of coming to life immediately upon consump-
tion, will sprout in a later process? This idea is not new
to us, of course. Who first thought of using the narra-
tive as an ideological implant, and what were the re-

sults? Let’s further examine these questions.
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algilanisi ise eger, Tiirkiye'de sinemanin (ve tele-
vizyonlarin) [slamc1 olmaktan baska sansi hic ol-
madi diyebiliriz. Perdede ya da ekranda gosterilen
sey hicbir zaman birincil 6nemde degildi. “Miislii-
manlar film cekiyor!” “Miisliiman bir TV kanalmiz
var!” ile baslayip bugiinlere kadar, yapilan seyden
ziyade kimin neyi neden yaptig1 ve bunun sosyo-
politik statitkoda ne anlama geldigi seyirci de dahil

herkesin birinci gindemidir.

Bati diinyasinin sinema alanindaki giicti Tir-
kiye’de de gozlenebilir haldeydi. Amerikan ve Av-
rupa sinemasinin 6nemli eserleri Tiirkiye’deki si-
nema salonlarinda gosteriliyordu ve seyirci bulu-
yordu. Bu sebeple Tiirk sinema tarihinin 1960’lara
kadar olan macerasi ana akim batili 6rneklerinin
benzerleri olan sinema filmleri iiretmek seklin-
deydi. 1950’lere kadar tiirk filmlerinde din ve din-
dar insan neredeyse hic yoktu, vardiysa da koti
karakter olarak goriiliiyordu. Ancak 60’l1 yillarda
ilging bir sey oldu: sinema salon sahipleri seyirci-
nin nabzin1 ¢ok iyi tuttugu icin seyircinin perdede
ne gormek istedigini de biliyordu. Salon sahipleri
basrol oyuncularini ve hikayenin genel hatlarim
belirledikleri filmleri Yesilcam Sokagi'ndaki film
sirketlerine siparis vermeye basladilar. Bu do-
nemde istemeden ‘komik’ dini filmler seyircideki
dini film beklentisini ortaya ¢ikarmisti. Namaz
kilmayi, basim1 6rtmeyi bilmeyen oyuncular, ko-
mik goriinen takma sakallar, sariklar ve kavuklar
ve kostiimlerle dolu tarihi icerikli filmler cekildi,
Hz. Omer, Hz. Ibrahim filmleri gibi. Hiilya Kogyi-
git ve Fatma Girik ayni sene farkli yapimcilarin sa-
hip ciktig1 ayni filmde oynadi ve her iki film de gi-
sede ¢ok basarili oldu. Yapimcilar ve salon sahip-
leri potansiyeli kesfetmislerdi. Nitekim Holly-
wood sinemast da sik sik Kitab-1 Mukaddes temal
buiyiik biitceli filmler ¢cekiyor ve en iist seviyedeki
Hollywood yildizlar1 bu projelerde rol aliyordu.
Tiirkiye’'deki politik atmosfer hitkiimetlerin din-
dar kesim iizerinde kurdugu otoriteye ragmen

sacma da olsa dini temal1 pek ¢cok Yesilcam filmi
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tion of the religion of Islam, we can say that cinema
(and television) in Turkey has never had a choice
but to be Islamist. What was shown on the screen
was never of primary importance. Starting with
“Muslims are making movies!” and “We have a Muslim
TV channel!” up-until today, the first agenda of ev-
eryone, including the audience, is not what is being
done, but who is doing what and why, and what it

means in the socio-political status quo.

The influence of the Western world in the field of
cinema was also visible in Turkey. Important works
of American and European cinema were shown in
Turkish movie theaters and immediately found an
audience. For this reason, the mission of Turkish
cinema history until the 1960s was to produce
movies that were similar to mainstream western ex-
amples. Until the 1950s, religion and religious peo-
ple were almost non-existent in Turkish films, and
if they were present, they were seen as villains.
However, something interesting happened in the
60s: movie theater owners put their finger on the
pulse of the audience and found out what the audi-
ence wanted to see on the screen. The theater own-
ers started to order movies for the movie compa-
nies in Yesilcam Street, where they determined the
leading actors and the general outlines of the story.
During this period, unintentionally ‘funny’ religious
movies created an expectation of religious movies
among the audience. Films with historical content
were made with actors who did not know how to
pray or cover their heads, with funny-looking false
beards, turbans and costumes, such as the films
about Umar ibn al-Khattab and Prophet Abraham
(peace be upon him). In the same year, Hiilya Kogy-
igit and Fatma Girik starred in the same movie
owned by different producers and both movies
were very successful at the box office. Producers
and theater owners had discovered the potential. As
a matter of fact, Hollywood cinema was also fre-
quently producing big-budget films with biblical

themes and top Hollywood stars were starring in
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cekildi. Fakat surayr unutmamak lazim: Tiir-
kiye'de dindar insanlarin ne sanatla ne de bilimle
ilgisinin olmadig1 ya da ilgilerinin olmasma izin
verilmedigi ya da ekonomik ve politik gerekce-
lerle yaklasamadiklar1 yillardi bunlar. Cemil Merig
ve Necip Fazil bu var olma miicadelesi i¢inde ko-

numlandirilmalidir.

Kendisi dindar olmayan ama dini film ¢ekip para
kazanmak isteyen sinemacilar disinda yonetmeni
ve yazari dindar camianin kabullendigi insanlar
olan, sirasiyla Yiicel Cakmakli ve Sule Yiiksel Sen-
ler, 1970 yilinda bas rollerinde Izzet Giinay ve
Tirkan Soray'in oldugu Birlesen Yollar filmini
cekti. Film cok basarili oldu ve Yiicel Cakmakls,
Milli Sinema adi1 verilen akimin ilk adimini atmis
oldu. Daha sonralar1t Mesut Ucakan ve baska Is-
lamc1 yonetmenler degisik denemeler yaptilar.
Boylelikle kendi pazarini olusturan bir Islamci si-

nema camiasi da olusuyordu.

SULE YUKSEL SENLER den
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these projects. Despite the political atmosphere in
Turkey and the government’s authority over the re-
ligious sector, many Turkish Cinema films with re-
ligious themes were made, even if they were absurd.
But we should not forget this: These were the years
when religious people in Turkey were not inter-
ested in either art or science, or were not allowed to
be interested, or could not approach them for eco-
nomic and political reasons. Cemil Meri¢ and
Necip Fazil should be positioned within this strug-

gle for existence.

In 1970, Yiicel Cakmakli and Sule Yiiksel Senler,
who were not religious filmmakers themselves but
who wanted to make money by making religious
films, but whose directors and writers were people
accepted by the religious community, made the film
Birlesen Yollar (Merging Roads) starring Izzet Giinay
and Tirkan Soray. The movie was very successful
and Yiicel Cakmakli took the first step of the move-
ment called National Cinema. Later, Mesut Ucakan
and other Islamist directors made different experi-
ments. In this way, an Islamist cinema community

was forming, creating its own market.

scidt

BIRLESEN
YOLLAR

iZZET GUNAY+TURKAN SORAY
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Cagri (1976) Fenomeni

40 Bu noktada Suriye asili Amerikali yonetmen

i
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Mustafa Akkad’in biiytik bir gayret ve fedakarlikla
biiyiik paralari giicliikle toparlayarak ¢ektigi Cagr
(The Message, 1976) filminden s6z etmemiz gereki-
yor. Filmin ¢ekildigi yillarda Anthony Quinn bii-
yiik bir Hollywood stariyd: ve belki filmin Islam
cografyasinda bu kadar popiiler olmasinda bu
Onemli bir faktor olarak goriilebilir. Ama filmin
basaris1 sadece Anthony Quinn’e baglanamaz.
Mustafa Akkad filmin biitiin teknik kadrosunu A
klasman batili sanatc¢ilardan olusturmustu. Filmin
goriintii kalitesi, ses kayit kalitesi hatta filmin ban-
yosuna kadar Hollywood standartlarinda bir is ¢1-
karmisti. Filmin miizikleri ise diinyaca {inli Ma-
urice Jarre tarafindan yapilmisti. Jarre, daha 6nce
bir sinema klasigi olan Lawrence of Arabia'min
(Arabistanli Lawrence) da miiziklerine imza at-
mistir. Filme harcanan prodiiksiyon masraflar
kesinlikle perdede kendini gostermektedir. Filmin
aslinda dramatik bir senaryosu yoktur, siyerden
bir kesit alir. Seyirci i¢in filmin atmosferi ve mii-
ziklerinin etkisinin, senaryosundan daha 6n

planda oldugunu soyleyebiliriz.
iran Sinemasi

fran sinemast, Forough Farrokhzad, Dariush
Mehrjui ve Masoud Kimiai gibi film yapimcilari-
nin elestirmenlerce begenilen filmler {iretmesiyle
1960’lar ve 1970’lerde uluslararas: taninirlik ka-
zanmaya baslad1. Ama asil ilging olan Islam Dev-
rimi (1979) ve sonrasidir. Devrimden sonra, Iran
hiitkiimeti film yapimciligina kati sansiir ve ahlaki
kurallar koydu. Ancak bu dénemde, bu kisitlama-
lara uyum saglayan ve yenilik¢i, toplumsal bilince
sahip sinema yaratan yeni bir Iranli film yapimci-
lar1 dalgasi da ortaya cikti. 1980’ler ve 1990’larda
Abbas Kiarostami, Mohsen Makhmalbaf ve Jafar
Panahi gibi film yapimcilar1 uluslararasi iine ka-
vustu ve Cannes ve Venedik gibi prestijli film fes-
tivallerinde odiiller kazandi. Filmleri genellikle
fran toplumu baglaminda sosyal adalet, ahlak ve

insan iliskileri temalarini ele aldi. Iran sinemasinin
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The Message (1976) Phenomenon

40 At this point, we need to talk about the film The Mes-
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sage (1976), directed by Syrian-American filmmaker
Mustafa Akkad, who put in immense effort and
made great sacrifices to gather the necessary funds
for its production. At the time of the film’s release,
Anthony Quinn was a major Hollywood star, and
this may have been an important factor in the film’s
popularity in the Islamic world. However, the film’s
success cannot be attributed solely to Anthony
Quinn. Mustafa Akkad assembled an A-class West-
ern technical team for the production. The film’s
visual quality, sound recording quality, and even its
film processing were all executed at Hollywood
standards. The music was composed by the world-
renowned Maurice Jarre, who had previously
scored the cinema classic Lawrence of Arabia. The
production costs spent on the film are undoubtedly
reflected on the screen. In essence, the film does not
have a dramatic script but rather presents a segment
from the Sirah (the biography of the Prophet
Muhammad). For the audience, the film’s atmos-
phere and music play a more significant role than its

screenplay.
Iranian Cinema

Iranian cinema began to gain international recogni-
tion in the 1960s and 1970s, with filmmakers such as
Forough Farrokhzad, Dariush Mehrjui and Masoud
Kimiai producing critically acclaimed films. How-
ever, the truly intriguing phase began after the Is-
lamic Revolution in 1979. After the revolution, the
Iranian government imposed strict censorship and
moral codes on filmmaking. However, a new wave of
Iranian filmmakers emerged during this period,
adapting to these restrictions and creating innova-
tive, socially conscious cinema. In the 1980s and
1990s, filmmakers such as Abbas Kiarostami,
Mohsen Makhmalbaf and Jafar Panahi rose to inter-
national fame and won awards at prestigious film
festivals such as Cannes and Venice. Their films often
dealt with themes of social justice, morality and hu-

man relations in the context of Iranian society. Gov-
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basarisinda hitkiimet desteginin roli biyiiktiir.
Sansiire ragmen film yapimcilig: icin finansal des-
tek ve altyap1 bu sekilde saglanmistir. Film okul-
lar1 ve egitim programlari, 6zellikle Tahran Film
Okulu gibi kurumlar yetenekli film yapimcilar:
yetismesini saglamistir. Iran filmleri 6nemli ulus-
lararasi festivallerde gosterilmis ve kiiresel izleyici
[ran sinemasini tanimustir. Iranl film yapimcilart
genellikle sosyal yorum ve siirsel gercekiligi bir
araya getiren benzersiz hikaye anlatima stilleri ge-
listirdiler. Bu 6nemli bir yenilik ya da bu akima
onemli bir katki olarak distiniilebilir. iran sine-
masinin basarisy, hem Islam Devrimi éncesi hem
de sonrasi donemin bir sonucudur. Bu donemde,
sinemacilar degisen kosullara uyum saglayarak,
yenilik¢i ve elestirmenlerce begenilen filmler or-
taya koymuslardir. Iran filmlerinin bityiik cogun-
lukla klasik 6ykii anlatim yolunu sectigini sdyleye-
biliriz. Basi, sonu belli, kahramani ve engelleri ta-
nimli dramatik Gykiiler anlatilir. Bu filmler ¢ok
biiytik bir cogunlukla antimimetik degildir. Hatta
pek cok 6nemli Iranli sinemac, aktor yerine ger-
cek insanlarla ¢alisma yoluna gitmistir. Belki de
Hollywood ya da Avrupa sinemasimin biiytik biit-
celerle gercekligi yeniden kurgulama amaci, iran
sinemasinda mevcut gercekligi bozmadan filmin
gercekligini saglama yoniinde degistirilmistir.
Gercek insanlarin kendilerini oynadiklar1 dnemli

filmlerden bazilar1 sunlardir:

® Abbas Kiarostami: Yakin Plan “Close-Up” (1990)
ve Kirazin Tadr “Taste of Cherry” (1997)

® Mohsen Makhmalbaf: Bisikletci “The Cyclist” (1989)
ve Ekmek ve Cicek “A Moment of Innocence” (1996)

e Jafar Panahi: Beyaz Balon “The White Balloon”
(1995) ve Ofsayt “Offside” (2006)

Pek cok acidan Iran sinemasi ideoloji ile barisik ve
basarili sanat 6rnegi olarak goriilebilir. Ancak her
zaman baska 6rneklere de rastlayabilecegimiz gibi
Iran sinemas: da ideolojik oldugu yerde sanat dege-
rini yitirir, insana ve evrenselligi yerde de sanat de-
geri yiikselir. Tipki Necip Fazil ve Nazim Hikmet
icin soylenegeldigi gibi; Ideolojik yazdiklarinda bu
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ernment support has played a major role in the suc-
cess of Iranian cinema. This has provided financial
support and infrastructure for filmmaking despite
censorship. Film schools and training programs, es-
pecially institutions such as the Tehran Film School,
have produced talented filmmakers. Iranian films
have been screened at major international festivals
and global audiences have become familiar with Ira-
nian cinema. Iranian filmmakers have developed
unique storytelling styles, often combining social
commentary and poetic realism. This can be consid-
ered an important innovation or a significant contri-
bution to this movement. The success of Iranian cin-
ema is a result of both the pre- and post-Islamic Rev-
olution period. During this period, filmmakers
adapted to changing conditions and produced inno-
vative and critically acclaimed films. We can say that
Iranian films have mostly chosen the classical story-
telling path. Dramatic stories with a clear beginning
and end, with a defined protagonist and obstacles.
For the most part, these films are not anti-mimetic.
In fact, many important Iranian filmmakers have
chosen to work with real people instead of actors.
Perhaps the aim of Hollywood or European cinema
to reconstruct reality with big budgets has been mod-
ified in Iranian cinema to provide the reality of the
film without disturbing the existing reality. Some of
the important films in which real people have played

themselves include:

® Abbas Kiarostami: Close-Up (1990) and Taste of
Cherry (1997)

® Mohsen Makhmalbaf: The Cyclist (1989) and A
Moment of Innocence (1996)

e Jafar Panahi: The White Balloon (1995) and Off-
side (2006)

In many ways, Iranian cinema can be seen as an ex-
ample of successful art at peace with ideology.
However, as we can always find other examples,
Iranian cinema loses its artistic value where it is ide-
ological, and its artistic value increases where it is
human and universal. Just as it is said about Necip

Fazil and Nazim Hikmet; the poetry of these two
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iki biiytik sairin de siirleri kan kaybetmektedir.
ABD sinemasi: Hollywood

ABD sinemasi seyredilme oranlar1 ve publicity (kendi-
sinden siz ettirme) olusturma giicti agisindan diinyanin
geri kalan biitiin {ilke sinemalarina Gstiinlitk sagla-
mustir. ‘Sanat sinemasinin’ yilmaz savunucusu Can-
nes Film Festivali bile festival etkinligi sirasinda ne
kadar cok Amerikali Sinema yildizin1 misafir ederse
kendisini o derece basarili goriiyor. Her yil jiiri iiye-

leri icinde Hollywood yildizlarindan olusuyor.

Biitiin diinyaya yayilan Amerikanizm'in arkasin-
daki itici giiciin Hollywood sinemasi oldugunu
sOyleyebiliriz. Peki Hollywood bunu nasil basardi?
En basarili en cok izlenen Amerikan filmleri en
yogun Amerikanizm propagandasi yapan filmler
midir? Hollywood sinemasini bildigimiz haliyle
diinya sinemas: tizerindeki baskilayici giictinii na-
sil kazanmistir? Uzun ve birkag kitap hacmi tuta-
cak cevaplari bir kenara birakarak, “ABD’yi ekono-
mik ve askeri olarak giiclii kilan neyse 0.” seklinde kisa
yoldan cevaplayabiliriz. Hollywood un entelektiiel
giicii; basta Almanya’da olmak iizere ABD’ye
transfer ettigi bilyiik sinemacilarin Hollywood'un
kurulusundaki katkilarinda aramak gerek. Fritz
Lang, Ernst Lubitsch, Billy Wilder, Alfred Hitch-
cock gibi pek ¢ok biiyiik sinemaci kariyerlerine
Avrupa’da basladi ve diinya sinemasini etkileyen

atilimlarini Hollywood’da gerceklestirdi.

Amerikan sinemasinin ticaret amagli olusu, biiytik
yaratici zihinlere seyirciyi sinema salonlarina ¢ek-
meyi basardiklar1 stirece smnirsiz 6zgiirliikler
verdi. Biiyiik stiidyolar sinema is kolundan para
kazanmay1 kurumsallastirds, sistematize etti. Sa-
nat ve seyirci kitlelerinin baristigi biiytik sinema
filmleri Hollywood sinirlari i¢inde siklikla iiretile-
biliyordu. Seyirciyle barisik demek McKee 6yki
ticgenindeki klasik koseye yakinligin bir ol¢tisii-
diir. Bir sinema filminin mimetik teoriden fayda-
lanmas1 insanlara 6zdeslesme imkan1 verdigi icin
Hollywood evrensel ve klasik temalara agirlik

verdi. S6z gelimi Billy Wilder dramatik yapiy1 ku-
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great poets bleeds when they write ideologically.
US cinema: Hollywood

In terms of attendance rates and the power to gen-
erate publicity, US cinema has outperformed the
rest of the world’s cinemas. Even the Cannes Film
Festival, the staunch defender of ‘art cinema’, con-
siders itself successful the more American Cinema
stars it hosts during the festival. Every year, the
jury is composed of Hollywood stars.

We can say that Hollywood cinema is the driving
force behind Americanism or ‘the American
dream’ that has spread all over the world. But how
did Hollywood achieve this? Are the most success-
ful and popular American films the ones that prop-
agate the most intense Americanism? How did
Hollywood cinema gain its suppressive power
over world cinema as we know it? Leaving aside
long answers that would take several books, the
short answer is “Whatever makes the U.S. economi-
cally and militarily powerful.”. The intellectual power
of Hollywood should be sought in the contribu-
tions of the great filmmakers, primarily from Ger-
many, who were transferred to the US, to the es-
tablishment of Hollywood. Many great filmmak-
ers such as Fritz Lang, Ernst Lubitsch, Billy Wilder
and Alfred Hitchcock started their careers in Eu-
rope and made their breakthroughs in Hollywood

that influenced world cinema.

The commercial nature of American cinema
granted great creative minds virtually unlimited
freedom as long as they succeeded in drawing au-
diences to theaters. Major studios institutional-
ized and systematized the process of profiting
from the film industry. Consequently, Hollywood
was able to frequently produce grand cinematic
works where art and mass audiences were recon-
ciled. A film’s alignment with audience expecta-
tions can be measured by its proximity to the clas-
sical storytelling model, as described in Robert
McKee’s story triangle. Hollywood’s reliance on

mimetic theory facilitated audience identification
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sursuzca kurdugu romantik komedilerle, Hitch-
cock da gerilim ve korku temalariyla hep evrensel
hikayeler anlatti. Evrensellik mutlak degildir. S6z
gelimi ¢cogunlukla evrensel temalar Amerikan ya-
sam tarzi ile birlikte verildiginde bilingli seyirci
filmi bu yonde okuma kabiliyeti kazanir. Karak-
terlerin durumlara verdigi tepkiler ne kadar ‘the
American way’ (Amerikan tarzi) olursa Amerikali ol-
mayan seyircide tepkilere sebebiyet verebilir. Za-
ten bu sonuglara bakarak ¢ok sayida tilke, Ameri-
kan filmlerine kota wuygulamasi getirmistir.
Komplo teorilerine kulak asmadan soyleyelim; bu
filmlerin biiyiik bir boliimii Amerikanizm yaptigi-
nin bile farkinda olmayabilir, yani yapimcilarin
kafasinda “Amerikan yasam tarzimi diinyaya yayma-
miz gerek.” seklinde bir diisiince olmayabilir. Belki
de bu sinemacilar Amerika’da yasadiklar1 i¢in sa-
dece kendileri gibi diisiiniiyor kendileri gibi yazi-
yor kendileri gibi diinyaya bakiyorlardir. Hatta
Amerikan filmlerinin hasilat gelirlerinde aslan
pay1 Amerikan i¢ pazarindan elde edilmektedir.
Filmlerin seyircisiyle diinya goriisti uyumu i¢inde
olmasi gise rakamlarina iyi etki ediyorsa para ka-
zanma amaciyla cekilen filmler alternatif diinya
goriisii arayislarina neden girsinler? flging olan su-
dur, Amerikan toplumu, Hollywood ile gecen ve
geride kalan ylz kisur yildan sonra filmlerin
diinya goriisiint belirledigi gibi filmler de artik
Amerikan diinya gortisiini belirler olmustur. Ko-
mik ama anlamli bir sekilde; gercek FBI ajanlari-
nin filmlerdeki FBI ajanlar1 gibi gériinmeye calis-
malari, kendilerini Hollywood starlarinin FBI
ajan1 oldugu filmlerdeki gibi hissetmelerini yadir-
gayamayiz. Bu durumu mimetik duvarin gegis-
kenligi olarak tanimlayabiliriz. Gercekten etkile-
nen sahne/perde/anlatidan geri doner ve gercegi

degistirmeye baslar.

Sanat, islam ve Hizmet

Islam diinyasi, resim ve heykel gibi sanatlarda tas-
vir yasagi konusundan 6tiirii bu sanatlara her za-

man mesafeli olmustur. Miizik konusunda da ben-
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with characters, leading to a preference for uni-
versal and classical themes. For instance, Billy
Wilder perfected dramatic structure in romantic
comedies, while Alfred Hitchcock consistently
employed suspense and horror to craft universally
resonant narratives. However, universality is not
absolute. Universal themes, when presented
alongside the American way of life, can be inter-
preted differently by an attentive audience. The
extent to which characters’ reactions align with
‘the American way’ may elicit reactions from non-
American viewers. Recognizing this dynamic, nu-
merous countries have implemented quotas on
American films. Without indulging in conspiracy
theories, it can be stated that a significant portion
of these films may not even be consciously pro-
moting Americanism. That is, the filmmakers
themselves might not be operating with a deliber-
ate agenda to disseminate the American lifestyle
globally. Instead, they may simply be portraying
the world as they see it, shaped by their own lived
experiences within American society. In fact, a big
share of the revenue of American films comes
from the American domestic market. If a movie’s
worldview congruence with its audience has a
good effect on its box office figures, why would
films made for the purpose of making money seek
alternative worldviews? The interesting thing is
that after more than a hundred years of Holly-
wood influencing the worldview of American so-
ciety, films are now being shaped by American so-
ciety’s worldview in return. It's funny but mean-
ingful—we cannot be surprised that real FBI
agents try to look like the FBI agents in movies and
end up feeling like Hollywood stars playing FBI
agents. We can define this as the transitivity of the
mimetic wall or boundary. The scene/narrative
that is affected by the reality turns back and starts
to change the reality itself.

Art, Islam and Hizmet

The Islamic world has historically maintained a cer-
tain distance from visual arts such as painting and

sculpture due to the prohibition against depiction
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zer bir durum vardir ancak farkli gerekgelerle.
Miizik ile ilgili kisitlamalar getirildigi donemde
miizik dinlemek icin miizigin icra edildigi yerde
bulunmak gerekiyordu. Bu da miizigin sadece
kendisini ilgilendirmeyen baska sorunlar1 berabe-
rinde getirmekteydi. Hz. Muhammed’in (sav) ilgili
sozleri ve uygulamalar1 Islam hukukunun konuya
yaklasiminda temel rol oynadi, ne var ki tarihsel
baglam degistikce hiikiimler de degisebilir miydi?
Miizigin bugiinkii kullanim sekilleri (radyo dalga-
lary, internet ve degisik kayit ortamlari) sayesinde,
her yerde, icra edilen yerde bulunmaksizin miizige
erisim miimkiin. ‘Tarihsel baglam’ hitkiimleri de-
gistirecek midir ya da nasil bir degisiklik dogura-
caktir? Fikih ve fikih usulii tartismalar: alanimiz
disinda kaliyor. ‘Maslahat’ gibi bir kavrami ve Us-
tad Hz.lerinin “I¢tihad kapist kapahdir.” soziinii bu-
rada hatirlayalim ve —simdilik— Hocaefendi'nin
tatbik ettigi (ya da g6z yumdugu) cercevede mese-
leyi kabul edelim.

Aymi simdilik’ cekincesi, anlat sanati icin de gecer-
lidir. Anlati semsiyesi altindaki kurmaca oykii,
kurmaca senaryo basliklar1 diiz bir fikih okuma-
styla ‘yalan’ barindirdig i¢in tasvir yasagina ben-
zer bir durumla karsi karsiyadir. Bugiin Islam
diinyasinda sadece Hizmet Hareketi degil ¢ok bii-
yiik bir cogunlugun Klasik Fikihtaki 6l¢iilere gore
davranmadigini gérmekteyiz. Bunu sadece eg-
lence duiskiinliigii ya da nefisperestlik olarak yo-
rumlamak haksizlik olacaktir. Uygulamalar klasik
hukuku zorlamaktadir. S6z gelimi Mustafa Akkad
imzalt Cagri (The Message, 1976) filmi ve miizikleri
diinyadaki Miisliimanlarin pek cogunun Islam gé-
riistini sekillendirmistir desek abartmis olmayiz.
Ote yandan Mevlana Celaleddin Rumi ve Bediiiz-
zaman basta olmak iizere pek ¢ok Islam biiyiigii
eserlerinde kurmaca oykiilere yer vermistir. Mes-
nevi'deki kurmaca oykiiler birebir yasanmis ger-

cek oykiiler midir?

Ne var ki “Zinhar caiz degildir.” bir ugtaysa “Ne olsa
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(tasvir). A similar situation applies to music, albeit for
different reasons. At the time when restrictions on
music were introduced, listening to music required
being physically present at the place of performance.
This, in turn, brought about additional issues beyond
music itself. The sayings and practices of the Prophet
Muhammad (pbuh) played a fundamental role in
shaping the Islamic legal approach to this matter.
However, as historical contexts change, could legal
rulings also evolve accordingly? Given that modern
technology (radio, the internet, and various record-
ing media) allows access to music without requiring
one’s presence at the site of performance, the ques-
tion arises: Will this shift in historical context alter le-
gal rulings, and if so, in what way? While discussions
of Islamic jurisprudence (figh) and its methodology
(usul al-figh) lie beyond our scope, we can recall con-
cepts such as maslaha (public interest) and Bediiizza-
man statement that “The door of ijtihad is closed.” and
—for now— accept the framework applied (or tacitly
permitted) by Fethullan Giilen.

The same cautious approach applies to narrative
arts. Fictional storytelling, whether in literature or
screenwriting, faces a challenge similar to the pro-
hibition against depiction, as a strict reading of Is-
lamic law might classify fiction as containing ‘false-
hood. However, it is evident that not only the
Hizmet Movement but the majority of the contem-
porary Islamic world does not adhere strictly to
classical figh rulings on this matter. To reduce this
solely to indulgence or base desires would be an un-
fair oversimplification. The realities of modern
practice are placing increasing pressure on classical
jurisprudence. For instance, it would not be an ex-
aggeration to claim that Mustafa Akkad’s The Mes-
sage (1976) and its soundtrack have significantly
shaped the Islamic worldview of many Muslims
worldwide. Furthermore, numerous great Islamic
figures, including Mevlana Jalal al-Din Rumi and
Beditizzaman Said Nursi, incorporated fictional
narratives into their works. Are the stories in the

Masnavi entirely factual, lived events?

However, if “It’s absolutely not permissible.” is at one
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gider.” diger uctadir ve biz bu diger ekstrem uca mi
yonelmeliyiz? S6z gelimi siddet ve cinsellik konu-
sunda Miisliiman kurmaca yazarmin tutumu ne
olmalidir? Konu cinsellik olunca cevap kolaydir,
ciinkii bu kez Islam Hukukunun bir baska alanm
bizi (yazar/sanatc1 + seyirci) kusatmaktadir. Sanat
alaninda hem sanat¢i hem de seyirci acisindan, ice-
rik ve bi¢im gozetmeksizin, Islam Hukuku acisin-
dan ne gibi smirlar olabilir? Bu sorun da apayr,
uzun ve kolektif bir calismanin alani olmalidir. Ne
var ki her Miisliiman sanatg¢1 i¢cin mimesis diyagra-
minda goriiniir hale getirmeye calistigimiz tehlike
her an mevcut kalmaya devam edecektir. Sanat¢i
bir sanat eseri ortaya koyarken ‘sirk’ giinahina ne
derece yaklasmaktadir? Islam Teolojisinden bir
baska kavram; ‘niyet’ bu tartismanin neresindedir?
“Ameller niyetlere goredir.” bir 6l¢ii ise, sanat¢1 bu 6l-

cliyii nasil anlamalidir?

Bu sorulara cevap vermek ya da cevap aramak
Miisliman sanat¢inin gorevi degilse de bir Mislii-
man, ‘sanatct’ sifatini tasisa da tasimasa da, ‘kul
olma’ bir Miislimani1 varolugsal hiyerarside ta-
nimlayan en birinci sifat oldugu i¢in, her alinan
nefeste giindemden ditsmemesi gereken sorunlar,

sanatci (ve seyirci) icin de gecerlidir.

Islam sanat gelenegini bu cercevede degerlendir-
mek ve tarihsel olarak dogru konuma yerlestir-
mek icin anlasilacag tizere, [slam Hukukunu (fi-

kih) mutlaka goz oniine almak gerekir.

Risale-i Nur'un Anlami ve Sanat

Hizmet Hareketi'nin sanatla iliskisini anlamak icin
Hareket'in sanat faaliyetlerine, sanatla ilgili kurum-
larina, ortaya koyulan eserlere, yetistirdigi sanatci-
lara ve kanaat 6nderlerinin s6z ve eylemlerine bak-
mak gerekir. Bu konuda goriisler bitytik farkliliklar

gostermektedir.
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extreme and “Anything goes.” is at the other extreme,
should we go to the other extreme? For example,
what should be the Muslim fiction writer’s position
on violence and sexuality? When it comes to sexual-
ity, the answer is easy, because this time another
area of Islamic Law surrounds us, hence the writer/
artist and the audience. In the realm of art, what
limits might Islamic law impose on both the artist
and the audience, regardless of content or form?
Addressing this issue requires a separate, extensive,
and collective scholarly effort. However, for every
Muslim artist, the potential danger illustrated in the
mimesis diagram remains a persistent concern. To
what extent does an artist approach the sin of shirk
(associating partners with God) in the process of
artistic creation? Another fundamental concept
from Islamic theology, niyyah (intention) also plays
a crucial role in this discussion. If the principle that
“Actions are judged by intentions.” serves as a guiding
measure, how should an artist interpret this in the

context of their creative work?

Even if it is not necessarily the responsibility of a
Muslim artist to provide definitive answers to
these questions, the fact remains that, whether or
not one carries the title of “artist”, a Muslim’s pri-
mary existential identity is that of a servant (abd)
of God. This defining role within the hierarchy of
existence means that such concerns should never
be absent from one’s consciousness—whether one

is creating or consuming art.

To properly evaluate the Islamic artistic tradition
within this framework and position it accurately
within its historical context, it becomes evident
that Islamic Law (figh) must inevitably be taken

into account.
The Meaning of Risale-i Nur and Art

In order to understand the Hizmet Movement’s re-
lationship with the arts, it is necessary to look at the
Movement’s artistic activities, its art-related insti-
tutions, the works the movement and these institu-
tions have produced, the artists it has trained, and

the words and actions of its opinion leaders. Opin-
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ayr1 disiinmek miimkiin degildir. Risale-i Nur
Ozetle, kadim diinyanin bilgeliklerini ve 6zellikle
vahiyle gelen mesaji Ronesans, Akil Cagi, Aydin-
lanma, Koloniyalizm ve sonuglarini altinda topla-
yan bir baska semsiye kavram, moderniteye kars1
korumak fonksiyonunu iistlenmistir. Bu Imam
Gazali'nin eser ve eylemleriyle Helenizm'in bo-
zucu etkilerine karsi Islam diisiincesini koruma-
sina benzetilebilir. Gazali'nin, Islam Aydinlan-
mast’'nin oniinii kesen bir bagnaz oldugunu iddia
eden kimi cagdasimiz misliman diistiniirler de
yok degildir. Islam Aydinlanmas: fikrinin elestiri-
lebilir olmast1 bir yana ‘aydinlanma’ dedigimiz seye
ve daha da genelinde her seye Bati tiniversiteleri-
nin gozliikleriyle fazlaca bakmanin sonucu bu olsa
gerek. Beyazit Camii'ndeki miinazara ve Bediiiz-
zaman'in buradaki tutumu Thomas Kuhn'un or-
taya attig1 haliyle ‘paradigmaya’ paradigma disin-
dan cevap vermenin tutarsizligini gosterir. Risale-
i Nur'un bir 6nemli farki daha vardir: Risale-i
Nur’un mesaji evrenseldir. Hedef kitlesi Thya’dan

daha genistir, sadece Islam Diinyas1 degildir.

Ronesans-Aydinlanma-Akil caglari, Koloniyalizm
ve Sanayi Devrimi sonrasinda da bugiinlere kadar
gerceklesen degisimlerin kiiresel etkilerini yo-
rumlama, bunca degisim ve gelisme icinde sapma
olarak degerlendirilebilecek bozucu faktorlerin
hasarlarini tamir etme amacindadir. Bu fonksi-
yonu kadim akil yliritme yontemlerine benzer
ama mutlak anlamda Vahye odaklanmis olarak ye-
rine getirir. Batinin lokomotif oldugu pek ¢ok do-
niistim icinde faydali-faydasiz ya da iyi-koti ola-
rak nitelendirilebilecek cok sayida degisiklik ol-
mustur. S6z gelimi: Varlig1 cansiz maddeler, bitki-
ler, hayvanlar ve insanlar olarak siniflandirmak
kadim zamanlarda diinyanin algilanisi hakkinda

bize bir fikir verir. Bilimsel gelismelerin ardindan
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ions vary widely on this issue within the movement.

It is impossible to think of Risale-i Nur and the
Hizmet Movement as separate from each other. In
summary, Risale-i Nur has undertaken the function
of protecting the fundamental wisdom of the tradi-
tion, especially the message that comes through rev-
elation against modernity, another umbrella con-
cept that gathers the wisdom of the tradition and es-
pecially the message that comes through revelation
under the Renaissance, Age of Reason, Enlighten-
ment, Colonialism and its consequences. This can
be likened to Imam al-Ghazali’s protection of Is-
lamic thought against the corrupting influences of
Hellenism through his works and actions. There are
some contemporary Muslim thinkers who claim
that al-Ghazali was a zealot who blocked the Is-
lamic Enlightenment. Aside from the fact that the
idea of Islamic Enlightenment can be criticized, this
must be the result of looking too much at what we
call ‘enlightenment’ and, more generally, at every-
thing through the spectacles of Western universi-
ties. The debate at the Beyazit Mosque and Bediuz-
zaman’s attitude there shows the inconsistency of
responding to the ‘paradigm’ as Thomas Kuhn put
it, from outside the paradigm. Risale-i Nur has an-
other important difference: Risale-i Nur’s message
is universal. Its target audience is wider than the

Ikhya, not only the Islamic world.

It aims to interpret the global effects of the changes
that took place after the Renaissance-Enlighten-
ment-Rational Ages, Colonialism and the Industrial
Revolution until today, and to repair the damages of
the disruptive factors that can be considered as de-
viations in all these changes and developments. It
fulfills this function similar to the ancient methods
of reasoning but focused on Revelation in the abso-
lute sense. In the many transformations driven by
the West, there have been many changes that can be
characterized as beneficial or unbeneficial, good or
bad. For example: The classification of existence
into non-living matter, plants, animals and humans
gives us an idea of how the world was perceived in

ancient times. Following scientific developments,
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bu tasnif terkedilmistir ama yanlis oldugu icin de-
gil. Bilimsel yontem zaman icinde, fizik, biyoloji
ve kimya gibi bilimsel disiplinlerin sistematik bir
bilgi sistemi kurmasi sayesinde daha detayl tasnif

ve anlamlar Giretmistir.

Iste Risale-i Nur kadim diinyanin halen gecerli
olan varolussal kavramlarimi bugiine tasimakta,
bir tir kopri vazifesi gérmektedir. Risale-i Nur
bir reddiye degildir, tam tersine Ustad Hazretleri-
nin Beyazit Camii'nde Seytanla yaptigi ‘hayali’ ko-
nusmadaki gibi bir dik durusla gerc¢ekligin unutul-
maya yiiz tutan gecerli ve gerekli kavrayislarini
vahyin 1siginda (yeniden) ilan etmektedir. Bizim
de Risale-i Nur'dan aldigimiz ilkelerle teorik ve
felsefi konularda yaklasimimiz bu olmalidir. Vahiy

onceliklidir.

Peki, Risale-i Nur sanat hakkinda neler s6ylemek-
tedir? Mesela mimesis, ya da anti mimesis ya da si-
miilasyon kuramlar: arasinda bizler icin bir tercih
yapmakta midir? Elbette ki hayir. Cevap, Risaleler
icinde konuya ayrilmis 6zel bolumler ya da spesi-
fik sanat goriisleri ileri siiren ifadelerde degildir.
Konunun ¢6ziimii sanat felsefesi, farkli sanat gele-
nekleri ve sanat alanlar1 hakkinda bilgi sahibi or-
tak akla havale edilmistir. Kanimizca ‘i¢tihad kapi-
sin1 aralamak’ dahil, sanat iiretimi ve sanat hak-
kinda hitktimler verebilmek icin yeterli argiiman
Risale-i Nur icinde mevcuttur. Ustad Hazretleri
ozgiin metodolojisi ile muhataplarina ‘diisiinmeyi’
ogretmektedir. Kimi yerlerde bakis acisina gore
neo-platonik kimi yerlerde ‘moderndir’. Pek ¢cok

yerde de sadece vahyin etkisinde ve tasnif disidir.
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this classification was abandoned, but not because it
was wrong. Over time, the scientific method has
produced more detailed classifications and mean-
ings, as scientific disciplines such as physics, biology
and chemistry have established a systematic system

of knowledge.

Here Risale-i Nur carries the existential concepts
of the ancient world, which are still valid today,
and acts as a kind of bridge. Risale-i Nur is not a
refutation, on the contrary, it proclaims (again) in
the light of revelation the valid and necessary un-
derstandings of reality that are being forgotten,
with a stance as upright as the ‘imaginary’ conver-
sation that Beditizzaman Said Nursi had with Sa-
tan in the Beyazit Mosque. This should be our ap-
proach to theoretical and philosophical issues
based on the principles we have taken from the

Risale-i Nur. Revelation comes first.

The Risale-i Nur does not explicitly advocate for a
specific artistic theory, such as mimesis, anti-mime-
sis, or simulation. Rather than providing dedicated
sections or definitive statements on art, its ap-
proach to this subject is embedded within its
broader philosophical and theological discourse.
The resolution of artistic questions is thus entrusted
to collective reasoning (stird) informed by knowl-
edge of aesthetics, artistic traditions, and various art
forms. From a Risale-i Nur perspective, it can be ar-
gued that sufficient intellectual groundwork exists
within its texts to engage with artistic production
and discourse—even extending to the realm of ijti-
had in this context. Bedilizzaman Said Nursi,
through his unique methodology, primarily teaches
his readers how to think, rather than prescribing
rigid frameworks. Depending on the perspective
adopted, some of his ideas may appear Neo-Pla-
tonic, at times modern, and in many instances, they
remain beyond classification, solely shaped by the

influence of divine revelation (vahiy).
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Yasagy; Bir Baska Anti-mimetik
Sanat mi?

Kur’an bir 6ykii kitab1 degildir ama ¢ok sayida an-
lat1 barindirir. Kur’an’da anlatilan dykiiler mime-
tik oykiiler olarak kabul edilebilir. Yani kurmaca
anlatinin, kahraman, ¢atisma, kapali son vs.gibi te-
mel unsurlar1 Kur'andaki (ayn1 zamanda hadis-
lerde ve Risale-i Nur'daki) anlatilarda goriilebilir.
Tasvir yasagi Ahmet Kurucan'in dedigi gibi ‘kon-
jonktiirel’ midir? “Bu tartisma su asamada bizi ilgi-
lendirmiyor.” da diyemeyiz ciinkii Islam dinini di-
ger biitiin dinlerden ayiran en temel fark ile, tam
olarak ‘tasvir’ ya da Aristo kavram sistemi iginde
ifade edecek olursak ‘mimesis’ dogrudan ilgilidir.
Bu fark Allah’in birligine en ufak bir ortak kosma-
mak gerektigidir. Yeryiiziinde ‘sirk’ kavramini bu
derece 6ne cikaran bir baska din yoktur ve islam
Teolojisi bu kavram iizerine kurulmustur diyebili-
riz. Islam’in temel 6nermesi ve ciimlesi “La ilahe il-
lallah.” paganizm karsit1 bir manifestodur. Islam’'mn
temel climlesi “Allah vardir.” degil “Allah’tan baska
tanr1 yoktur.” seklinde terciime edilir. Islam Teolo-
jisi Allah’a sirk kosmayi insan icin ateizmden daha
tehlikeli goriir. Clinkidi aslinda insan kendisini
‘tanr1’ zannedebilme potansiyeli olan bir canlidir.
Yunan mitolojisindeki Pygmalion ve Prometheus
hikayeleri tanri-insan rekabetini hatta insanin

tanr1 olma istegini anlatir.

Uzun lafin kisas1 Islam Teolojisinde mimetik sanat-
lara neden yer verilmedigi agiktir. Sanat, sanat¢inin
Tanrr'y1 taklit etmesi anlamina gelebilir. Taklit sirk
iceren bir eylemdir. Sanat¢i misliiman ise durum
yine aynt midir? Yani bir miisliiman sanatci “La ilahe
illallah.” manifestosunun disina cikabilir mi? Buna
verilecek cevap “Miisliiman sanat¢i olamaz.” m1 olma-
lidir? Bugiin ‘Islam ve sanat’ konulu bir kitaba goz
atacak olursak, miislimanlarin sanatta hi¢ de geri
durmadiklarmi, géz alici bir Islam sanat gelenegi
kurduklarini goriirtiz. Konuyla ilgili teorik bilgiler
ve tartismalar1 Besir Ayvazoglu'nun Islam Estetigi ve

Insan isimli kitabinda bulabilirsiniz.

60 Islam and The Philosophy of Art:
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The Prohibition of Depiction;
Another Anti-mimetic Art?

The Qur’an is not a book of stories, but it contains
many narratives. The stories told in the Qur’an can
be considered mimetic stories. In other words, the
basic elements of fictional narrative, such as protag-
onist, conflict, closed ending, etc., can be seen in the
narratives in the Qur’an (as well as in the hadiths
and Risale-i Nur). [s the ban on depiction ‘conjunc-
tural’ as Ahmet Kurucan says? Nor can we say, “This
debate does not concern us at this stage.” because it is di-
rectly related to the most fundamental difference
that distinguishes Islam from all other religions,
precisely ‘depiction’ or, to put it in Aristotelian
terms, ‘mimesis’. This difference is that one must
not associate the slightest partner with the oneness
of God. There is no other religion on earth that em-
phasizes the concept of ‘shirk’ to such an extent and
we can say that Islamic theology is based on this
concept. The basic proposition and sentence of Is-
lam is “La ilahe illallah.” is a manifesto against pagan-
ism. The basic statement of Islam is not translated as
“God exists.” but as “there is no god but God.”. Islamic
Theology sees polytheism as more dangerous for
man than atheism. This is because man is a creature
with the potential to think of himself as a ‘god’. The
stories of Pygmalion and Prometheus in Greek
mythology tell of god-human rivalry and even of

man’s desire to become a god.

To cut along story short, it is clear why there is no
place for mimetic arts in Islamic theology. Art can
mean that the artist imitates God. Imitation is an
act of shirk. Is it the same if the artist is a Muslim?
In other words, can a Muslim artist go beyond the
manifesto of “La ilahe illallah.”? Should the answer
to this be “A Muslim cannot be an artist.”? If we take
a look at a book on ‘Islam and art’ today, we will
see that Muslims have not held back at all in the
arts and have established an outstanding Islamic
artistic tradition. Theoretical information and dis-
cussions on the subject can be found in Besir Ay-

vazoglu’s book Islamic Aesthetics and Man.
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64 Besir Ayvazoglu miisliiman sanatcilarin mimesis

65

kavramina karsi ‘soyutlama’ kavramini gelistir-
diklerini iddia eder ne var ki bu tam olarak dogru
degildir. Tasvir yasagi cercevesinde gelisen anti-
mimetik durusa ragmen pek ¢ok sanat tiiriine Is-
lam cografyasinda ve tarihinde rastlanmaktadir.
Yani uygulama hi¢ de sanat {izerinde yasaklar var
gibi degildir. Resim sanatinda perspektif, miizikte
cok seslilik Batr'nin icat ettigi zenginliklerdir, s-
lam cografyasinda yakin zamanlara kadar mevcut
degildir. Bunu antimimetik goriise baglamak ne
derece dogrudur bilemiyoruz. Islam medeniyeti-
nin geriye diismesi ve diinyadaki entelektiiel geli-
simi yonlendirecek giice sahip olmayisi, etki al-
tinda kalmay1 kacinilmaz kilmistir. Bu etki teorik
bir emegin triinii degildir. Pratik ihtiyaclar ‘Bat1
gibi olmay1’ gerekli kilmistir. Fikih, uygulamalarin
hizina yetisememis goriintiyor. Pek cok miisliiman
entelektiiel Bati'nin hegemonyasina tepkisel kars:
bir 1slamizasyon Onermis olsa da varolussal acidan
bakilinca Bati paradigmasini oncelemis oldugu
i¢in bu goriis itibar gormemelidir. Bir seyi teorik
kokenlerinden ayr1 tutarak Islami hale getirmek
hibrit ve eklektik bir sanat {iriinii ortaya koymak
cok miimkiin goriinmemektedir. Iranli film yo-
netmeni Majid Majidi'nin Peygamber Efendimiz’i
anlattig1 filminde Hristiyan ikona estetigini kul-
lanmas1 sonucunda ortaya ¢ikan sinema ‘Islami si-
nema’ olmus mudur? Ya da Mesut Ucakan'mn Yal-
miz Degilsiniz isimli filminde oldugu gibi basortiisii
ve hurmay1 sembolik olarak birbirine baglamak
‘Islami’ midir? Peki Samanyolu TV’de yayinlanmis
STV yapmmi dizi ve filmler ‘Islami’ midir?
TGRT'nin kuruldugu yillarda yaptig1 gibi evliya
menkibeleri anlatarak Islami televizyonculuk bi-

hakkin yerine getirilmis midir?

Bu sorulara en azindan ‘diiz’ cevap vermek dogru
degildir. Cevaplar1 bu sorularda aramak da dogru
degildir, daha dogrusu faydasizdir. Islam Medeni-
yeti'ni temsil etme konumunda olmayan, belki de
cogu iyi niyetli calismayi, kiigiik gormek ya da kii-
ciik diisiirmekle sonuclanabilecek boyle bir seyden
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Figh and Practice; Islamization

Besir Ayvazoglu claims that Muslim artists devel-
oped the concept of ‘abstraction’ against the con-
cept of mimesis, but this is not entirely true. De-
spite the anti-mimetic stance that developed
within the framework of the prohibition of depic-
tion, many types of art can be found in Islamic ge-
ography and history. In other words, the practice
is not at all like there are prohibitions on art. Per-
spective in painting and polyphony in music are
riches invented by the West, and they did not exist
in the Islamic geography until recently. We do not
know to what extent it is correct to attribute this
to the anti-mimetic view. The decline of Islamic
civilization and its lack of power to direct intellec-
tual development in the world made it inevitable
to be influenced. This influence is not the product
of theoretical labor. Practical needs made it neces-
sary to ‘be like the West’. Figh seems not to have
kept up with the pace of practice. Although many
Muslim intellectuals have proposed Islamization
in reaction to the hegemony of the West, from an
existential point of view, this perspective should
not be credited because it prioritizes the Western
paradigm. It does not seem possible to Islamize
something by separating it from its theoretical ori-
gins to produce a hybrid and eclectic work of art.
Did the Iranian film director Majid Majidi’s use of
Christian icon aesthetics in his film about the
Prophet Muhammad constitute Tslamic cinema’?
Or is it ‘Tslamic’ to symbolically link the headscarf
and the date palm, as in Mesut Ucakan’s film Yalniz
Degilsiniz? And are STV-produced TV series and
movies broadcast on Samanyolu TV ‘Islamic’ Is
telling the stories of saints, as TGRT did in its early

years, Islamic’ television?

It is not right to give definitive answers to these
questions, nor is it useful to seek them. Doing so
might be little well-intentioned works that do not
represent Islamic Civilization but still hold value.
Nursi and Hodjaefendi (Fethullah Giilen)’s view

on ‘Islamizing’ art or life can be compared to their
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Kufi hat 6rnegi Tevhid levhast. / Kufic calligraphy sample Tawhid plate.

ka¢inmak en dogrusudur ve bdyle bir elestiri bize
bir sey kazandirmaz. Bir sanat eserini ya da hayata
dair herhangi bir seyi ‘Islamilestirmeye’ kars1 Ustad
Hz leri ve Hocaefendi'nin tavr: ‘sakal” konusundaki
tutumlarina benzetilebilir. Bir sanat eserinin Islam
Medeniyeti'nin bir parcasi olmas1 ya da Islam Me-
deniyeti'ne hizmet etmesi, bi¢im ve icerik tercihle-
rinin belli kaliplar icinde kalmasi demek degildir.
Sadece sarikli ciibbeli ya da basortiilii karakterlerin
konu edildigi filmler yapmak bir filmi ‘Islami’ yapa-
bilir ama Islam Medeniyeti'nin bir parcas: yapmaya
ya da giiniimiiz diinyasinda Islam Medeniyetini

temsil etmeye yeterli midir?

Dogru tavir, mevcut bir seyi ‘Islami’ hale getir-
meye calismak olmamalidir. Yapilmas: gereken
‘dogal’ bir sanat iiretmek olmalidir. Islam; dogays,
insan1 ve Yaratic'y1 6zgiin, benzersiz bir sekilde
gormektedir. Miisliman sanat¢i bu benzersiz ba-
kis acisiyla Tanri'y1 taklit etmez. Ene ve Zerre Risa-
lesi bir miisliitmanin kendi benligi ile iligkisini ana-
liz ederken bize bu konuda da ¢okga ipucu ver-
mektedir. Ustad Hazretlerinin cok kereler kullan-
dig1 benzetmedeki cam pargacigi ve giines arasin-
daki iliski bize sanatci ve Tanr1 arasindaki iliskiyi
anlamada kilavuzluk edebilir. Giiniimiizde Islam

cografyasinin miisliimanlig1 bir ‘atalar kiilti’ gibi
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stance on ‘beards’. A work of art serving Islamic
Civilization does not have to follow strict forms
and content rules. Making films with characters in
turbans or headscarves might make them look Ts-
lamic’, but does that truly make them part of Is-
lamic Civilization or represent it in today’s world?
The fact that a work of art is part of Islamic Civi-
lization or serves it does not mean that its form
and content must fit into specific molds. Creating
films that only feature characters in traditional at-
tire might make them appear ‘Islamic’, but is that
enough to truly connect them to Islamic Civiliza-

tion or represent it accurately in today’s world?

The right attitude should not be to try to ‘Islami-
cize’ something that already exists. What should be
done is to produce ‘natural’ art. Islam sees nature,
man and the Creator in an original, unique way.
From this unique perspective, the Muslim artist
does not imitate God. The Ene and Zerre Risalah
give us many clues in this regard when analyzing a
Muslim’s relationship with his own self. The rela-
tionship between the glass particle and the sun in
the analogy used many times by Said Nursi can
guide us in understanding the relationship be-
tween the artist and God. Today, the main prob-

lem is that the Islamic geography consists of
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yasayan kalabaliklardan olusuyor olmas: asil
problemdir. Miisliman sanatgi, sanat {iretirken
miisliman olmaktan ¢ikmadig siirece tiretecegi
her sey Islam medeniyetinin bir parcas1 olarak go-
riilebilir. Bu bakis agis1 ayn1 zamanda tek tip bir
sanat gorisiiniin de oniint kesecektir. Hem sa-
natci hem de miisliman kalabilmek, en evvela
sirke diismemekle, yani hem inancta hem de fiille-
riyle miisrik olmadan sanatci olabilmektir. Haddi
zatinda sanat bir yana, bir miisliiman herhangi bir
fiilinin gercek failinin kendisi oldugunu disii-
niirse sirke diismiis olabilir. Insanin ciiz-i iradesi
‘fail’ olmaya yeterli degildir. Giinliik hayatimizda
ve konusurken kullandigimiz her tiirlii fiili aslinda
mecazen kullaniyoruz. insan kendi basina (sadece
nefs olarak), Allah’in inayeti, ihsani, iradesi olma-
dan hicbir sey yapamaz. Nefs ve ciiz-i irade sadece
bozucu etki edebilir. Ger¢ek sanat, bir miisliiman
icin, Allah’in tecellilerinden ibarettir, ve sanatci bu

tecellinin vesilesi olma gayreti i¢indeki bir kuldur.

Sana iyilikten her ne gelirse Allah’tandur, kotii-
liikten de sana ne gelirse o da kendindendir. Biz
seni insanlara bir el¢i olarak gonderdik; sahid

olarak Allah yeter. (Nisa Suresi, ayet 79. ayet)

Islam’da Anlati Gelenegi

Bu calismanin genelinde degindigimiz pek cok
konu baglig1 aslinda sanat ve anlati tizerinde genel
konu basliklar1 ve 6zellikle giiniimiiz diinyasin-
daki sanati, anlat1 ve sinemay1 anlayabilmek tizere
toparlanmis ¢alismalardan olusuyor. Acelesi olan
ve cok sayida ve farkli konu basligina kisith im-
kanlar ve hacimde deginmeye calisan bir ¢alisma
olarak gortilebilir. Her bir baslik, iizerinde hacimli
calismalar yapilmay1 hak ediyor hatta bunu konu-
nun ¢ok daha ehli, yazar ve diistiniirler tarafindan
yapilmasini talep ediyor. S6z gelimi Islam’da An-
lat1 Gelenegi basliginin altinda sadece ‘gelenekten’
bahsetmeyen, yani Sadi-i Sirazi, Mevlana, Feri-
diiddin Attar gibi tarihte yerlerini almis ustalarin
eserlerini tarihsel bilgiler ve arka planla birer an-

siklopedi maddesi gibi anlatmayan, hermendtik ve
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crowds of people who live Islam as a ‘cult of ances-
tors’. As long as the Muslim artist remains a Mus-
lim while producing art, everything they create
can be considered part of Islamic civilization. This
perspective also prevents a uniform view of art. To
remain both an artist and a Muslim means, above
all, being an artist without falling into shirk—that
is, without becoming a polytheist in belief or deed.
In fact, beyond art, a Muslim can fall into shirk if
they believe themselves to be the true author of
any of their actions. Human free will is insufficient
to make one the ‘agent’. The verbs we use in daily
life and speech are actually metaphorical. A person
cannot achieve anything independently (as a nafs)
without the grace, favor, and will of Allah. The nafs
and the juz-i will have only a destructive effect.
True art, for a Muslim, consists of the manifesta-
tions of Allah, and the artist is a servant who

strives to be the means of this manifestation.

Whatever good comes to you is from Allah, and
whatever evil comes to you is from yourself. We
have sent you as a messenger to mankind; Allah

is sufficient as a witness. (Surah al-Nisa, verse 79,

Ali Bulag translation)

Narrative Tradition in Islam

Many of the topics we have touched upon in this
work are in fact general topics on art and narra-
tive, and in particular works that have been com-
piled in order to understand art, narrative and cin-
ema in today’s world. It can be seen as a work that
is in a hurry and tries to address a large number of
different topics with limited possibilities and vol-
ume. Each of these topics deserves to be studied in
volumes, and even demands to be done by writers
and thinkers who are much more competent in the
field. For example, under the title Narrative Tradi-
tion in Islam, there is a need for comprehensive
studies that do not only talk about ‘tradition’, that
is, that do not describe the works of masters such
as Sadi-i Shirazi, Mevlana, Ferid al-Din Attar, who

have taken their place in history like an encyclope-
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semantik ve semiyolojik (gostergebilimsel) ¢6-
ziimlemeler yapan ve diinya edebiyatindaki ¢ag-
daslariyla kiyaslayan ve anlatinin temel unsurlari-
nin kullanilislar ile ilgili analizler yapan kapsamli
calismalara ihtiyag var. [slam diinyasi bugiin bu ih-
tiyacin1 Batili entelektiiellerin yaptiklar1 calisma-
larda buluyor. Islam medeniyeti hakkinda yapilan
en kapsamli calismalar bile cogunlukla Batililar ta-
rafindan yapilmistir. 12. ve 13. Yiizyillar sonra-
sinda baslayan bir gerileme oldugunu séylemek
yanlis olmayacaktir. Bugiin kimi miisliiman ente-
lektiiel bu gerilemenin sorumlusu olarak Gazali'yi

gosteriyor. Acaba gercekten 6yle midir?

Modern Tiirkiye’de miisliman entelektiiellerin
varligindan s6z etmek bile oldukca gii¢. 19701i y1l-
lara kadar sayilabilecek bir kac isim vardir. Agir
dayak yemis bir insanin, dayagin hemen ardindan
distincelerini kendisine, dogaya ve Tanrr'ya yo6-
neltmesi zordur. Yedigi dayaktan baska hicbir sey
diisiinemez haldedir. Islam diinyasinin her yeri
i¢in gecerli bir analoji. Tiikenmis insan kaynaklars,
tikenmis kurumlar, fakirlik, egitimsizlik. islamci-
lik bunlardan beslenir ve tepkisel bir harekettir.
Biittin tepkisel hareketler rakip ya da diismani, va-
rolussal olarak bir basamak tiste koyar. Bediiizza-
man boyle degildir, farklidir. Eski Said’den Yeni
Said’e gecirdigi doniisiim tam olarak bu ayrimi ta-
kip eder. Tepkiselligin bir faydasi olmadigini, poli-
tik durusun hicbir temel meseleyi ¢6zmedigini
fark eder. Her konuda birkac adim geri giderek
daha genel problemlerle bogusmayi tercih eder. il-
ging olan sudur, Ustad hayatinin 6nemli bir bolii-
miinde sosyal-politik miicadelelerin ortasinda kal-
mis, kendisi de bu miicadelelerde yer almistir.
Yani tabir caizse ‘Islamciliga’ bir sans vermistir.
Fakat ¢ok uzun siire ge¢meden asil meselenin

‘iman’ meselesi oldugunda karar kilmistir.

Miisliiman entelektiieller ve sanatcilar da ayni
sorunla ic icedir. Once kendi ‘iman’ problemle-
rini ¢6zmeli sonra topluma yonelmelidir. Aksi
takdirde tepkisel ve faydasiz olmaktan kurtula-
mayacaktir. Misliiman sanatci ve entelektiieller

diistince ve motivasyonlarini olabildigince varo-
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dia article with historical information and back-
ground, but that make hermeneutic and semantic
and semiological (semiotic) analyzes and compare
them with their contemporaries in world litera-
ture and analyze the use of the basic elements of
narrative . The Islamic world today finds this need
in the works of Western intellectuals. Even the
most comprehensive studies on Islamic civiliza-
tion have mostly been done by Westerners. After
the 12th and 13th centuries, it would not be wrong
to say that there was a decline. Today, some Mus-
lim intellectuals blame al-Ghazali for this decline.

But is it really so?

It is difficult to even mention the existence of Muslim
intellectuals in modern Turkey. Until the 1970s,
there are a few names that can be mentioned. It is dif-
ficult for a person who has been severely beaten to
turn his thoughts towards himself, nature and God
immediately after the beating. He cannot think of
anything else but the beating he has received. It is an
anology that applies everywhere in the Islamic
world. Exhausted human resources, depleted institu-
tions, poverty, lack of education. Islamism feeds on
these and is a reactionary movement. All reactionary
movements put the opponent or enemy one step
higher existentially. Bediuzzaman is not like this, he
is different. His transformation from the Old Said to
the New Said follows exactly this distinction. He re-
alizes that reactivity is useless, that political posturing
does not solve any fundamental issue. He prefers to
take a few steps back on every issue and grapple with
more general problems. What is interesting is that for
a significant part of his life, Beditizzaman was in the
middle of social-political struggles, and he himself
took part in these struggles. So he gave Tslamism’ a
chance, so to speak. But before too long he decided

that the real issue was the issue of ‘faith’.

Muslim intellectuals and artists are facing the same
problem. They must first solve their own ‘faith’
problems and then turn to society. Otherwise they
will remain reactive and useless. Muslim artists and
intellectuals should bring their thoughts and moti-

vations to the existential plane as much as possible,
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lussal diizleme ¢ekmelidir, ‘onlar ve biz’ demek-
ten vazgecmeli, yeni dayak yemis bir insan gibi
bir tavir takinmamalidir. Yedigi dayagin etkile-
rini azaltmak icin iistiine basina ceki diizen ver-
meli, ayaga kalkmali ve yeniden kendisi olmaya
calismalidir. Evet biz dayak yedik. Bir kac ytizyil
once yazilmis bir edebi eseri okuyamayan hatta
eserlere ulasamayan insanlariz. Ana dili Ingilizce
olan toplumlarin Shakespeare’i var. Bugiin Ingi-
lizce okunan her okulda Shakespeare egitimi ve-
riliyor. Ingilizlerin Shakespeare ile gurur duyma-
lar1 kadar dogal bir sey yok. Islam cografyasinda
diinyanin en biiyiik yazarlari sairleri arasinda sa-
dece Bati diinyasinin kesfettigi birkac isim di-
sinda kimseyi biz de sayamiyoruz. Dolayisiyla
kendi anlat1 gelenegimize ulasamiyor olmak bi-
zim ‘dayak yeme’ seklimiz olarak karsimizda du-
ruyor. Gelenek bize neyin devami oldugumuzu
gosterir. Biz neyin devami oldugumuzu bilmiyo-
ruz. Uzaydan pat diye yirminci yiizyil Tir-
kiye’sine 1sinlanmis gibiyiz. Bu biiytik sorunu bir
kusakta ¢ozemeyiz. Bu sebeple (neyse ki Risale-i
Nur var) varolus esaslarimiza her an basvurma-
miz gerekiyor. Bu calismada bu sebeple ‘mimesis’

konusu merkezi bir yer isgal etmektedir.

Maslahat ya da ‘hizmet etme’ gayesi bizi pek ¢ok ve
pek biiyiik teorik sorunlarla bogusmaktan alikoy-
mamalidir. En azindan sorunlarin farkinda olmak
zorundayiz. Sanat ve sanat¢inin ontolojik ko-
numu, Tanr1 ve toplum, ego (ene) ve sanat¢i. Kul

olmak nedir? Sanat¢i da kul mudur?
Hizmet Hareketi ve Sinema

Kitle iletisimi tizerinde temel fikirler ve belki de bu-
giine dek en etkili olmus isim Kanadali Marshall Mc-
Luhan’dir. Yayimn hayatina baslayan, baslamay: plan-
layan bir TV kanali McLuhan ve baska 6nemli ileti-
sim teorilerinden faydalanmali ve yayin kriterlerini
eldeki imkanlar ile sifirdan yazmalidir. S6z gelimi
McLuhanin getirdigi yeniliklerden en bilineni “Me-

dium is the message.” seklinde ifade edilen sozdiir.

“Medyum mesajin kendisidir.” ifadesi, Marshall Mc-
Luhan'm 1964 tarihli “Understanding Media: The Ex-
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they should stop saying ‘them and us’, they should
not behave like a person who has just been beaten.
In order to mitigate the effects of the beating they
have received, they should clean themselves up,
stand up and try to be themselves again. Yes, we
have been beaten. We are people who cannot read
or even access a literary work written a few cen-
turies ago. Societies whose mother tongue is Eng-
lish have Shakespeare. Today, Shakespeare is taught
in every English-medium school. There is nothing
as natural as the English being proud of Shake-
speare. In the Islamic geography, we cannot count
anyone among the world’s greatest writers and po-
ets except for a few names discovered by the West-
ern world. Therefore, not being able to reach our
own narrative tradition is our way of being ‘beaten’.
Tradition shows us what we are the continuation
of. We don’t know what we are a continuation of. It
is as if we have been teleported from outer space to
twentieth century Turkey. We cannot solve this
huge problem in one generation. For this reason
(fortunately we have Risale-i Nur) we need to refer
to our principles of existence at every moment. This
is why the topic of ‘mimesis’ occupies a central place

in this study.

Maslahat or the goal of ‘serving’ should not pre-
vent us from grappling with many and great theo-
retical problems. We must at least be aware of the
problems. The ontological position of art and the
artist, God and society, the ego (ene) and the artist.

What is being a servant? Is the artist also a servant?

Hizmet Movement and Cinema

The Canadian Marshall McLuhan is perhaps the most
influential figure on mass communication to date. A
TV channel starting or planning to start broadcasting
should make use of McLuhan and other important
communication theories and write its broadcasting
criteria from scratch with the means at hand. For ex-
ample, the most well-known of McLuhan’s innova-

tions is the phrase “Medium is the message”.

“The medium is the message.” is a famous expression
coined by Marshall McLuhan in his 1964 book
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tensions of Man” adli kitabinda ortaya attig1 iinlii bir
ifadedir. McLuhan, tasidig1 icerikten ziyade, med-
yanin kendisinin insan tecriibesinin, kiiltiirtiniin ve
toplumunun birincil sekillendiricisi oldugunu sa-
vundu. Baska bir deyisle, medyanin teknolojisi, for-
mat1 ve duyusal onyargilart gibi 6zellikleri, bilgiyi
nasil algiladigimizi, isledigimizi ve ona nasil tepki
verdigimizi etkiler. McLuhan'in ifadesi, medyanin
toplum iizerindeki etkisinin, ilettigi belirli mesajlar-
dan veya icerikten daha 6nemli oldugunu 6ne siirii-
yor. Televizyon, radyo ve basili yayin gibi yeni
medya teknolojilerinin insan kiiltiirti tizerinde de-
rin etkileri olduguna, algilarimizi, tutumlarimizi ve
davranislarimizi degistirdigine inaniyordu. Orne-
gin, televizyonun bir medya olarak yiikselisi, yayin-
lanan belirli icerikten bagimsiz olarak insanlarin
bilgiyi tiikketme, sosyallesme ve bos zamanlarini ge-
cirme bicimini degistirdi. Benzer sekilde, sosyal
medyanin ortaya cikisy, iletisim kurma, etkilesim
kurma ve bilgi paylasma bi¢imimizi dontstiirdi.
McLuhan'in fikri, teknolojinin toplum ve kiiltiir
uizerindeki etkisinin anlasilmasinda etkili olmustur

ve glinlimiiziin dijital ¢aginda da gecerliligini siir-

diirmektedir. Bu “Ne anlattiginizin bir dnemi yoktur.”

demek degil. Daha ¢cok “Her ne anlatiyorsaniz anlatin,
ne sekilde anlathgimiz da onemlidir.” demek. Seyirci-
sine bos bir eglence anlayis1 sunmak ve vakit har-
catmaktan baska amaci olmayan kitle kanallari, bir
misyonu olan televizyon kanalina 6rnek teskil ede-
mez. Bu tartismaya gelmeden 6nce iletisimin temel

kavramlari tizerinde de ¢alisilmasi gerekir.

fletisim bir kaynak ve bir alic1 arasinda gercekle-
sir. Iletiyi tastyan ortam bu ikisinin arasindadir.

‘Medyum’ ve ‘medya’ s6ziiniin kaynagi budur.

Bir ileti hangi nesnel kriterlerle degerlendirilebi-
lir? Yani kaynak ve alic1 arasindaki iletisimin te-
mel gerekliligi olan sey nedir, nelerden olusur?
McLuhan’in fikirlerinden bu noktada da faydalan-
mak gerekiyor; Bir ileti kaynak tarafindan tasar-
lanmis 4 ana kriterin belirledigi evrende ortaya ¢1-

kar. Bu kriterler:
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“Understanding Media: The Extensions of Man”.
McLuhan argued that the media itself, rather than
its content, is the primary shaper of human experi-
ence, culture and society. In other words, the char-
acteristics of the media, such as its technology, for-
mat and sensory biases, influence how we per-
ceive, process and react to information.
McLuhan’s statement suggests that the impact of
media on society is more important than the spe-
cific messages or content it conveys. He believed
that new media technologies such as television, ra-
dio and print had profound effects on human cul-
ture, changing our perceptions, attitudes and be-
haviors. For example, the rise of television as a
medium has changed the way people consume in-
formation, socialize and spend their leisure time,
regardless of the specific content broadcast. Simi-
larly, the emergence of social media has trans-
formed the way we communicate, interact and
share information. McLuhan’s idea has been influ-
ential in understanding the impact of technology
on society and culture and remains relevant in to-
day’s digital age. This is not to say that “It doesn’t
matter what you say.”. Rather it means “Whatever you
are telling , it is also important how you tell it.”. Mass
channels, which have no purpose other than to
provide their viewers with empty entertainment
and waste their time, cannot serve as an example
of a television channel with a mission. Before
coming to this discussion, the basic concepts of

communication should be studied.

Communication takes place between a source and
areceiver. The medium that carries the message is
between these two. This is the origin of the word

‘medium’ and ‘media’.

By what objective criteria can a message be evalu-
ated? In other words, what is the basic requirement
for communication between the source and the re-
ceiver, and what does it consist of? McLuhan’s ideas
should be utilized at this point; a message emerges
in a universe determined by 4 main criteria de-

signed by the source. These criteria are:
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® Amac

o Icerik

Uslup

Hedef kitle

Bu kriterler bir mesaj kaynag i¢in planlama agama-
sinda hesaplanabilecegi gibi alict konumundaki bi-
reylerin ya da topluluklarin mesaji degerlendirmesi
sirasinda da kullanilabilir. Mesela bir kitap yazmak
isteyen bir yazari ele alalim. Bu yazar, calismasina
baslamadan 6nce kime (hangi demografik 6zellik-
lerdeki bir okuyucuya) hitap ettigini bilmek isteye-
cektir. Kendi amacini net olarak belirlemek yazarin
yazarken ¢ogu zaman oldugu gibi heyecanlara kapi-
lip baska baska seylerden bahsetmesi gibi basit ama
kot sonuclar dogurabilecek hatalardan korur. Ya
da bu yazar, hedef kitlesine uygun bir tislup se¢cmek
icin bu sayede bir ¢aba gosterecektir. Diger taraftan
seyirci ya da okuyucu tarafinda durum farklh degil-
dir. “Bu iletinin, hedef kitlesi ben miyim?” “Yazar ne de-
meye ¢alisiyor, amact ne ve ben bunu neden okuyorum?”
gibi... Pek ¢ok yazar aday1 yazma siirecini boyle
analitik bir sekilde hatta mithendisce ele alinca afal-
liyor ve hayal kirikligina ugruyor. Oysa daha 6nceki
boliimlerde deginmistik, sanat hem Apollonik hem
de Dionizik bir stirectir. Mithendislik hesaplar ge-
nellikle sanatcilara zor ve bikkinlik verici gelir. Bu
anlasilabilir bir sey. Ne var ki isimlerini bildigimiz
neredeyse biitiin biiyiik sanatcilar bu analitik siireci
gogusleyip iistesinden gelenlerdir. Hi¢bir sanatgi
pat diye bir saheser ortaya koyamaz. Her sanat ese-

rinde illa ki hesap gerektiren zaman dilimleri olur.

Buglin

Hizmet Hareketi sekil degistiriyor ve bu 2012’de
baslayan siire¢ olmasaydi da kacinilmaz olarak
gerceklesecekti ve belki sonuglar1 daha can sikict
olacakty, bilemiyoruz. Hizmet Hareketi'nin en bii-
yiik farki insana yatirim yapmis olmasidir. Bir po-
litikac1 ya da diinyevi hedefleri olan herhangi bir
kimse “Diinyanin her yerinde okullar (belki daha fazla)

acalim.” diyecek kadar ‘naif’ olamaz. Ciinkii mey-
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® Objective

e Content

e Style

e Target audience

These criteria can be calculated at the planning stage
for a message source, but they can also be used dur-
ing the evaluation of the message by individuals or
communities at the receiver level. Take, for exam-
ple, an author who wants to write a book. Before
starting his/her work, this author will want to
know who he/she is addressing (which demograph-
ics of readers)Clearly defining their purpose will
help the writer avoid the common and costly mis-
take of getting caught up in the excitement of writ-
ing and drifting off-topic. Or this writer will make
an effort to choose a style that suits his or her target
audience. On the other hand, it is no different with
the audience or the reader. “Am I the target audience
of this message?” “What is the author trying to say, what
is his/her purpose and why am I reading this?”... Many
aspiring writers are stunned and disappointed
when they consider the writing process in such an
analytical, even engineering way. However, as we
have mentioned in previous chapters, art is both an
Apollonian and a Dionysian process. Engineering
calculations are often difficult and tedious for
artists. This is understandable, but almost all the
great artists whose names we know are those who
have endured and overcome this analytical process.
No artist can create a masterpiece out of the blue.
Every work of art necessarily involves periods of

time that require calculation.
Today

The Hizmet Movement is changing its shape and
this would have inevitably happened even without
the process that started in 2012 and we don’t know
if the consequences would have been more trou-
bling. The biggest difference of the Hizmet Move-
ment is that it has invested in people. A politician or
anyone with worldly goals cannot be so ‘naive’ as to

say “Let’s open schools (maybe more) all over the world.”.
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velerini toplayabilmek i¢in onlarca yil ge¢mesini
beklemek diinyevi hedefleri olan kimselerin isi de-
gildir. Egitim bdyle bir sey. Hizmet Hareketi bir
egitim cemaati olarak dogdu, halen de 6yle kabul
edilebilir. Ben sahsen tanidigim en zeki, en kiil-
turli, en bilgili en hikmet sahibi insanlarin cogunu
Hizmet Hareketi icinde gordim ve tanidim.
2012’de baslayan siirec, bu insanlara ne yapti? Bu-
harlastilar mi1? Hayir. Ben iyimserim, 6yle ya da
boyle isleri olmasi gerektigi gibi yapan, yapmaya
niyetli akli basinda, acelesi olmayan kadrolar ev-
rensel kriterlerle kabul goren isler yapacaklar. Us-
tad Hazretleri'nin fhlas Risalesinde dedigi gibi “Bir
sene bu risaleleri ve bu dersleri anlayarak ve kabul ede-
rek okuyan, bu zamamn miihim, hakikatli bir alimi
olabilir.” Bu zamanin miithim ve hakiki alimleri bu-
giin bir yerlerde hayatta kalmaya calisiyor olabilir,
onlar1 goremiyor olabiliriz, ama buharlasmadikla-

rin1 (Allah’in izniyle) kesin olarak soyleyebiliriz.
Gelecekte Neler Olacak (Olmali)

2009 yilinda Austin Film Festivali'nde katildigim
bir ‘roundtable discussion’ (yuvarlak masa miiza-
keresi) etkinliginde Hollywood un parlak senarist-
lerinden Shane Black (Lethal Weapon, Predator, Kiss
Kiss Bang Bang filmlerinin senaristi) salondaki co-
gunlugu olusturan gen¢ sinemacilara hitaben
“Adimi samimi duydugunuz biiyiik sinemacilar, mesela
Coppola, Scorsese ya da Spielberg, kendi alanlarindaki
her seyi biliyorlar, hatta bu insanlarin bilmedigi hicbir
sey yok!” gibi bir ifade kullanmist1 ve ilave etmisti:
“Geng sinemacilarin atladigi kisim bu, Spielberg olabil-
mek icin uzun yillar boyunca herkes gezer tozarken ki-
tap okumak calismak yazmak cekmek cok biiyiik emek
vermek gerekiyor. Gengler, her seyin ‘mucizevi yetenek-
leriyle’ coziiliiverecegini zannediyor. Ger¢ekte mucizevi
yetenek yok, ¢ok fazla caligma var.” anlamina gelecek

seyler sOylemisti.

Sanat alanina atilmayi isteyen gencler kendisini
diinya ¢apinda en iyi olarak gérme egiliminde olu-

yorlar. Biz de benzeri hayallerle basladik. Bu nor-
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Because waiting decades to reap the fruits is not the
job of those with worldly goals. The Hizmet Move-
ment was born as an educational community and
can still be considered as such. Personally, I have
seen and known most of the smartest, most cul-
tured, most knowledgeable and most wise people |
know within the Hizmet Movement. What did the
process that started in 2012 do to these people? Did
they fly away? No, they did not. | am optimistic that,
one way or another, sound minded, patient cadres
who do things the way they should be done and in-
tend to do them will do things that are accepted by
universal criteria. As Bediuzzaman says in the Sin-
cerity (Ikhlas) Risalah, “He who reads these works and
these lessons for a year by understanding and accepting
them, can become an important and true scholar of this
time.” The important and true scholars of this time
may be trying to survive somewhere today, we may
not be able to see them, but we can say with cer-

tainty (God willing) that they have not evaporated.

What Will (Should) Happen in The
Future

In 2009, at a roundtable discussion I attended at
the Austin Film Festival, one of Hollywood’s bril-
liant screenwriters Shane Black (screenwriter of
Lethal Weapon, Predator, Kiss Kiss Bang Bang) ad-
dressed the majority of the young filmmakers in
the room and said something like “The great film-
makers you've heard of, like Coppola, Scorsese or Spiel-
berg, they know everything in their field, in fact there’s
nothing these people don’t know!” and added: “This is
the part that young filmmakers miss, in order to become
Spielberg, it takes a lot of hard work to read books, to
study, to write, to shoot for many years while everyone
else is gallivanting around. Young people think that ev-
erything will be solved by their ‘miraculous talent’. In
reality there is no miraculous talent, there is a lot of

work.”

Young people who want to go into the arts tend to
see themselves as the best in the world. We started

with similar dreams, and that’s normal. If over
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mal. Eger zamanla bu hayal gercekler dogrultu-
sunda evrilmez ve yerini en iyi olmak i¢in gereken
odaklanma ve yogun bir cabaya birakmazsa hayal

kirikliklari kacinilmaz olur.

icinde dogdugumuz cografyada (Tiirkiye’nin bu-
lundugu cografya) 6grendigimiz bir sey var. Buna
belki Jung terminolojisindeki gibi kolektif bilin-
caltimiz da diyebiliriz. Basarili olmay: istiyoruz.

Hem de ¢ok. Ama bu basari;
1. Kolay
2. Cabuk
3. Ucuz

olsun istiyoruz. Sempati duydugumuz bir seye
(Ayrica cok fazla seye sempati duyariz.) bir miktar
zaman ayiririz. Bu zaman zarfinda pek bir sey ol-
muyorsa bagka bir alana geciveririz. Kaderden
bize siirekli torpil gecmesini bekleriz. Bekledigi-
miz torpil bir tiirli gelmez. Sagma basar1 6ykiile-
rine inanma egilimindeyizdir. Bir konuya 6mriinii
vakfetmek bize uygun degildir. Konudan konuya
gecmek daha eglenceli gelir bize.

Orta karar bir sanat¢i olmadigini ispat etmek icin
once kendisine “Yapilmasi gereken her seyi hakkiyla
yaptim.” diyebilmelidir, sanatc1. Adini sanim1 duydu-
gumuz biiyiik sanatcilarin hepsinin ortak bir yonii
vardir: Cilgincasina odaklanmus bir vaziyette ¢ilgin-

casina calismak.

Amin Maalouf’a atfedilen o sézdeki gibi “Her seye iizii-
len ama hicbir sey yapmayan.” kalabaliklar icinde dog-
duk. Hayatimiz bir stirpriz beklemekle gecip gidiyor.
Kolay hizli ve ucuz olarak karsimiza cikacak bir siirp-

rize degil odaklanmaya ve sabra ihtiyacimiz var.

Hizmet Hareketi bir degerler biitiintidiir. Bu deger-
leri biitiin diinya ile paylasabiliriz. Evrensel bir dil
gelistirebilir, sanat, bilim, kiiltiir iretebiliriz. ice ka-
panmaya degil temel kaynaklarimizi, diisiinceleri-
mizi, sanatimizi disa a¢maya ihtiyacimiz var. ‘Biz’
olmay1 basarabilirsek ve bu ‘biz’ Hizmet Hare-
keti'nin degerleri tarafindan tanimlanmigsa bir sa-

natc1 olarak teorik sorunlarla bogusmak i¢in saglam
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time this dream does not evolve in line with reality
and is not replaced by the focus and intense effort
needed to be the best, disappointment is in-

evitable.

There is something we have learned in the geography
we were born in (the geography Turkey is located in).
Maybe we can call it our collective unconscious as in
Jungian terminology. We want to be successful. Very

much. But this success;
1. Easy

2. Quickly

3. Cheap

we want it to be. We devote some time to some-
thing we sympathize with. (And we sympathize
with a lot of things.) If not much happens during
that time, we move on to another field. We con-
stantly expect fate to grant us special favors, yet
the favor we anticipate never seems to arrive. We
tend to believe in absurd success stories. Devoting
a lifetime to one subject is not for us. We find it

more fun to move from topic to topic.

To prove that he is not a mediocre artist, he must
first be able to say to himself, “I have done everything
that needs to be done, and I have done it well.” The great
artists we have heard of all have one thing in com-

mon: working like crazy with a crazy focus.

As the quote attributed to Amin Maalouf says, we
were born in a crowd of people who “Feel sorry for
everything but do nothing.”. Our lives are spent wait-
ing for a surprise. We need focus and patience, not

a surprise that will come easily, quickly and cheaply.

The Hizmet Movement has a set of values. We can
share these values with the whole world. We can
develop a universal language and produce art, sci-
ence and culture. We need to open our basic re-
sources, our thoughts, our art to the outside world,
not to close ourselves in. If we can succeed in be-
coming ‘us’ and if this ‘us’ is defined by the values

of the Hizmet Movement, then as an artist we have
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bir baslangi¢c noktasi1 se¢misiz demektir. Herhangi
bir sanat ekolii ya da akimlardan birilerine dahil ol-
mak ya da karsit olmak Hizmet sanatcilar1 icin ¢ok
anlamli olmayabilir. Ote yandan ‘Tek tip bir Hizmet
Hareketi sanatgist’ fikri ya da tanimlamasi hig se-
vimli durmuyor, farkli bireyler olarak yaratilmis ol-
dugumuz gercegi ile celisen bir durum. (Bkz. Ene ve
Zerre Risalesi) Bu sebeple Risale-i Nur ve Hizmet
Hareketinin ¢izdigi teorik cerceve ve hedeflere yii-
rekten inanmis sanatcilarin varligi ve belki sayilari-
nin ¢ogalmastyla 6zgiin bir sanat akimi ya da akim-
lar1 baslatirlar. Ama totaliter rejimlerin iiretebile-
cegi tiirden bir sanat manifestosuna benzeyen bir
fikre doniismemeli ve bu bir amac olmamali. Al-
lah’tan geleni yansitmadaki bireysel 6zgirlik Al-
lah’in yeryiiziindeki halifesi miiminlerin ve iclerin-

deki sanatcilarin 6nemli bir 6zelligi olsa gerek.

Hizmet Hareketi ve Risale-i Nur, (aslinda Kur’an-1
Kerim) bize gereken 6zgiiveni veriyor. Belki Al-i
Imran Suresi'nin 139. Ayeti miisliman sanatcilart

da kapsiyordur:

Gevsemeyin, iiziilmeyin; eger (gercekten) iman

etmigseniz en iistiin olan sizlersiniz.

Hizmet Hareketi ve sinema konusunun gelecegini

sekillendirecek iki ana baslik var:
1. Sanatgi Tarafi

1. Sanatci adaylarinin kendi kaynaklarindan
beslenmis olmasi. Risale-i Nur ve Hizmet Ha-

reketi’nin 6lciilerini i¢sellestirmis olmasi.

2. Diinyada olan biteni kendi alaninda mutlaka
biliyor olmasi ve yorumlayabilme kabiliyetine

sahip olmasi.

3. Nietzsche'nin tarif ettigi ve sanatin var olmasi
icin gereken siirecleri dengeleyici bir sekilde

yastyor, kullanabiliyor olmasi.

4. Kendisi gibi diisiinen sanat¢1 adaylariyla bir-

likte olmasi.

5. Bohem yasam tarz1ya da narsistik kisilik bozuk-
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chosen a solid starting point to grapple with theo-
retical problems. It may not be very meaningful
for Hizmet artists to belong to or oppose any art
school or movement. On the other hand, the idea
or definition of ‘a single type of Hizmet Movement
artist’ is not very appealing and contradicts the
fact that we are created as different individuals.
(See: Ene and Zerre Risalah) But it should not turn
into an idea that resembles the kind of art mani-
festo that totalitarian regimes can produce, and
this should not be a goal. Individual freedom in re-
flecting what comes from God must be an impor-
tant characteristic of the believers, God’s caliphs

on earth, and the artists among them.

The Hizmet Movement and the Risale-i Nur (actu-
ally the Holy Quran) give us the confidence we
need. Maybe verse 139 of Surah Al-Imran also ap-

plies to Muslim artists:

Do not loosen up, do not grieve; you are the most

superior if you have believed.

There are two main topics that will shape the fu-

ture of the Hizmet Movement and cinema:

1. Artist Side

1. Artist candidates should be fed from their
own sources. They should have internalized
the measures of the Risale-i Nur and the

Hizmet Movement.

2. Being aware of what is happening in the
world in his/her field and having the ability to

interpret it.

3. Being able to live and use the processes that
Nietzsche describes and that are necessary for

art to exist in a balancing way.

4. Being together with like-minded artist candidates.

5. Be aware of the existence of some behavioral



lugu ya da manik-depresif ve bipolar bozukluk
gibi sanat¢ilarda yaygin goriilen bazi davranis
problemlerinin varligindan haberdar olmali ve
bunlarla tepeden inmeci olmayan yontemlerle
onlemler alinmaya calisilmalidir. Bu da ¢ogun-
lukla sanatc1 adaylariin bireysel cabalar1 ve ge-
lisimleri ile gerceklesecektir. Sanat¢i adaylari-
nin, Hizmet Hareketi gibi motivasyonlari ve te-
mel kaynaklar1 belli ve tanimli olan bir degerler
sistemiyle uyumsuzluk olusturmayacak kadar
sosyal zekaya ihtiyaci vardir. Kendi insan kay-
naklaria sirt cevirmek ya da 6miir boyu hos-
gorii beklemek disinda uyumluluk gerektiren
¢6ziimler illa ki bulunabilir.

93 2. Kurumsal Hizmet

1. (Kendi) Sanat¢i adaylarini koruyup kollamast.

Bunu yaparken de sanatin her bir alaniyla ‘ilgile-
nen’ kurumlar kurmaktan kacinilmali ve alanla
ilgili yonetim sorunlari olusmasina izin verilme-
meli.. Sanat¢1 adaylarinin korunmasi ve destek-
lenmesinden anlasilmasi gerken sey sudur: Ku-
rumsal Hizmet bu alanda emek vermek isteyen
geng sanat¢i adaylarina engel olmamali, kendi-
sini ispat edebilmesi icin imkan arayan gengleri
bagka alanlara yonlendirmeye ¢alismamasi. Hiz-
meti ve sanat¢i adayini ilgilendiren her tiirlii ko-
nuda her tiirlii ‘excessive’ (asir1) yonlendirmeler-

den kacinilmasi.

. Hizmet kademelerinin sanat¢1 adaylarinin
kendilerini yetistirebilmek ve yeteneklerini
gosterebilmeleri i¢in ortam (yarisma, festival

vs.) gibi organizasyonlar yapmas.

. Sanat alanlarina 6zel egitimler verecek ku-

rumlar, okul, kurs, kamp vs. kurmas.

. Sanat alanlarinda sponsorluk arayisi icindeki sa-
nat¢ilarin diger hizmet kollarindan ayr1 dusii-
niilmemesi. Sanatci ile sponsor arasinda koprii

vazifesi gorebilecek kurumlar kurulmasi.

94 Uziilerek belirtmek gerekir ki Hizmet kurumlar1

problems common in artists, such as bohemian
lifestyle or narcissistic personality disorder or
manic-depressive and bipolar disorder, and try
to deal with them in a non-top-down manner.
This will mostly be realized through the indi-
vidual efforts and development of prospective
artists. Prospective artists need enough social
intelligence not to create incompatibility with
a value system like the Hizmet Movement,
whose motivations and main sources are clear
and defined. Solutions that require compatibil-
ity other than turning their backs on their own
human resources or expecting a lifetime of tol-

erance can certainly be found.

93 2. Institutional Hizmet

1. Institutional Hizmet should protect and sup-

port aspiring artists. However, while doing so,
it should avoid establishing institutions that
‘engage’ with every field of art, which could
lead to management issues. Supporting and
protecting aspiring artists means that Institu-
tional Hizmet should not create obstacles for
young individuals who wish to dedicate them-
selves to this field. It should not attempt to re-
direct young people seeking opportunities to
prove themselves into other fields. Any kind of
‘excessive’ mentoring concerning both Hizmet

and aspiring artists should be avoided.

. Hizmet institutions should create platforms

(such as competitions, festivals, etc.) where as-
piring artists can develop themselves and

showcase their talents.

. Institutions such as schools, courses, or re-

treat programs should be established to pro-

vide specialized education in artistic fields.

4. Artists seeking sponsorship in the arts should

not be considered separately from other
Hizmet branches. Establishing institutions
that can act as a bridge between the artist and

the sponsor.

94 1t is regrettable to state that all attempts to apply
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ya da kurumsal bir Hizmet anlayisini sanat ile ilgili
projelere uygulama denemelerinin hepsi bugiine
kadar basarisiz (Istenen 6lciide basarili olamamus-
tir.) olmustur. Yetismis sanatcilarimiz kendi im-
kanlariyla ve acilar i¢inde hayatlarini stirdiirmiis-
lerdir, ‘yetismekte olan’ yeni sanatcilar da istenen

kemiyet ve keyfiyette olmamuistir.

xxx

Gelelim “Kameranmin oniinde neler olmali?” sorununa.

Belki de 6nce kafalarimizdaki ‘Hizmet'in sinema
filmi’ diisiincesini arastirmaliyiz. Sanat alaninda ya-
pilmis hangi isler Hizmetimizi temsil ediyor? Bizi
temsil eden isleri nasil ayirt edebiliriz? STV'nin di-

zileri bizi temsil etti mi, ne kadar temsil etti?

Kisisel tecriibelerimden yola ¢ikarak soyleyebili-
rim ki kurumsal olarak sanatsal isler iiretince do-
gal olarak bazi sorunlar giindeme geliyor. Kurum-
sal sanat iiretimi olarak tanimlanabilecek bir siire¢
bizde ‘simdilik’ var olmamali. Ciinkii diinyanin
degisik yerlerinde mevcut kurumsallasmis ‘sanat
iiretim merkezleri’ kusaklar boyunca devam eden
bir gelenegin iriintidiir. Bu sebeple oncelikle sa-
natci yetistirmeli ve ‘Hizmet insani’ sanatcilara

odaklanmaliyiz.

fcerik: Bu metin boyunca tartistigimiz teorik fel-
sefi konular bu sorunun cevabini vermemizi ko-
laylastiracaktir. Ben bu konuda kisitlayici sinirlar
cizmekten yana degilim. Isteyen sanatcimiz mo-
dern, isteyen sanat¢imiz klasik isteyen de hibrit bir
sanat goriisiine sahip olabilir. Sanat¢1 hizmet esas-
larin1 yeterince icsellestirmisse bu yaklasimlardaki
sanat {irtinlerinin her turlisi degerli olacaktir

stiphem yok.

100 Benim kisisel goriisiime gelince; ideal sartlarda de-

giliz. Islam medeniyeti, sanat1 dért basi mamur,
gelenek ile bugiin arasinda higbir celiskisi olma-
yan bir pozisyonda degil. Islam diinyasinin hali
pek cok acidan icler acisi. Boyle bir entelektiiel ev-
renden temsil makaminda {iriinler ortaya ¢ikma-

sin1 beklemek yiiriimeyi bile beceremeyen bir be-
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Hizmet institutions or an institutional under-
standing of Hizmet to projects related to the arts
have so far been unsuccessful. (Not as successful as
desired.) Our trained artists have continued their
lives with their own means and in pain, and the
new artists ‘in training’ have not been of the de-

sired quantity and quality.

*xx

Let’s talk about the question of “What should be in

front of the camera?”.

Perhaps we should first examine the idea of a
‘Hizmet’s cinema film’. What works in the artistic
field represent Hizmet? How can we distinguish
works that represent us? Did STV’s series truly

represent us, and to what extent?

Based on my personal experiences, I can say that
producing artistic works within an institutional
framework naturally brings some issues. For now,
aprocess that can be defined as ‘institutional artis-
tic production’” should not exist in our case. The
reason for this is that existing institutional ‘art
production centers’ around the world are the re-
sult of traditions that have continued for genera-
tions. Therefore, our priority should be to train

artists and focus on ‘Hizmet-oriented’ artists.

The theoretical and philosophical discussions
throughout this text will help us answer this ques-
tion. [ am not in favor of imposing restrictive
boundaries in this matter. Our artists can adopt
modern, classical, or hybrid artistic perspectives as
they wish. If an artist has sufficiently internalized
Hizmet principles, 1 have no doubt that artistic
products emerging from these approaches will be

valuable.

100 As for my personal opinion, we are not in ideal

conditions. Islamic civilization does not currently
hold a position where its artistic tradition is fully
formed, without contradictions between tradition
and modernity. The state of the Islamic world is, in
many ways, distressing. Expecting works of repre-

sentation to emerge from such an intellectual en-
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bekten u¢cmasini beklemekten farksiz. Bu sartlarda
yapilacak planlarin uzun vadeli ve asama asama
disiintilmesi gerekiyor. Kisa vadede 6ncelikli he-
def sanat gibi ‘entelektiiel’ konulara dikkat cek-
mek ve insanlarin sanata yonlenmesini saglayacak
tiirden isler yapabilmek olmalidir. Ozgiin ve hiz-
metsel bir sinema dili, bir sanat goriisii ise konuyla
ilgili emek veren ve kafa yoran insan sayisi arttik-
tan sonra ancak sekillenebilir. Kolektif bir sanat
alan1 olusturmak zorundayiz. Yakin vadede sanat
egitimine agirlik verilmeli, kendi haline birakildi-
ginda bagka branslarda uzmanlasacak entelektiiel
bireylerin sanati ‘bir secenek’ olarak gormesini
saglamak olmalidir. Unutmayalim, Bat1 diinya-
sinda Aydinlanma Cag1 sonrasinda sanatci sayisi-
nin artisi ekonomilerin yiikselmesi sonrasinda

gerceklesmisti.

Bugiin diinyanin en iyi iiniversitelerinde pek cok
miisliman 6grenci var. Kacta ka¢i hangi alanlarda
egitim aliyor, kacta kaci sanat sinema alaninda?
Miihendislik ya da temel bilimler okuyan mislii-
man 6grenci sayisinin sanat egitimi alanlarin say1-
sina karst ezici Ustiinlitkte oldugunu soylemek
yanlis olmaz. Sanatin ve 6zelde sinemanin ‘hayata
gecirilebilecek bir secenek’ haline gelmesi belki de
bizim diinyamizdan sanat¢ilarin dikkat cekici isler
yapabilmesiyle olacaktir. Kurumlarimiz maalesef
bugiine dek bu ise yaramadi. Kendi insanlarimizin
sinema ve sanat alanlarinda cikis yapabilmelerine
gayret gostermeliyiz. Yoneticilerimiz, karar veri-
cilerimiz degil sanatcilarimiz kendi alanlariyla il-
gili s6z hakkina sahip olmalilar. [stisare mekaniz-
malar1 bihakkin yerine getirilmeli. Sponsorlarla
sanat¢ilarimiz bulusturulmali. McKee'nin 6yki
ticgeninde 6zellikle klasik koseye yakin isler yap-
mak bu ilk asamada bu sebeple ¢cok anlamli. Daha
fazla sayida seyirciye ulasmak bu sebeple daha
onemli. Bu benim kisisel goriisiim. Kisacas seyirci
odakl1 ve seyirciyle barisik isler yapmays, festival
diinyasinin deneysel sanat ve sinemasindan bu
asamada daha onemli oldugunu diistiniiyorum.

Kendi diinyamiza ait deneysel calismalar ve sem-
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vironment is no different from expecting a baby
who cannot even walk to start flying. In these cir-
cumstances, plans should be long-term and
thought out step by step. In the short term, the pri-
mary goal should be to draw attention to intellec-
tual topics such as art and to create works that en-
courage people to engage with art. A unique and
Hizmet-oriented cinematic language or artistic vi-
sion can only take shape when the number of indi-
viduals dedicated to and thinking about this sub-
ject increases. We must establish a collective artis-
tic space. In the near term, emphasis should be
placed on arts education, and intellectual individ-
uals who, if left to their own devices, would spe-
cialize in other fields should see art as ‘an option’.
Let us remember that the increase in the number
of artists in the Western world occurred after eco-

nomic growth following the Enlightenment era.

Today there are many Muslim students in the
world’s top universities. How many of them are
studying what fields, and how many of them are
studying art and cinema? It is safe to say that the
number of Muslim students studying engineering
or basic sciences is overwhelmingly outnumbered
by those studying the arts. Art, and cinema in par-
ticular, can only become a ‘viable option’ if artists
from our world are able to produce remarkable
works. Unfortunately, our institutions have not
worked for this so far. We need to make an effort
to help our own people make a breakthrough in
the fields of cinema and art. Our artists, not our
administrators and decision makers, should have a
say in their own fields. Consultation mechanisms
must be properly implemented. Our artists should
be brought together with sponsors. This is why it
is very meaningful in this first stage to make works
especially close to the classical corner in McKee’s
story triangle. Reaching more audiences is more
important for this reason. This is my personal
opinion. In short, I think it is more important to
make audience-oriented and audience-friendly
works, than the experimental art and cinema of
the festival world at this stage. I think it is still
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bolizm i¢in heniiz erken oldugunu diisiintiyorum.
Batili deneysel sinema sanati iiriinlerine benze-
meye calismak ya da bat1 sanat akimlarina dogru-
dan eklemlenmeye calismay1 zaten secenek disi
olarak kabul ediyorum. Kendi diinyamiza ait ug
Orneklerin ve aykir1 denemelerin saglikli olabil-
mesi icin yetersiz birikime sahibiz. Su an i¢in se-
yirci de sanatin fonksiyonlar: arasinda siralanan
sok edicilik, sarsic1 ya da rahatsiz edici icerik ve bi-
cimlerde iiretilmis sanat eserlerine hazir degil. Sa-
nat sadece seyircinin beklentilerini karsilamak da
degildir. Sanat ‘dogal bir iman’ sonucu olabilirse
sanatcinin Allah’tan gelen tecellileri hangi moti-
vasyonlarla secip yansitmaya calisacagr konusu
daha net ortaya c¢ikacaktir. Nitekim Kur’an-1 Ke-
rim, goriinir ilk katmaninda herkesin anlayabile-
cegi Oykiiler anlatir. Ama Kur’an’daki her oykii-
niin hermenotik incelemesi yapilsa ¢ok fazla kat-
manl oldugu ortaya cikar. Kur'an-1 Kerim tize-
rinde yapilacak retorik ve hermenoétik bir ¢alisma

ile konu cok daha anlasilacaktir.

early for experimental works and symbolism of
our own world. Attempting to imitate Western ex-
perimental cinema or directly integrate into West-
ern artistic movements is not even an option for
me. Our intellectual resources are insufficient to
produce avant-garde and unconventional works
within our own world in a healthy way. At present,
our audience is not ready for shocking, unsettling,
or disturbing artistic expressions, whether in con-
tent or form that are commonly considered func-
tions of art. Art is not only about meeting the audi-
ence’s expectations. If art can be the result of a
‘natural faith’, the motivations of the artist to select
and reflect the manifestations from Allah will be-
come clearer. As a matter of fact The Holy Qur’an,
in its first visible layer, tells stories that everyone
can understand. But if every story in the Qur’an is
analyzed hermeneutically, it becomes clear that it
has many layers. A rhetorical and hermeneutical
study of the Holy Qur’an will make the subject

much more understandable.
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Islam Sanat Diisiincesinde Miizigin Yeri

The Role of Music in Islamic Art Thought

Erkam Aydin
ingilizce Ceviri: Divan ERibi / English Translation: Diwan Team

islam ve Sanat: Temel Kavramlar

Konuya baslamadan énce Tslam’ve ‘sanat’kavram-
larini tamimlamak, temel bir ¢erceve olusturmak
acisindan 6nemlidir. Islam, bir inanc sistemi olma-
nin 6tesinde, bireyin diinya hayatindan baslayarak
ukba (ahiret) hayatin1 kapsayan bir yasam bicimi-
dir. Bu sistem, bireyin hem akli hem de manevi du-
yulariyla algiladig1 ve sekillendirdigi bir disiince
ve kavrayis yapisini barindirir. Diisiincenin yam
sira, insanin letaifini, yani manevi duyularini da
devreye sokarak bir bakis acis1 gelistirmesi gerek-
tigi fikri, Islami diisiince ve algilama sisteminin te-

mel 6zelliklerinden biridir.

Letaif kavramyi, insanin zihinsel ve manevi boyut-
larin1 kapsayan unsurlari ifade eder. Bunlar akil,
kalp, sir, ruh, hafi, ahfa gibi manevi unsurlar ile
Anasir-1 Erbaa (ates, toprak, su, hava) ve nefs-i na-
tika (konusan nefis) gibi metafizik unsurlar1 icerir.
Islam diisiincesinde bu unsurlar, salt bir akil yii-

riitmenin Gtesine gegerek mutlak dogruya ulasma

Islam and Art: Basic Concepts

Before we begin, the terms Tslam’ and ‘art’ will be
defined to create a common framework. Beyond
being a belief system, Islam is a way of life that en-
compasses the individual’s life in the world and the
hereafter. This system contains a structure of
thought and comprehension that the individual
perceives and shapes with both his intellect and
spiritual senses. The idea that one should develop
a perspective by engaging one’s letaif (spiritual
senses) in addition to the intellect is one of the fun-
damental features of the Islamic system of thought

and perception.

The concept of letaif (spiritual faculties) refers to
the aspects that encompass the mental and spiritual
dimensions of human beings. These include spiri-
tual elements such as the mind, qalb (heart), sir (se-
cret), ruh (divine soul), hafi (subtle), ahfa (hidden),
and metaphysical elements such as the The Four El-

ements (Anasir al-Erbaa): fire, earth, water, air and



cabasinin bir parcasi olarak goriiliir. Bu yaklasim,
gecmiste bircok miiminin sanat ve diisiinceye kat-
kida bulunurken benimsedigi yontemlerden biri
olmustur. Ancak burada, insanin diinya hayatinin
bir imtihan siireci oldugunu unutmamasi gerektigi
de hatirlatilmalidir.

Saib-i Tebrizi'nin su hikmetli beyti bu baglamda
dikkate degerdir: “Insamin hayatta yasayacagi en
onemli mesele oliim; oliimden sonra yasayacagi en kii-
ciik mesele de oliimdiir.” Bu s6zden yola ¢ikarak, bir
birey hayatinm sekillendirirken bir takim 6nlemler,
kosullar ve sartlar belirlemesi gerekir. Benzer bir
vurgu, Bediiizzaman Said Nursi'nin bir mahkeme
savunmasinda gecen “Oliimii oldiirebilir misin?” ifa-
desinde de goriiliir. Beditizzaman, bir taraftan
eserlerinde 6liimiin insan hayatindaki merkezi ro-
liniin altim ¢izerken diger taraftan insanin ya-
samda Oncelik vermesi gereken temel hususlar1 su
sekilde siralar: Iman, marifetullah (Allah’t tanima
bilgisi) ve muhabbetullah (Allah sevgisi).*

Iman, etimolojik olarak ‘giivenmek’ ve ‘samimiyetle
inanmak’ anlamina gelir. Kur’an’da ise yalnizca Al-
lah’a ve O’'nun mesajlarina inanmay1 ifade eder.
Genel anlami ise bir dine ya da yasam tarzina go-
niilden baglanmaktir. Marifetullah, Islam dininde
Allah1 tek ve mutlak yaratici olarak tanimayz ifade
eder. Hristiyanlikta ise bu kavram gnesis’ olarak
adlandirilir ve hakikatin bilgisine sezgi ve ilham
yoluyla ulasilabilecegini savunan mistik bir anla-
yis1 temsil eder. Ornegin, J. S. Bach ve Beethoven
gibi batil1 besteciler, eserlerinde bu tiir bir metafi-
zik ve manevi arayisin izlerini tasirlar. Muhabbe-

tullah, Allah’a duyulan en yiiksek derecede sevgi

ve bagliliktir. Hristiyanliktaki Pontifex Maximus’

kavramini muhabbetullah ile iliskilendirebiliriz.
Pontifex Maximus, Antik Roma’da insanlarin tan-
rilarla baglantisini saglayan en yiiksek dini otorite

olarak goriiliirken, zamanla imparatorlara ve ar-

3 Ali Fuat Bilkan, Saib-i Tebrizi'den Hikmet Damlalart,
Kaynak Kitaplig.

4Bknz. Bediiizzaman Said Nursi. Sizler, 21. So6z.

the nafs al-natika (the speaking soul). In Islamic
thought, these elements are seen as part of the effort
to go beyond mere reasoning and reach absolute
truth. This approach has been one of the methods
adopted by many believers in the past when con-
tributing to art and thought. However, it should
also be remembered that a person must not forget

that the worldly life is a process of trial.

The wise couplet of Saib-i Tabrizi is noteworthy in
this context: “The most important issue a person will
face in life is death, and the smallest issue they will face
after death is also death.”"” Based on this statement,
when shaping their life, an individual must deter-
mine specific measures, conditions, and circum-
stances. A similar emphasis is found in Beditizza-
man Said Nursi’s statement during a court de-
fense, “Can you kill death?”. On one hand, Beditizza-
man highlights the central role of death in human
life in his works, while on the other hand, he lists
the fundamental matters a person should priori-
tize in life as follows: Faith, marifatullah (knowl-
edge of God), and muhabbatullah (love of God)."

Iman, or faith, etymologically means ‘o trust’ and
to believe sincerely’. In the Qur’an, it refers specifi-
cally to belief in Allah and His messages. In its
broader sense, it means to be wholeheartedly com-
mitted to a religion or way of life. Marifatullah
refers to recognizing Allah as the one and absolute
Creator in Islam. In Christianity, this concept is
called gnosis’ and represents a mystical under-
standing that knowledge of truth can be reached
through intuition and inspiration. For example,
Western composers such as J. S. Bach and
Beethoven carry traces of this kind of metaphysi-
cal and spiritual quest in their works. Muhabbat-
ullah is the highest degree of love and devotion to
Allah. We can relate the Christian concept of Pon-
tifex Maximus’ to muhabbatullah. Pontifex Max-
imus was seen as the highest religious authority in

Ancient Rome, who connected people with the

17 Ali Fuat Bilkan, Saib-i Tebrizi’den Hikmet Damlalar:
(Wisdom Drops from Said-i Tebrizi), Kaynak Kitaplhig:.

18See: Bediuzzaman Said Nursi. The Words, 21. Word.
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dindan Papaliga gecen bir unvan olmus, bu bag-
lamda koprii kurma kavrami manevi liderlik ve
ilahi otoriteyle iliskilendirilmistir. [slam’da en bii-
ytik manevi képrii muhabbetullah olup, kulun Al-
lah’in kemal ve cemalini idrak etmesiyle kalbinde

olusan ilahi nurdur.

Bu anlayislar, sanatcilar ve diisiiniirler igin bir il-
ham kaynagi olmustur. Beethoven Uciincii Sen-
foni’yi (Eroica) baslangicta Napolyon’a adamus, fa-
kat onun kendini imparator ilan etmesinden sonra
bu ithafi geri ¢ekmistir.>® Yazismalarinda gecen
“Akil ve kalp sahibi Beethoven” ifadesi, sanat¢inin

manevi degerlerle olan bagini ortaya koyar.

Buradan hareketle, besteci ve sanatcilarin sadece
yasadiklar1 donemin kosullariyla degil, ayn1 za-
manda evrensel degerlerle de eserlerini sekillen-
dirdigi anlasiimaktadir. [slami sanat diisiince-
sinde, iman, kader, insanlik ve sosyal sorunlar gibi
kavramlar sanatin merkezinde yer almistir. Giinii-
miiz diinyasinda savaslar, zuliim, baskilar, ayrim-
cilik, otekilestirme, uyusturucu ve benzeri sapkin-
liklar, zaaflar ve ben merkezcilik gibi olgular, in-
sanlig1 etkileyen baslica sorunlar olarak one ¢ik-
maktadir ve dolayli veya dolaysiz olarak biitiin
toplumlari ilgilendirmektedir. Sanatcilarin zama-
nin sartlarini dogru bir sekilde analiz ederek bu
sorunlar: ele almasi ve evrensel bir sorumluluk
istlenmeleri gerekir. Temel degerleri ve hedefleri
ortak noktalarda bulusturmak ve bunlari iman po-
tasinda dogal bir uyumla birlestirebilmek 6nemli-
dir. Dénemin ruhunu yansitan ve ona damgasini
vuran sanat eserlerinin, bu evrensel dlciitler cerce-
vesinde sekillenmesi gerekmektedir. Sanatci, bu
degerleri derinlemesine irdeleyip oziimseyerek,
eserlerine bu anlayis1 yansitmali ve topluma bu

dogrultuda rehberlik etmelidir.

’ James Hamilton-Paterson, Beethoven’s Eroica: The First
Great Romantic Symphony, New York: Basic Books,
2017.

¢ Stephen Rumph, Beethoven After Napoleon: Political
Romanticism in the Late Works, Berkeley: University of
California Press, 2004.

gods, and over time, the title passed to emperors
and then to the Papacy. In this context, the bridge
concept has been associated with spiritual leader-
ship and divine authority. In Islam, the greatest
spiritual bridge is muhabbatullah, which is the di-
vine light that forms in the heart of the servant as

they perceive the perfection and beauty of Allah.

These concepts have been a source of inspiration for
artists and thinkers. Beethoven originally dedicated
his Third Symphony (Eroica) to Napoleon, but after
Napoleon declared himself emperor, he withdrew
this dedication.'”® The phrase “Beethoven, the man of
reason and heart,” mentioned in his correspondence

reveals the artist’s connection to spiritual values.

From this perspective, it is understood that com-
posers and artists shape their works not only ac-
cording to the conditions of their time but also in
relation to universal values. In Islamic art philoso-
phy, concepts such as faith, destiny, humanity, and
social issues have been at the center of art. In the
world today, issues such as wars, oppression, re-
pression, discrimination, marginalization, drug
abuse, and similar deviant behaviors, weaknesses,
and egocentrism emerge as the major problems af-
fecting humanity, and they concern all societies ei-
ther directly or indirectly. Artists must analyze the
conditions of their time accurately, address these
issues, and take on a universal responsibility. It is
important to bring together fundamental values
and goals at common points and to merge them
with natural harmony in the crucible of faith.
Works of art that aim to reflect the spirit of the
time and leave their mark on it must be shaped
within the framework of these universal criteria.
The artist, by deeply examining and internalizing
these values, should reflect this understanding in

their works and serve as a guide for society.

1 James Hamilton-Paterson, Beethoven’s Eroica: The First
Great Romantic Symphony, New York: Basic Books,
2017.

2 Stephen Rumph, Beethoven After Napoleon: Political
Romanticism in the Late Works, Berkeley: University of
California Press, 2004.
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Guzel Bir Muzik Eseri Bizi
Neden Aglatir?

Konuyu bir kez daha baslangi¢ noktasina tasiyarak
psikolojik bir agidan ele alalim. Ornegin, “Giizel bir
miizik eseri bizi neden aglatir?” Bu soruya su sekilde
bir cevap verebiliriz: Hassas ruhlara sahip bireyle-
rin, miizigin olaganiistii gliclinti tasiyan bir eseri
dinlediklerinde hissettikleri yogun duygular kar-
sisinda kendilerini tutamayip gozyaslarina hakim
olamamalari, insanin derin duygusal yapisim1 ve
miizigin ona olan etkisini ortaya koyar. Peki, mii-
zigin maddi ve organik varligimiza boylesine de-

rin bir tesir birakmasinin sebebi nedir?

Miizigin kaynagi, ilahi bir icgiidiiye dayandiril-
makta; besteci icin bir ‘desarj’, toplum icin ise bir
‘sarj’ihtiyacini karsilamaktadir. Bir miizik eserinin
ortaya cikisi, siklikla bir kadinin dogum yapmasi
ile dzdeslestirilmistir. Ilhamla temasin ardindan
bir beste adeta bir nesviinema ve izdivac evresin-
den gecer. Nasil ki bir bebek, sancili bir siire¢ so-
nunda diinyaya geliyorsa, bir miizik eseri de ben-
zer acilar olmaksizin hayat bulamaz. Bu acilar,
hem kacinilmazdir hem de siirecinin dogal bir
parcasidir. Bir bestecinin, bu 1stiraplar1 yasamak-
s1izin yliksek sanatsal degere sahip bir eser ortaya

koymas1 miimkiin degildir.

Hayatta oldugu gibi, sanat da istirap, zorluk ve me-
sakkatlerin bir tirtiniidiir. Bunlarin ardindan giizel
bir eser meydana getiren besteci, tipki bir dogum
yapan kadin gibi, yasadig1 sancilar1 bir anda unu-
tur. Ortaya c¢ikardig eserin sagladig: ilahi haz ve
ulvi mutluluk, besteciyi derin bir huzur ve tat-
minle doldurur. Bu siireg, 1stirap gozyaslarinin se-
ving pariltilarina doniismesi gibidir. S6z konusu
seving ve tatmin duygusu, bestecinin ruhuna hu-

zurun ve dinginligin geri donmesini saglar.

[lhamla sekillenip yaratilan bir miizik eserinin, ses
(san) veya enstriiman araciligiyla icra edilmesi si-
rasinda, eserin olaganiisti dogasi geregi st dii-

zeyde bir etki birakmasi beklenir. Ses ve enstrii-
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Why does a Beautiful Piece of
Music Make Us Cry?

Let’s approach this topic again from the starting
point and consider it from a psychological per-
spective. For example, “Why does a beautiful piece of
music make us cry?” We can answer this question:
When individuals with sensitive souls listen to a
piece of music that carries extraordinary power,
the intense emotions they feel make them unable
to hold back their tears, revealing the deep emo-
tional nature of humans and the impact music has
on them. So, why does music have such a profound

effect on our material and organic existence?

The source of music is grounded in a divine in-
stinct; for the composer, it serves as a ‘discharge’,
while for society, it meets a need for ‘charge’. The
creation of a musical piece is often likened to a
woman giving birth. After the moment of inspira-
tion, a composition goes through a phase of devel-
opment and union. Just as a baby comes into the
world after a painful process, a musical work can-
not come to life without similar suffering. These
pains are both inevitable and a natural part of the
process. It is impossible for a composer to produce
a work of high artistic value without experiencing
these hardships.

Just as in life, art is also a product of suffering, dif-
ficulty, and hardship. After enduring these, the
composer who creates a beautiful work, much like
a woman giving birth, forgets the pains he or she
experienced. The divine pleasure and sublime hap-
piness provided by the work they have created fills
the composer with deep peace and satisfaction.
This process is like the transformation of tears of
suffering into glimmers of joy. This sense of joy
and fulfillment allows peace and serenity to return

to the composer’s soul.

When a musical work shaped and created through
inspiration is performed through voice (san) or an
instrument, it is expected to leave a profound im-

pact due to the extraordinary nature of the piece.
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manin bu etkileyici sonuclary, siiphesiz eserin ken-
dine 6zgii niteliklerine ve sahip oldugu benzersiz-
lige dayanmaktadir. Bestecinin yogun ve heyecan
dolu duygular ve sancilarla ortaya koydugu bu
eser, ayni siirecte hissettigi o tatls 1stirabi, dinleyi-
cinin bilincaltinda da olsa hissetmesine olanak ta-
nir. Bu durum, eserin sanat¢isinin i¢ diinyasini ve
heyecanlarini dinleyiciye aktardigini agik¢a goste-
rir. Eseri dinlerken bu tathi sanciyr duyumsayan
bir dinleyici, ses ve enstriitmanin araci rolii saye-
sinde dogrudan besteyle bir bag kurar ve besteci-
nin o anda yasadig1 yogun heyecanlar1 bilfiil, ay-

niyla veya benzeriyle icten bir sekilde deneyimler.

Eserin biiyiileyici giici, dinleyicinin kalbini ve ru-
hunu etkilerken, his ve diisiincelerin zirveye ulas-
t1g1 bir noktada derin bir duygusal birlesim yasa-
nir. Bu yogun tecriibe, dinleyiciyi adeta bir zevk
firtinasinin ortasina siiritkler. Elektrik yiikli bu-
lutlarin simseklerle bosalip yagmurla ferahlik ge-
tirmesi gibi, dinleyicinin bu duygusal alevlerini
sondiirmek ve huzura kavusmasini saglamak icin
birka¢ damla g6zyas1 dokmesi kaginilmaz hale ge-
lir. Dinleyicinin doktiigii bu birka¢ damla gozyass,
eserin zaferini miijdeleyen esi benzeri olmayan
pirlantalardir. Yagmur sonrasi doganin tazelik ve
sevincle dolmas: gibi, bu gozyaslar1 dinleyicinin
ruhuna huzur ve tatmin getirir. Bu tatmin halj,
eserin basarisinin en somut ve gii¢lii kanitlarindan
biridir. Eser, yalnizca estetik bir deneyim sun-
makla kalmaz; ayn1 zamanda dinleyicinin duygu-
larin1 ve ruhunu derinlemesine etkileyerek unu-

tulmaz bir iz birakir.

Sanatta ilhamin Rolii

Sanat eserlerinin ve bestelerin ortaya ¢ikmasinin
sirr1 ilhamda yatar. O, sanatciya yaraticis tarafin-
dan bahsedilen goriinmeyen bir gii¢ olarak, giizel
sanatlarda ve Ozellikle miizikte biiyiik bir 6neme
sahiptir. lThamla sekillenen eserler, yapmacik eser-
lerden kolaylikla ayirt edilebilir. Gergek bir sanat

eseri, bizi katiksiz bir sevgi ile fethetmesini bilir. O,
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The impressive results of voice and instrument are
undoubtedly based on the unique characteristics
and singularity of the work itself. This piece, cre-
ated by the composer with intense and exciting
emotions and pains, allows the listener, even at a
subconscious level, to feel the sweet suffering the
composer experienced during the process. This
clearly demonstrates that the work conveys the
artist’s inner world and emotions to the listener. A
listener who perceives this sweet suffering while
listening to the piece, through the mediating role
of voice and instrument, directly establishes a con-
nection with the composition and authentically
experiences the intense emotions the composer

felt at that moment, either exactly or similarly.

The enchanting power of the work affects the lis-
tener’s heart and soul, and at a point where feel-
ings and thoughts reach their peak, a deep emo-
tional union takes place. This intense experience
sweeps the listener into the eye of an emotional
storm. Just as electrically charged clouds release
their lightning and bring relief with rain, it be-
comes inevitable for the listener to shed a few tears
to extinguish these emotional flames and find
peace. These few drops of tears shed by the listener
are unparalleled diamonds that herald the triumph
of the work. Just as nature is filled with freshness
and joy after the rain, these tears bring peace and
satisfaction to the listener’s soul. This sense of sat-
isfaction is one of the most concrete and powerful
proofs of the work’s success. The work not only
offers an aesthetic experience but also deeply af-
fects the listener’s emotions and soul, leaving an

unforgettable mark.

The Role of Inspiration in Art

The secret behind the creation of works of art and
compositions lies in inspiration. It is an invisible
power granted to the artist by their Creator, hold-
ing great significance in the fine arts, particularly
in music. Works shaped by inspiration can easily
be distinguished from artificial creations. A true

work of art knows how to conquer us with pure
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hicbir araciya ihtiya¢c duymadan, su gibi dogrudan
kalbimize akar ve gonliimiizde derin bir yer edinir.
Eser tamamlandiginda, dinleyende giizelligin zirve
noktasina ulasmasi ile birlikte kalbde bir huzur, sii-
kun ve insirah meydana gelir. Ruhumuz, eserle 6y-
lesine derin bir uyum yakalar ki, adeta onunla bii-
tiinleserek birbirinde erir. Eserdeki biiytleyici gii-
zellik, sarsic1 bir etkiyle hislerimizi sarar ve irade-
mizi etkisiz hale getirir. Gercekten de ilhamla or-
taya ¢ikmamus eserler, giizellikten yoksun kalacak

ve sadece kuru ve zayif izlenimler birakacaktir.

Unutulmamalidir ki bir eseri meydana getirmenin
ilk sarti, onu ictenlikle ‘duymak’ ve tim duyusal
unsurlarimizi —letaifimizi— bu siirece dahil et-
mektir. Bu duyumsama, ‘bir seylerin meydana gelece-
ginin’ ilk isareti olarak kabul edilebilir. Duyum
anindan itibaren, ruh ve beden adeta tek ve baska
bir varlik haline gelerek kesf icin uygun zemini
hazirlar. Miisait zemin hazirlandiktan sonra, ilha-
min Rabbimizden gelen bir liituf oldugunu ve ne-
ticenin bu uygun zeminde en iyi ve verimli sonu-
cun alinmasina bagli oldugunu belirtmek gerekir.
Bu sonug, dogustan gelen ya da sonradan gelistiril-
mis veya kesfedilmis yeteneklerimize gore sekille-
nir. Bu yetenekler, hem mahsuliin alinisinda, yani
bir eserin ortaya ¢ikisinda, hem de mamuliin veri-

lisinde, onun sunumunda, biiyiik bir rol oynar.

Bahsedilenlerden yola cikarak sanat eserlerinin

dogusunda ii¢ temel asama bulunmaktadir:

1. Miisait Zemin (Atmosfer): Bir eser meydana
c¢itkmasinin ilk sarti, uygun bir atmosferin
mevcut olmasidir. Bu atmosfer, bir agacin ge-
lisebilmesi i¢in koklerinin toprakta saglam bir
sekilde var olmasi gibi, sanatin tiretilebilmesi
icin de temel bir zemin sunar. Bu zemin olma-
dan, sanatla gercek anlamda ‘temas” kurmak
mimkiin degildir. Bu zeminin hazirlanmasi,

duyus anindan itibaren gerceklesir.

2. Ilham ve Latifelerle Temas: Bu asama, ese-
rin olusum siirecini ifade eder. Ilham, bir asi-

lama (ilkah) siireci olarak degerlendirilebilir.
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love. It flows directly into our hearts like water,
without the need for any intermediary, and estab-
lishes a deep place in our souls. When the work is
completed, the listener experiences peace, tran-
quility, and contentment in their heart, reaching
the peak of beauty. Our soul achieves such a deep
harmony with the work that it seems to merge and
dissolve into it. The captivating beauty of the work
engulfs our emotions with a powerful impact and
renders our will powerless. Indeed, works that do
not emerge from inspiration will lack beauty and

only leave dry and weak impressions.

It must be remembered that the first condition for
creating a work is to feel’ it sincerely and involve
all of our sensory faculties—our subtle senses—in
this process. This perception can be considered the
first sign that ‘something is about to happen’. From
the moment of sensation, the soul and body almost
become one, preparing the ground for discovery.
Once the appropriate ground is prepared, it must
be noted that inspiration is a blessing from our
Lord, and the outcome depends on achieving the
best and most fruitful result on this suitable
ground. This result takes shape according to our
innate or later developed or discovered talents.
These talents play a significant role not only in
harvesting the fruit, that is, the creation of art, but

also in its presentation and delivery.

Based on what has been discussed, there are three

fundamental stages in the birth of a work of art:

1. Suitable Ground (Atmosphere): The first
condition for the emergence of a work is the
presence of a suitable atmosphere. Just as a
tree needs solid roots in the soil to grow, this

the

ground for the production of art. Without this

atmosphere provides foundational
ground, it is impossible to establish real ‘con-
tact’ with art. The preparation of this ground

begins from the moment of sensation.

2. Contact with Inspiration and Letaif: This
stage refers to the process of forming the

work. Inspiration can be regarded as a process
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Bu siire¢, sanat¢inin ilhamla temas etmesi ve
bu temasin, kisa bir gelisme (nesviinema) do-
neminin ardindan esere doniismesi ile ta-

mamlanir.

3. Dogum: Son asama, olusan sanat cevherinin
teknik beceri ve imkanlarla sekillenerek bil-
lurlasmas1 ve boyut kazanmasidir. Bu siireg,
eserin tamamlanarak izleyici veya dinleyiciyle

bulusmasini saglar.

Bir sanat eserinin ruhunu ve damgasini alabilmesi
icin bu ii¢ safhadan gecmesi gerekir aksi takdirde
bir sanat eseri olarak kabul edilemez. Ilgili okuyu-
cular tinlti bestecilerin hayat hikayelerinde bu asa-
malar1 bulabilir.” Stiphesiz, bir sanat eserinin dogu-
sunda en 6nemli asama, eserin viicud bulmasinda
vesile olan ilhamla temas anidir. Miisait atmosfer ve
ortamda ilhamla kurulan ve genellikle kisa stireli
olan bu temasin en verimli sekilde degerlendiril-
mesi gereklidir. Nitekim, bir ¢ok kesif anlik ilham-
larin neticesinde olmustur. Bazen bu temas bir anlik
olabilir; ancak bu, ger¢ek bir sanatkar icin bile ha-
zine degerindedir. Clinkii ilhamin ziyareti sik sik
gerceklesmez. Onun geldigi anlar1 dogru bir sekilde
bilmek ¢ok 6nemlidir. Genellikle ani bir sekilde ge-
len bu ilham ziyaretlerine, 6nceden hazirlikli olan
bir sanatkar daha iyi sonuglar elde edebilir. iThamimn
ziyaretinin ilk sart1 ise, sanatkarin o an i¢in uygun
atmosferde hazir bulunmasidir. Tabiri caizse, sa-
natkarin bu %etikte hali, ona sanatin sihirli kapisinda

nobet tutma gorevini verir.

Miizikte ilham

Sanatta ilhamin oynadigi harikulade roliin iize-
rinde durduktan sonra, miizikte ilham konusuna
gecebiliriz. Miizik, zamanla beliren bir sanat dali
oldugundan, ilhamin daha 6nemli bir yeri oldugu

soylenebilir. Bir kisim giizel sanatlar havada stizii-

"Henry Thomas ve Dana Lee Thomas, Unlii Bestecilerin
Hayat Hikayeleri, Istanbul: Dogan Kardes Yayinlari,
1968.
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of implantation (ilkah). This process involves
the artist making contact with inspiration,
and this contact, after a brief period of devel-
opment (nesviinema), culminates in the cre-

ation of the work.

3. Birth: The final stage is the crystallization and
dimensioning of the created artistic essence
through technical skill and means. This
process ensures that the work is complete and

meets the audience or listener.

For a work of art to acquire its soul and signature, it
must go through these three stages; otherwise, it
cannot be considered a work of art. Interested read-
ers may find these stages in the biographies of fa-
mous composers.”’ Undoubtedly, the most crucial
stage in the birth of a work of art is the moment of
contact with the inspiration that brings it to life. In
a suitable atmosphere and environment, this brief
contact with inspiration must be evaluated most
fruitfully. Indeed, many discoveries have resulted
from moments of inspiration. Sometimes, this con-
tact may be momentary; however, even for a true
artist, it is invaluable. This is because the visit of in-
spiration does not happen frequently. It is crucial to
recognize the moments when it comes. An artist
who is prepared in advance for these sudden visits
of inspiration can achieve better results. The first
condition for the visit of inspiration is that the artist
must be present in the right atmosphere at that mo-
ment. Figuratively speaking, this ‘alert’ state of the
artist gives them the task of keeping watch at the

magical gate of art.

Inspiration in Music

After emphasizing the marvelous role of inspira-
tion in art, we can now turn to the concept of in-
spiration in music. Since music is an art form that
gradually emerges in time, it can be said that inspi-

ration holds a more significant place in it. While

2'Henry Thomas ve Dana Lee Thomas, Unlii Bestecilerin
Hayat Hikayeleri (The Life Stories of Famous Composers),
Istanbul: Dogan Kardes Yayinlar1, 1968.
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len kuslar gibi gortiniirken, miizik onlara kiyasla
esen 1lik bir riizgar gibidir. [lham olmadikca, bu
riizgar1 diistinemeyiz. Ve bu da, yaratici ile olan ir-
tibata baglidir. Sanat¢inin akil ve kalbindeki bu ir-
tibat bazen dini anlayis ve ibadetler tizerinden ku-
rulurken, bazen de yaratilan tizerinden yaratana

ulastiran ve dini normlari asan ilham baglar1 kuru-
labilir.

Kabul edilmelidir ki, miizik diinyasinda eser bol-
lugu, hakl: olarak bu eserlerin ilham mahsulii olup
olmadig1 konusunda tereddiide sebep olmaktadir.
Gercekten de pek ¢ok eserin bu ilham unsurundan
yoksun olduguna dair gézlemler, ge¢mis hakkinda
stiphelere ve gelecege yonelik timitsizlige neden
olmaktadir. Eger miizikte ilham dogru bir sekilde
anlasilmis ve ona uygun bir sekilde yaklasilmis ol-
saydi, ne bu kadar cok eser piyasaya siiriiliir, ne de
sanat alaninda bu kadar degersizlesme yasanirdi.
Maalesef, miizik piyasasini yapmacik ve zorlama
eserler sarmistir. Bu durum sadece bizi degil, tim
Islam diinyasini, hatta Batr ile birlikte biitiin diin-
yay1 da etkilemistir. Basitlik, sanatta zarafetin ye-
rini almis, 6zenti ve taklit yoluna sapilmistir. Seri
iiretimle ortaya konulan eserleri, gercek sanatla
iliskilendirmek zordur. Sanat, ruhumuzu tutustu-
ran ebedi bir mesale olarak devam ederken, yeni
ortaya cikan eserler sadece saman alevi gibi kisa
stireli parlamalar seklinde ortaya cikip kaybol-
maktadir. Bugiin miizikte ilhamdan bahsedildi-
ginde, “O da kim?” dercesine saskin bakislarla kar-
silasiliyor. Ne yazik ki, sanatin ne oldugunun ve
nasil yapildiginin anlasilmadigi bu zeminde, sana-

tin degerinden yoksun kalmak ka¢inilmazdir.

Ancak yalnizca ilhama vakif olan kisiler, gercek
anlamda eser ortaya koyabilirler. Bu yiizden mii-
zikte ilhamin ne oldugunu bilmeyenlerin bir ese-
rin sanat degeri hakkinda konusmasi anlamsizdir.
[lham olmadan miizik sevgisi bile olusamaz; zira
sevilen seyin neden ve nasil sevildigini anlamadan
onu dogru sekilde takdir etmek miimkiin degildir.

[lham, miizigin ruhu gibidir. ilhamdan yoksun bir
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some fine arts may appear like birds soaring in the
sky, music, in comparison, is like a warm breeze.
Without inspiration, we cannot imagine this
breeze. And this is dependent on the connection
with the creator. The connection in the artist’s
mind and heart is sometimes established through
religious understanding and practices. At other
times, inspirational bonds emerge that transcend
religious norms, linking the creation to the Cre-

ator.

It must be acknowledged that the abundance of
works in the world of music understandably raises
doubts about whether these works are products of
inspiration. Indeed, observations that many works
lack this element of inspiration lead to suspicions
about the past and despair for the future. If inspira-
tion in music had been properly understood and ap-
proached accordingly, so many works would not
have been released, and the field of art would not
have experienced such devaluation. Unfortunately,
the music industry is overwhelmed by artificial and
forced work. This situation has affected not only us
but also the entirety of the Islamic world and the
rest of the world with the West. Simplicity has re-
placed elegance in art, and imitation and mimicry
have taken over. It is difficult to associate works
produced through mass production with true art.
While art continues as an eternal flame that ignites
our souls, newly emerging works appear and disap-
pear like fleeting flashes of straw. Today, when in-
spiration is mentioned in music, it is often met with
confused looks, as if asking, “Who is that?” Unfortu-
nately, in this environment where the nature of art
and how it is made is not understood, it is inevitable

that art will lose its value.

However, only those who are attuned to inspiration
can truly create a work of art. Therefore, it is mean-
ingless for those who do not understand inspiration
to talk about the artistic value of a work. Without in-
spiration, even the love of music cannot form; for it
is impossible to truly appreciate something without
understanding why and how it is loved. Inspiration is

like the soul of music. A musical work without inspi-
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miizik eseri, ruhsuz, kasvetli ve neredeyse 6li gibi-
dir, ger¢i 6liim de kendi basina bir hikmettir. Mii-
zik, ruhun oksijeni oldugu gibi, ilham da miizigin
oksijenidir. Bir miizik eserinde 6liimsiizlik, as-

linda ilhamin parildayan ebedi giinesinde gizlidir.

Unutmamak gerekir ki ilham, hiirriyet diyarmin
iyilik meleginin adidir ve yalnizca hiirriyet orta-
minda nefes alinabilir. Sanatkar, hicbir zaman sanat
kurallar1 ad1 verilen zincirlerle bagli olmamal: ve
ancak o6zgiir bir mekanda ilahi misafirini karsilaya-
bilmelidir. Edip Ozisik’in da dedigi gibi miizikte,
yaraticinin bize ilhami olmayinca miizik olamaya-

cagmi bir miizik kanunu olarak kabul etmeliyiz.?

{lham hakkinda 6rnek verilebilecek iinlii besteciler-
den biri olan Johan Sebastian Bach. Ona gore mii-
zikte tek gayen Allah’t hosnut etmek olmalidir. Di-
nine gercekten bagh herhangi bir kimse ¢ok cali-

sirsa en az onun kadar basarili olabilir.>'* Eserleri-

nin bir¢ogunun basina veya sonuna ‘Soli Deo Gloria’

(Yalmzca Tanri’ya san ve seref) ifadesini yazdigi bilin-
mektedir. Bach, kiiciik yaslardan itibaren siki bir
din egitimi almis, ve Allah’a gercekten baglanan bir
kimsenin c¢ok calismasi gerektigine inanmistir.
Bach, insanin yeryiiziinde ¢ok calismazsa, Obiir
diinyada Allah'm huzuruna ¢ikamayacagimi diisi-
nityordu. Onun i¢in hayat, uzun ve amansiz bir mii-
cadeleydi. Buna ragmen, gonliinde hep dayanisma
ve yardimlasma duygusu vardi. Calismak, agir yiik
yerden kaldirip omuzlara yerlestirmek ve bu se-
kilde Allah’in kutsal evine dogru gitmek demekti.
Bach, insanlarin ilerlemelerini engelleyen sebeple-
rin cogu zaman kendi ego ve inanclarina dayandi-
gin1 distinirdi. Su disiinceler zihninde siklikla
yanki buluyordu: Her sey, giin 15181 gibi meydana ¢1-
kar. Insanlar sadece diimdiiz ilerlemek yerine da-

ima yukariya bakmalidir. Nasil bir ¢cocuk, babasin-

$Edip Ozisik, Musiki Sanati, 1963

? Bknz. Joseph Herl, Worship Wars in Early Lutheranism:
Choir, Congregation, and Three Centuries of Conflict
(Oxford: Oxford University Press, 2004), 123.

19Bknz. J. A. Fuller Maitland, ed., Johann Sebastian Bach,
Grove’s Dictionary of Music and Musicians, vol. 1 (New
York: Macmillan Publishers, 1911), 154.
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ration is soulless, gloomy, and almost lifeless, though
death itself is wisdom in its own right. Just as music
is the oxygen of the soul, inspiration is the oxygen of
music. Immortality in a musical work is, in fact, hid-

den in the shining eternal sun of inspiration.

It must be remembered that inspiration is the name
of the angel of goodness in the realm of freedom, and
it is only in a free environment that one can breathe.
The artist should never be bound by the chains called
the rules of art; only in a free space can they welcome
their divine guest. As Edip Ozisik once said, we must
accept as a musical law that without the creator’s in-

spiration, there can be no music.2

One of the famous composers who can be cited as
an example in terms of inspiration is Johann Sebas-
tian Bach. According to him, the sole aim of music
should be to please God. Anyone who is truly de-
voted to their faith can be just as successful as he
was if they work hard enough.”*** He often wrote
the phrase ‘Soli Deo Gloria’ (Glory to God alone) at the
beginning or end of many of his works. Bach re-
ceived a strict religious education from a young age
and believed that anyone who truly devoted them-
selves to God must work hard. He thought that
without hard work on Earth, one could not stand
before God in the afterlife. For him, life was a long
and relentless struggle. Despite this, he always had a
sense of solidarity and cooperation. To work, for
him, meant lifting a heavy load and placing it on
one’s shoulders to make the journey toward God’s
holy house. Bach believed that the reasons most of-
ten hindering people’s progress were rooted in their
own egos and beliefs. The thoughts echoed in his
mind often were as follows: Everything emerges
like daylight. People should always look upward in-

stead of just moving straight forward. Just as a child

2Edip Ozisik, Musiki Sanat (Art of Music), 1963

¥ See: Joseph Herl, Worship Wars in Early Lutheranism:
Choir, Congregation, and Three Centuries of Conflict
(Oxford: Oxford University Press, 2004), 123.

24See: J. A. Fuller Maitland, ed., Johann Sebastian Bach,
Grove’s Dictionary of Music and Musicians, vol. 1 (New
York: Macmillan Publishers, 1911), 154.



25

26

27

dan yardim beklerse, bir miizik¢i de Allah’tan yar-
dim beklemeli ve onun yardimiyla mesleginde iler-
lemelidir. Miizik, yeryiiziinden ahirete ve ahiretten

yeryiiziine giden bir yol sayilir.

Miizik ve ilham: Bati ve
Dogu’nun Evrensel
Baglantilar

Bati ve Dogu arasinda kopriiler kuran sanat¢ilarin
basinda Ludwig Van Beethoven gelir. Buna baslica
verebilecegimiz 6rnek kendisinin August Von
Kotzebue'nin Atina Harabeleri adli oyununa eslik
etmek {izere yazdig1 ayn1 isme sahip eseridir ki bu
eser Macaristan'i Pest kentindeki Deutsches Ti-
yatrosunun acilisinda gosterilmistir.!! Bu eserin
birinci boliimiinii dinlerken, batili miizik diinya-
sinda bir yeri olan bu bestecinin Islam kiiltiirii ve
mistik 6geleri nasil derin bir sekilde isledigini fark
edebilirsiniz. Beethoven bu eserde, Islam’m
onemli sembollerinden biri olan ‘Kabe’yi ve mahi-
yeti konusunda farkli tartismalara sebep olan ‘Mi-
ra¢h ele alir. Ozellikle ‘Hz. Muhammed (sav)’ olgusu
yeni bir perspektif ile karsimiza ¢ikar. Mirag hadi-
sesi, Hz. Hatice'nin nakliyle gore Efendimizin (sav)
yataginin bile sogumadig: kisa bir anda yasanma-
sina ragmen, Celaleddin es-Suytiti'ye gore bu ola-
ganiistii deneyim, aslinda Allah katinda 40.000 yil
stiren bir zaman1 kapsar. Mehmet Kirkinc: Hoca,
Niikteler ve Damlalar adli kitabinda Efendimiz’in
(sav) bu kisa zaman diliminde biitiin ilimleri iiziim
taneleri gibi yuttugunu’ifade etmektedir. Bu bilgiler
1s1¢1nda, Beethoven'in eserlerinin ne denli derin ve
anlamli 6geler icerdigini bir kez daha vurgulamak

gerekmektedir.

Bir diger 6nemli 6rnek ise, A. Vivaldi'nin Le Qu-
attro Stagioni (Dirt Mevsim) adli eseridir. Vi-

valdi'nin bu eseri, 6zellikle Bediiizzaman Said

"' Chor der Derwische die Ruinen von Athen, Op. 113
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seeks help from their father, a musician should also
seek help from God and advance in their profession
with His assistance. Music, according to Bach, is
seen as a path from the Earth to the afterlife and

vice versa.

Music and Inspiration: The
Universal Connections Between
the West and the East

One of the artists who bridges the gap between the
West and the East is Ludwig van Beethoven. A
prominent example of this is his composition ti-
tled Athens Ruins, written to accompany August
von Kotzebue’s play of the same name. The piece
premiered at the opening of the Deutsches Theater
in Pest, Hungary.” During the first movement of
this work, one can observe how this composer,
who holds an important place in the Western mu-
sic world, intricately integrates elements of Is-
lamic culture and mysticism. In this piece,
Beethoven addresses ‘the Kaaba’, one of the key
symbols in Islam, and also touches upon the ‘Mi-
raj’, a subject that has sparked various debates re-
garding its nature. Specifically, the concept of
‘Prophet Muhammad’ (pbuh) presents itself in a new
light. The event of the Miraj, according to the nar-
ration of Khadijah, occurred in a brief moment
when the Prophet’s (pbuh) bed had not even yet
cooled, yet according to Jalal al-Din al-Suyuti, this
extraordinary experience actually encompasses a
period of 40,000 years in the presence of God. A
scholar named Mehmet Kirkinci, in his book Niik-
teler ve Damlalar (Insights and Drops), explains that
in this short period, the Prophet (pbuh) “swallowed
all the knowledge like grapes.” In light of these in-
sights, it is important to emphasize once again the
profound and meaningful elements present in

Beethoven’s works.

Another significant example is A. Vivaldi’s Le
Quattro Stagioni (The Four Seasons). This work by Vi-

valdi particularly reflects a similar understanding

%5 Chor der Derwische die Ruinen von Athen, Op. 113
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Nursi'nin Tabiat Risalesi adli eserine paralel bir
anlayis sergilemektedir. Iki eser de, doganin ve
mevsimlerin degisimi {izerine derin felsefi cika-

rimlar yapmamiza olanak saglar.

Dede Efendi, Itri ve Hac1 Arif Bey gibi Osmanl
doneminin iinli bestecilerinin makamsal eserleri,
hem Bati miizigiyle hem de bizim cografyamiz-
daki geleneksel miiziklerle belirli benzerlikler ve
etkilesimler tasimaktadir. Bu eserlerin evrensel ni-
teligi, kullanilan makamlarin duygusal etkisi, rit-
mik yapilar ve melodik akis gibi unsurlar aracili-
giyla farkli kiltiirlerde karsilik bulmalarindan
kaynaklanmaktadir. Ne yazik ki, o dénemdeki
toplumsal yasam ve siyasi sGylemler, kiiltiirlerin
birbirinden uzak kalmasina neden olmustur. Gii-
niimiizde ise bu engellerin asilabilecegine dair

umutlarimiz vardir.

Bu konuya bir anekdot olarak, yazarin da ge¢cmiste
istirak ettigi, Izmir devlet opera ve balesinin eski
seflerinden Walter Strauss’un, iinlii Tiirk besteci
ve sair Buhurizade Mustafa Itri (1640?-1712)'nin
Segah Tekbiri adli eserini dinledikten sonra
“Bunca yil Tiirkiye'de kaldim, icimi 1sitan nadir eserler-
den biri.” sozleriyle miizigin evrensel dilinin gii-
clinii vurguladig 6rnek verilebilir. Bu deneyim, si-
yasi yabancilasmanin ve farkliliklarin, toplumlar
arasindaki anlayis1 engelleyen en biiyiik bariyer-
lerden biri oldugunu gozler oniine sermektedir.
Bugiin, miizik gibi evrensel bir ifade bi¢imi aracili-

g1yla, bu engellerin asilmasi miimkiindiir.

Miizigin Helal ve Haram
Boyutu: islam Tarihinde Miizik
ve imam Gazali’nin Goriisleri

Islam tarihi boyunca miizik, farkli donemlerde ve
cesitli mekéanlarda icra edilmistir. Bazi toplumlar,
miizigin belirli ortamlarda yer almasini toptanci
bir yaklasimla degerlendirmis ve onu haram veya
olumsuz olarak nitelendirmistir. Oysa miizigin

belirli bir diizen i¢inde ve uygun mekéanlarda icra
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to Bedilizzaman Said Nursi’s Tabiat Risalesi (The
Treatise on Nature). Both works provide an oppor-
tunity for deep philosophical reflections on the

changes in nature and the seasons.

The compositions written according to the makam
(musical modes) of famous Ottoman composers
such as Dede Efendi, Itri, and Haci Arif Bey exhibit
certain similarities and interactions with both
Western music and traditional music from our re-
gion. The universal nature of these works arises
from the emotional impact of the modes used, the
rhythmic structures, and the melodic flow, which
find resonance in different cultures. Unfortu-
nately, the social life and political discourse of that
time led to a separation between cultures. How-
ever, today, we are hopeful that these barriers can

be overcome.

An anecdote that illustrates this topic can be found
in a remark made by Walter Strauss, one of the
former conductors of the Izmir State Opera and
Ballet, where also the author has previously
worked. After listening to the famous Turkish
composer and poet Buhurizade Mustafa Itri’s
(16407-1712) Segah Tekbiri, Strauss stated, “I spent
so many years in Turkey, and this is one of the rare
pieces that warmed my heart”, highlighting the power
of music as a universal language. This experience
reveals that political alienation and differences are
among the greatest barriers hindering under-
standing between societies. Today, through a uni-
versal form of expression like music, it is possible to

overcome these barriers.

The Halal and Haram Aspects of
Music: Music in Islamic History
and the Views of Imam Ghazali

Throughout Islamic history, music has been per-
formed in various periods and locations. Some soci-
eties, with a blanket approach, have evaluated the
presence of music in certain environments and la-
beled it as haram or negative. However, it is of great

importance that music is performed within a cer-
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edilmesi biiyiik 6nem tasir. Ciinkii miizik, bireyin
i¢ diinyas1 ve zihinsel akigkanlig ile dogrudan ilis-
kilidir ve bu yoniiyle insanin ruh haliyle 6zdes bir

etkiye sahiptir.

Islam tarihindeki bu konuya en biiyiik 6rnek ve il-
ham kaynagi Davud Peygamber’in 6nderligindeki
4000 kisilik korodur.

(Psalms) seslendirirken daglar, taslar, kuslar ve

Bu koro Mezmurlar:

tiim canlilarin sessizce dinledigi nakledilir. Bu an-
lati, mtizigin sadece insanlar tizerinde degil, tim
varliklar tizerinde etkileyici bir giice sahip oldugu
disiincesini desteklemektedir. Boylesine biiyitk
bir 6zen ve titizlikle icra edilen miizikal perfor-
manslarin, ilham verici ve manevi bir atmosfer

olusturdugu kabul edilmistir.

Imam Gazali’nin miizik konusundaki goriisleri de
bu tartismanin 6nemli bir parcasidir. Imam Ga-
zali, sarki dinlemeyi ti¢ ana baslik altinda ele alir:
Sarkinin anlami, hitkmii ve kurallari. Sarkinin
anlamu kalpte var olan duygular1 ve manalar1 ha-
rekete geciren, onlara ilham veren bir etkidir. Sar-
kinin kendisinin dogrudan bir anlam tagimasin-
dan ziyade, insanin i¢ diinyasinda yeni anlamlar ve

hisler uyandirmasidir.

Gazali, sarki dinlemenin hiikmiinii ele alirken, ilk
donemin sahabe ve Tabiin alimlerinin bunun mii-
bah oldugu yoniindeki goriislerini aktarir. Ardin-
dan, Imam Safii'nin sarki dinlemenin mekruh ol-
dugu yoniindeki tartismalarina deginir. Ve en son
bunu haram olarak gérenlerin goriislerine yer verir.
Biitiin bunlar1 naklettikten sonra tek tek karsilik
verir. Ayrica, Kadi Beydavi'nin sarki dinlemenin
miibah oldugu yéniindeki goriisiine yer verir. hya-
u Ulumi'd-Din adl1 eserinde Gazali, sarki dinlerken

dikkat edilmesi gereken su kurallar1 belirlemistir:

1. Niyetin Temiz Olmasi: Sarki veya miizik, ki-
sinin manevi olarak yiikselmesine katki sagli-
yorsa ve nefsani arzularini harekete gecirmi-

yorsa, dinlenmesi caizdir. Ancak, insan1 diin-
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tain order and in appropriate settings. This is be-
cause music directly affects an individual’s inner
world and mental fluidity. In this sense, it has an ef-

fect that is identical to the person’s emotional state.

The greatest historical example and source of in-
spiration on this topic is the 4,000-member choir
led by Prophet David. It is said that this choir
would recite the Psalms and that the mountains,
stones, birds, and all living beings listened in si-
lence. This narrative supports the idea that music
has a profound impact not only on humans but on
all beings. Such meticulously and carefully per-
formed musical works are believed to create an in-

spiring and spiritual atmosphere.

Imam Ghazali’s views on music are also a signifi-
cant part of this discussion. He categorizes listening
to songs under three main headings: the meaning
of the song, its ruling (hukm), and its regula-
tions. The meaning of the song refers to its effect
in stirring emotions and awakening deeper mean-
ings within the heart, serving as a source of inspira-
tion. It is not merely the direct meaning of the song
itself but rather how it evokes new interpretations

and emotions within the human inner world.

When discussing the ruling of listening to songs, Ghaz-
ali conveys the views of the early companions (Sahaba)
and the Tabi'un scholars, who believed it to be permissi-
ble. He then refers to the discussions of Imam Shafi’i,
who regarded listening to songs as disliked or makruh.
Finally, he addresses the views of those who considered
it forbidden or haram. After recounting these opinions,
he provides counterarguments to each one. Addition-
ally, Ghazali mentions the view of Qadi Baydawi, who
held that listening to songs was permissible. In his work,
IThya'u Ulum al-Din, Ghazali outlines the following rules

to be observed when listening to songs:

1. Having a Pure Intention (Niyyah): Music or
songs are permissible to listen to if they con-
tribute to a person’s spiritual elevation and do
not stir up carnal desires. However, listening

to music that directs a person toward worldly
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yevi tutkulara yonelten, ahlaki degerlerden

uzaklastiran miizikler dinlemek sakincalidir.

2. Dinleyenin Ruh Haline Uygun Olmast:
Miizik, insana bulundugu hale gore farkl et-
kiler birakabilir. Eger bir kisi nefsani arzula-
rina hakim degilse ve dinledigi miizik onun
bu arzularinmi artiriyorsa, bundan kac¢inmasi
gerekir. Ancak, miizik kisinin manevi atmos-
ferini giiclendiriyor ve onu Allah’a yaklastiri-

yorsa, dinlenmesinde sakinca yoktur.

3. Miizikal Icerigin Ahlaki Olmas:: Sarki sozleri,
bireyi kotiiliige, isyana veya giinaha tesvik edi-
yorsa, bu tiir miiziklerden kaginilmalidir. An-
cak, Allah agkini, giizel ahlaki, hikmeti ve insana

faydali bilgileri anlatan eserler dinlenebilir.

4. Olgiilii ve Dengeli Olmas:: Eger miizik, ibadet-
leri aksatiyor, farz gérevlerin yerine getirilmesini
engelliyor veya kisinin zamanini gereksiz yere is-

raf etmesine sebep oluyorsa, sakincali hale gelir.

5. Haram Unsurlar Icermemesi: Sehvet uyan-
diric1 sozler iceren, i¢ki, kumar ve ahlaksizlig

tesvik eden miizikler dinlenmemelidir.

6. Miizigin Ortamina Dikkat Edilmesi: Ga-
zali, miizigin sadece eglence amaciyla kulla-
nilmasinin sakincali oldugunu, ancak Allah"
anmaya ve ruhani bir yiikselise vesile olan
miiziklerin dinlenebilecegini ifade eder. Bu
nedenle, miizigin nerede ve hangi niyetle din-

lendigi goz 6niinde bulundurulmalidir.

7. Miizik Aleti Kullanimi Hakkinda Olgiilii
Olmak: Gazali, baz1 miizik aletlerinin ibadet
ve manevi amaglarla kullanilabilecegini ancak
tamamen diinyevi eglenceye yonelik calgila-

rin kisiyi gaflete diisiirebilecegini belirtir.

35 Ozetle, Gazali'ye gore sarki ve miizik, insanin ruh
haline ve niyetine bagli olarak olumlu veya olum-
suz sonuglar dogurabilir. Eger miizik, insan1 ma-
nevi olarak giiclendiriyor ve ahlaki degerleri koru-
yorsa dinlenebilir; ancak diinyevi tutkular: artiri-

yor ve kisiyi gaflete stirtiklityorsa sakincalidir.

desires and distances them from moral values

is problematic.

2. Appropriate for the Listener’s Mood: Music
can have varying effects depending on a per-
son’s emotional state. It should be avoided if
someone struggles to control their desires and
the music amplifies them. However, if the
music enhances their spiritual state and
brings them closer to Allah, there is no harm

in listening to it.

3. Moral Content: If the song lyrics encourage
evil, rebellion, or sin, such music should be
avoided. However, works that talk about the
love of Allah, good morals, wisdom, and ben-

eficial knowledge can be listened to.

4. Moderation and Balance: If music interferes
with acts of worship, prevents fulfilling oblig-
atory duties, or causes the person to waste

time unnecessarily, it becomes problematic

5. Absence of Haram Elements: Music that con-
tains lust-inducing lyrics or promotes alcohol,

gambling, or immorality should not be listened to.

6. Attention to the Context of Music: Ghazali
mentions that music used solely for entertain-
ment is problematic, but music that serves to
remember Allah and aids in spiritual elevation
is permissible. Therefore, the context in which
the music is played, and the intention behind

it should be considered.

7. Moderation in the Use of Musical Instru-
ments: Ghazali states that some musical instru-
ments can be used for worship and spiritual pur-
poses, but instruments used solely for worldly en-

tertainment can lead a person to heedlessness.

35 In summary, according to Ghazali, music and song
can have positive or negative effects depending on a
person’s emotional state and intention. If the music
strengthens the person spiritually and upholds
moral values, it is permissible to listen to it. How-

ever, if it increases worldly desires and leads the
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Bu kurallarin ihlali, sarki dinlemenin hiikmii tizerinde
degisiklik yaratabilecegi i¢in, bu konuda yapilan ¢alis-
malar ve arastirmalar, hem ilk donem alimlerinin hem
de son donem alimlerinin goriislerini kapsamaktadir.
Ibnu’l Cevzi, Zebidi, Karadavi ve cagdas Gazali (1917 -
1996) gibi alimlerin cogu, Gazali'nin goriislerine yakin
bir ¢izgideki yorumlar yapmuslardir.

Bediiizzaman'in Miizige
Yaklasimi

Son olarak, Bediiizzaman Said Nursi, miizikle il-

gili 6nemli bir tespitte bulunarak soyle der:

“Fakat o kulak, kiifiirle tikandigi zaman, o leziz,
manevi, yiiksek savtlardan (seslerden) mahrum
kalir. Ve o lezzetleri iras eden avazlar, matem ses-
lerine inkildap eder. Kalbde, o ulvi hiiziinler ye-
rine, ahbabin fikdanmiyla ebedi yetimlikler, mali-

kin ademiyle nihayetsiz vahsetler ve sonsuz gur-

betler hasil olur.”

Beditizzaman, kiifiirlii, kot sozler ve uygunsuz ses-
lerin insanin kalbi ve i¢ diinyasina nasil zarar verdi-
gini analitik bir sekilde aciklamaktadir. Bu bag-
lamda, Bediiizzaman’'in miizikle ilgili, dogru sesle-
rin, yani manevi ve ulvi bir etki yaratan seslerin he-

lal oldugu yoniinde bir goriis sundugu anlasilabilir.
Nitekim Beditizzaman, ayni metninde sGyle devam eder:

“Bu sirra binaendir ki, seriatca bazi savtlar heldl,
bazilar da haram kilimmastir. Evet, ulvi hiiziinleri,
Rabbani asklari iras eden sesler heldldir. Yetimane
hiiziinleri, nefsani sehevati tahrik eden sesler ha-

ramdir. Seriatin tayin etmedigi kisim ise, senin ru-

13

huna, vicdanina yaptigi tesire gore hiikiim alir.”

12 Bediiizzaman Said Nursi. [saratiil-Icaz s. 118.

13 Bediitizzaman Said Nursi. [saratiil-Icaz s. 119.
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person into heedlessness, it is considered harmful.

Disregarding these considerations could influence
the ruling on listening to songs. For this reason,
classical and contemporary scholars have debated
the topic extensively. Figures such as Ibn al-Jawzi,
al-Zabidji, al-Qaradawi, and a later scholar named
Ghazali (1917-1996) have offered interpretations

that closely align with Imam Ghazali’s views.

Bediiizzaman Said Nursi’s
Approach to Music

Lastly, Bediiizzaman Said Nursi makes an impor-

tant observation about music, stating:

“However, when that ear is blocked by disbelief, it is
deprived of those delicious, spiritual, high-pitched
sounds. And the melodies that once imparted those
pleasures turn into mournful sounds. Instead of the
sublime sorrow in the heart, there emerges the eter-
nal orphanhood caused by the loss of loved ones, the

endless wilderness resulting from the absence of the

Owner, and the infinite estrangement.”

Beditizzaman analytically explains how words of dis-
belief, harmful speech, and inappropriate sounds can
damage a person’s heart and inner world. In this con-
text, it can be understood that Beditizzaman believes
that correct sounds, namely those that create a spiri-

tual and sublime effect, are permissible in music.
Indeed, Bediiizzaman continues in the same text:

“It is for this reason that the Sharia has made
some sounds permissible and others forbidden.
Yes, sounds that evoke sublime sorrow and divine
love are halal (permissible). Sounds that arouse
sorrow like that of an orphan and stir up worldly
desires are haram (forbidden). As for those sounds
that the Sharia has not specified, their ruling is
determined by the effect they have on your soul

and conscience.””

26 Beditizzaman Said Nursi. [saratii’l-Icaz (The Signs of
the Qur’anic Miraculousness) p.118.

7 Beditizzaman Said Nursi. [saratii’l-Icaz (The Signs of
the Qur’anic Miraculousness) p.119.
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Beditizzaman'm bu tespitleri, gecmiste miizikle il-
gili olarak belirli mekan ve durumlarin etkisini ve
bunun sonucunda miizik eserlerinin sekil almasini
aciklamaktadir. Ornegin, miizik bazen uygunsuz
ortamlarda seslendirilmis ve bu da miizigin etki-
sinde 6nemli bir rol oynamustir. Gazali, Ibnu’l Cevzi
ve Zebidi gibi alimler de benzer sekilde bu konuda
Onemli goriisler sunmuslardir. Ancak, giiniimiizde
kurumsallasmis sanat ortamlarinin kendine rahat
bir zemin olusturmasi, miizigin daha evrensel bir
bakis acisiyla degerlendirilmesini miimkiin kilmak-
tadir. Bu baglamda, Bedilizzaman'in miizikle ilgili
Onerdigi yaklasim, siyasal, toplumsal ve kiiltiirel
farklar1 goz ardi etmeksizin, ortak degerleri temel
alan bir perspektif sunmaktadir. Ayn1 zamanda mii-
zigin insan tzerindeki etkilerini ve hangi kosul-
larda hangi tiir miizigin uygun olacagina dair

Onemli bir rehberlik yapmaktadir.

Hizmet Hareketi’nin Miizige
Yaklagimi

Bu kisim fgulen.com “Fethullah Giilen'in sanata bakist

nasildir?” adli sayfadan boliimler icermektedir.

Yukarida bahsedilen toplumsal, siyasal ve kiiltiirel
arastirmalarin asilmasi icin kiiltiirlerin kendi mii-
ziklerini birlikte icra edecekleri zeminler olustu-
rulabilir. Buna bir 6rnek dinler ve kiiltiirler arasi
derneklerinin ortaya koydugu ¢alismalardir. Miis-
liman, Yahudi, Hristiyan miiziklerinin birlikte
icra edildigi koro ve orkestra 6rnekleri bulunmak-
tadir ve bunlarin yenilerini kurmak mimkiindiir.
Etnik ve milli farkliliklara gelince miizik yetenek-
lerine sahip bireylerin bir arada eserler ortaya
koymalar1 desteklenmelidir. Geg¢misteki Tiirkce
Olimpiyatlar gtintimuzdeki Uluslararas: Dil ve Kiil-
tiir Festivalleri (IFLC) buna 6rnek verilebilir. Yerel

zeminde de bu faaliyetler arttirilabilir.

Fethullah Giilen Ufuk Turu'nda sanatin nasil ya-

pilmasi gerektigine dair sunlar1 belirtir:
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Beditlizzaman’s observations provide an explana-
tion for how the influence of specific settings and
circumstances in the past shaped musical works.
For instance, music has sometimes been performed
in inappropriate environments, which has played a
significant role in its impact. Scholars such as Ghaz-
ali, Ibn al-Jawzi, and Zabidi have also offered essen-
tial views on this matter. However, establishing in-
stitutionalized artistic environments today allows
music to be evaluated from a more universal per-
spective. In this regard, Beditizzaman’s approach to
music proposes a perspective that is based on com-
mon values without disregarding political, social,
and cultural differences. It also serves as a signifi-
cant guide regarding the effects of music on indi-
viduals and the conditions under which certain

types of music are appropriate.

The Hizmet Movement’s
Approach to Music

This section includes excerpts from the page on fgulen.com
titled “Fethullah Giilen'in sanata bakisi nasildir? (What is
Fethullah Giilen’s Perspective on Art?)”

To overcome the societal, political, and cultural
challenges mentioned above, platforms where dif-
ferent cultures can perform their music together
can be created. An example of this is the work pre-
sented by interfaith and intercultural associations.
There are examples of choirs and orchestras where
Muslim, Jewish, and Christian music are per-
formed together, and it is possible to establish new
ones. As for ethnic and national differences, indi-
viduals with musical talents should be supported
to collaborate and create works together. The
Turkish Language Olympics in the past and the cur-
rent International Festival of Language and Culture
(IFLC) can serve as an example. These activities can

also be expanded at the local level.

Fethullah Giilen, in ‘Ufuk Turu’ (Horizon Tour), out-

lines how one should do art:
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“Sanati maalesef bazilari, hemen Mikelanjelo
gibi eline bir cekic alp, bir tane heykel dikmek
seklinde anlyyor. Bu da yobazlhigin diger bir cesidi.
Ciinkii Mikelanjelo kendi diisiincesini resmedi-
yordu. Herkes kendi diisiincesini resmetmeli.
Taklitci olmamali. Ben baska bir seye inanirken,
bir baska seyin siirini yazmamaliyim, bir baska
seyin nesrini doktiirmemeliyim, bir baska seyin
resmini yapmamalym. Islam’in sanat telakkisi;
varlhig oldugu gibi goriip, resmetmeyi biiyiik ol-
ciide tecrid diisiincesi icerisinde, Kur'an’in bize
gosterdigi yolda ele alir. Tecrid, soyutlama Islam
sanatlarimin ¢ok belli bash hususiyetlerindendir.

Ciinkii temelde inandigimiz seyler, biraz o dii-

siinceyle irtibathdir.”

48

“Unfortunately, some people think that art simply
means picking up a hammer like Michelangelo
and carving a sculpture. This is another form of
dogmatism. Because Michelangelo was painting
his own thoughts. Everyone should paint their
own thoughts. One should not imitate. If I believe
in something, I should not write poetry about
something else, I should not write prose about
something else, I should not paint something else.
Islam’s concept of art perceives existence as it is
and largely approaches representation through
the idea of abstraction, following the guidance of
the Quran shows us. Tajrid (spiritual abstraction)
is one of the most distinctive characteristics of Is-

lamic arts. Because, fundamentally, what we be-

lieve is somewhat related to that thinking.”

49 Tirk musikisinin gelecegi konusunda iimitli olan 49 Fethullah Giilen, expressing his hopes for the fu-
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Fethullah Giilen, bu iimitlerini ve nasil bir musiki

hayal ettigini de su sozleriyle ifade eder:

“Biz, ruhumuza iins iifleyecek musiki istiyoruz. Bizi
tefekkiiriin zirvelerine ¢ikaracak, ulvi duygularla
dolup tasmamizi saglayacak ve bizi kendimizden
gecirecek, gecirip oteler otesiyle konsantrasyonu-
muzu temin ve tesis edecek musiki istiyoruz. Ve yine
biz, ahldk, edep, terbiye ve disipline kaynak teskil
edecek tertemiz, dupduru, his ve duygularimizla

sahlamgsimizi sembollestiren ve bize gonliimiiziin se-

sini dinleten bir musiki istiyoruz.”

Bilhassa giinimiiz toplumlarinda musikinin ¢ok
yayginlastigina dikkat ceken Fethullah Giilen, ‘top-
lumun icinde siiriiklenip gittigi bu saha’nin basibos b1-
rakilmamas1 gerektigine dikkat ceker. Ona gore,
mesaj yikli, mand yukld, hisleriyle, diistincele-
riyle insan1 zenginlestiren, insani yiice hedeflere
gotiiren, ona kemalat yollarimi gésteren ve bu yol-
larda ona sevk verecek eserler meydana getirilip,
bunlarin bestelenmesinin liizumu tizerinde durur.

Giilen, soyle der:

4 M. Fethullah Giilen, Fasildan Fasila 2, s. 235
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ture of Turkish music, states the following:

“We desire music that will breathe tranquility into
our souls. Music that will elevate us to the peaks of
contemplation fills us with lofty emotions and makes
us transcend ourselves, leading us to concentrate on
the ultimate beyond. Furthermore, we desire music
that will serve as a source of morality, etiquette, edu-
cation, and discipline, music that symbolizes our rise

with pure, clear emotions and feelings, and allows us

to hear the voice of our hearts.”

Fethullah Giilen, drawing attention to the wide-
spread presence of music in today’s society, em-
phasizes that “the field into which society is being
dragged” should not be left unattended. According
to him, works that are rich in meaning and mes-
sage, that enrich a person with emotions and
thoughts, that lead a person to noble goals, show
them the paths of perfection, and motivate them
along these paths, should be created and com-

posed. Giilen states:

28 M. Fethullah Giilen, Fasildan Fasila 2, p. 235
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‘Dinlediginiz bir eser, sizde Kur'dn okuma,
Kur'an dinleme istiyakimi costuruyor, Allah’a
karst vuslat arzusunu kopiirtiiyor.. sizi Emrah
gibi bagri yanmik hdle getirip secdeye zorluyor,
milli, dini degerlerinize karsi aldkalarimizi ka-
natlandiryor.. size kendi romantizminizi fisildi-
yor, bunlar yaparken de, miistehcenlige, batili
tasvire vs. kapali kalinabiliyorsa.. evet, iste bu
eser gayet giizeldir. Biinyesinde giybeti barindi-
ran, fuhsu tasvir eden, sehevani hisleri tahrik
eden, insamn yeis yani iimitsizlik duygularin

kabartan eserlere gelince, onlarin caiz oldugunu,
”15

olabilecegini soylemek miimkiin degildir.
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“If a piece of music you listen to stirs within you
the desire to read and listen to the Qur’an, arouses
the longing for union with Allah, brings you to
tears like Emrah, compelling you to prostrate,
spreads your attachment to your national and re-
ligious values, whispers your own romanticism to
you, all while remaining free from indecency, the
glorification of falsehood... then yes, this is a
beautiful piece of music. Works that contain gos-
sip, depict obscenity, provoke sensual desires, or
instill despair in people cannot be considered per-

missible or acceptable.””

53 Fethullah Giilen yaptig1 bir réportajda “Bale de mi?” 53 In an interview, Fethullah Giilen responded to the
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sorusuna su cevabi verdi: Evet. “Balede de olmak la-
zim diyorum.” ve “Bizim degerlerimizin de, kiiltiiriimii-
ziin de, sanattmizin da renginin, boyasimin oldugu sa-
natlar iizerine egilmek lazim.” diyerek eklemede bu-

lundu: “Hayatin her alaninda olmak lazim tabii.”'s

Ogrencileri Fethullah Giilen’in Tiirk sanat miizi-
ginin hemen hemen biitiin makamlarini bildigini
ifade etmektedir. Yine Giilen'in Cem Karaca, Baris
Manco, Ahmet Ozhan gibi sanatcilara gosterdigi
yakinlik onun miizige bakisini gosteren en giizel
ornektir. Cem Karaca, Giilen’e gonderdigi bir
mektupta kendisinden nasil feyz aldigini samimi

ifadelerle dile getirmektedir.

Bugiin Teknik Anlamda Miizik
Nasil Yapilmali?

Akustik Zemin ve Enstriimanlarin
Nitelikleri

Miizik akustik enstriimanlarla ve buna uygun me-
kanlarda icra edilmelidir. Insan dogasi akustik
miizige daha uygundur, elektronik miizik tabiata
z1t etkiler olusturabilir. Mesela insanin beyni sinir
sistemi kan dolasimi kisaca fizyolojisi miizikle bii-

tiinlesilir, bunun elektronik olmasi olumsuz so-

I5M. Fethullah Giilen, Fasildan Fasila 3,s. 175-176
16 Kaynak: Gazete Habertiirk
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question, “What about ballet?” with the following an-
swer: “Yes. I say it is necessary to be involved in ballet as
well.”, and added, “It is important to focus on the arts
that reflect the colors and paints of our values, our culture,
and our art.” He further emphasized, “It is necessary to

be involved in every area of life, of course.”

Fethullah Giilen’s students express that he is famil-
iar with nearly all of the makams or modes of Turk-
ish classical music. Additionally, his appreciation
for artists such as Cem Karaca, Baris Manco, and
Ahmet Ozhan is one of the best examples of his per-
spective on music. In a letter sent to Giilen, Cem
Karaca sincerely expresses how he has been in-

spired by him.

How Should Music Be Made
Technically Today?

Acoustic Ground and Qualities of
Instruments

Music should be performed with acoustic instru-
ments and in spaces suitable for them. Human na-
ture is more aligned with acoustic music, whereas
electronic music may create effects that are unnatu-
ral and potentially disruptive to human nature. For

example, the human brain, nervous system, blood

M. Fethullah Giilen, Fasidan Fasila 3, p. 175-176

30Source: Gazete Habertiirk
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nugclara yol acabilir. Akustik olmayan miizik, kim-

yasal ila¢ almaya benzetilebilir.

Akustik enstriimanlar ses fizigi, matematik gibi
pozitif ilimler ¢ercevesinde insan dogasina uygun
yapilarda iiretilmistir. Bu bilginin tarihinde Hz.
idris, Hz Davud, Antik Yunan Filozoflari, mesela
Pisagor ki Hz. Stileymanin talebesi oldugu soyle-
nir, ve Kindji ile devam eden bir silsile mevcuttur.
Bu dogrultuda enstriimanlar yapilirken kullanilan
agaclar incelenmeli ve yeni enstriimanlar yapila-

caksa bu bilgi gbz oniinde bulundurulmalidir.

Miizigin Tedavi Potansiyelleri ve
Bununla Gelen Tehlikeler

Agaclar neden incelenmelidir? Bu sorunun ceva-
bin1 miizikle tedavi kitabinin yazari Dr. Bekir
Grebene’den 6greniyoruz. Tedaviyi saglayan si-
hirli kuvvet yalmzca calinan musiki parcalarina
bagli degildir. Bazen de Musiki aletlerinin yapil-
dig1 maddelere gore etkili bir duruma gelir. Della
Porta adli bir hekim de miizik aletlerinin bu dii-
stinceyi desteklemis ve 1586 yilinda yazilan dor-
diincii kitabinda bu inancim su sekilde ifade et-
mistir: “Eger her hastalik icin o hastaliga kars: kullani-
lan ilacin agacindan bir miizik aleti imal edilirse iyiles-

meyen bir hastalik kalmaz...”

Elektronik miizigin en énemli tehlikelerinden bir
tanesi {izerinde siibliminal, yani biling altina yone-
lik, calismalarin yapilmasina imkan vermesidir.
Insana sifa olacak miizik bu yiizden tartismasiz
akustik olmalidir. Geleneksel Tiirk musikisi tari-
hinde musiki ile tedavi baslig altinda ¢ok 6nemli
calismalar yapilmistir. Bu baglamda eski ¢alisma-
lar incelenmeli, giniimiiziin bilim ve teknolojisi
ile birlestirilerek tekrardan ortaya konulmali ve

bu ilim ve teknik ilerletilmelidir.
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circulation, and, essentially, our physiology are all
integrated with music. Making this process elec-
tronic may have adverse effects. Non-acoustic mu-

sic could be likened to taking chemical medicine.

Acoustic instruments are designed within the frame-
work of sciences such as sound physics and mathe-
matics, making them more suited to human nature.
The history of this knowledge traces back to figures
such as Prophet Idris, Prophet David, Ancient Greek
philosophers like Pythagoras (who is said to have
been a student of Prophet Solomon), and the philoso-
pher al-Kindi. When creating instruments, the types
of timber used should be carefully examined, and if
new instruments are to be made, this knowledge

should be carefully considered.

The Healing Potential of Music and
the Associated Dangers

The answer to this question comes from Dr. Bekir
Grebene’s book on music therapy. The magical
power that facilitates healing is not solely depen-
dent on the music being played. Sometimes, it also
depends on the materials from which musical in-
struments are made. A physician named Della
Porta also supported this idea and expressed his
belief in his fourth book, written in 1586: “If a mu-
sical instrument is made from the wood of the tree corre-
sponding to the disease being treated, no illness will re-

main uncured...”

One of the major risks of electronic music is that it
allows for subliminal influence or subconscious
conditioning. For this reason, music that will
bring healing to a person must undeniably be
acoustic. Throughout the history of traditional
Turkish music, significant work has been done
under the heading of music as therapy. In this con-
text, past works should be studied and combined
with today’s scientific and technological advance-
ments to bring them back to life, and this knowl-

edge and technique should be advanced further.
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Armonik ve Makamsal Degerler

Akustik miizikten hareketle ¢cok seslilik (armo-
nik) ve tek seslilik (makamsal) konular: kendi
kiiltiirleri icerisinde ele alinmali, hangi yaklasim-
larla bu tarz miizige yonlendigi sosyokiiltiirel ac1-
dan incelenmeli ve arastirilmalidir. Zira, her kiiltii-
riin kendi ortak bilinci, toplumsal yapisi gibi faktor-
lerin buna etkisi bitytiktiir. Bu konu rekabet iklimi-
nin aksine, kiiltiirlerin birbirlerini tanimalarini ko-
laylastiran zeminlerde ele alinip, yeni acilimlara ve-

sile olmak adina bir deger haline getirilmelidir.

Ornegin, zamaninda kilise miiziginde sadelik, tek
seslilik, en fazla dem (bas) sesle eslik ve zenginles-
tirme vardi. Ronesans doneminde armoniye yone-
lim olusmustur. Aslinda bu konunun altinda sade
bir icraat mevcuttur, Mahmut Ragip Gazimihéal'in

ifadesiyle “Sonradan show’a dondiiriilmiistiir.”.

Tirk mizigindeki tek seslilige gelince, bir perde-
nin doguskanlari incelendiginde armonik aralikla-
rin zaten bunlarin icerisinde mevcut oldugu anla-
silmaktadir. Yani, tek sesli miizikte belki kulakla-
rin dogrudan isitmedigi bir armonik tin1 mevcut-
tur. Insan kulagi 20 ile 20.000 titresim arasini du-
yabildigi icin doguskanlari dogrudan isitme de bi-
lincaltinin duyacagini tahmin ederek bu konuyu

da incelemek gerekir.

Sonug¢ olarak, bu basliklar cercevesinde ¢ok sesli
ve tek sesli miizik incelenmeli, ecdadimizin neden
tek sesli (makamsal) miizigi tercih ettigi hususu-
nun detaylart arastirilmali, insana sifa olarak ve
Allah’a yiikseltecek derinligi konusunda yeni ca-

lismalar ortaya konulmalidir.
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Harmonic and Modal (Makam) Values

Based on acoustic music, the topics of polyphony
(harmonic) and monophony (modes or makams)
should be examined within their own cultures.
These approaches should be studied and researched
from a socio-cultural perspective to understand
how these styles of music emerged. The impact of
factors such as each culture’s collective conscious-
ness and social structure is significant. This topic,
rather than being discussed in a competitive cli-
mate, should be addressed in environments that fa-
cilitate cultural understanding and transformed

into a value to open up new perspectives.

For example, in church music of the past, simplicity,
monophony, and accompaniment with predomi-
nantly bass tones were prominent. During the Re-
naissance period, there was a shift toward harmony.
In fact, there was an underlying unadorned and
simple practice yet this has been “Turned into a show

later on”, as stated by Mahmut Ragip Gazimihal.

As for the monophony in Turkish music, when ex-
amining the natural harmonics of a scale, it be-
comes clear that harmonic overtones are inher-
ently present within them. In other words, even in
monophonic music, there may be harmonic tones
that the ear does not directly hear. Since the hu-
man ear can hear frequencies between 20 and
20,000 vibrations, it is important to study this phe-
nomenon, predicting that the subconscious may
perceive the harmonic overtones even if they are

not consciously heard.

In conclusion, polyphonic and monophonic music
should be studied within the framework of these
concepts, the details of why our ancestors pre-
ferred monophonic music (makam) should be re-
searched, and new studies should be conducted on
the healing properties of music and its depth in el-

evating one’s soul toward God.



67 Biyografi

68 Erkam Aydin, 1961°'de dogmustur. 1978’de Cam-

laralt1 Kolejini bitirmistir. Istanbul Universitesi
Psikoloji boliimiinde bir miiddet tahsil gérmiis, bu
egitimini yarim birakip Ermeni Surp Vartanants
korosunda sarki s6ylemeye baslamistir. Burada
miizigi sevdigini kesfedip Izmir Konservatuarina
girmistir. 1986’da San ve Opera boliimiinden me-
zun olup Devlet Operasina katilmistir. Alas Peru-
anas Universitesinde fark derslerini vererek Insan
Psikolojisi bolimiinden diplomasimi kazanmius,
sonraki zamanlarda da Anadolu Universitesi Sos-
yoloji boliminii bitirmistir. Su an psikolog olarak
calismalarina devam etmektedir. Ara verdigi mii-
zik kariyerine yeni vesileler ile yakin gelecekte de-

vam etmeyi umuyor.

67 Biography

68 Erkam Aydin was born in 1961. He graduated

from Camlaralti College in 1978. He studied at the
Psychology Department of Istanbul University for
a while but left the program to join the Armenian
Surp Vartanants Choir, where he discovered his
passion for music. He then enrolled in the Izmir
Conservatory, where he pursued his musical edu-
cation. In 1986, he graduated from the Depart-
ment of Singing and Opera and joined the State
Opera. After completing additional courses at Alas
Peruanas University, he earned his diploma in Hu-
man Psychology. Later, he also graduated from the
Sociology Department at Anadolu University. He
is currently working as a psychologist and hopes

to resume his music career in the near future.
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Kultur ve Sanat Cercevesinde Genglerin
Dilinin Muhafaza Edilmesi

Preserving the Language of Youth in the Scope of

Arts and Culture

Dr. Mehmet Gumuskilig
*ingilizce Ceviri: Divan ERibi / English Translation: Diwan Team

Dil, Kiiltiir ve Sanat: Bu ii¢c kavram birbirlerine ol-

dukca yakin kavramlardir.

e Dil: insanlar arasinda iletisimi temin eden tabii
bir vasita, kendisine mahsus kanunlar1 olan ve an-
cak bu kanunlar etrafinda gelisen canli bir varlik,
temeli bilinmeyen zamanlarda atilmis bir gizli ant-
lasmalar sistemi, seslerden meydana gelmis ictimai
bir miiessesedir. Bir milleti olusturan her fert; o
milletin dilini, dinini, inanclarini, kiltiiriing, orf
ve adetlerini, hayata bakis tarzlarini ve zevklerini

tizerinde tasir.

e Kiiltiir: Ge¢miste yasayan cedlerimizden teva-
riis edilen maddi degerler biitiini, fertlere istika-
met veren, kimligin olusmasinda ¢cok 6nemli et-
kenlerden olan ve toplumu ayakta tutan bir giic-

tir.

e Sanat: Duygu, diisiince ve tasavvurlart etkili
bir sekilde goze ve gonle hitap edebilecek tarzda
s0z, yazi, resim, el becerileri, heykel vb. ile ifade

edebilme kabiliyeti; bir seyi tam ve giizel yapabil-

Language, Culture, and Art: These three concepts

are very close to each other.

e Language: [t is a natural means of communica-
tion between people, a living entity that has its
own laws and develops only around these laws, a
system of secret agreements whose foundation
was laid in unknown times, a social institution
made up of sounds. Every individual who makes
up a nation carries the language, religion, beliefs,
culture, customs, traditions, outlook on life and

tastes of that nation.

e Culture: The totality of material values inher-
ited from our ancestors living in the past is a
power that gives direction to individuals, is one of
the most important factors in the formation of

identity, and keeps society alive.

® Art: The ability to express feelings, thoughts,
and ideas effectively in a way that appeals to the
eye and heart through words, writing, painting,

hand skills, sculpture, etc.; the skill and mastery to



mek icin sahip olunan beceri ve ustalik; bir mille-
tin veya bir toplulugun anlayis ve zevkine, yani
kiiltirtine uygun olarak gelismis olan anlatim sekli
ve buna dayanarak ortaya konulan eserlerin bii-

tlinii; el emegine dayanan is olarak tanimlanabilir.

Bu tariflerden de anlasilacagi gibi dil olmadan ne
kiiltiir, ne de sanat ortaya cikabilir. Kiiltiir ve sana-
tin temel tas1 dildir. Dillerini giizel, etkili ve zengin
bir sekilde kullanan milletlerin kiiltiirleri de sanat-
lar1 da o ol¢iide gelisir. Dilin maddi ve manevi
yonleri vardir. Dil; maddi olarak bir eserin olus-
masinda en 6nemli vasita, manevi olarak ise soyle-
yis ve kullanim sekillerinin etkisinden dolay1

gonle, ruha, dimaga hitap eden bir unsurdur.

I. Bolum: Kiiltiir ve Sanat
Ekseninde Dilin Onemi ve
Kullanimi

a. Genglerin Dilimizi (Tiirkgeyi)
-Ozellikle Yurtdisinda- Kullanim
Sekilleri ve Dilin Muhafaza
Edilmesi

Dilimiz maalesef yurtdisinda ¢ok bozulmaktadir.
Tiirkiye'de bile kendi diline ve kiiltiiriine yabanci-
lasma had safthadadir. Her kelime bir diinyadir. Dil-
den atilan her kelime ile bir diinya kaybedilmekte-
dir. Tiirkcede kullanim alani bulamamais 1ngilizce
kelimeler yabanci iilkelerde Tiirkce konusurken ve
yazarken rahatlikla kullanilmaktadir. idareci, reh-
ber, veli toplantisi (tanitim), kiitiiphane gibi kelime-
lerimizin yerine executive, mentor, open house, library
gibi kelimeler ikame edilmektedir. "My dad Ame-
rika’da iyi bir businessman oldu.”, “Friendim tomorrow
libraryde benim ile meeting yapmak istiyor.”, “So that to-
morrow onunla libraryde get together olacagiz.” gibi ne
iduigii belirsiz ctimleler maalesef genclerimiz ve ye-

tiskinlerimizin dillerinden eksik olmuyor.

Ayrica ozellikle yurtdisinda yasayan genglerimizin

cogu maalesef kendi aralarinda -iclerinde hicbir

make something complete and beautiful; the way
of expression developed in accordance with the
understanding and taste of a nation or a commu-
nity, that is, its culture, and the whole of the works
based on this; can be defined as work based on

manual labor.

As can be understood from these definitions, nei-
ther culture nor art can emerge without language.
The cornerstone of culture and art is language. The
cultures and arts of nations that use their languages
in a beautiful, effective and rich way develop to that
extent. Language has material and spiritual aspects.
Materially, language is the most important tool in
the formation of a work, and spiritually, it is an ele-
ment that appeals to the heart, soul, and mind due to

the effect of how it is spoken and used.

Part I: The Importance and
Use of Language in the Axis of
Culture and Art

a. How Young People Use Our
Language (Turkish) -Especially
Abroad- and Preservation of the
Language

Unfortunately, our language is deteriorating
abroad. Even in Turkey, alienation from its own
language and culture is at an extreme level. Every
word is a world. A world is lost with every word
thrown out of the language. English words that
have not found a place of use in Turkish are easily
used in foreign countries when speaking and writ-
ing in Turkish. Words such as idareci, rehber, veli
toplantisi (tamtim), kiitiiphane are substituted for
our words such as executive, mentor, open house,
library. Unfortunately, vague sentences such as
“‘My dad Amerika’da iyi bir businessman oldu.”,
“Friendim tomorrow libraryde benim ile meeting yap-
mak istiyor.”, “So that tomorrow onunla libraryde get
together olacagiz.” are not missing from the tongues

of our youth and adults.

In addition, most of our young people, especially

those living abroad, unfortunately speak English,
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yabanc1 olmasa dahi- Ingilizce, Almanca vb. dilleri
konusuyorlar ve bu dillerle anlasiyorlar. Tiirkce
kullanmadikc¢a da Tiirkceyi unutuyorlar, kirik bir
Tiirkceye sahip oluyorlar, i¢lerinden bazilar1 da
birka¢ Tirkge kelimenin disinda hi¢bir kelimeyi
bilmiyor ve bunun neticesinde Tiirkceyle hicbir
baglari kalmiyor. Bu durumu degistirmenin ne ka-
dar 6nemli oldugu giiniimiizde pek anlasilmasa da
gelecek yillarda bunun farkina varilacaktir. Hey-
hat, is isten gecer mi, bilinmez. Bu sebeple herkese

biiyiik vazifeler dismektedir.

Mubhafaza kelimesi Arapca kokenli bir kelimedir
ve Arapcada ‘mufd’ale’ babindandir. Siilasi kokii
(Uc harfli kokii ki, Arapcada kelimelerin kokleri
cok biiyiik oranda ti¢ harften olusur.) ‘hifz’dir. Bu
baba giren kelimeler genellikle ‘bir isi beraber
yapma ve ortaklik’ belirtirler. Tiirk¢ede bunun
karsilig istesliktir. Dolayisiyla dili muhafaza etme,
bir kisinin vazifesi degildir. Kelimenin anlamin-
dan muhafaza isini birden fazla sahsin ortak ola-
rak gerceklestirebilecegi ¢ikarilir. Yani dili muha-
faza etmek herkesin gorevidir, diyebiliriz. Eski,
biiyiik ve ¢ok giizel bir dil olan Tiirk¢emizi muha-
faza etme ve yeni nesillere aktarma en mithim is-
lerden birisidir. Yabanc iilkelerde yasayan Tirk
cocuklarinin, genclerinin hatta yetiskinlerin o il-
kelerde asimile olmadan, o iilkelere entegre olabil-
mesi i¢in kendi dillerine sahip ¢cikmalari, 6nemse-
meleri ve onu mutlak olarak korumaya calismalar1

gerekmektedir.

b. Genclerde Dil Suurunun
Olugmasi

Dilimizi, yani Tiirkceyi muhafaza edip gelecek ne-
sillere aktarmak en miithim vazifelerimizdendir.
Gelecek nesillerin dilimizi yazip okuyabilmeleri
oncelikle temin edilmelidir. Go¢ edilen iilkenin de
dilini en iyi bir sekilde bilmenin, yani iki dilli ol-
manin faydalar: ¢oktur. Kendi kiiltiir degerlerini
kaybetmeyen insanlarin yasadiklar: toplumda asi-
mile olmadan o topluma daha kolay entegre olma-
lar1 s6z konusudur. Dil suurunun olusmasi ve dili

muhafaza konusunda 6ncelikle ailelere biiyiik go6-

German, etc. among themselves - even if they are
not foreigners - and they communicate in these
languages. As long as they do not use Turkish, they
forget Turkish, they have a broken Turkish, some
of them do not know any words other than a few
Turkish words, and as a result, they have no con-
nection with Turkish. Although the importance of
changing this situation is not understood today, it
will be realized in future years. Alas, it is not
known if it will be too late. For this reason, every-

one has great duties.

The word ‘muhafaza’ (preservation) is of Arabic ori-
gin and derives from the Arabic root ‘muféa‘ale’. Its
root (the three-letter root; most Arabic words are
derived from three-letter roots) is ‘hifz’. Words in
this category typically convey the meaning of mu-
tual action or cooperation. The equivalent Turkish
linguistic term for this is ‘isteslik’ (reciprocity).
Therefore, safeguarding a language is not the re-
sponsibility of just one individual. The word itself
implies that the task requires collective effort. In
other words, we can say that preserving the lan-
guage is a shared duty. Protecting our ancient, rich,
and beautiful Turkish language and passing it down
to future generations is one of the most essential re-
sponsibilities. For Turkish children, young people,
and even adults living abroad to integrate into their
new societies without losing their cultural identity,
they must cherish their language, value it, and make

a conscious effort to keep it alive.

b. Formation of Language
Awareness in Young People

Preserving our language, Turkish, and passing it on
to future generations is one of our most essential re-
sponsibilities. First and foremost, it is crucial to en-
sure that future generations can read and write in
Turkish proficiently. At the same time, mastering the
language of the country of immigration—becoming
bilingual—offers numerous advantages. Individuals
who maintain their own cultural values can integrate
more easily into the society they live in without los-

ing their identity or being assimilated. Families have
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revler diismektedir. Bebeklikten itibaren 6zellikle
anneler ¢ocuklarina kendi ana dilini yerlestirmel,
onunla konusup cocugun ileriki yaslarda dilini
unutmamasi i¢in ¢cok saglam temeller atmalidirlar.
Cocuklar dogumlarindan itibaren belki 5-6 yasina
kadar Tiirkcenin disinda yasadiklar1 yabanci top-
lumun dilini 6grenmemelidirler. Zaten 6 yasindan
sonra egitim-6gretim ortaminda cocuklar yasa-
diklar1 toplumun dilini rahatlikla 6greneceklerdir.
Burada endiseye kapilacak hi¢ bir sey bulunma-
maktadir. Ailelere Tiirk¢eyi onemseme, cocuklari-
nin Tirkce konusmalari, okumalari ve yazmalari
konusunda seminerler verilmeli ve aileler buna

tesvik edilmelidir.

c. Kultiir Mirasimizin Genglere
Iletilmesi

Binlerce yillik bir kiiltiir mirasimiz bulunmakta-
dir. En eski dile sahip milletlerden birisiyiz. Dili-
mizin ne kadar eski ve giizel oldugu genclere akta-
rilmalidir. Giiniimiizde ¢ok yaygm olan Ingilizce
ancak 15. ylizyildan sonra kiiltiir sahasina ¢ikmis-
tir. Tiirkgenin ise en eski yazili kaynaklar 8. yiiz-
yila kadar inmektedir. Tarihte Tirkler cesitli mil-
letlerle irtibat halinde olmuslardir. Eski Tirkler-
den itibaren Tiirkceye bircok kelime ge¢meye bas-
lamustur. {1k yazili kaynaklarimiz olan Orhun Abi-
delerinde bile yabanci asilli kelimelere rastlan-

maktadir. Bu, bir dil i¢in tabii bir durumdur.

Karahanli Devleti'nin Islamiyet’i devletin dini ola-
rak se¢mesinden sonra, Tiirkceye Arapca kelimeler
girmeye baslamistir. 1072 yilinda Kasgarli Mahmut,
Tiirkcenin iistiin yonlerini gostermek ve Araplara
Tiirkge ogretmek gayesiyle Divanii Lugati't-Tiirk
adl1 kitabi kaleme aldi. Selcuklular devrinde ise,
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the primary responsibility for fostering language
awareness and ensuring the preservation of Turkish.
From infancy, mothers should introduce their chil-
dren to their native language, engage in regular con-
versation with them, and establish a strong linguistic
foundation to prevent language loss in later years.
Turkish should be the primary language children are
exposed to during early childhood. Until the age of 5
or 6, they should primarily learn and use Turkish at
home. After this age, they will naturally acquire the
language of their surrounding society in an educa-
tional setting without difficulty—there is no need for
concern. To further support language preservation,
families should be offered seminars on the impor-
tance of Turkish, and parents should be encouraged
to motivate their children to speak, read, and write in

their mother tongue.

c. Communicating Our Cultural
Heritage to Young People

We possess a cultural heritage that spans thousands
of years, making us one of the nations with the old-
est languages. It is essential to instill in young peo-
ple an appreciation for the antiquity and beauty of
our language. While English is widely spoken today,
it only emerged as a significant cultural language af-
ter the 15th century. In contrast, the earliest written
records of Turkish date back to the 8th century.
Throughout history, Turks have interacted with
various nations, leading to the incorporation of
many foreign words into Turkish. This linguistic
exchange began with the Old Turks and can even be
observed in the Orkhon Inscriptions, our earliest
written sources, which contain words of foreign
origin. Such linguistic evolution is a natural phe-
nomenon for any language, reflecting the cultural

interactions and historical depth of a civilization.

After the Karakhanid State adopted Islam as its
state religion, Arabic words began entering the
Turkish language. In 1072, Kasgarli Mahmut
wrote Divdnii Ligati’t-Tiirk to highlight the superi-
ority of Turkish and to teach it to Arabs. However,

during the Seljuk period, Turkish was rarely used,
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Ozellikle resmi yazi dilinde Tiirk¢ce hemen hemen
hi¢ kullanilmamaktaydi. Sel¢uklularda resmi ya-
zisma dili ve edebi dil Farsca, ilim dili ise Arapcaydi.
Bugiin, elimizde bu donemden kalma az sayida
Tirkge kitap mevcuttur. Selguklu Devleti yikildik-
tan sonra, Anadolu’da Beylikler doneminde ise
Tirkce 6nem kazanmaya basladi. Bunda Beylikle-
rin basinda bulunan beylerin Arapca ve Farscay1
cok iyi bilmemeleri ve Tiirkce kitap yazan alimleri
korumalariin dnemli rolii vardir. Yine de Tiirkce
eser yazan alimler “Tiirkge eser kaleme alirken zor-
landiklarini, o devrin devasa dilleri olan Arapca,
Farsca karsisinda Tiirkce eser yazdiklar icin ayip-
lanmamalar: gerektigini” soylerler. 13 ve 14. ytizy1l-
larda yasayan Seyydd Hamza, Yunus Emre, Giil-
sehri, Hac1 Bektas Veli, Aslkpasa, Hoca Dehhani,
Tursun Fakih, Ahmed Fakih, Hoca Mes'ud gibi sair-
ler ise Tiirkeecilik suuruyla hareket etmis ve mii-
kemmel eserler meydana getirmislerdir. Bu sairle-
rin ortak ozelligi hemen hepsinin tasavvuf erbabi
olmalaridir. Yani Tiirkce Ahmet Yesevi’'den munkal
bir gelenekle din adamlar1 tarafindan konusulmus,
yazilmis ve korunmustur. Tarikat seyhleri ve mii-
ritleri Tiirk dilini Adeta yabanci dillerden muhafaza

etmeye ¢alismuslardir.

Diinyanin en biiyiik devletlerinden biri olan Os-
manl Devletinin ilk donemlerinde ise, Arapca ve
Farscadan Tiirkceye gecen kelimeler ¢ok fazla de-
gildi. Bu kelimelerin giris hizi 15. ylizyildan itibaren
artmaya basladi. 16. yiizyilin ortalarindan 19. yiiz-
yilin sonlarma kadar ise dilimize bircok Arapca,
Farsca kelime girdi. Tiirk¢enin, 11. ylizyildan 19.
yiizy1lin sonlarina kadar Arapca ve Farscayla miica-
dele etmek zorunda kaldigini rahatlikla soyleyebili-
riz. 20. ylizyilin baslarinda ise Arapca, Farscanin
Tirkce tizerindeki hakimiyeti azaldi. Bu da Tiirk-
cede kullanilan ve halkin anladigi kelimelerin disin-
daki Arapca, Farsca asilli bir takim kelimelerin, ka-
idelerin ve bir ¢ok tamlamanin dilimizden cikaril-
mast neticesinde meydana geldi. Boylece Tiirkee iyi
bir mecraya girdi. Fakat 1930’lardan sonra baslayan

6z Tirkeecilik (yani uydurmacilik) hareketi ise
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especially in official documents. The Seljuks con-
ducted official correspondence and literary works
in Persian, while Arabic was the dominant lan-
guage of science. As a result, very few Turkish
books from this period have survived. Following
the collapse of the Seljuk Empire, Turkish gained
importance during the Anatolian Principalities pe-
riod. This shift was largely due to the beys (rulers)
of the principalities, who had limited proficiency
in Arabic and Persian and thus supported scholars
who wrote in Turkish. Nevertheless, those schol-
ars often expressed the challenges they faced in
writing in Turkish, as they had to compete with
Arabic and Persian, the prestigious languages of
the era. Poets of the 13th and 14th centuries, such
as Seyyad Hamza, Yunus Emre, Giilsehri, Hac1
Bektas Velj, Aslkpasa, Hoca Dehhani, Tursun
Fakih, Ahmed Fakih, and Hoca Mes'ud, played a
crucial role in promoting Turkish literature. A
defining characteristic of these poets was their
Sufi background. In other words, the Turkish lan-
guage was primarily preserved, spoken, and writ-
ten by Sufi scholars and clergymen, continuing a
tradition that dates back to Ahmet Yesevi. Sufi
sheikhs and their disciples actively worked to pro-

tect the Turkish language from foreign influences.

In the early period of the Ottoman Empire, one of
the largest states in the world, the influence of Ara-
bic and Persian on Turkish was minimal. However,
from the 15th century onward, the influx of words
from these languages began to increase signifi-
cantly. Between the mid-16th century and the late
19th century, a vast number of Arabic and Persian
words entered the Turkish language. From the 11th
century to the late 19th century, Turkish had to
contend with the dominance of Arabic and Persian.
However, in the early 20th century, this influence
began to decline. Many words, grammatical rules,
and phrases of Arabic and Persian origin were re-
moved from the language—except for those that
had been fully integrated into Turkish and were
widely understood by the public. As a result, Turk-

ish underwent a process of linguistic refinement.
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bunu baltaladi. Bu hareket de hi¢ bir dayanagi olma-
dig1 icin fazla stirmedi. Burada sunu da séylemek
gerekir ki, Osmanli Devletinin resmi yazi dili Ttirk-
ceydi. Fakat Arapca, Farscay1 da bilenler vardi. Zan-
nedildigi gibi halk ile aydin tabaka arasinda da bii-
yiik bir ugurum yoktu. Belki de var oldugu zannedi-
len bu ugurum, giintimiizden bile daha azdi. Yani
Osmanlilar, Sel¢uklularin aksine Tiirkceye 6nem
verdiler. Onlarin doneminde bircok Tiirkce eser
te’lif edildi. Bugiin Tiirkiye’de ve diinyanin muhtelif
bolgelerinde Osmanlilar déneminde yazilmis ytiz
binlerce Tiirkce kitap bulunmaktadir. Demek ki,
Osmanlilar Arapca, Farscayi bilir, fakat anadilleri
olan Tiirkceyi ise her zaman kullanirlardi. Osmanl
Devleti tarih boyunca fethettigi iilkelerin halklarim
Tiirkgeyi 6grenme konusunda hi¢bir zaman zorla-
mamis ve somirmemistir. Bunun en biiyiik delili
ise, gliniimiizde, eskiden Osmanli cografyasinda ya-
sayan milletlerin bir cogunun Tiirkge bilmemeleri-
dir. Zaten Osmanli memleketlerinde yasayan halk-
larin beslendigi hayat ve kiiltiir kaynaklari, aldig
terbiye ve temsil ettigi inang sistemi, diinyadaki hi¢

bir milleti somiirge haline getiremezdi.

Diinyada konusulan bir takim dillerin degisik asir-
larda diger dillere tistiinlitk kurdugu goriilmekte-
dir. Mesela, 17, 18 ve 19. yiizyillarda Fransizca
diinyaya hakimdi. 20. yiizy1l ve giiniimiizde ise ar-
tik Ingilizce bir diinya dili olmustur. Diinyadaki
pek cok farkli milletle iletisim kurmak isteyen bir
kisinin Ingilizce 6grenmesi lazimdir. Bunun bir
cok avantajinin yaninda, dezavantaji da bulun-
maktadir. Oncelikle yabanci bir dil 6grenen insan,
o dilin arkasindaki kiiltiirti de ister istemez al-
makta ve boylece o dili konusan milletlerin tari-
hini, kiltirtind, yasay1s bicimini de 6ztimsemekte,

neredeyse kendi milli benliginden kopmaktadir.

Biz kiiltiir miras1 olarak; héal-i hazirda yasayan ve
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However, the authentic Turkish movement (i.e., lin-
guistic purism or fabricationism) that emerged after
the 1930s disrupted this progress. Since it lacked a
solid foundation, the movement was short-lived. It
is important to note that the official written lan-
guage of the Ottoman Empire was Turkish, al-
though many intellectuals and scholars were also
proficient in Arabic and Persian. Contrary to com-
mon belief, there was no significant gap between
the general population and the intellectual class in
terms of language use—perhaps even less than what
exists today. Unlike the Seljuks, the Ottomans
placed a greater emphasis on Turkish, leading to the
publication of numerous works in the language.
Today, hundreds of thousands of Turkish books
from the Ottoman period exist both in Turkey and
in various parts of the world. While the Ottomans
knew Arabic and Persian, they consistently used
their mother tongue, Turkish. Throughout history,
the Ottoman Empire never imposed Turkish on the
people of the lands it conquered. The most evident
proof of this is that many nations that were once
part of the Ottoman territory do not speak Turkish
today. In fact, the cultural and religious values, edu-
cation system, and way of life of the people living in
the Ottoman lands were never part of a colonizing

force that sought to impose its language on others.

It has been observed that throughout history, certain
languages have dominated others at different times.
For example, French was the dominant global lan-
guage in the 17th, 18th, and 19th centuries. In con-
trast, English emerged as the world’s primary lingua
franca in the 20th century and still holds that status
today. Learning English has become essential for
anyone seeking to communicate with people from
different nations. While this offers many advantages,
it also comes with certain drawbacks. One significant
consequence of learning a foreign language is that an
individual inevitably absorbs the culture, history, and
way of life associated with that language. Over time,
this can lead to cultural assimilation, potentially dis-

tancing a person from their own national identity.

As a cultural heritage, we are a nation that lives in



gelecek nesillere ¢ok sey birakan bir milletiz. Bun- the present and leaves much to future generations.

lardan bazi 6rnekler verelim: Some examples of these:

1. Orhun Yazitlar:: Mogolistan’da bulunan 8. 1. Orkhon Inscriptions: They are the first writ-
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ytizyilda 3 buyiik tasa Goktiirk alfabesiyle
naksedilen ilk yazili Tirkce kaynaklardir.

. Kutadgu Bilig: Yusuf Has Hacib’in yazdig1 bu

kitap, Islami Tiirk edebiyatinin ilk eserlerin-
den sayilmaktadir. Devasd bir eserdir. 6645
beyittir. Kitap, Karahanl hitkiimdar: Tabgac
Bugra Han’a 1069/1070 yilinda sunulmustur.
Tirkce yazilan ilk siyasetnamedir. Arap alfa-
besi ve Uygur harfleriyle niishalar1 bulun-
maktadir. Bu kitap ¢ok biiyilik oranda Tiirkce

kokenli kelimelerden olusmaktadir.

. Divanii Liigati’t-Tiirk: Kasgarli Mahmud'un

kaleme aldig1 bu eser Tiirk dili, kiiltiird, ede-
biyat, tarihi, etnografyasi, cografyas: vb. bir
cok saha bakimindan 6nemi haiz devasa bir
eserdir. Esere ‘Tiirk Dilleri Ansiklopedisi” de-
nebilir. Kitap Arapca olarak yazilmasina rag-
men bir ¢ok Tiirk boyunu, pek cok Tiirk leh-
cesini gostermektedir. icinde cok sayida siir
atasozi, deyim vb. bulunmaktadir. Eser asil
olarak Tiirkceden Arapcaya bir sozliik olarak
hazirlanmistir. Madde bas1 olan kelimelerin
aciklamalar1 yapilirken halk icinden derlen-
mis atasozii, deyim ve kosuklardan 6rnekler
de verilmektedir. Eser, 1072 yilinda yazilip
1074 yilinda ise tamamlamistir. Kasgarl
Mahmud kitabim1 1077 yilinda Bagdat'ta ha-

life Ebii’l-Kasim’a sunmustur.

. Mevlana Celaleddin Rami: 1207 yilinda

Belh’te dogmus ve 1273 yilinda Konya’'da vefat
etmis biiyitk mutasavvif ve fikir adamudir. Unii
asirlari asmis, gliniimiizde de diinyanin her ye-
rinde taninan birisidir. Eserlerini o dénemin
Ingilizcesi sayilabilecek Farsca ile kaleme al-
mis. Misliman, Hristiyan, Yahudi biitiin din
saliklerini derinden etkilemistir. Mesnevi'si,

Fihi Ma Fihi’si taninan eserlerindendir.

ten Turkish sources found in Mongolia, en-
graved on 3 large stones in the 8th century
with the Gokturk alphabet.

. Kutadgu Bilig: This book written by Yusuf

Has Hacib is considered one of the first works
of Islamic Turkish literature. It is a gigantic
work. 6645 couplets. The book was presented
to the Karakhanid ruler Tabga¢ Bugra Khan
in 1069/1070. It is the first politiknimed
written in Turkish. There are copies in Arabic
alphabet and Uyghur script. This book is

largely composed of words of Turkish origin.

. Divanii Liigati’t-Tiirk: This work written by

Kashgarli Mahmud is a gigantic work of great
importance in many fields such as Turkish
language, culture, literature, history, ethnog-
raphy, geography, etc. The work can be called
the ’Encyclopedia of Turkic Languages’. Al-
though the book is written in Arabic, it shows
many Turkic tribes and many Turkic dialects.
There are many poems, proverbs, idioms, etc.
in it. The work was originally prepared as a
dictionary from Turkish to Arabic. While ex-
plaining the words at the beginning of the ar-
ticle, examples of proverbs, idioms and poems
collected from the people are also given. The
work was written in 1072 and completed in
1074. Kashgarli Mahmud presented his book
to the caliph Abii’'l-Kéasim in Baghdad in 1077.

. Mevlana Celaleddin Riami: Born in 1207 in

Balkh and died in Konya in 1273, he was a
great Sufi and intellectual. His fame tran-
scended centuries and he is recognized all
over the world today. He wrote his works in
Persian, which could be considered the Eng-
lish of that period. He deeply influenced Mus-
lim, Christian and Jewish followers of all reli-
gions. His Masnavi and Fihi Ma Fihi are

among his well-known works.



5. Yunus Emre: 1240-1320 yillar1 arasinda Es-

kisehir ve Sakarya sehirleri civarinda yasamis
olan ve s6hreti yiizyillar1 asmis biiyiik bir mu-
tasavvif sairdir. O, adeta Tiirkce tasavvuf di-
lini insa etmistir. Divan’t ve Risaletii'n-Nus-

hiyye’si bilinen eserleridir.

6. Ali Sir Nevai: 1441 yilinda Herat’ta dogup bu-

rada 1501 yilinda vefat eden Tiirk Edebiyati ta-
rihinin en biiylik mielliflerinden olan Ali Sir
Nevai eserlerini ¢ok biiyiik oranda Cagatay
Tirkgesiyle kaleme almis ve etkisi ylizyillar
boyunca devam etmistir. Anadolu’daki pek cok
edibi de derinden etkilemistir. Bilinen 29 eseri
mevcuttur. Hamse, Mecalisii'n-Nefais, Mah-
babu’l-Kulib, Divan, Muhéikemetii’l-Luga-
teyn, Garaibii’s-Sigar, Nevadirii's-Sebab, Ta-
rih-i Miiltk-i ‘Acem, Lisanii’t-Tayr, Mizant’ 1-
Evzan, Hamsetii'l-Miitehayyirin, Nesayimii'l-
Mahabbe min Semaimi’l-Fiitiivve, Cihil Hadsis,
Leyla vii Mecntn, Seb’a-i Seyyare, Hazaini'l-
Ma’ani, Bedayiiil-Vasat, Fevaidii'l-Kiber eser-

lerinden bazilaridir.

. Piri Reis: 1465/1470 yillarinda Gelibolu'da
dogmus ve 1554’te Kahire'de vefat etmistir.
Kitdb-1 Bahriye adli eseri, donemine kadar
gelmis ve dénemindeki en giizel ve isabetli
diinya haritasinin bulundugu bir eserdir.
1521 yilinda te’lif edilmistir.

. Evliya Celebi: Diinyanin gelmis ge¢mis en
biiyik seyyahlarindan birisidir. 1611-1681
yillart arasinda yasamistir. 50 y1l boyunca Bal-
kanlar, Anadolu, Ortadogu Bat1 Asya’da gez-
mis, gordiiklerini ve yasadiklarimi 10 ciltlik
Seyahatname adli eserine aktarmustir. Eseri
biiyiik bir kiiltiir hazinesidir. Hayati boyunca

257 sehri gezmistir.

5. Yunus Emre: He was a great Sufi poet who

lived between 1240-1320 around the cities of
Eskisehir and Sakarya and whose fame
spanned centuries. He constructed the Sufi
language in Turkish. His Divan and

Risaletii'n-Nushiyye are his known works.

. Ali Sir Nevai: Born in 1441 in Herat and died

there in 1501, Ali Sir Nevai, one of the great-
est authors in the history of Turkish litera-
ture, wrote his works largely in Chagatai
Turkish and his influence continued for cen-
turies. He also deeply influenced many poets
in Anatolia. He has 29 known works. Hamse,
Majalisii'n-Nefais, Mahbtbu’l-Kulab, Divén,
Muhakemetii’'l-Lugateyn,  Garaibii’s-Sigar,
Nevadirii’'s-Sebab, Tarih-i Miilak-i ’Ajem,
Lisanii’'t-Tayr, Mizanii'l-Evzan, Some of his
works include Hamsetii'l-Miitehayyirin,
Nesayimiil-Mahabbe =~ min  Semaimi’l-
Futtivve, Cihil Hadis, Leylda vii Mecniin,
Seb’a-i Seyyare, Hazaint’'l-Ma’ani, Bedayii'l-
Vasat, Fevaidii'l-Kiber.

. Piri Reis: He was born in 1465/1470 in Gal-

lipoli and died in Cairo in 1554. His work
Kitab-1 Bahriye is a work with the most beau-
tiful and accurate world map of its time. It
was published in 1521.

. Evliya Celebi: One of the world’s greatest

travelers of all time. He lived between 1611-
1681. For 50 years, he traveled in the Balkans,
Anatolia, the Middle East, and Western Asia
and transferred what he saw and experienced
to his 10-volume work Seyahatname . His
work is a great cultural treasure. He traveled

to 257 cities during his life.
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Il. Boliim: Kiiltiir-Sanatta
Genglerin llgisini Cekebilecek
Alanlar

Dil, Edebiyat, Tarih ve Sosyal
Alanlar

Dil sosyal alanlarin anahtar1 durumundadir.
Gengler kendi dillerinin 6nemini ve biytiklugtini
kavradiklar1 takdirde, dillerine daha fazla aldka
duyacaklardir. Ozellikle Osmanli Devleti done-
minde Fransiz ve Italyanlarin Tiirkceye verdikleri
degeri ve Tiirkce ile ilgili 6zellikle bu iki biiyiik
devletin gramer, sozlitk ve konusma kilavuzlar:
olusturduklarint 6grendiklerinde, gencler kendi

dillerine ehemmiyet vereceklerdir.

Edebiyat; dilin gelismis, adeta sanat eseri haline
gelmis seklidir. Tarihin eski donemlerinden giinii-
miize kadar Tiirkce ile ylizbinlerce edebi eser
meydana getirilmistir. Tirk¢enin tarihi devrele-
rinden olan ve 16. asrin baslarindan 19. asrin orta-
larina, yani Tanzimat Fermant'nin ilan edilmesine
kadar devam eden Klasik Osmanl Tiirkcesi done-
minde Tirkee iki yonde gelismistir. Birinci yonde
dili bir amac olarak kullanma s6z konusudur. Fu-
zuli, Baki, Zati, Naili, Nefi, Lamii Celebi, Evliya
Celebi, Katip Celebi gibi entelektiieller, eserle-
rinde Arapca, Farsca kokenli kelimeleri bir hayli
kullanmakla beraber, genellikle halkin anlayabil-
digi bir dille eserlerini kaleme aldilar. Ikinci yon
olarak ise, agir bir dil s6z konusudur. Ozellikle
mensur eserlerin dili bu dénemde oldukca agir-
lasti. Burada sanat gayesiyle yazilma durumu var-
dir. Nergisi, Veysi, Naima gibi miiellifler eserle-
rinde oldukca agir Arapca, Farsca kelime, tamlama
ve sekiller kullandilar. Fakat sunu da belirtmeliyiz
ki, en agir donemlerde bile Tiirkcenin ctimle ya-

pis1 bozulmamustur.

Tarih ve diger sosyal alanlarda da dil islenerek pek 20

cok eser te’lif edilmistir. Aslkpasazéde, Ahmet
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Part Il: Areas of Culture and
Arts That May Interest Young
People

Language, Literature, History, and
Social Studies

Language is the gateway to the social sphere. If
young people recognize the significance and rich-
ness of their own language, they will naturally de-
velop a greater interest in it. Learning about the
esteem in which Turkish was held by the French
and Italians, particularly during the Ottoman Em-
pire, can further reinforce this appreciation. These
two major nations not only valued Turkish but
also produced grammars, dictionaries, and phrase-

books dedicated to the language.

Literature is the refined and artistic form of lan-
guage. From ancient times to the present, hundreds
of thousands of literary works have been produced
in Turkish. During the Classical Ottoman Turkish
period—which spanned from the early 16th cen-
tury to the mid-19th century, ending with the
proclamation of the Tanzimat Edict—Turkish
evolved in two distinct directions. The first direc-
tion was the practical use of language, where intel-
lectuals such as Fuzuli, Baki, Zati, Naili, Nefi, Lamii
Celebi, Evliya Celebi, and Katip Celebi incorpo-
rated numerous Arabic and Persian-origin words
into their works yet generally wrote in a style that
remained comprehensible to the public. The second
direction was the development of a highly ornate
and complex language, particularly in prose. Writ-
ers such as Nergisi, Veysi, and Naima employed an
excessively elaborate style, extensively using Arabic
and Persian vocabulary, phrases, and linguistic
structures. This approach was driven by an “art for
art’s sake” mentality. Nevertheless, it is important
to emphasize that even in periods when the lan-
guage became highly intricate, the structural in-

tegrity of Turkish sentences remained intact.

In history and other social fields, the Turkish language

has been refined and enriched through various works.
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Cevdet Pasa gibi tarihciler Tiirkge tarih kitaplar
kaleme alip tarihimize 1sik tutmuslardir. Yeni-
lesme Donemi denilen ve Tanzimat Fermaninin
ilan edildigi 1839°dan 1908 yilinda ilan edilen II.
Mesrutiyet'e kadar devam eden bu devrenin en
onemli ozelligi; Tanzimat’tan sonra girilen Batili-
lasma devresinin getirdikleri neticesinde, Batili bir
takim sekillerin dilimize girerek, dilimizin sade-
lesmesidir. Bat1 edebiyatindan alinan edebi tiirler-
den roman, hikaye, tiyatro, makale, tenkit gibi tiir-
ler bu devirde Tirk yazisini etkilemistir. Bu d6-
nemde ayrica Batida cikan bir ¢cok gazete Osmanl
toplumunu da tesiri altina almis ve Osmanli’da bir
biri ardinca gazeteler ¢ikmaya baslamis ve yeni bir
dil olan gazete dili meydana gelmistir. Gazete dili
sayesinde halka, halkin daha anlayabilecegi bir
dille seslenme geregi olarak Tiirkcede bir sade-
lesme goriilmustiir. Sinasi, Namik Kemal, Ziya
Pasa gibi sadelestirme taraftarlar1 sayesinde dil
Onceki doneme gore daha sadeydi. Bu dénemin
sonlarina dogru, yani 1896-1901 yillar1 arasinda,
Servet-i Fiinun donemindeki dil anlayisi ise Tan-
zimat'm dil anlayisindan farklidir. “Sanat, sanat
icindir.” goriisiinii savunarak yola ¢ikan ve Fransiz
edebiyatinin tesiri altinda kalan Servet-i Fiinuncu-
lar, yitksek ztimre edebiyati yaparak, dilimize daha
cok oranda Arapca, Farsca kelime ve sekillerle bir-
likte, Batili bicimleri de yerlestirmeye calismislar-
dir. Yani bu kisacik donem hari¢ bu devrede

Tiirkce sadelesme yolunda ilerlemeye baslamistir.

Muzik

Eski donemlerden beri 6nemli bir musiki kiiltii-
riine sahibiz. Kanun, tambur, ney, ud gibi enstrii-
manlarla gonliimiizii oksayan pek cok miizik enst-
ritmanimiz bulunmaktadir. Musikimizin piri Ab-
dulkadir Meragi olarak bilinir. O 1360 yilinda bu-
giin Iran siirlarinda kalan Giiney Azerbaycan'm
Meraga sehrinde dogmus ve 1435 yilinda Afganis-
tan'in Herat sehrinde vefat etmistir. Itri Efendi ve
[smail Hammamizade Dede Efendi de cok énemli

musikisinaslarimizdandir. Genglerimiz Tirk Sa-
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Historians such as Aslkpasazéde and Ahmet Cevdet
Pasha wrote history books in Turkish and shed light
on our history. The most important feature of this pe-
riod, which is called the Renovation Period and which
lasted from 1839, when the Tanzimat Edict was pro-
claimed until the Second Constitutional Monarchy
proclaimed in 1908, is the simplification of our lan-
guage by introducing some Western forms into our
language as a result of the Westernization period after
Tanzimat. Literary genres taken from Western litera-
ture such as novels, stories, plays, articles and criticism,
influenced Turkish writing in this period. In this pe-
riod, many newspapers published in the West also in-
fluenced the Ottoman society and newspapers started
to be published one after another in the Ottoman Em-
pire and a new language, newspaper language,
emerged. Thanks to the newspaper language, a simpli-
fication in Turkish was seen as a necessity to address
the public with a language that the public could under-
stand better. Thanks to simplification supporters such
as Sinasi, Namik Kemal, and Ziya Pasha, the language
was simpler than in the previous period. Towards the
end of this period, that is, between 1896-1901, the un-
derstanding of language in the Servet-i Fiinun period
is different from the Tanzimat’s understanding of lan-
guage. The Servet-i Fiinunists, who set out by defend-
ing the view that “Art is for art’s sake” and who were
influenced by French literature, tried to introduce
more Arabic and Persian words and forms into our
language, as well as Western forms. In other words, ex-
cept for this short period, Turkish started to progress

towards simplification in this period.
Music

We have a rich and deeply rooted musical culture
that dates back to ancient times. Our traditional in-
struments—such as the kanun, tambur, ney, and
oud—produce melodies that touch our hearts. The
pioneer of our music, Abdulkadir Meragi, was born
in 1360 in the city of Meraga, located in present-day
South Azerbaijan, near the Iranian border. He passed
away in 1435 in Herat, Afghanistan. Other signifi-
cant figures in our musical heritage include Itri
Efendi and Ismail Hammamizade Dede Efendi, both
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nat Miizigi, Tirk Halk Miizigi ve Hafif muizik ¢cer-
cevesinde bu alanlarla mesgul olabilirler. [nsanlara
ulagsmada miizigin ¢cok 6nemli rolii vardir. Giizel
sOzli ve sesli parcalarla insanlarin goniillerine gi-
rilebilir. Gengler bu sanat daliyla ge¢misten giinii-
miize bir kiiltir kopriisi kurabilirler. Farkli kiil-
tiirlerde yabanci miizige de ilgi gosterip kiltiirle-
rarast diyalog calismalarinda kendi kiiltiirlerini
diger milletlerin genclerine tanitabilirler. Bu cer-
cevede giinlimiizde belki de her gencin en az bir

tane enstriimani ¢calmasi beklenebilir.

El Sanatlan

Kendi el sanatlarimiz yabancilarin ¢ok ilgisini cek-
mektedir. Gencleri 6zellikle ebru, hat, tezhip, min-
yatiir, ¢ini, agag islemeciligi gibi geleneksel Tiirk
sanatlarina yonlendirerek farkli milletlerle irtibat-
larin1 saglayabiliriz. Hatla ilgili olarak soyle bir s6z
vardir: Kur'an-1 Kerim, Mekke’de nazil oldu; Is-
tanbul’da yazildi ve Kahire’de okundu. Dolayisiyla
hat sanatimiz diinya capindadir. Yedikuleli Seyyid
Abdullah Efendi, Hulusi Yazgan, Hafiz Osman
Efendi, Mahmud Celaleddin Efendi, Macid Ayral,
Sekerzade Seyyid Mehmed Efendi, Muhsinzade
Abdullah Hamdi Efendi, Mehmed IImi Efendi, Ka-
zasker Mustafa Efendi, Ahmed Karahisari, Abdul-
lah Vassaf Efendi, Necmeddin Okyay, Hamid Ay-
tag, Hasan Celebi, Hiiseyin Kutlu meshur hattatla-
rimizdan bazilaridir. Giinimiiz hattatlarindan
olan ve hilen Hollanda’da yasayan Muhammet Re-
fii Kileci de yiiz yiize ve online hat dersleri ver-
mektedir. Kendisiyle her zaman irtibata gecilip hat
sanatina gengler yonlendirilebilir. Ebru sanatinda
da Sebek Efendi, Hatib Efendi, Hazarfen Edhem
Efendi, Sami Efendi, Necmeddin Okyay, Bekir
Efendi, Sami Okyay, Mustafa Diizgiinman, Niyazi
Sayin, Fuat Basar, Mesut Dikel gibi ebru sanat¢ila-
rimizin eserleri genclerin ilgisini ¢cekebilir. Sanat
faaliyetleri icin kiiltiir merkezlerinde, okullarda ve

genclik merkezlerinde uzman kisiler tarafindan
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of whom made invaluable contributions to our tradi-
tion. Young people can explore and engage in these
musical traditions through Turkish Art Music, Turk-
ish Folk Music, and Light Music. Music plays a vital
role in connecting with people, as beautifully spoken
and sung pieces can deeply resonate with the human
heart. Through this art form, young people can build
a cultural bridge between the past and the present.
Additionally, they can develop an appreciation for
foreign music from different cultures while also in-
troducing their own musical heritage to young peo-
ple from other nations through intercultural dia-
logue activities. In this regard, perhaps every young
person today should be encouraged to learn to play at

least one musical instrument.

Handicrafts

Traditional Turkish handicrafts have long fascinated
foreigners. By encouraging young people to engage in
traditional Turkish arts such as marbling (ebru), callig-
raphy, illumination (tezhip), miniature painting, tile
art, and woodworking, we can foster cultural ex-
change and strengthen connections with different na-
tions. There is a well-known saying about Islamic cal-
ligraphy: “The Qur’an was revealed in Mecca, written
in Istanbul, and read in Cairo.” This highlights the
global reputation of Ottoman calligraphy and its influ-
ence across the Islamic world. Some of the most
renowned Turkish calligraphers include Seyyid Ab-
dullah Efendi of Yedikule, Hulusi Yazgan, Hafiz Os-
man Efendi, Mahmud Celadleddin Efendi, Macid
Ayral, Sekerzdde Seyyid Mehmed Efendi,
Muhsinzade Abdullah Hamdi Efendi, Mehmed Ilmi
Efendi, Kazasker Mustafa Efendi, Ahmed Karahisari,
Abdullah Vassaf Efendi, Necmeddin Okyay, Hamid
Aytac, Hasan Celebi, and Hiiseyin Kutlu. Among con-
temporary calligraphers, Muhammed Refii Kileci,
who currently resides in the Netherlands, offers both
face-to-face and online calligraphy lessons. Young
people interested in calligraphy can easily reach out to
him to receive mentorship and training. In the field of
marbling (ebru), the works of master marbling artists
such as Sebek Efendi, Hatib Efendi, Hazarfen Edhem
Efendi, Sami Efendi, Necmeddin Okyay, Bekir Efends,
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kurslar diizenlenmeli, bu kurslarda kendi gencle-

rimize ve yabancilara yol agilmalidir.

Resim

Batililar kadar olmasa da bizim de bir resim kiiltii-
rimiiz vardir. Gliniimiizde resim sayesinde pek
cok kisiyle goriisiilebilmektedir. Osman Hamdi
Efendi, Abdiilmecid Efendi, Seker Ahmed Pasa,
Miifide Kadri, Bedri Rahmi Eyiiboglu, Ibrahim
Cally, Sefik Bursali, Hikmet Onat gibi ressamlari-
miz genglere tanitilabilir. Genglerimiz Batili hoca-

lardan resimle ilgili dersler de alabilirler.

Sinema

Giintimiizde sanat alani olarak belki de en 6nemli
alandir. Artik herkes gorsel sanatlara daha fazla
ilgi duyuyor. Internetin ve cep telefonlarmnin yay-
ginlasmasi sosyal medya olgusunu meydana getir-
mistir. Youtube'un televizyondan bile daha fazla
seyredilmesi film ve dizi sektoriiniin yayginlasma-
sin1 da beraberinde getirmistir. Biz de kendi kiiltiir
degerlerimizi sinema vasitasiyla yaymaya ozen
gostermeliyiz. Genglerin profesyonel olarak sine-
mayla ugrasmasini saglamali ve bu konuda finan-
sal yardimlarda bulunmaliy1z. Sinemanin bizcesini
yapmaliyiz. Giinimiizde fantastik sinema herke-
sin ve ozellikle genclerin ilgisini cekmektedir. Yii-
ziiklerin Efendisi, Matrix, Harry Potter gibi film-
ler milyonlarca kisi tarafindan seyredilmektedir.
Ayrica tarihi filmler ve diziler de herkeste merak

uyandirmaktadir. Buradan hareketle, kendi kiiltii-
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Sami Okyay, Mustafa Diizgiinman, Niyazi Saym, Fuat
Basar, and Mesut Dikel may also inspire young artists.
To preserve and promote these traditional arts, cour-
ses should be organized by expert artisans in cultural
centers, schools, and youth centers. These initiatives
will not only encourage young people to explore their
artistic heritage but also create opportunities for both
local and international participants to engage in these
rich cultural traditions.

Painting

Although not as deeply rooted as in the West,
painting also holds an important place in our artis-
tic heritage. Today, painting serves as a universal
medium of communication, allowing people to ex-
press themselves and connect with others. Notable
Turkish painters such as Osman Hamdi Efend;,
Abdiilmecid Efendi, Seker Ahmed Pasha, Miifide
Kadri, Bedri Rahmi Eytiboglu, [brahim Cally, Sefik
Bursali, and Hikmet Onat can be introduced to
young people, helping them explore Turkey’s rich
painting tradition. Additionally, young artists can
expand their skills by learning from both local and
Western art instructors, gaining a broader per-

spective on different artistic styles and techniques.
Cinema

Cinema is perhaps the most influential art form of
our time. With the rise of visual media, people are
now more engaged with films, TV series, and digital
storytelling than ever before. The widespread use of
the internet and mobile devices has led to the emer-
gence of social media, and platforms like YouTube,
which now surpass traditional television in viewer-
ship, have significantly contributed to the expansion
of the film and series industry. In this rapidly evolv-
ing landscape, it is crucial to promote our own cul-
tural values through cinema. Encouraging young
people to pursue careers in filmmaking, providing
them with financial support, and fostering profes-
sional development opportunities are essential steps
toward establishing a strong cinematic presence. We
must claim cinema as our own. Today, fantasy films

attract audiences worldwide, especially young peo-
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riimiizden sinemaya aktarilabilecek yiizlerce eser
bulunmaktadir. Olaganiistii hadiselerin yer aldig:
gazavatnamelerimiz iyi bir sinema teknigi ile izle-
yicilere sunulmalidir. Emin olun, bu tiir eserleri-
miz Harry Potter kadar ilgi gorebilir. Bunun yam
sira, neredeyse biitiin dmriinii seyahatlerde gecir-
mis ve bu seyahatlerde gordiiklerini ve yasadikla-
rin1 on ciltlik muazzam eserinde kaleme almis Ev-
liya Celebi'nin basindan gecenler belki 100 bsliim
hélinde dizi film yapilabilir. Efendimiz (sav) done-
minin, dort halifenin, sahabelerin de filmi yapila-
rak Islamiyet'in dirahsan cehresi biitiin diinyaya
gosterilebilir. Ibni Sina, Farabi, Birtini, Ulug Bey
gibi ylizlerce &limimizin; Mevlana, Yunus Emre
gibi goniil mimarlarimizin; ibni Arabi, Abdulkadir
Geylani, Imam Rabbani, Ustad Bediiizzaman Said
Nursi ve Hocaefendi gibi toplumlar1 derinden et-
kileyen ehl-i tasavvuf, fikir ve aksiyon adamlari-
nin hayat hikayeleri ve idealleri; etkileyici ve giizel
bir sinema teknigi ile filme cevrilerek biitiin diin-
yaya aktarilabilir ve bu filimler belli bash dillere -
basta Ingilizce- terciime edilerek Netflix gibi plat-

formlarda yer alabilirler.

Belgeseller

Giiniimiizde herkesin canli yayin bile yapabildigi
Youtube’da belgesel sayilabilecek pek ¢ok yayin
ortaya konabilir. Gengler teknolojiden iyi anladik-
larindan dolay1 bu konuya daha cok ilgi duyabilir-
ler. Diinyada artik eskiye gore cok daha kolay se-
yahat edilebildiginden, farkl kiiltiirleri tanima ve
aktarma da rahatlikla gerceklestirilebilmektedir.
Genglerle beraber farkli ilkelere kiiltiir gezileri

dtizenlenip bunlar belgesel seklinde giizel bir ¢e-
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ple. Movies such as The Lord of the Rings, The Ma-
trix, and Harry Potter have been watched by mil-
lions. Similarly, historical films and TV series gener-
ate immense curiosity among viewers. From this
perspective, there are hundreds of compelling stories
within our own culture that can be adapted to the big
screen. For instance, our gazavatnames, which re-
count extraordinary historical events, should be
brought to life with high-quality cinematic tech-
niques. If executed well, such productions could cap-
ture global attention, potentially rivaling the popu-
larity of Harry Potter. Likewise, the adventures of
Evliya Celebi, who dedicated his life to travel and
documented his experiences in his monumental ten-
volume masterpiece, could be adapted into an exten-
sive TV series, perhaps spanning 100 episodes. Addi-
tionally, cinematic projects could highlight key fig-
ures and events in Islamic history, such as the era of
Prophet Muhammad (PBUH), the Four Caliphs, and
the Companions, showcasing the true essence and
luminous history of Islam to the world. Furthermore,
the life stories and intellectual contributions of Ibn
Sina (Avicenna), Farabi, Biruni, and Ulugh Beg; the
spiritual wisdom of Mevlana and Yunus Emre; and
the profound influence of Sufi scholars and thought
leaders such as Ibn Arabi, Abdulkadir Geylani, Imam
Rabbani, Bediiizzaman Said Nursi, and Fethullah
Giilen could be brilliantly adapted into cinematic
masterpieces. These films, produced with world-
class cinematic techniques, could be translated into
major languages, especially English, and distributed
on global streaming platforms like Netflix, making

them accessible to audiences worldwide.
Documentary Filmmaking

Today, countless documentaries can be broadcast on
YouTube, a platform where anyone can even stream
live content. Given their technological proficiency,
young people may naturally take a greater interest in
this field. With global travel now far more accessible
than in the past, learning about and sharing different
cultures has become significantly easier. Organizing
cultural trips to different countries with young partici-

pants and documenting these experiences can provide
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kimle dili iyi kullanan kisiler tarafindan etkili bir
sekilde diinyaya aktarilabilir. Bunun i¢in kendi di-

limiz (Tiirkce) ve Ingilizce kullanilmalidir.

Tiyatro

Tiyatroya toplumumuzda eskiye nazaran daha az
ilgi gosterilmektedir. Bu sanat alani da oldukga
onemlidir. Bat1 diinyasinda, 100-200 sene oncesi
kadar olmasa da tiyatroya Dogu diinyasina gore
cok daha fazla 6nem verilmektedir. Batida cocuk
tiyatrolar1 bile vardir. Tiyatroda dil, sanath bir se-
kilde kullanilarak seyirciler etkilenebilmektedir-
ler. Islam diinyasinda sozlii kiiltiir yaygin oldu-
gundan tiyatro kendi Ogretilerimizi aktarmada
biiytik bir vasita olabilir. Genglerimizin bu alana

ilgi duymalar1 saglanabilir.

11l. Boliim: Hizmeti iyi Anlama
ve Aktarmada Dilin Yeri ve
Ehemmiyeti

Diinyanin en 6nemli iyilik hareketlerinden birisi
olan Hizmet Hareketi'nin temellerini atip milyon-
larca insam etkileyip belki de imanlarini kurtar-
malarina vesile olan Ustat Bediiizzaman Said
Nursi'nin te'lif ettigi Risaleler ve Ustadin izinden
giderek hareketini devam ettirip yayan ve biitiin
diinyada sulh adaciklar: olusturup dil ve renk ay-
rimi1 yapmadan herkesi icine almaya ¢alisan Hiz-
met Hareketi'nin prensiplerini kuvveden fiile, yani
diisiinceden aksiyona aktaran Hocaefendi'nin

te’lif ettigi kitaplarin dili Tiirkcedir. Ayrica Hoca-
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valuable cross-cultural insights. These travel experi-
ences can be effectively conveyed to a global audience
through well-produced documentaries created by indi-
viduals with strong language skills. To maximize out-
reach and engagement, these documentaries should be
presented in both Turkish and English, ensuring they

reach both domestic and international audiences.
Theater

In recent years, interest in theater has declined
within our society compared to the past. However,
theater remains a highly significant form of artis-
tic expression. In the Western world, although not
as dominant as it was 100-200 years ago, theater
still holds greater importance than in the Eastern
world. Notably, children’s theaters are common in
the West, fostering an early appreciation for the
performing arts. Theater provides a unique artistic
platform where language is used expressively to
captivate and influence audiences. Given that oral
culture has historically played a major role in the
Islamic world, theater can serve as an effective
medium for conveying our own teachings and val-
ues. By encouraging young people to engage with
theater, we can help revive interest in this art form
while also preserving and promoting our cultural

heritage through performance.

Part lll: The Role and
Significance of Language in
Communicating and Conveying
the Hizmet Movement

Turkish is the language in which Beditizzaman Said
Nursi wrote the Risale-i Nur, a collection of works
that laid the foundations of the Hizmet Movement,
one of the world’s most influential initiatives for good-
ness and social service. His writings have inspired mil-
lions, perhaps even helping many strengthen their
faith. Likewise, Fethullah Giilen, following in the foot-
steps of Bediiizzaman Said Nursi, has continued and
expanded this movement, spreading its principles
worldwide. The Hizmet Movement strives to establish

islands of peace across the globe, embracing people
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efendi'nin binlerce vaazinin, konusmasinin, kon-
feransinin, roportajlarinin dili de Tirkeedir.
Genglerimizin bu eserleri iyi idrak edip, i¢csellesti-
rip, farkli dillere ¢evirerek diger insanlara aktara-
bilmesi icin iyi bir seviyede Tiirkce okuyup yaza-
bilmeleri, hatta Osmanl Tiirkcesi de 6grenmeleri
Onem arz etmektedir. Bununla ilgili asagida bir ta-

kim degerlendirmeler yapilacaktir:

Ustadin Eserlerini Tiirkce Kaleme
Almasi

Ustat Bediiizzaman Said Nursi Arapca ve Farscay1
cok iyi biliyordu. Ana dili de Kiirtge idi. Cenab-1
Hak onun daha cok Batidaki sehirlerde hizmet et-
mesini murat buyurdu. Hayati boyunca pek cok si-
kint1 cekmesine ragmen te’lif ettigi riséleler diin-
yanin her yerine yayildi ve belki de milyonlarca in-
sanin hidayetine vesile oldu. Tiirk¢eyi bir gortise
gore dokuz yasindan sonra 6grenen Ustadin, eser-
lerinin ¢ok biiyiikk oranda Tiirkce olmasi bize ve
diinyaya bir isaret olsa gerek. Ustat Bediiizzaman
Dogu Anadolu’da Medresetii'z-Zehra adinda bir
Universite kurmak istemis ve bunu proje haline
getirmistir. Fakat bu tesebbiisti akim kalmistir. Bu
{iniversitenin dilinden bahsederken Ustat Arapca-
nin vacip, yani farz; Tiirkcenin lazim, yani vacip,
Kiirtcenin de caiz olmasi gerektigini s6yler. Bura-
dan sunu anlayabiliriz ki, Ustadin Doguda kurmak
istedigi Universitenin egitim-6gretim dilinde
Tiirkcenin ¢cok 6nemli bir yeri vardir. Bu tiniversi-
teye hem Batidan, hem Dogudan ve hem de Islam

diinyasindan 6grenciler gelecektir.
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without discrimination regardless of language or eth-
nicity, and transforming ideas into meaningful action.
In addition, thousands of sermons, speeches, confer-
ences, and interviews have been delivered in Turkish,
making it an essential language for those engaging
with this intellectual and spiritual tradition. For young
people to comprehend these works deeply, internalize
their messages, translate them into other languages,
and share them with broader audiences, it is crucial
that they attain a strong command of Turkish, both in
reading and writing. Additionally, learning Ottoman
Turkish would further enrich their understanding, en-
abling them to access historical texts and primary
sources more effectively. Some evaluations will be

made about this below:

Bedilizzaman’s Choice to Write His
Works in Turkish

Beditizzaman Said Nursi was highly proficient in
Arabic and Persian, and his mother tongue was
Kurdish. However, by divine decree, Allah (c.c.)
willed that he serve primarily in the western re-
gions of Anatolia. Despite enduring countless
hardships throughout his life, his treatises spread
worldwide, serving as a means of guidance for
perhaps millions of people. According to some ac-
counts, he learned Turkish after the age of nine,
making the fact that the majority of his works are
in Turkish a significant point of reflection for both
us and the world. Bediiizzaman envisioned the es-
tablishment of a university in Eastern Anatolia,
which he named Medresetii'’z-Zehr4, and actively
worked on making this project a reality. However,
his efforts were ultimately unsuccessful. Regard-
ing the language of instruction at this university,
He proposed a unique trilingual model: “Arabic
should be wajib (obligatory), Turkish should be lizim
(necessary), and Kurdish should be permissible.” This
statement underscores the central importance of
Turkish as the primary language of education at
the university he intended to establish. Students
from the West, the East, and across the Islamic
world were expected to attend and benefit from its

curriculum.
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bir Tiirkce, bazilarinda ise orta agirlikta bir

Turkce kullanmistir.

Ornekler:

“Kur'an: Asirlart muhtelif biitiin enbiyamin kii-
tiiblerini ve mesrebleri muhtelif biitiin evliyanin
risdlelerini ve meslekleri muhtelif biitiin asfiya-
nin eserlerini icmdlen tazammun eden ve cihdt-1
sittesi parlak ve evham u siibehdtin zuliimatin-
dan musaffa ve nokta-1 istindds, bi’l-yakin vahy-
1 semavi ve kelam-1 ezeli ve hedefi ve gayesi, bi’l-
miisdhede saddet-i ebediyye; ici, bilbeddhe halis
hidayet; iistii, bi’z-zdriire envdr-1 iman; alti, bi-
ilme’l-yakin delil ve burhdn; sagi, bi't-tecriibe
teslim-i kalb ve vicdan; solu, bi-ayne’l-yakin tes-
hir-i akil ve iz'an; meyvesi, bi-hakka’l-yakin
Rahmet-i Rahman ve dar-1 cinan; makdami ve re-
vdci, bi'l-hadsi’s-sadik makbill-1 melek ve ins ii
can bir kitab-1 semavidir.”

“Iste su zemin bahcesinde biitiin o siislii nebatdt
ve zinetli hayvdndt, muntazam suretleriyle ve
mevzun sekilleriyle i’lan ediyorlar ki, biz bir tek
Sani’-i Hakimin sanatindan birer mu’cizesi ve

birer harikasiyiz ve vahdaniyetin birer dellali, bi-

rer sahidiyiz.”

Yukaridaki metinlerden bir nebze anladigimiza
gore; Ustadin dili aslinda kendi dsneminde yazilar
kaleme alan entelektiiellerin diline yakindir. Bazi
yazarlar Ustat’tan daha sade bir dil kullanmuslar-
dir. Bu dénemde (20. yiizyilin baslarindan ortala-
rina kadar) Ustat Tiirkceye girmis Arapca ve
Farsca kokenli tamlamalar1 ve kelimeleri eserle-
rinde kullanmistir. Ustat Islam medeniyetinin or-

tak kelimelerini eserlerinde sik olarak kullanirdi.

31 Bediiizzaman Said Nursi, “Yirmi Besinci Soz, Ugiincii
Ciiz” Sizler, Isik Yay. Izmir, 2002, 5.480

*2Bediuzzaman Said Nursi, “Yirminci Mektup, Besinci
Kelime, Mektubat, Envar Nesriyat, [stanbul 5.236
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In his writings, Bediiizzaman employed varying
levels of linguistic complexity—using a heavier,
more sophisticated Turkish in some works while
opting for a more accessible, moderately complex
Turkish in others.

Examples:

“Kur’an: Asirlart mubhtelif biitiin enbiyanin kii-
tiiblerini ve mesrebleri muhtelif biitiin evliyamn
risalelerini ve meslekleri muhtelif biitiin asfiyd-
nin eserlerini icmdlen tazammun eden ve cihdt-1
sittesi parlak ve evham u siibehdtin zuliimatin-
dan musaffa ve nokta-1 istindds, bi’l-yakin vahy-
1 semavi ve kelaim-1 ezeli ve hedefi ve gayesi, bi'l-
miisdhede saddet-i ebediyye; ici, bilbedahe halis
hidayet; iistii, bi’z-zdriire envdr-1 iman; alti, bi-
ilme’l-yakin delil ve burhdn; sagi, bi't-tecriibe
teslim-i kalb ve vicdan; solu, bi-ayne’l-yakin tes-
hir-i akil ve iz’dan; meyvesi, bi-hakka'l-yakin
Rahmet-i Rahman ve ddar-1 cinan; makami ve re-
vdci, bi'l-hadsi’s-sadik makbill-1 melek ve ins ii
can bir kitab-1 semavidir.”®

“Iste su zemin bahcesinde biitiin o siislii nebatdt
ve zinetli hayvandt, muntazam suretleriyle ve
mevzin sekilleriyle i’lan ediyorlar ki, biz bir tek
Sani’-i Hakimin sanatindan birer mu'cizesi ve

birer harikasiyiz ve vahdaniyetin birer dellali, bi-

rer sahidiyiz.”

From the texts above, we can infer that Bediiizza-
man’s language was actually quite similar to that of
the intellectuals of his time. While some writers of
the period adopted a simpler style, his works re-
flected the linguistic characteristics of the early to
mid-20th century. During this period, Arabic and
Persian phrases and words that had entered Turk-
ish were commonly used, and he frequently incor-
porated these elements into his writings. Addi-

tionally, his works often included shared vocabu-

3 Beditizzaman Said Nursi, “Twenty-Fifth Soz, Third
Chapter” Sizler, Isik Yay. [zmir, 2002, p.480

¥ Bediuzzaman Said Nursi, “Twentieth Letter, Fifth
Word, Mektibat, Envar Nesriyat, Istanbul p.236



KULTUR VE SANAT CERCEVESINDE GENCLERIN DILININ MUHAFAZA
EDILMESI

88

SANAT VE ESTETIK DIVANI

42

43

Hocaefendi’nin Turkceyi Tavizsiz
Bir Sekilde Kullanmasi ve
Savunmasi

Ustadin en biiyiik muakkibi olan Hocaefendi de
hayatinin biiyiik bir bolimiinti Allah'in hikmeti
olarak, Tiirkiye'nin batisinda gecirdi. O, vaazlarimi
cok giizel ve etkileyici bir Tirkge ve tislupla mil-
yonlarca kisiye aktardi, Tirkce pek ¢ok kitap ka-
leme aldi. Hocaefendi'nin de Tiirkceye ne kadar
Oonem verdigi aciktir. O, konusmalarinda, vaazla-
rinda ve kitaplarinda Tirk diline, kiiltiiriine, tari-
hine, sanatina, musikisine cok deger atfetmekte-
dir. 10. yiizyildan belki 19. yiizyila kadar Arapca ve
Farsca ile devamli miicadele halinde olan Tiirkce-
nin nesviinema bulmasinda, halk arasinda yaygin-
lasmasinda ve ¢ok sayida Tiirkce kitabin te’lif edil-
mesinde tasavvuf erbabinin biiyiik rolleri vardir.
Tirk dilinin, Arap ve Fars dili ile boy 6lciisebi-
lecek duruma gelmesinde ¢ok biiyiik oranda tari-
kat seyhlerinin, hocalarin ve fakihlerin Tirkceyi
entelektiiel seviyelere getirmeleri ve Tiirkce konu-
san halka dogrudan hitap edecek derecede Tiirk-
ceye sahip ¢ikmalarinin etkilerini gériiyoruz. Yu-
nus Emre, Ahmed Fakih, Seyyad Hamza, Hoca
Dehhani, Giilsehri, Asik Pasa, Hoca Mes’td, Siiley-
man Celebi, Seyhi gibi dini kisiliklerin Tiirk diline
ne kadar hizmet ettikleri ortadadir. Ge¢mis asir-
lara benzer sekilde giiniimiizde de bunun en bii-
yik dustiniri ve uygulayicisi Hocaefendi'dir.
Onun, miiktesebatina uygun olarak kullandig:
Tiirkcenin ne kadar insani etkiledigi aciktir. Ho-
caefendi’nin tesvikiyle diinyanin bircok tilkesinde
acilan okullar sayesinde Hocaefendi; Osmanli dev-
let ve ilim adamlarinin destegiyle kurulup 1851-
1862 yillarinda faaliyetlerini stirdiiren Enclimen-i
Déanis adli Fransiz Bilimler Akademisi ornek ali-
narak kurulan Bilimler Akademisinin tliziigiinde
olan “Ttirkceyi bir diinya dili haline getirme” pro-
jesini kuvveden fiile gecirmis ve Tirk dili nere-
deyse biitiin diinyanin bildigi, tanidig1 ve grenme

istegi duydugu bir dil haline gelmistir. Hatta Hoca-
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lary from the broader Islamic civilization, rein-

forcing their intellectual and spiritual depth.

Fethullah Giilen’s
Uncompromising Use and Defense
of Turkish

Fethullah Giilen, the most devoted spiritual heir
(muakkib) of Beditizzaman, spent most of his life
in western Turkey, by the wisdom of Allah (c.c.).
He delivered sermons to millions in eloquent and
compelling Turkish and authored numerous
books. His deep commitment to Turkish is evident
in his speeches, sermons, and writings, where he
consistently emphasizes the importance of the
Turkish language, culture, history, art, and music.
From the 10th to the 19th century, Sufi scholars
played a significant role in the development,
preservation, and popularization of the Turkish
language, which continuously struggled against
the dominance of Arabic and Persian. Sufi sheikhs,
hodjas, and faqihs elevated Turkish to an intellec-
tual level by addressing the Turkish-speaking
public directly and embracing the language as a
means of spiritual and scholarly discourse. Reli-
gious figures such as Yunus Emre, Ahmed Fakih,
Seyyad Hamza, Hoca Dehhani, Giilsehri, Asik
Pasa, Hoca Mes’d, Siileyman Celebi, and Seyhi
played a crucial role in the expansion and refine-
ment of Turkish. Just as these figures were the
driving force behind Turkish linguistic develop-
ment in their time, Fethullah Giilen is the leading
thinker and practitioner of this mission today. His
mastery of the Turkish language and his eloquent
expression have influenced countless individuals,
drawing people toward the language itself.
Through the schools established in numerous
countries with his encouragement, Fethullah
Giilen has actualized the vision of making Turkish
a global language. This initiative aligns with a his-
torical effort in the Enciimen-i Danis (1851-
1862), an Ottoman scientific academy modeled af-
ter the French Academy of Sciences, which also
sought to promote Turkish as an internationally

recognized language. Today, Turkish has gained
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efendi'nin ilmini, nezaketini, miitevaziligini, etki-
leyici iislubunu begenen, takdir eden yabancilar
Tirkceye ilgi duymaya baslamiglardir. Bunlardan
birisi olan Prof. Dr. Martin Marty, 2015 yilinda
Hocaefendi'yi ziyaret etmesinin ardindan Faruk

Mercan’a soyle diyor:

“Giilen ile konusmamda yiizde yiiz bir sekine hisset-
tim. O, cok miitevazi, kimseye tepeden bakmuyor;
comert bir ruhu var; baskalarin istifadesine hazir
tutuyor. Bunu vaazlarinda gorebiliyorsunuz. Vaaz-
lar genellikle tek yonlii olur. Ama Giilen, sanki kar-
sy dinlermis gibi ona gore konusuyor. Keske
Tiirkge bilseydim. Bircok kitabi bitirince kapatip bi-
rakyyorum, bitirdim diyorum. Ama Giilen'in kitap-

larinda bir karsihkh konusma var. ‘Hadi, karsihkh

konusmaya baslayabiliriz.” diyor.”™

Rahmetli Fash biiyiik 4lim Ferit Ensari'nin de Hoca-
efendi’yi cok takdir ettigini biliyoruz. Hatta bazi ar-
kadaslar onun: ‘Ana dilim Arapca yerine Tiirkge ol-
saydi ve boylece Hocaefendi'yi daha iyi anlayabilsey-

dim.” seklinde bir ifadesinin oldugunu séyliiyorlar.

Hocaefendi de eserlerinin bazilarinda daha sade,

bazilarinda ise daha agir bir dil kullanmaistir.

Ornekler:

“Huy, tabiat, seciye de diyebilecegimiz huluk; ya-
ratihsin en onemli gayesi, cebr-i halkinin gercek
buudu ve insan iradesinin ‘“halk” hakikati iize-
rinde ildhi ahlak hedefli tasarrufudur. Bu tasar-
rufu iyi kullanip “halk’a huluk urbas giydirebi-
len kimseye iyi isler biitiiniiyle kolaylasir. Evet,
halk da huluk da, ayni kikten gelir ve temel yapi-
lary itibaryla birbirinden farkr yoktur. Ancak
“halk’; gozle goriilen, dis duygularla idrak edilen
suret, hey’et, sekil ve heykel ile alikali madde

agirhkl mana olmasina mukabil, “huluk”; goniil

3E, Mercan, M. Fethullah Giilen Allah Yolunda Bir Omiir,
2019, 5.368
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recognition and admiration worldwide, and many
people are eager to learn and engage with the lan-
guage. Even foreign scholars, deeply impressed by
Fethullah Giilen’s knowledge, kindness, humility,
and captivating style, have developed an interest in
Turkish. One such scholar, Prof. Dr. Martin
Marty, expressed his admiration after meeting
Fethullah Giilen in 2015. He told Faruk Mercan:

“In my conversation with Giilen, I felt a deep sin-
cerity. He is very humble; he does not look down
on anyone. He has a generous spirit, and he
makes others feel welcome. You can see this in his
sermons. Sermons are usually one-way, but
Giilen speaks as if he is listening to the other per-
son. I wish I knew Turkish. When I finish many
books, I close them and move on. But in Giilen’s

books, there is a dialogue. He seems to say, ‘Come

on, let’s start a conversation.”*

Similarly, the late great Moroccan scholar Ferit
Ansari deeply admired Fethullah Giilen. Some of
his close friends even recall him saying: “If only my
mother tongue were Turkish instead of Arabic, I
would understand Fethullah Giilen much better.”

Like Beditizzaman, Fethullah Giilen used varying
levels of linguistic complexity in his writings, em-
ploying a simpler style in some works and a more

sophisticated, classical tone in others.
Examples:

“Huy, tabiat, seciye de diyebilecegimiz huluk; ya-
ratihsin en onemli gayesi, cebr-i halkinin gercek
buudu ve insan iradesinin “halk” hakikati iize-
rinde ilahi ahlak hedefli tasarrufudur. Bu tasar-
rufu iyi kullanip “halk”a huluk urbasi giydirebi-
len kimseye iyi isler biitiiniiyle kolaylasir. Evet,
halk da huluk da, ayni kikten gelir ve temel yapi-
lar1 itibaryla birbirinden farkr yoktur. Ancak
“halk”; gozle goriilen, dis duygularla idrak edilen
suret, hey’et, sekil ve heykel ile alikali madde

agirhikl mana olmasina mukabil, “huluk”; goniil

OF Mercan, M. Fethullah Giilen: Allah Yolunda Bir
Omiir, 2019, p. 368
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ile idrak olunup hislerle duyulan ve ruhla temsil

edilen bir oz, bir muhteva ve bir manadir.”*

“Oteden beri Toprak, hep tevazu ve mahviyetin
misali olarak zikredilir. Ciinkii o, ayaklar al-
finda ezilmesine ragmen insanlar ve diger canli-
lar i¢in -Allahin (cc) izni ve inayetiyle- hep bir
hayat kaynagr olmustur. Dolayisiyla insan da
yiizii yerde oldugu, hangi konumda bulunursa
bulunsun kendini hep sifir gordiigii, Allah karsi-
sinda el pence divan durdugu siirece yiikselip
meyve verecektir. Ancak o, biiyiikliik taslayip ha-

vada u¢maya kalkistiginda ise er ya da ge¢ tepe-

taklak yuvarlanip gidecektir.””

Yukaridaki metinlerden de az ¢ok anlasilabilecegi
gibi Hocaefendi bazi eserlerinde daha sade, bazi
eserlerinde ise giinimiize gore daha agdali -6zel-
likle Kalbin Ziimriit Tepeleri adli kitabinda- bir dil
kullanmistir. O, konusmalarinda ve yazilarinda Is-
tanbul Tiirkcesini tercih etmis; ¢ocuklugu Erzu-
rum’da gecmesine ragmen Erzurumlularin sive-
sini hemen hemen hi¢ tercih etmemistir. Hoca-
efendi vaazlarinda ve kitaplarinda karsimdaki in-
sanlar beni anlayabilir mi endisesini tagimamis ve
o glizel Tiirkcemizi muhafaza etme konusunda ta-
viz vermemistir. Hocaefendi giiniimiizde az kulla-
nilan veya bir¢ok insanin anlayamadigi kelimeleri
ve tabirleri kullanarak bu kelimelerin unutulma-
masini temin etmistir. Boyle yapmakla entelektiiel
seviyeyi de yiikseltmistir. Arapca ve Farsca iyi bil-
mesine ragmen eserlerini Tiirkce kaleme almistir.
Son yillarda giizel Tiirk¢emizin kusa ¢evrilmesine
kars1 direnmis ve konustugu dili neredeyse hic de-
gistirmemistir. Bu yoniiyle Tiirkce sevdalilari ona

cok sey bor¢ludur.

3 M. Fethullah Giilen, Kalbin Ziimriit Tepeleri 1-2, Isik
Yay. Istanbul 2011, 5.143

3 M. Fethullah Giilen, Yolun Kaderi, Blue Dome Yay.
New Jersey, USA, 2016, s.121
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ile idrak olunup hislerle duyulan ve ruhla temsil

edilen bir 6z, bir muhteva ve bir manadiwr.”™

“Oteden beri Toprak, hep tevazu ve mahviyetin
misali olarak zikredilir. Ciinkii o, ayaklar al-
tinda ezilmesine ragmen insanlar ve diger canli-
lar i¢in -Allahin (cc) izni ve inayetiyle- hep bir
hayat kaynagr olmustur. Dolayisiyla insan da
yiizii yerde oldugu, hangi konumda bulunursa
bulunsun kendini hep sifir gordiigii, Allah karsi-
sinda el pence divan durdugu siirece yiikselip
meyve verecektir. Ancak o, biiyiikliik taslayip ha-

vada ucmaya kalkistiginda ise er ya da ge¢ tepe-

taklak yuvarlanip gidecektir.”*

As inferred from the texts above, Fethullah Giilen
used varying levels of linguistic complexity in his
works. In some writings, he employed a simpler style,
while in others—especially in Kalbin Ziimriit Tepeleri
(The Emerald Hills of the Heart)—his language was
more ornate. He consistently preferred Istanbul
Turkish in his speeches and writings, despite spend-
ing his childhood in Erzurum. Notably, he almost
never adopted the Erzurum dialect, demonstrating
his dedication to a refined and widely understood
version of Turkish. In his sermons and books,
Fethullah Giilen never compromised the richness of
Turkish, regardless of whether his audience fully
grasped every word. He frequently used rare and
lesser-known words and expressions, ensuring that
these linguistic treasures were not forgotten. In do-
ing so, he not only preserved the integrity of Turkish
but also elevated the intellectual level of his audience.
Although he was fluent in Arabic and Persian, he
chose to write his works in Turkish, reinforcing his
commitment to the beauty and depth of the language.
In recent years, he has firmly resisted any attempts to
simplify Turkish into an oversimplified form, main-
taining the elegance of his speech. His unwavering
stance on language preservation makes him an in-

valuable figure for lovers of Turkish.

“'M. Fethullah Giilen, Kalbin Ziimriit Tepeleri 1-2, Isik
Yay. Istanbul 2011, p.143

“2M. Fethullah Giilen, Yolun Kaderi, Blue Dome Yay.
New Jersey, USA, 2016, p.121
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IV. Boliim: Genglerin Dilimizi
Muhafaza Edebilmesi icin Bazi
Teklifler

Kimligi ve kimligi olusturacak en 6nemli unsur
olan dili muhafaza yabanci iilkelerde biiyiik ehem-
miyet arz etmektedir. Bu konuda arastirmalari
olan Teksas Universitesi College of Art and Scien-
ces Boliimii'nde 6gretim iiyesi olan Dog. Dr. Seba-
hattin Ziyanak makalelerinde ve kitaplarinda
ozellikle 19. ylzyilin sonu ile 20. ytlizyilin basla-
rinda Osmanli pasaportu tasiyan Tiirk, Ermeni,
Rum, Siiryani, Yahudi, Giircii kokenli 400000 kisi-
nin Amerika Birlesik Devleti'ne goc ettiginden,
go¢ edenlerin 25000-50000"inin Tiirk oldugundan
bahsetmektedir. Tiirklerin genellikle is¢i oldukla-
rint demiryollarinda ve farkli islerde calistiklaring;
ilk gelenlerin kendi kimliklerini koruduklarini,
orta neslin yavas yavas kaybettiklerini, ti¢lincii
neslin ise hem dillerine hem de dinlerine bigine
kaldiklarin1 vurgulamaktadir.’**” Yani dili tama-
men unutan toplumlarin asimile olmasi kacinil-
mazdir. Bu topluluklar zamanla dinlerinden de
uzaklasip ya dinsiz, ya da bagka bir dine mensup

olmaktadirlar.

Bu konuda Fethullah Giilen Hocaefendi, Beyan (Is-
tanbul 2004, s.35) adli kitabinda “Dil, kiiltiiriin temel
dinamiklerindendir. Milletlerin giicii, dil ve diisiinceleri-
nin giiciiyle dogru orantihdir. Bir toplum dilde, diisiin-
cede ne kadar zengin ise o kadar giiclii sayihr. Bir fert,
kendi dilini ne kadar iyi kullaniyor ve baskalariyla ne

kadar rahat diyalog kurabiliyorsa o olciide kendi olarak

8. Ziyanak, B. Sert, Early Turkish Immigrants’
Adaptation to American Culture and Social Integration
European Review of Applied Sociology Vol. 10, No.
15, Year 2017,s.21-27

8. Zyanak, B. Sert, Turkish Immigrants in the
Mainstream of American Life, Lexinton Books, Lanham,
Maryland, USA, 127s.
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Part IV: Some Suggestions for
Young People to Preserve Our
Language

Preserving one’s identity and native language—the
most essential element of identity—is of paramount
importance, especially in foreign countries. Lan-
guage serves as a bridge between generations, en-
suring the continuity of cultural heritage and pre-
venting assimilation. Assoc. Prof. Dr. Sebahattin
Ziyanak, a faculty member at the University of
Texas College of Arts and Sciences, has conducted
research on this topic. In his articles and books, he
highlights that 400,000 people of Turkish, Arme-
nian, Greek, Assyrian, Jewish, and Georgian origin,
all holding Ottoman passports, migrated to the
United States at the end of the 19th and early 20th
centuries. Among them, 25,000-50,000 were
Turks. Dr. Ziyanak emphasizes that Turks were
primarily laborers, working on railroads and in var-
ious trades; the first generation managed to pre-
serve their identity; the second generation gradu-
ally lost their cultural and linguistic ties; and the
third generation had little to no connection with
their language and religion.** In other words,
complete loss of language inevitably leads to assim-
ilation. Over time, these communities not only lose
their cultural heritage but also become detached
from their religion, eventually either abandoning

faith altogether or converting to another religion.

On this subject, Fethullah Giilen, in his book Beyan
(Istanbul, 2004, p. 35), states: “Language is one of the
fundamental dynamics of culture. The power of nations
is directly proportional to the strength of their language
and thought. The richer a society is in language and
thought, the stronger it becomes. The better an individ-

ual masters their own language and the more effectively

8. Ziyanak, B. Sert, Early Turkish Immigrants’
Adaptation to American Culture and Social Integration
European Review of Applied Sociology Vol. 10, No.
15, Year 2017,s.21-27

48. Zyanak, B. Sert, Turkish Immigrants in the
Mainstream of American Life, Lexinton Books, Lanham,
Maryland, USA, 127s.
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kalmasini teminat altina almis demektir.” diyor. Ayrica
aymi kitabin 38. sayfasinda da bu konuda: “Aslinda
dil de diger ilimler gibi zati degeri olan bir fenomendir.
Hatta onlardan da onemlidir ve katiyen ihmal edilmeme-
lidir.” seklinde goriislerini ifade ederek dile ne kadar

Onem vermek gerektigini vurguluyor.

Biz de gengclerin Tiirk¢eye 6nem verip onu muha-

faza edebilmesi icin bazi teklifler sunacagiz:

iki Dillilik

Dilimizi, yani Tiirkceyi muhafaza edip gelecek ne-
sillere aktarmak en mithim vazifelerimizindendir.
Gelecek nesillerin dilimizi yazip okuyabilmesi ev-
vel emirde temin edilmelidir. Go¢ edilen iilkenin
de dilini en iyi bir sekilde bilmenin, yani iki dilli
olmanin faydalar1 coktur. Kendi kiiltiir degerlerini
kaybetmeyen insanlarin yasadiklar: toplumda asi-
mile olmadan o topluma daha kolay entegre olma-

lar1 s6z konusudur.

Risaleler ve Pirlantalari Anlama

Risalelerin ve pirlantalarin dili Tiirk¢edir. Bu, hi¢
bir zaman goz ardi edilmemelidir. Hizmetimizin
temel taslar1 bu kitaplardir. Dinimizi daha iyi 6g-
renebilmek ic¢in bu kitaplar bizim i¢in basvuru
eserleridir. Dinimizi dogru anlayip insanliga giizel
bir sekilde, ornekleri kendinden hareket tarzinda
sunabilmemizde ¢ok ehemmiyetli olan bu eserleri
geng nesle aktarma yollar1 aranmali ve bunun icin
de genclerin Tiirkgeyi ¢ok iyi bilmeleri gerektigi

onlara soylenmelidir. Risale ve pirlantalarin dilini
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they communicate with others, the more they secure
their own identity.” Furthermore, on page 38 of the
same book, he emphasizes the intrinsic value of
language, stating: “In fact, language, like other sci-
ences, is a discipline of intrinsic worth. It is even more
important than other sciences and should never be ne-
glected.” Through these statements, Fethullah
Giilen underscores the critical role of language in
shaping cultural strength, intellectual depth, and
individual identity, highlighting the necessity of

prioritizing and preserving it.

Below, we will outline some key recommenda-
tions for young people on how they can value and

protect the Turkish language.
Bilingualism

Preserving our language, Turkish, and passing it
on to future generations is one of our most funda-
mental responsibilities. Ensuring that young gen-
erations can read and write Turkish proficiently is
essential for maintaining cultural continuity and
identity. At the same time, mastering the language
of the host country—in other words, being bilin-
gual—offers numerous advantages. Individuals
who retain their own cultural values are better
equipped to integrate into society without losing
their identity or being assimilated. By fostering
bilingualism, we can help young people thrive in
multicultural environments while safeguarding

their linguistic and cultural heritage.

Understanding the Risale-i Nur
and Pirlanta Series

The language of the Risale-i Nur and the Pirlanta
series is Turkish, which should never be over-
looked. These works serve as the cornerstones of
our service, acting as essential references for deep-
ening our understanding of Islam. To ensure that
these invaluable texts are effectively transmitted
to future generations, it is crucial to develop
strategies for conveying their messages to foster
internalization and personal reflection. Young

people must be made aware of the necessity of
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bugiinkii orta yas ve daha tistli insanlarin bile kav-
rayamadiklarindan hareketle, bu kitaplarin dilinin
iyi anlasilmasinda anahtar olabilecek Osmanl
Tiirkcesi dersleri de Kiiltiir merkezlerinde verile-
bilir. Ayrica bu kitaplar miitalaali bir sekilde, bir
takim Ogreticiler sayesinde genclere kiiciik grup-

lar halinde okutulabilir.

Kiltur Merkezlerinde Genglerle
Ilgili Programlar

Tiirkee ile ilgili olarak Kiiltiir Merkezlerinde sevi-
yesine gore Tiirkce kurslar1 verilmeli, dilimizi ge-
listirecek deneme, hikaye, romanlar okutulmals;
bu kitaplar hakkinda miitalaalar yapilmalidir. Bu
merkezlerde okuma salonlar: olusturulmali, zen-
gin bir edebiyatimiz olmasindan hareketle, cocuk-
lara ve gengclere siirimiz sevdirilmeli ve siir etkin-
likleri yapilmalidir. Hangi iilkede yasarsak yasaya-
lim, Kiiltiir Merkezlerinde programlar veya faali-
yetler i¢in hazirlanan ilanlar iki dilli olmalidir. O
iilkenin dilinde ve Tiirkce. Maalesef Tiirkce ilan-
lar oldukca azdir. Ayrica Kiltir Merkezinin
icinde bulunan mescitlerde veya miistakil cami-
lerde Cuma vaazlar1 da iki dilli olmalidir. Cuma
vaazlar1 baska camilerde camiyi idare eden mille-
tin dilinde ve bazen de iki dilde olmaktadir
(Arapca, Bosnakca, Arnavutca vb.). Bizde ise bazen
Tiirkce olmadan Ingilizce veya Almanca vaazlar
verilmektedir. Bunun 6niine gegilmeli, gengler gii-
zel ve etkili bir Tiirkcesi olan hatibi can kulagiyla
dinlemelidirler. Cocuklar ve gencler, iclerinde ya-
banci olmadig: halde kendi aralarinda yasadiklar:
tilkenin dillerini konusmakta ve birbirleriyle boyle
anlagmaktadirlar. Bunun Oniine gecilme careleri

aranmalidir.
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mastering Turkish to grasp the wisdom and depth
of these works fully. Given that even many mid-
dle-aged and older individuals today struggle to
fully comprehend the language of the Risale-i Nur
and Pirlanta, Ottoman Turkish lessons—which
serve as a key to a deeper understanding of these
texts—could be introduced in cultural centers. Ad-
ditionally, small study groups could be formed
where young people read these works together
with the mentorship of experienced tutors. Such
interactive reading sessions would facilitate better
comprehension and create a space for discussion,

reflection, and internalization of the teachings.

Programs for Young People in
Cultural Centers

To strengthen linguistic and cultural awareness
among young people, Cultural Centers should offer
structured Turkish courses tailored to different
proficiency levels. In addition, essays, stories, and
novels that enrich language skills should be actively
read and discussed in these settings. Establishing
reading rooms within cultural centers would fur-
ther encourage literary engagement while promot-
ing appreciation and organizing poetry events to
help children and young people connect with the
richness of Turkish literature. Regardless of the
country where we reside, announcements and pro-
motional materials for programs and activities in
cultural centers should always be bilingual and pre-
sented in Turkish and the local language. Unfortu-
nately, Turkish-language advertisements are cur-
rently scarce, making it difficult for the younger
generation to engage with their mother tongue. Ad-
ditionally, Friday sermons in the mosques within
Cultural Centers or in separate mosques should
also be bilingual. In many other mosques, Friday
sermons are delivered in the language of the domi-
nant community, sometimes in two languages, such
as Arabic, Bosnian, or Albanian. However, in our
case, sermons are often conducted in English or
German without any Turkish, which should be pre-
vented. Young people should be encouraged to lis-

ten attentively to preachers who deliver sermons in
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Genglik Merkezlerinin A¢ilmasi

Gengler icin acilen Genglik Merkezleri acilmalidir.
Bu merkezler genclerin sevebilecekleri ve gidebile-
cekleri sekilde dizayn edilmelidir. Genglerimiz bu
merkezlere ait olduklarini hissetmeli, devamli bu-
ralara gelebilmeli, hatta arkadaslarini buralara geti-
rebilmelidirler. Bu genclik merkezleri dikey olarak
birkac kat veya yatay olarak biraz biiyiikce bir bina
seklinde kiralanmali veya satin alinmalidir. Bu mer-
kezlerde biiyiik bir kiitiiphane olmali, gencler bu
kiitiiphaneden azami bir sekilde faydalanmalidirlar.
Kiitiiphanede Tiirkce, Arapca ve Bati dillerinden
eserler bulunmalidir. Cok yonlii kullanma maksa-
diyla agilacak olan bu merkezlerde gengler i¢in bir
kafeterya olmali, ayrica buralarda Tirkce, Tiurk
musikisi, Tiirk el sanatlari, Tiirk yemekleri kurslar
da diizenlenmelidir. Binanin bir de resim atélyesi
olmali ve burada arzu edene resim dersleri verilme-
lidir. Bunlar binalarin farkli katlarinda veya boliim-
lerinde genclere 6gretmenler vasitasiyla verilebilir.
Buna ilave olarak genclere gitar, keman, ud, kanun
gibi enstriimanlar1 calma becerisi de bu merkez-
lerde saglanabilir. Merkezlerde edebi zevkimizi
genclerimize aktarabilmek icin okuma etkinlikleri
yapilmalidir. Buralarda biiyiikce bir konferans salo-
nuna da ihtiyag¢ olacaktir. Konferans salonlarinda
iki haftada bir veya her ay basta kiiltiir adamlar1 ol-
mak iizere kendi alanlarinda uzman kisiler ¢cagrila-
rak soru-cevapli programlar yapilmalidir. Bu bina-
daki etkinlikler binanin i¢inde bulundugu iilkenin
dilinde ve Tiirkce olmak iizere iki dilde gerceklesti-
rilmelidir. Tirkce kesinlikle ihmal edilmemelidir.
Binalarda ayrica kiiciik kiicitk sohbet odalar1 ol-
maly; genclerimize buralarda kendi deger yargilari-

miz verilmeli, eserlerimiz derinlemesine okutul-
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eloquent and effective Turkish, ensuring both lin-
guistic and religious continuity. Furthermore,
many children and young people primarily com-
municate in the language of the country they live in,
even though they are native Turkish speakers. Prac-
tical solutions must be explored to prevent this lin-
guistic shift and encourage the active use of Turkish

in daily interactions.
Establishing Youth Centers

Youth Centers should be urgently established for
young people. These centers should be designed in
a way that young people will enjoy and feel com-
fortable in. Our youth should feel that they belong
to these centers, be able to come here regularly,
and even bring their friends. These youth centers
should be rented or purchased as buildings, either
vertically with several floors or horizontally as a
larger building. These centers should have a large
library, and young people should be able to benefit
from it as much as possible. The library should
contain works in Turkish, Arabic, and Western
languages. These centers should have a cafeteria
for multifunctional use, and courses on Turkish
language, Turkish music, Turkish handicrafts, and
Turkish cuisine should be organized. The building
should also have a painting workshop, where
painting lessons should be offered to those who
wish. These lessons can be provided by teachers in
different sections or floors of the building. Addi-
tionally, skills in playing instruments like guitar,
violin, oud, and qanun can also be taught in these
centers. To transmit our literary taste to our
youth, reading activities should be organized.
There should also be a large conference hall in the
centers. In these halls, bi-weekly or monthly pro-
grams should be held with experts in their fields,
particularly cultural figures, where there will be
question-and-answer sessions. The activities in
this building should be conducted in both the lan-
guage of the country the building is located in and
in Turkish. Turkish should not be neglected at all.
Furthermore, the building should have small con-

versation rooms where our values should be in-
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mali ve miitalaa edilmeli, disaridan gelen yabanci
birisi dahi buralarda teskil edilecek olan sicak or-
tam1 benimsemeli ve yavas yavas bir aidiyet hisset-
melidir. Genglik merkezinde spor da ihmal edilme-
melidir. Kirmizi ¢izgilerimiz korunma sartiyla
masa tenisi, basketbol, voleybol salonlar1 da binanin
biiyiikliigline gore tesis edilebilir. Genglik merkez-
lerine iki kisi idareci olarak atanmalidir. Bu kisiler
secilirken is yapabilme ve kendi kiiltiiriine sahip ¢i1-

kabilme 6zellikleri g6z 6niinde bulundurmalidir.

Rehberlik Dili

Rehberlik dilinin ilk 6nce Tiirkce, sonra yasanilan
tilkenin diliyle yapilmasi ¢ok 6nemlidir. Kendi di-
lini dogru diiriist bilmeyen, hizmet prensiplerini
kendi kitaplarindan okuyup anlamayan rehberle-
rin baska dillerde 6grencilere bir seyler verebil-
mesi oldukca zordur. Bir de terciimenin, asli dili
tam olarak karsilayamayacag1 g6z 6niinde bulun-
durulmalidir. Gengclerimiz iki dilli rehberlik ve
hizmet yapabilecek seviyededir. Yeter ki baslarin-
daki insanlar buna inansinlar. Son birka¢ sene
icinde Tiirkiye'den yabanci iilkelere cok sayida
gencimiz geldi. Bunlar, Tiirkce ¢ok iyi derecede
okuyup yazdiklari igin, bunlarin Riséle ve Pirlan-
talarin dilini 6ziimseyip bulunduklar: iilkelerin
dillerini de ¢ok iyi 6grenerek degerlerimizi yaban-
cilara aktarmalar1 daha kolay olacaktir. Rehberlik
tic ayr1 gruba farkl farkl yapilabilir. Birinci grup;
Tiirkiye’den gelen ve Tiirkeeleri ¢ok iyi olan geng-
ler. Ikinci grup; yabana iilkelerde dogmalarina
ragmen Tiirkceleri iyi ve orta derecede olan genc-
ler. Ugiincii grup ise; yabanci iilkelerde dogan ve

Tiirkceleri zayif veya hic olmayan gencler.

Rehberlik programlarinda duydugumuza goére
Tiirkce ¢cok ihmal edilmektedir. Hatta neredeyse
hi¢ kullanilmamaktadir. Bu, ¢ok tehlikeli bir du-
rumdur. Programlar iki dilli olmadig: takdirde

bize gore ileride ¢cok biiyiik problemler yasanacak-
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stilled in the youth, our works should be read
deeply and discussed, and even a foreign person
visiting should adopt the warm environment and
gradually feel a sense of belonging. Sports should
not be neglected in the youth center. Table tennis,
basketball, and volleyball courts can be established
according to the size of the building, as long as
they do not violate our red lines. Two administra-
tors should be appointed to manage these centers.
When selecting them, their ability to work and

protect their culture should be taken into account.
The Language of Mentorship

The mentorship language should first be Turkish,
followed by the language of the country they are liv-
ing in. It is very important that guides who do not
know their own language properly and cannot un-
derstand the service principles from their own
books will struggle to provide anything to students
in other languages. Also, it should be considered
that translation cannot fully represent the original
language. Our youth are capable of bilingual men-
torship and service, as long as the people in charge
believe in this. In recent years, many of our young
people have come from Turkey to foreign coun-
tries. Since these young people read and write
Turkish very well, they will be able to better under-
stand the language of the Risale and the Pirlanta
books, as well as the languages of the countries they
are in, and will find it easier to transfer our values to
foreigners. Mentorship can be done in three differ-
ent groups. The first group consists of young people
who came from Turkey and are fluent in Turkish.
The second group consists of young people born in
foreign countries but who are good or moderately
proficient in Turkish. The third group consists of
young people born in foreign countries and who

have weak or no proficiency in Turkish.

According to the mentorship programs we have
heard about, Turkish is very neglected, even almost
never used. This is a very dangerous situation. If the
programs are not bilingual, we believe that very seri-

ous problems will arise in the future. To avoid these
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tir. Bu problemleri yasamamak i¢in idarecilerimi-
zin, acilen ortaokul ve lise rehberlik programla-
rinda Tiirkce kitap okuma ve Tiirkce rehberlik sa-
atinin olmasi veya arttirilmasi; hafta sonu okulla-
rinda Tirkg¢eye ehemmiyet verilmesi ve 6gretmen
kalitesinin yiikseltilmesi; hafta sonu okullarinda
Tiirkce kitap okuma ve bunlarin takibinin yapil-
masi; ortaokul-lise-iiniversite dgrencilerinin ka-
tildig1 yaz ve kis kamplarinda Tirkce kitap okuma
saatlerinin olmast: ilk-orta-lise-tiniversite 6gren-

cilerine kitapokuyorum.org sitesinin tavsiye edil-

mesi ve bu siteye ilave Tiirkce kitaplar eklenmesi
(ciinkii yeterince Tiirkce kitap yok) gibi hususlara

hassasiyet gostermesi elzemdir.

Dilin Bozulmasinin Oniine
Gegilmesi

Dilimiz maalesef yurtdisinda ve ozellikle Ame-
rika'da ¢cok bozulmaktadir. Tiirkiye’de bile kendi
diline ve kiiltiiriine yabancilasma had safhadadir.
Her kelimenin ayr1 bir diinyas1 vardir. Kullanilma-
yan her kelimeyle bir diinya yikilmaktadir. Tiirk-
cede kullanim alan1 bulmamis Ingilizce kelimeler
yabanc iilkelerde Tiirkce konusulurken ve yazilir-
ken rahatlikla kullanilmaktadir. bildiri, saglik, sifa,
kitap gibi kelimelerimizin yerine notification, he-

alth, healing, book gibi kelimeler kullanilmaktadir.

Hizmet Prensipleri El Kitab

Genglerimize ve yetiskinlerimize Hizmet prensip-
lerimiz bir el kitab1 halinde Tiirkge ve yasanilan

iilkenin dilinde hazirlanmalidir.

Kamp Yerleri

Tirkiye disinda yabanci iilkelerde yasayan gencle-
rimiz icin kamp vyerleri olusturmak bir hayli
onemlidir. Ozellikle maddi durumu iyi olan kisile-

rin; hafta sonlarinda ve tatil giinlerinde genclerin
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problems, administrators should urgently ensure
that Turkish book reading and Turkish mentorship
hours are included or increased in middle and high
school mentorship programs; that Turkish language
is given importance in weekend schools, with im-
proved teacher quality; that Turkish book reading is
implemented and followed up in weekend schools;
and that Turkish book reading hours are included in
summer and winter retreat programs attended by
middle school, high school, and university students.
It is crucial to recommend the website kitapokuyorum.
org to students from primary to university levels, and
add more Turkish books to this site (since there

aren’t enough Turkish books available)

Preventing the Degradation of the
Language

Unfortunately, our language is getting increas-
ingly corrupted abroad, especially in America.
Even in Turkey, alienation from one’s own lan-
guage and culture is at its peak. Every word has its
own world. With every unused word, a world is
destroyed. English words, which have not found a
place in Turkish, are freely used when speaking or
writing Turkish in foreign countries. Words like
bildiri (announcement), saglik (health), sifa (heal-
ing), and kitap (book) are replaced with notifica-
tion, health, healing, and book.

Hizmet Principles Handbook

To instill Hizmet’s core values in both youth and
adults, a comprehensive Hizmet Principles Hand-
book should be prepared in Turkish and the local
language of each country of residence. This hand-
book would serve as a foundational guide, ensuring
that the principles of Hizmet are clearly under-

stood, preserved, and practiced across generations.

Establishing Retreat Locations for
Youth

Creating dedicated retreat program locations for
young people living abroad is very important. For
those who are financially well-off, investing in pur-

chasing or renting facilities where young people can
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gidebilecekleri hizmet soluklanan yerler satin alip
veya kiralayip hizmete sunmalar1 belki de gelecek
nesillerin imanl ve renk, dil ve din ayrimi yapma-
dan herkese el uzatan insanlar olmalarini saglaya-
caktir. Hatta Hocaefendi'nin vaazlarinda dile ge-
tirdigi gibi yabanci iilkelerde 6yle mekanlar ikdme
edilmelidir ki, Selcuklularin kervansaraylar1 gibi
insanlar orada konaklamali ve bir kag giin de olsa

bizim degerlerimizle soluklanmaldirlar.

Hizmet Okullarinda Tiirkgeye
Onem Verilmesi

Hizmetimize ait okullarimizda maalesef Tiirkce
se¢meli olarak ve cok az verilmektedir. Mesela Si-
kago’da Tiirkce; Science Academy’de ilkokul 2-
3’lerde haftada 1; 4 ile 8. siniflarda ise haftada 3
saat olarak, hem de se¢meli bir sekilde verilmekte-
dir. Hafta sonu okullarinda da Tiirk dili yeterli
destegi gorememektedir. Ancak bazi fedakar 6g-
retmenlerimizin sahsi gayretleriyle Tirkce, co-
cuklara ogretilmektedir. Buna acilen bir tedbir
alinmali, sahipleri Tirk olan bir okulda Tiirkce

dersleri ¢cok daha fazla ders saatiyle 6gretilmelidir.

Sonug

Tarihte pek cok medeniyet kurmus, Islamiyet’e en
cok hizmet etmis Tiirklerin, ana dilini muhafaza
etme, kiiltiirel aidiyeti koruma, sanat eserlerimizi
tanitma ve geng nesle aktarma; hepimizin ve 6zel-
likle hizmet mensubu bir ferdin en 6nemli vazife-
leri arasinda olmalidir. Fakat yabanci tilkelerde ma-
alesef giin gectikce kendi ana diline, kiiltiiriine, tari-
hine sanatina bir yabancilasma s6z konusu olmak-

tadir. Bunda ailelerin ve yetiskin insanlarin Ttrk-
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gather on weekends and holidays for Hizmet activities
could profoundly impact their spiritual and moral de-
velopment. Such initiatives would help ensure that fu-
ture generations grow into individuals of faith who
embrace all people without discrimination based on
color, language, or religion. Fethullah Giilen fre-
quently emphasizes in his sermons the need to estab-
lish such centers in foreign countries, similar to the
caravansaries of the Seljuks. These centers would serve
as spiritual retreats, allowing people to immerse them-

selves in our values, even for just a few days.

Prioritizing Turkish in Hizmet
Schools

Unfortunately, Turkish is offered only as an elective
and has very limited instruction in many Hizmet
schools. For instance, at the Science Academy in
Chicago, Turkish is taught for only one hour per
week in grades 2-3 and three hours per week in
grades 4-8. Similarly, weekend schools do not pro-
vide adequate support for Turkish language instruc-
tion.Currently, Turkish is taught to children primar-
ily through the personal dedication of a few commit-
ted teachers. While their efforts are commendable,
this issue must be urgently addressed. To ensure that
Turkish receives the attention it deserves, Turkish
language instruction must be significantly expanded
in Hizmet-affiliated schools, with increased class-
room hours and a more structured curriculum. A
school founded by the Turkish community should
offer Turkish as a core subject, rather than just an
elective, ensuring that the next generation remains

connected to their linguistic and cultural heritage.

Conclusion

The Turks, who have established many civilizations
throughout history and have made immense contri-
butions to Islam, are responsible for preserving
their native language, safeguarding cultural iden-
tity, promoting artistic heritage, and passing these
values on to future generations. This responsibility
should be among our foremost duties, especially for
members of the Hizmet Movement. However, in

foreign countries, there is a growing alienation
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ceye ¢cok az Onem vermesi ve kendi ana dillerini bir
tarafa birakmasinin 6nemli bir rolii vardir. Gelecek
neslimizi kaybetmemek icin Hocaefendinin de ¢ok
mithim gordigi ana dilimiz Tirkee ile ilgili her
tirlt faaliyetin ciddiyetle en kisa zamanda arttiril-
mas1 ve bu konuda idarecilerin, aileleri bilinclendir-
mesi ¢cok ehemmiyetlidir. Eger Tiirkceyi bugiinkii
gibi arka zemine atarsak genc neslimizi kaybedebi-
liriz ve bitylik vicdan azabi cekebiliriz. Hizmetimi-
zin bu 6nemli mevzuyu her platformda dile getire-

cegi kanaatini tastyoruz.
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from one’s mother tongue, culture, history, and art.
One of the key reasons for this gradual detachment
is that families and adults place little emphasis on
preserving Turkish, often neglecting their native
language in daily life. To protect and strengthen fu-
ture generations, it is crucial to significantly in-
crease activities related to the Turkish language, an
issue that Fethullah Giilen deeply values. These ini-
tiatives must be urgently expanded, and both com-
munity leaders and families must be made aware of
the importance of language preservation. If Turkish
continues to be sidelined as it is today, we risk los-
ing our younger generation, leading to profound re-
gret and a deep sense of responsibility for this loss.
We firmly believe that Hizmet will continue to
champion this critical issue on every platform, en-
suring that Turkish remains a vibrant and integral

part of our identity.
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Kultur Mirasinin Evrensel Dili Olarak
Sanat

Art as the Universal Language of Cultural Heritage

Dr. Mehmet Refii Kileci; Rumi Sanat Enstitiisii (Rumi Art Institute), Rotterdam,

Hollanda
*ingilizce Ceviri: Divan ERibi / English Translation: Diwan Team

ilim, sanat ve medeniyet, insanligin ortak
mirasidir. En biiyiik sanatkar olan Allah
Celle Celaluhu, kainati en harika sekilde
yaratmistir. Rabbimizin onlarca giizel ismi Kur’an
ve kainat kitabindaki ayetleri buna sahittir. Cev-
sen’deki Miilevvin, Miizeyyin, Miicemmil isimleri
gibi Allah’in onlarca ismi, Rabbimizin en biiytik

sanatkar oldugunu gostermektedir.

Peygamberler vasitasiyla devam eden bu sanat fa-
aliyetleri, Hz. Muhammed'in (sallallahu aleyhi ve-
sellem) mesajlariyla doruk noktasina ulasmistir.
Bu iimmet, Orta Asya’dan Atlas Okyanusu’na, En-
diliis’ten Cin sinirina kadar uzanan genis bir cog-
rafyada muazzam bir medeniyet insa etmis ve bin-
lerce eser meydana getirmistir. Camiler, medrese-
ler, hanlar, saraylar, dergahlar, sebiller, kiitiipha-
neler ve hastaneler gibi ihtisamli yapilarla birlikte,
hat sanaty, ¢ini isciligi, tezhip, minyatiir, cilt, ebru

gibi el sanatlar1 ile musiki, siir, edebiyat gibi kiiltii-

cience, art, and civilization constitute the
common heritage of humanity. The greatest
artist, Allah Almighty, has created the universe
in the most magnificent manner. Numerous beauti-
ful names of our Lord, as mentioned in the Qur'an
and the book of nature, testify to this. Names such as
Al-Mulawwin (The One Who Colors), Al-Muzayyin
(The One Who Adorns), and Al-Mujammil (The One
Who Beautifies), as found in Jawshan al-Kabir,

demonstrate that our Lord is the supreme artist.

This artistic endeavor, carried forward through
prophets, reached its pinnacle with the messages of
Prophet Muhammad (peace and blessings be upon
him). This ummah (community) built a magnificent
civilization spanning a vast geography from Central
Asia to the Atlantic Ocean, from Andalusia to the
borders of China, producing thousands of master-
pieces. In addition to grand structures such as
mosques, madrasas, caravansaries, palaces, Sufi
lodges, fountains, libraries, and hospitals, handicrafts

such as calligraphy, tile-making, manuscript illumi-



rel faaliyetlerde de harikulade eserler ortaya ¢ik-
muistir. Bu gergek, diinya kiitiiphaneleri ve miizele-

rinde acik bir sekilde goriilebilir.

ki ytizyildir, ilim, sanat, kiiltiir ve medeniyet alan-
larinda miithis bir disiis yasayan Misliiman top-
lumlarin, toparlanip yeniden, hem kendi diinyala-
rina hem de diinyanin huzuruna, barisina, refahina
katkida bulunmalar1 elzemdir. Toplumlarin ilk ¢6-
kiis belirtileri genellikle sanat alaninda ortaya ¢1-
kar ve sanatin yozlasmasiyla birlikte maddi ve ma-

nevi degerler de birlikte yikilir.

Sanatin islam’daki Yeri ve
Gelecegi

Tarih boyunca cesitli peygamberler sanat veya za-
naatla ugrasmis, bu sayede hem hizmetlerini ye-
rine getirmis hem de gecimlerini saglamislardir.
Hz. Muhammed (aleyhissalatu vesselam) ise dil ve
belagatin imamidir. O, sanatini insanlarin hidayeti
icin kullanmuis, s6z ve mesajlarinda tistiin bir edebi

ve estetik derinlik sergilemistir.

Sanat, gelecegin diinyasini insa etmede 6nemli bir
vesiledir. Islam sanatlarinda soyutlama (tecrit) an-
layis1 hakimdir. Bir Misliman sanatc¢inin temel
amaci, Allah’in yarattig1 eserleri yansitan bir ayna
olmak ve insanliga fayda saglamaktir. Dolayisiyla,

sanatini Allah rizasi icin icra etmesi esastir.

Tasavvufta Sanatin Rolii

Eski dergéihlarda, kalbi zikirle manevi olgunluga
erisen dervislere ayni zamanda bir sanat dali da
ogretilirdi. Dervis, bu sanat araciligiyla hem ken-
disine hem topluma faydali olur, kotii aliskanlik-
lardan korunur, sabr1 6grenir, edep ve terbiye ka-

zanir ve ayni zamanda gecimini saglar.

Ornegin, dergahta egitim alan bir hattat, sadece
yaz1 yazmakla kalmaz, ayn1 zamanda ayetler, ha-

disler ve hikmetli sozler (kelam-1 kibar) aracili-

nation, miniature craft, bookbinding, water marbling
(ebru) and cultural activities such as music, poetry
and literature have lead to the emergence of excep-
tional works/artifacts. These contributions are

clearly visible in the world’s libraries and museums.

For the past two centuries, Muslim societies have
experienced a tremendous decline in science, art,
culture, and civilization. It is imperative for these
societies to recover and contribute once again to
their own world and to global peace, harmony, and
prosperity. The first signs of a society’s collapse of-
ten appear in the field of art. When art deterio-
rates, both material and spiritual values crumble in

tandem.

The Role and Future of Artin
Islam

Throughout history, various prophets engaged in
art or craftsmanship, both as a means of livelihood
and as a form of service. Prophet Muhammad
(peace and blessings be upon him) was the master
of language and eloquence. He used his art for the
guidance of humanity, displaying profound liter-

ary and aesthetic depth in his words and messages.

Art plays a crucial role in shaping the future world.
Islamic art is fundamentally rooted in the princi-
ple of abstraction (tajrid). The primary goal of a
Muslim artist is to be a mirror reflecting the works
of Allah and to benefit humanity. Thus, art must be
performed for the sake of Allah’s pleasure.

The Role of Art in Sufism

In traditional Sufi lodges (dergahs), dervishes who
reached spiritual maturity through remembrance
(dhikr) were also taught an art form. Through their
art, they benefitted both themselves and society,
protected themselves from harmful habits, learned
patience, acquired etiquette and discipline, and

earned a livelihood.

For example, a calligrapher trained in a Sufi lodge
would not only master writing but also convey

messages through verses, hadiths, and wise say-
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giyla topluma mesgj iletirdi. “Edep yahu”, “Bu da
gecer yahu” gibi ifadelerle, sanatini irsadin bir par-
cas1 haline getirirdi. Ge¢misin sanatcilari, genel-
likle dini ve kiiltiirel atmosferlerde yetismislerdir.
Bu egitim ortamlari arasinda camiler, tekkeler, ki-

liseler ve havralar 6nemli yer tutmaktadir.

Sanatin Giiniimiizdeki Onemi

Sanat, yerylizii mirascilarimin sekizinci vasfidir ve
giiniimiizde 6nemini daha da artirmaktadir.* Her-
kesin sanatkar olmasi gerekmez, ancak sanati1 anla-
mak, takdir etmek ve imkanlar 6lciisiinde bu estetik

degerlerden faydalanmak herkesin sorumlulugudur.

Beditizzaman Said Nursi, “Insanhk dhir zamanda uliim
ve fiinuna dokiilecektir.” soziiyle, 6nemli bir hedefe isa-
ret etmektedir. Arapca’da ‘fiinun’, pozitif bilimlerin
yani sira sanat anlamina da gelmektedir. Arap top-
lumlarinda sanat icin fen’, sanatc1 icin ise ‘fennan’ te-
rimi kullanilir. Beditizzaman Hazretleri, ilim ve sa-
natlarin gelisimini vurgulamak icin ‘dokiilecektir’
kelimesini 6zellikle se¢mis, bu siireci bir selalenin
hizla akisina benzetmistir. Nitekim bu 6ngorii ger-
ceklesmis; giiniimiizde bilim ve sanat biiyiik bir

Onem kazanmis ve kazanmaya devam etmektedir.

Sanatin Kiilturel ve Evrensel
Glicu

Kendi kiiltiiriimiize ait, 6zgiin ruhu ve maneviyati
yansitan sanat eserleriyle diinya ve insanliga bii-
yiik katkilar sunabiliriz. Sanat, insanlar arasinda
en glizel tanisma, iletisim ve koprii kurma aracidir.
Sanat bulusturur, kaynastirir ve ortak degerleri

giiclendirir.

Tim milletlerin sanatlari, kendine has giizellikler
tasimaktadir. Ancak bizim sanatlarimiz, vahye,
1400 yillik birikime ve derin bir maneviyata dayan-

makta, bu yoniiyle diger sanat akimlarindan ayril-

4 M. Fethullah Gulen, Ruhumuzun Heykelini Tkame
Ederken, Yeni Umit, Ocak-Mart 1994, Cilt 3, Say1 23.
https://fgulen.com/tr/eserleri/ruhumuzun-heykelini-
dikerken/ruhumuzun-heykelini-ikame-ederken
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ings. Phrases such as “Edep Ya Hu!” (O manners!) and
“Bu da gecer Ya Hu.” (This too shall pass.) were used as
tools of spiritual guidance. Artists of the past were
predominantly nurtured in religious and cultural
atmospheres. Training environments such as
mosques, Sufi lodges, churches, and synagogues

played an essential role in this respect.

The Importance of Art Today

Art, as one of the defining attributes of humanity,
holds increasing importance in modern times.*
While not everyone must become an artist, it is a
collective responsibility to understand, appreciate,

and engage with art within one’s means.

Beditizzaman Said Nursi stated: “Towards the end of
time, humanity will flow into sciences and arts.” In Ara-
bic, the term ‘funun’ refers not only to sciences but
also to the arts. In Arab societies, “fen” means art,
and an artist is called ‘fannan’. Beditizzaman delib-
erately used the phrase “will turn to”, likening this
process to the rapid flow of a waterfall. This fore-
sight has already materialized—today, both science

and art have gained unprecedented significance.

The Cultural and Universal
Power of Art

Through art that reflects the unique spiritual essence
of our culture, we can make profound contributions
to the world and humanity. Art is the most beautiful
means of fostering encounters, communication, and
connection between people. Art brings people to-

gether, unites them, and strengthens shared values.

Every nation’s art embodies distinctive beauty.
However, our art is distinguished by its divine in-
spiration, its 1400-year heritage, and its deep spir-

itual foundation, setting it apart from other artistic

4 M. Fethullah Gulen, Ruhumuzun Heykelini Tkame
Ederken, Yeni Umit, Ocak-Mart 1994, Cilt 3, Say1 23.
https://fgulen.com/tr/eserleri/ruhumuzun-heykelini-
dikerken/ruhumuzun-heykelini-ikame-ederken
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maktadir. Bu birikimi gelecek nesillere aktarmak,
sanatin evrensel giictinii dogru kullanmak ve insan-

liga katki saglamak hepimizin sorumlulugudur.

Picasso ve Enduliis Mirasi:
Sanatin Evrensel Giicii

Picasso’yu Picasso yapan en dnemli unsurlardan
biri, Endiiliis mirasidir. Sanatinda soyutlamay1
arayan Picasso, bu anlayis1 Islam sanatinda buldu-
gunu ifade etmistir. Tiirk ressam Nurullah Berk,
anilarinda hat sanatinin Picasso’nun en ¢ok hayran

oldugu Islam sanat1 oldugunu belirtmistir.

Paris’e giden Tiirk ressamlar zaman zaman Pi-
casso’yu ziyaret etmistir. Bu ziyaretlerden birinde

Picasso, Tiirk ressamlarina su s6zleri sdylemistir:

“Ni¢in Bat sanatini taklit ediyorsunuz? Sizin hat
sanatimiz, bizim modern sanatta ulasmaya calis-

tigimiz noktaya yiizyillar once ulasts.”

Unlii ressam Hasan Kivrik, Paris’te Picasso’nun
atolyesine giderek yaninda calismak ve ondan bir
seyler 6grenmek istedigini soylediginde, Picasso

su cevab1 vermistir:

“Sen Tiirksiin, degil mi? Biz bugiin sanatta sizin
hattatlarmizin yaptiklarin yapmaya cahsyyoruz.
Sen hemen memleketine don, kendi sanatim in-

cele ve ogren.”

Picasso’nun meshur sozii ise sudur:

“Eger Islam hat sanatin bilseydim, asla resimle

“ ”
ugrasmazdim.

Sanatin Sagladigi Katkilar

Sanat, insanlar1 bir araya getiren, kiiltiirleri birbi-
rine baglayan giiclt bir aractir. Sanatin saglayabi-

lecegi katkilardan bazilari sunlardir:

1. Sanat, dostluk kopriileri kurmada etkili bir

arac olabilir.
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movements. It is our duty to preserve this heritage,
use the universal power of art wisely, and contrib-

ute to humanity.

Picasso and The Andalusian
Heritage: The Universal
Power of Art

One of the key influences that shaped Picasso was
the heritage of Andalusia. Seeking abstraction in
his work, Picasso found inspiration in Islamic art.
Turkish painter Nurullah Berk recorded in his
memoirs that calligraphy was the Islamic art form

Picasso admired the most.

Turkish painters who traveled to Paris occasion-
ally visited Picasso. During one of these visits, Pi-

casso gave them the following advice:

“Why are you imitating Western art? Your callig-
raphy reached the level we aspire to in modern art

centuries ago.”

Similarly, when Turkish artist Hasan Kivrik vis-
ited Picasso’s studio in Paris and expressed his de-

sire to work under him, Picasso responded:

“You are Turkish, right? We are currently trying
to achieve what your calligraphers mastered long
ago. Return to your homeland, study your own

art, and learn from it.”

Picasso’s famous statement encapsulates his admi-

ration for Islamic calligraphy:

“Had I known about Islamic calligraphy, I would

. . »
have never pursued painting.

The Contributions of Art

Art serves as a powerful means of connection, ca-
pable of bridging diverse cultures. Some of its key

contributions include:

1. Effective instrument to build bridges of

friendship?
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2. Islamofobi ve Islam’a yonelik giivensizlik,
yanlis anlamalar ve 6nyargilarin giderilme-

sinde sanat 6nemli bir rol oynayabilir.

3. Sanat, temsilin en etkili vesilelerinden biri

olarak kullanilabilir.

4. Sanat, kiltiirel mirasa erisimi saglayan en

giicli araglardan biridir.

Sanatin insanlar Uzerindeki
Etkisi: Canli Ornekler

Rotterdam’daki sanat merkezimizde hat dersle-
rine katilan bir Hollandali hanimefendi, solak ol-
dugu i¢in yaz1 yazmada zorlandigini belirterek ge-

¢en y1l bir arkadasimiza sunlar1 s6yledi:

“Solak oldugum icin bu sanati 6grenmekte zorlani-
yorum, ancak buramin ruhunda farkh bir huzur
var. Burada olmak bana terapi gibi geliyor. Surf bu

atmosferi yasamak icin bile buraya gelmeye deger.”

Yaklasik 15 yil 6nce Amerika’daki Minnesota Uni-
versitesi'nde bir sergi diizenlenmisti. Bir arkadasi-
miz, sergiyi gezen iki ziyaretcinin konusmalarina

kulak misafiri oldu ve sunlar1 nakletti:

“Islam sanatlarinda bir ruh ve manevi bir tat var.
Bu sergide de bunu hissediyorum. Ancak, kendi

sanatlarvmizda béyle bir derinlik bulamiyorum.”

Sanatin Evrensel Giicui

Sanatin, insanlari bir araya getiren ve kiiltiirel bag-
lar1 giiclendiren bir yonii vardir. Bes y1l 6nce atol-
yemize katilan 75 yas tizerindeki emekli bir Hol-
landali 6gretmene, ilk derste “Bu sanati neden 6g-
renmek istiyorsunuz? Zannedersem Miisliiman
degilsiniz ve Arapca da bilmiyorsunuz.” diye sor-

dum. Bana su cevabi verdi:

“Evet, Miisliiman degilim. Arapc¢a da bilmiyorum.
Ama Islam hat sanati bana biiyiik bir heyecan ve-

riyor. Estetik olarak cok etkileyici buluyorum.”

Ardindan cep telefonunu cikararak kaydettigi on-

larca hat sanatini gosterdi ve soyle dedi:
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2. Countering Islamophobia and addressing

misconceptions about Islam.
3. Serving as an effective medium of representation.

4. Providing access to cultural heritage.

Art’s Impact on People: Real-
Life Examples

In a Rotterdam art center, a Dutch woman attend-

ing calligraphy lessons remarked:

“Being left-handed makes learning this art
difficult for me, but there is a unique peace in this
place. Being here feels like therapy. It’s worth

coming just for the atmosphere.”

Once at an art exhibition at the University of Min-
nesota, about 15 years ago, two visitors were over-

heard saying:

“Islamic art possesses a spiritual essence and
depth. We can feel it in this exhibition, but we

don’t find the same depth in our own art.”

Universal Power of Art

Art has an aspect that brings people together and
strengthens cultural bonds. A 75-year-old retired
Dutch teacher, attending an Islamic calligraphy
workshop, was asked why he was interested in this
art despite not being Muslim or knowing Arabic.

He responded:

“Islamic calligraphy excites me. I find it aestheti-

cally mesmerizing.”

Showing a collection of Islamic calligraphy on his
phone, he added:
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“Bunlar benim ruhuma hitap ediyor ve beni de-

rinden etkiliyor.”

Sanatin islam’daki Yeri

Fransiz filozof Roger Garaudy, Islam sanatlarinin
soyutlamaya yonelmesini ilahi agkinlik anlayisiyla

aciklamaktadir. Ona gore:

“Islam sanatlar insam camiye, cami ise insani

ibadete gotiiriir.”

Unlii Fransiz ressam Henri Matisse de sanat yol-

culugunun kékenlerini su sozlerle dile getirmistir:

| “Bana ilhamlar hep dogudan gelmistir.”

Roger Garaudy, eserlerinde Islam sanatinin do-
gaya taklitci bir sekilde yaklasmadigini, estetik bir
soyutlama yontemi kullandigini ve bu nedenle
modern sanatta derin bir ilham kaynag1 oldugunu

vurgulamaktadir.

Sanati Kesfetmek ve
Sanatsever Olmak

Muazzam bir kiiltiirel mirasa sahibiz, ancak bu
mirasin farkinda degiliz. Ustelik, farkinda olmad-

gimizin da farkinda degiliz. Oysa ¢6ziim cok basit:
® Bir sanat daliyla ilgilenmek

e Sanati anlamaya ¢alismak

e Bilgi ve biling sahibi bir sanatsever olmak

Sanat¢1 olmasak da sanata ilgi duyan, onu takdir
eden bireyler olabiliriz. Hz. Peygamber’in (sallal-

lahu aleyhi vesellem) su hadisini unutmayalim:

“Ya alim ol, ya 6grenci ol, ya dinleyici ol ya da

ilmi seven ol. Besinci olma, helak olursun.”

Bu hadisten hareketle, sanat1 ve sanatciy1 seven bi-
reyler olmak, kendi kiiltiirel mirasimiza sahip ¢ik-
mak ve onu daha genis kitlelere ulastirmak hepi-

mizin gorevidir.
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“These works speak to my soul and move me

deeply.”
Islamic Art as a Path to
Spirituality

French philosopher Roger Garaudy explained Is-
lamic art’s abstraction as a reflection of divine

transcendence:

‘ “Islamic art leads people to the mosque, and the

mosque leads them to worship.”

Similarly, French painter Henri Matisse stated:

“All my artistic inspiration has always come from
the East.”

In his works, Roger Garaudy emphasizes that Is-
lamic art does not approach nature in an imitative
way, but uses an aesthetic method of abstraction
and is therefore a profound source of inspiration

for modern art.

Discovering Art and Becoming
Art Enthusiasts

We possess a tremendous cultural heritage, yet we are
often unaware of its value. Moreover, we are not even

aware of our lack of awareness. The solution is simple:
e Engage with an art form

e Strive to understand art

® Become a knowledgeable art enthusiast

Even if we are not artists, we can be individuals
who are interested in art and appreciate it. Let us
not forget the following hadith of the Prophet

(peace be upon him):

“Either be a scholar, a student, a listener or a lover
of knowledge. Do not be the fifth, you will perish.”

Based on this hadith, it is our duty to be individu-
als who love art and artists, to protect our own cul-

tural heritage and to bring it to a wider audience.
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Sanat, bir kopriidiir. Insanlar1 bulusturur, kaynas-
tirir ve dostluklara vesile olur. Muhabbet fedaileri

icin sanat, en giizel iletisim yollarindan biridir.
Biyografi

Hollanda'nin Rotterdam sehrinde yasayan Dr. Ki-
leci, ebru ve hat ustasi ve sanat egitmenidir. Aslen
Istanbullu olan Dr. Kileci, yirmi yil1 agkin bir siire-
dir Rotterdam’da yasamakta ve burada klasik Is-
lam sanatlarinin 6gretilmesini ve 6grenilmesini
tesvik etmek icin Rumi Kunst Instituut'u kurmus,
Hat ve Ebru konusunda uzmanlasmistir. Ebru sa-
nati, rengin bir sivinin yiizeyinden kagida aktaril-
masiyla desenli kagit iiretme sanat1 olup 20. yiizy1-
lin biiytik ustalarndan Mustafa Diizglinman ve
Niyazi Sayin‘dan geleneksel egitimini alan Dr. Ki-
leci, giiniimiizde Avrupa’nin 6nde gelen ebru sa-
natcilarindan biri olarak kabul edilmektedir. Ilahi-
yat alaninda doktora derecesine sahip olan Dr. Ki-
leci, Avrupa, Kuzey ve Giliney Amerika’daki cesitli
tiniversitelerde ebru sanatina dair atélyeler diizen-
lemis ve sanatin ruhani boyutlar1 {izerine dersler
vermistir. Kendisini, Avrupa’da dogu sanatlarini
tanitmayi ve ¢ok kiiltiirlii bir toplumun siirekli ge-
lisimine katkida bulunmayi kisisel bir hedef olarak

gormektedir.
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Art is a bridge. It brings people together, unites them
and leads to friendships. Art is one of the most beau-

tiful ways of communication for the devotees of love.

Biography

Based in Rotterdam in the Netherlands, Dr. Kileci
is a practicing marbling and calligraphy master
and art educator. An influential artist originally
from Istanbul, Dr. Kileci has been living in Rotter-
dam for over two decades where he established the
Rumi Kunst Instituut to promote the teaching and
learning of classical Islamic arts, specialized in
Calligraphy and Ebru (Marbling). Marbling is the
art of producing patterned paper by transferring
color from the surface of a liquid to paper. Dr.
Kileci, who received his formal training from the
great masters of the 20th century Mustafa
Diizgiinman and Niyazi Saymn, is considered a
leading marbling artist in Europe today. Holding a
PhD in religious studies, Dr. Kileci has given
workshops and lectured on spirituality and the
arts at various universities in Europe as well as
North and South America. He considers it his per-
sonal goal to promote the oriental arts in Europe
and contribute to the continuous flourishment of

a multicultural society.
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Sanat ve Estetik Divani Sonuc Bildirgesi

Art and Aesthetics Diwan Final Declaration

Makaleler / Articles,

Makale yazarlarinin sunumlari / Presentations by article authors,

Zoom sohbetinde yazilanlar / Zoom chat content,

Ortak not defterine yazilanlar / The common notebook content,

Muzakereciler / Debaters

*ingilizce Ceviri: Divan ERibi / English Translation: Diwan Team

u dokiiman 22-23 Subat giinlerinde 1-5 PM
EST saatleri arasinda cevrimici Zoom top-
lantis1 olarak 310 katilimcr ile gerceklestiri-
len Sanat ve Estetik Divani'nin sonug bildirgesidir.
Bu bildirge Sanat ve Estetik konusunuda bir son s6z
teskil etme amacinda olmay1ip konuyu giindeme ge-
tirme; konu iizerinde aksiyona, miizakerelere, yayin-

lara ve arastirmaya tesvik etme gayesi tasimaktadir.

Kavramlar

e Hizmet Hareketi: Baris icinde birlikte yasama
ve insanliga hizmet etme ortak idealine matuf ola-
rak; toplumsal sorumluluk ve hayirseverlik cerce-
vesinde, egitim, diyalog ve insani yardim faaliyet-
lerini Onceleyen, goniilliliigi esas alan, baris¢il,
dini, sosyal ve kiiltiirel cesitliligi kucaklayicy, ilha-
min1 Islami ve evrensel insani degerlerden alan bir

sivil toplum hareketi."

o Hizmet mensuplari: Hizmet Hareketi ve de-

gerlerine baglilik hisseden herkes.

Genel Prensipler

Hizmet mensuplarinmin Sanat ve Estetik mefhumu ile il-

47 Alliance for Shared Values (AfSV), Hizmet Movement,
https://afsv.org/about-us/hizmet-movement/

his document is the final declaration of
the Art and Aesthetics Diwan, which took
place as an online Zoom meeting on Feb-
ruary 22-23 from 1-5 PM EST with 310 partici-
pants. It is not intended to be the final word on the
subject of Art and Aesthetics, but rather to raise
the issue and encourage action, discussion, publi-

cation and research on the topic.

Concepts

e Hizmet Movement: A civil society movement
that prioritizes education, dialogue and humanitar-
ian aid activities within the framework of social re-
sponsibility and philanthropy, based on volun-
teerism, peaceful, embracing religious, social and cul-
tural diversity, and inspired by Islamic and universal
humanitarian values, in pursuit of the common ideal

of living together in peace and serving humanity.*

e Members of the Hizmet: Anyone who feels loy-

alty to the Hizmet Movement and its values.

General Principles

Hizmet members are advised to base their behavior in

4 Alliance for Shared Values (AfSV), Hizmet Movement,
https://afsv.org/about-us/hizmet-movement/



gili davramislarimi asagidaki genel prensipler temelinde relation to the concept of Art and Aesthetics on the fol-

sekillendirmesi tavsiye olunur: lowing general principles:

1. Sanata bakis: Herkesin bir sanatkar olmasi 1. The view of art: It is neither possible nor neces-

mumkiin ve gerekli degildir, ancak herkes sa-
nata saygi ile yaklasmalidir. Hizmet mensup-
lar1 sanat1 anlamak, sanattan zevk almak ve
sanatsal faaliyetleri desteklemek icin imkan-

lar1 nispetinde ¢aba gostermelidir.

. Sanatta Hizmet: Hizmet mensuplar1 i¢in ha-
yatin her alaninda yer almak, toplumun iginde
siiriiklenip gittigi sahalar1 basibos birakma-

mak temel bir gorevdir.

. Hizmette sanat: Sanat Hizmet Hareketi'nin fa-
aliyetlerinin her alaninda bulunmalidir. Bireyle-
rin kendisini gelistirmesi ve Hizmet Hare-
keti'nin mesajlarinin daha etkili bir sekilde iletil-

mesi i¢in sanattan istifade edilmesi gerekir.
. Islam sanat geleneginin vasiflar::

4.1. Islami sanat gelenegi; vahye, 1400 yillik
birikime ve derin bir maneviyata da-
yanmakta, bu yoniiyle diger sanat

akimlarindan ayrilmaktadir.

4.2. TIslami sanat diisiincesinde iman, kader,
insanlik ve sosyal sorunlar gibi kav-
ramlar sanatin merkezinde yer almis-
tir. Islam sanat1 huzur, sitkkun ve insirah
hisleri uyandirir, derin bir uyum icerir

ve giizelligi merkezinde tutar.

4.3. Islam gelenegi dogaya taklitci bir se-
kilde yaklasmaz, Kuran'in gosterdigi
yolda, estetik bir soyutlama (tecrid)

yontemi kullanir.

4.4. Gergek sanat¢inin ylice yaratici Allah
(cc) oldugu hakikatinden hareketle, bir
sanatci icin tanrisallik iddiasi Islami sa-
nat diisiincesine aykiridir. Bunun ya-
ninda, varolussal anlamda, sanat yap-
mak Islam gelenegindeki bir sanatcinin

degerlerine aykir: degildir.

sary for everyone to be an artist, but everyone
should treat art with respect. Hizmet members
should strive within their means to understand,

enjoy and support artistic activities.

. Hizmet in the Arts: It is a fundamental duty

for Hizmet members to be involved in every
aspect of life, not to leave unattended the areas

in which society drifts and moves.

3. Art in Hizmet: Art should be present in every

aspect of the Hizmet Movement’s activities. Art
should be utilized in order for individuals to im-
prove themselves and to convey the messages of

the Hizmet Movement more effectively.

. Characteristics of the Islamic art tradition:

4.1.  The Islamic art tradition is based on reve-
lation, 1400 years of accumulation and a
deep spirituality, which distinguishes it

from other art movements.

4.2. InIslamic art thought, concepts such as
faith, destiny, humanity, and social is-
sues have occupied the center of art. [s-
lamic art evokes feelings of peace, tran-
quility, and relief, embodies deep har-

mony, and keeps beauty at its core.

4.3.  The Islamic tradition does not approach
nature in an imitative way, but uses an
aesthetic method of abstraction (isola-

tion) in the way the Qur’an indicates.

4.4. Based on the fact that the true artist is
the supreme creator Allah (glory be to
Him), the claim of divinity for an artist
is contrary to the Islamic idea of art. On
the other hand, in an existential sense,
making art is not contrary to the values

of an artist in the Islamic tradition.
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4.5. Sanat kaynag olarak ilham ve ruhani
acihmlar  Islam sanat geleneginde

Onemli bir yer tasir.

5. Miisliman sanat¢ilarin temel vasiflar: su

sekilde siralanabilir:

5.1. Allah’in yarattig eserleri yansitan bir
ayna olmak, ilahi tecellilerin vesilesi ol-
mak ve insanliga fayda saglamak sanat-
cinin temel amacidir. Sanati Allah r1-

zas1 i¢in icra etmesi esastir.

5.2. Miisliman sanatcinin Islami degerleri
ve hedefleri evrensel 6lciitlerle bulus-
turmasi ve bunlar1 iman potasinda do-
gal bir uyumla birlestirebilmesi nem-
lidir. Sanatci, bu degerleri derinleme-
sine irdeleyip 6ziimseyerek, eserlerine
bu anlayis1 yansitmali ve topluma bu

dogrultuda rehberlik etmelidir.

5.3. Misliman sanatci ve entelektiieller
diisiince ve motivasyonlarini olabildi-
gince varolussal duzleme cekmelidir

‘onlar ve biz’ demekten kacinmalidir.

5.4. Sanatsal ilhamin ilahi bir kaynak ol-
dugu unutulmamalidir, dogustan gelen
ve sonradan edinilen yeteneklerin yo-

gun bir cabayla gelistirilmesi gerekir.

5.5. Sanatcilar, hem geleneksel degerleri
hem de ¢agdas diinya gerceklerini bile-
rek sanatsal tretimde bulunmalidir.
Kendi entelektiiel mirasin1 kavrama-
dan yapilan sanat tiretimi ytizeysel ka-
lacaktir. Bunlar1 yaparken taklitcilik-

ten kacinilmalidir.

6. Evrensel sorumluluk: Savaslar, zuliim, ay-

rimcilik, Gtekilestirme, ahlaki yozlasma ve
ben merkezcilik gibi olgular, dolayl veya do-
laysiz olarak glintimiiz toplumlarini ilgilendi-
ren sorunlar olarak 6ne ¢ikmaktadir. Sanatci-

larin zamanin sartlarin1 dogru bir sekilde ana-

4.5. Inspiration and spiritual expansions as a
source of art have an important place in

the Islamic artistic tradition.

5. The main qualities of Muslim artists can be

listed as follows:

5.1.  The main purpose of the artist is to be a
mirror reflecting the works created by
Allah, to be a means of divine manifesta-
tions and to benefit humanity. It is essen-
tial to perform art for the sake of Allah.

5.2. It is important that the Muslim artist
brings together Islamic values and
goals with universal standards and is
able to combine them in natural har-
mony within the framework of faith.
The artist should deeply examine and
internalize these values, reflect this un-
derstanding in their works and guide

the society in this direction.

5.3.  Muslim artists and intellectuals should
bring their thoughts and motivations to
the existential plane as much as possi-

ble and avoid saying ‘them and us’.

5.4. It must be remembered that artistic in-
spiration is a divine source, and that in-
nate and acquired talents must be de-

veloped with intense effort.

5.5. Artists should produce art knowing
both traditional values and the realities
of the contemporary world. Artistic
production without grasping one’s
own intellectual heritage will remain
superficial. In doing so, imitation

should be avoided.

6. Universal responsibility: Phenomena such

as  wars, persecution, discrimination,
marginalization, moral degeneration and self-
centeredness stand out as problems that di-
rectly or indirectly concern today’s societies.

Artists should address these problems by ana-



liz ederek bu sorunlari ele almalar1 ve evren-

sel bir sorumluluk tstlenmeleri gerekir.

. Sahsi kazanim: Sanat sadece bir fikri yayma-
nin araci olarak goriilmemeli, bireylerin i¢
diinyalarini kesfetmeleri ve enfiisi tefekkiire
vesile olmasi acisindan da ondan istifade edil-
melidir. Ornegin riza eksenli sanat, kotii alis-
kanliklardan korur, sabr1 6gretir, edep ve ter-

biye kazandirir.

. Dil ve sanat: Dilin giizel ve etkili kullanilmas1
sanatin gelismesinde temel bir rol oynar. Di-
lin muhafaza edilmesi ve fasih (saf ve berrak)
bir dil kullanilmas: ve dilimizin korunmasi,
kiltiir koklerimizin ve sanat mirasimizin ge-
lecek nesillere aktarilabilmesi icin 6nem arz

etmektedir.

. Genglere destek: Hizmet Hareketi ve men-
suplari, genclerin bireysel olarak kendilerini
gelistirebilecekleri sanat alanlarina onlar1
yonlendirmeli ve bu konudaki calismalar

desteklemelidir.

9.1. Hizmet Hareketi genc yeteneklerin or-
taya cikabilmesi icin rehberlik sistem-
leri gelistirmeli ve yetenekler kesfedil-
diginde onlar1 mentorliik sistemleri

gibi mekanizmalarla desteklemelidir.

9.2. Sanatcilarin, malzeme, calisma ortamu,
vakit gibi konularda lojistik destege ih-
tiya¢c duyacagi unutulmamalidir. Spon-
sorluk uygulamalar1 bu ihtiyaclar1 kar-

silamakta kullanilmalidar.

9.3. Geng sanat¢1 adaylarina engel olunma-
mali ve yanlis yonlendirme yapmaktan

kacinilmalidir.

9.4. Genglerin acilacak sanat alanlarinin secil-
mesi, dizayny, isletilmesi noktasinda s6z sa-
hibi olmalarinin 6nii acilmahidir.

10. Zemin olusturma: Sanat akademileri ve kurs-

lar yada her sehirde kurulacak sanat merkez-

leri gibi kurumlar araciliryla sanata ilgili ve

10.

lyzing the conditions of the time correctly

and assume a universal responsibility.

Personal development: Art should not only be
seen as a means of spreading an idea, but it
should also be utilized as a means for individuals
to explore their inner worlds and for reflection.
For example, art oriented toward divine favor
protects against bad habits, teaches patience,

and instills decency and proper behavior.

Language and art: The beautiful and effective
use of language plays a fundamental role in the
development of art. The preservation of lan-
guage and the use of a pure and clear language
and the protection of our language are impor-
tant for the transfer of our cultural roots and

artistic heritage to future generations.

Support for young people: The Hizmet
Movement and its members should guide
young people to areas of art where they can
develop themselves individually and support
their efforts in this field.

9.1. The Hizmet Movement should develop
mentorship systems for young talents
to emerge and support them through
mechanisms such as mentoring sys-

tems when talents are discovered.

9.2. It should not be forgotten that artists
will need logistical support in terms of
materials, working environment and
time. Sponsorship practices should be

used to meet these needs.

9.3. Young artist candidates should not be
hindered and misguidance should be

avoided.

9.4.  Young people should have a say in the
selection, design and operation of the

art spaces to be opened.

Laying the groundwork: Professional training
opportunities should be provided to individuals

of all ages who are interested and talented in the
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yetenekli her yastan bireylere profesyonel egi-
tim imkanlar1 saglanmalidir. Miizik gibi cesitli
sanat dallarinin diizen icinde ve uygun mekan-
larda icra edilmesi de 6nem arz etmektedir. Bu
kurumlar sanatcilarin istihdam edilmesi icin
cok kiymetli olacaktir, yerelde bu ortamlarin

olusturulmasi i¢in adim atilmalidir.

5 Egitim

11. Biitiinciil egitim stratejileri: Film, animas-
yon, drama, resim atdlyeleri, senaryo ve ya-
zarlik calismalari gibi uygulamalar, egitim sii-
recine dahil edilerek genclerin estetik anlayist

gibi alanlarda gelisimine katki saglanmalidir.

12. Sanata ilgi: Sanatci yetistirilmesi hedefinin
yani sira, sanata ilgi uyandirmak icin genel

egitimler de tesvik edilmelidir.

13. Dil egitimi: Hocaefendi ve Ustad Bediiizza-
man Said Nursinin eserleri gibi beslenme
kaynaklarimizin ve geleneksel sanatlarimizin
dilinin Tirkce olmasi nedeniyle ‘Tirkge’;
ailevi, geleneksel ve dini kodlarin aktarimi
icin ‘Tim Anadiller’ ve yasanilan cografyanin
kiiltiir ve sanat atmosferine intibak ve fayda
saglama amaciyla ‘Yerel Diller’ ¢cok 6nemlidir.

Korunmali ve gelistirilmelidir.

6 Manevi Beslenme ve
Gelistirme Faaliyetleri

14. Genglerin tesvik edilmesi: Rehberlik altinda
yapilan faaliyetlerde sanatsal ¢alismalar yer
almali ve bu calismalarda genclerin aktif rol
almasi tesvik edilmelidir. Bireysel girisimle-
rin desteklenmesinin yaninda rehberligin
kendi programlarina da sanatsal faaliyetler
entegre edilmelidir. Ornegin, kamp program-
larina tiyatro, film ¢ekimi gibi kolektif proje-

ler yarismalar vasitasiyla dahil edilebilir.

15. Aidiyet hissi: Kiiltiir merkezlerinde gencle-

arts through institutions such as art academies
and courses or art centers to be established in
each city. It is also important that various art
forms, such as music, are performed in an orga-
nized manner and in appropriate venues. These
institutions will be invaluable for the employ-
ment of artists, and steps should be taken to cre-

ate these environments locally.

Education

11.

12.

13.

Holistic education strategies: Practices such as
film, animation, drama, painting workshops,
script and writing workshops should be included
in the education process to contribute to the de-
velopment of young people in areas such as aes-

thetic understanding.

Interest in the arts: In addition to the goal of
training artists, general education should be en-

couraged to generate interest in the arts.

Language education: ‘Turkish’ because the
language of our sources of nutrition, such as
the works of Fethullah Giilen and Bediiizza-
man Said Nursi, and traditional arts is Turk-
ish; ‘All Mother Tongues’ for the transmission
of familial, traditional and religious codes;
and ‘Local Languages’ to adapt to and benefit
from the cultural and artistic atmosphere of
the geography where one lives. They must be
protected and developed.

6 Spiritual Nutrition and

Development Activities

14.

15.

Encouraging young people: Mentoring activi-
ties should include artistic activities and young
people should be encouraged to take an active
role in these activities. In addition to supporting
individual initiatives, artistic activities should
also be integrated into the mentorship’s own
programs. For example, retreat programs could
include collective projects such as theater, film-

making, etc. through competitions.

A sense of belonging: Increasing young peo-



16.

rin aidiyet hissini artirma bir dncelik olmali-
dir. Sorumlu kisiler kendi kiiltiirtine sahip

¢ikma hassasiyeti ile hareket etmelidir.

Sanat ve terapi: Kolektif travmamizdan cikis
yolunda sanatin terapi yonii kiymetli ¢6ztim-
ler sunabilir. Ornegin miizik, resim, el sanati
gibi calismalar, her kesimden bireyin zihinsel
ve duygusal iyilik hallerine ulasmalarina yar-
dimci olur. Gerek bireysel gerek rehberler es-
liginde kolektif etkinliklerde kullanilan medi-
tasyon veya rahatlama teknikleriyle sanatin

terapotik 6zellikleri 6ne ¢ikar.

7 Diyalog (Toplum ici Bans ve
Ahenk)

17.

18.

19.

20.

Diyalog: Sanat, insanlar arasinda giizel bir ta-
nisma, iletisim ve koprii kurma aracidir. Sa-
nat bulusturur, kaynastirir ve ortak degerleri
giiclendirir. Sanat ¢alismalary, kiiltiirlerin bir-
birlerini tanimalarin1 kolaylastiran zemin-
lerde ele alinip yeni acilimlara vesile haline

getirilmelidir.

Onyargilara kars: sanat: Sanat Islam’a yonelik
giivensizlik ve 6nyargilarin giderilmesinde hatta

Islamofobi’ye karsi 6nemli bir rol oynayabilir.

Dinler arasi diyalog: Farkli din mensuplari-
nin bir araya gelerek sanatlarini paylastiklar:
ve birbirlerinden 6grendikleri ortamlar olus-
turulabilir. Bu konuda 6zellikle manevi gele-
nekler ¢evresinde gelismis sanatlar kullanila-
bilir. Ornegin, farkli dinlerin ibadethanele-
rindeki stislemelerin beraber sergilendigi ser-

giler ya da etkinlikler organize edilebilir.

Katilimci ve interaktif yaklasimlar: Perfor-
mans sanatlar1 ve interaktif projeler, farkl
topluluklar1 bir araya getirerek empati ve di-

yalog ortami olusturabilir.

¢ insani Yardim, Sosyal Refah

21.

Goriiniirliik: Sanat vasitasiyla toplumsal adalet-

sizlikler ve insan haklar1 ihlalleri goriiniir kilina-

16.

ple’s sense of belonging should be a priority in
cultural centers. Those in charge should act with

the sensitivity of protecting their own culture.

Art and therapy: The therapeutic aspect of
the arts can offer valuable solutions to over-
come our collective trauma. For example, mu-
sic, painting and handicrafts can help individ-
uals from all walks of life achieve mental and
emotional well-being. Meditation or relax-
ation techniques, whether used individually
or in guided collective activities, highlight the

therapeutic properties of art.

Dialogue (Peace and Harmony
in Society)

17.

18.

19.

20.

Dialogue: Art is a beautiful means of meeting,
communicating and building bridges between
people. Art brings together, unites and
strengthens common values. Art works
should be handled on grounds that facilitate
the recognition of cultures and be instrumen-

tal in new openings.

Art against prejudice: Art can play an impor-
tant role in overcoming mistrust and prejudice

against Islam and even against Islamophobia.

Interfaith dialogue: Environments can be cre-
ated where members of different religions come
together to share their art and learn from each
other. Especially arts developed around spiritual
traditions can be used in this regard. For exam-
ple, exhibitions or events can be organized
where the decorations in the places of worship

of different religions are exhibited together.

Participatory and interactive approaches:
Performing arts and interactive projects can
bring diverse communities together to create

empathy and dialogue.

8 Humanitarian Aid, Social Welfare

21.

Visibility: Through art, social injustices and

human rights violations should be made visible
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rak kamuoyunda farkindalik olusturulmalidir.
Bunun i¢in farkli sanat dallarinda yarismalar, ser-
giler ve halka acik etkinlikler diizenlenebilir.

9 Kiiltiir, Sanat, Spor

22.

23.

24.

25.

Ozgiin Hizmet sanatr: Giincel sanat ekolle-
rine dahil olmak veya karsit olmak, Hizmet
sanatcilart icin anlamli olmayabilir. Ayrica,
tek tip bir Hizmet sanatcisi fikri, farkl birey-
ler olarak yaratilmis oldugumuz gergegi ile
celisir. Zamanla 6zgiin bir sanat akimi olusa-
bilmesi icin Risale-i Nur ve Hizmet Hare-
keti'nin teorik ¢ercevesini benimseyen sanat-

cilarin gayret gostermeleri gerekir.

Miizige bakas: Bazi toplumlar, miizigin belirli or-
tamlarda yer almasini toptanci bir yaklasimla de-
gerlendirmis ve onu haram veya olumsuz olarak
nitelendirmistir. Giiniimiizde kurumsallasmis
sanat ortamlariin kendine rahat bir zemin olus-
turmasi, miizigin daha evrensel bir bakis acisiyla

degerlendirilmesini miimkiin kilmaktadir.

Gazali'de miizik: Gazali miizik dinlerken
dikkat edilmesi gereken su kurallar1 belirle-
mistir: Nefsani arzulari uyandiran hisler olus-
turmamasi, dinleyenin ruh haline uygun ol-
mas1, miizikal icerigin ahlaki olmasi, dinleye-
nin de icra edenin de 6l¢iilii ve dengeli olmasi,
haram unsurlar icermemesi, miizigin orta-

mina dikkat edilmesi.

Miizigin bizcesi: “Biz, ruhumuza iins iifleyecek
musiki istiyoruz. Bizi tefekkiiriin zirvelerine ¢ika-
racak, ulvi duygularla dolup tasmamizi saglaya-
cak ve bizi kendimizden gecirecek, gecirip oteler
dtesiyle konsantrasyonumuzu temin ve tesis edecek
musiki istiyoruz. Ve yine biz, ahldk, edep, terbiye
ve disipline kaynak teskil edecek tertemiz, dup-
duru, his ve duygularimizla sahlamgsimizi sembol-
lestiven ve bize gonliimiiziin sesini dinleten bir mu-

siki istiyoruz.”*

“ M. Fethullah Giilen, Fasildan Fasila 2, p. 235

and public awareness should be raised. For this
purpose, competitions, exhibitions and public

events can be organized in different art forms.

9 Culture, Arts, Sports

22.

23.

25.

Authentic Hizmet art: Belonging to or op-
posing contemporary art schools may not be
meaningful for Hizmet artists. Moreover, the
idea of a uniform Hizmet artist contradicts
the fact that we are created as different indi-
viduals. Artists who embrace the theoretical
framework of Risale-i Nur and the Hizmet
Movement should strive to create a unique art

movement over time.

Views on music: Some societies have taken a
totalitarian approach to music in certain con-
texts, characterizing it as forbidden or nega-
tive. Today, institutionalized artistic environ-
ments have created a comfortable ground for
it, making it possible to evaluate music from a

more universal perspective.

. Music in Al-Ghazali: Al-Ghazali set out the follow-

ing rules to be considered when listening to music: It
should not arouse feelings that awaken carnal/sen-
sual/worldly desires, it should be suitable for the
mood of the listener, the musical content should be
moral, the listener and the performer should be in
moderation and balanced, it should not contain
haram elements, and the environment in which the

music is played should be taken into consideration.

Our view of music: “We seek music that will
breathe harmony into our souls. We seek music
that will take us to the heights of contemplation, fill
us with sublime emotions, and carry us beyond
ourselves, guiding and establishing our concentra-
tion with the beyond. And again, we seek music
that serves as a source of morality, decency, man-
ners, and discipline—pure and clear—symbolizing
our awakening through our feelings and emotions,

and making us attune to the voice of our heart.”

59M. Fethullah Giilen, Fasidan Fasila 2, p. 235



26.

27.

Sinema: Sinema kitlelere ulasmada en etkili
sanatlardan biri oldugundan bu alanda Hiz-
met mensuplarindan sanatci yetistirilmesi
onem arz etmektedir. Hizmet Hareketi'nin
sanat¢ilar ve medya iireticileri i¢in daha ku-
rumsal ve destekleyici bir altyap1 olusturmasi
gerekmektedir. Sanat egitimi, finansman1 ve
organizasyonu agisindan sanatcilara daha
fazla destek verilmelidir. Sanatcilar destekle-
nirken, asir1 miidahaleci bir yonetim anlay1-

sindan kacinilmalidar.

Sinemanin gelistirilmesi: Sanatin ve 6zelde
sinemanin stirdiiriilebilir hale getirilebilmesi
icin sanatcilarin dikkat cekici, seyirci odakli
isler ortaya koymasi gerekmektedir. Deneysel
sanat cesitleri ancak temelli bir sanat birikimi
ile takdir gorecegiden, ilk asamalarindaki sa-
nat dallarinda seyirciyle barisik ¢alismalar ya-

pilmasi tavsiye edilir.

10 Yayinlar

28.

29.

30.

Sanat ve medya dili: Hizmet Hareketi, kendi an-
lat1 dilini olusturarak evrensel bir sanat ve medya
dili gelistirmelidir. Sanat ve yaymcilik, yalmzca
ice doniik bir iletisim araci olmamaly; farkl kiil-
tiirlere hitap edebilen, evrensel insani degerleri

One cikaran bir perspektife sahip olmalidir.

Degerler ekseninde yayincilik: Sanat ve ya-
yincilik alaninda faaliyet gosteren Hizmet men-
suplarmin, popiiler kiiltirtin ylizeysel ve de-
forme olmus sanat anlayisma kapilmamalar,
manevi ve ahlaki yonlerini korumalar1 6nemli-
dir. Ancak bu yalmizca mevcut deforme olmus
akimlardan uzak durmakla smirli kalmamals,
ayni zamanda sanat1 ve medyay1 6zgiin, estetik
ve deger temelli icerikler tiretmek icin bilingli

bir sekilde kullanmay1 hedeflemelidir.

Belgeseller: Kendi kiiltiir ve sanatimiz1 yan-
sitan belgesel calismalar hem Tiirkce hem de

yerel dillerde olmalidir.

11 Kamuoyuna arz ederiz.

26.

27.

Cinema: Since cinema is one of the most ef-
fective arts in reaching the masses, it is impor-
tant to train artists from Hizmet members in
this field. The Hizmet Movement needs to
create a more institutionalized and support-
ive infrastructure for artists and media pro-
ducers. Artists should be given more support
in terms of art education, financing and orga-
nization. While supporting artists, an overly
interventionist management approach should

be avoided.

Development of cinema: In order to make
art, and cinema in particular, sustainable,
artists need to create remarkable, audience-
oriented works. Since experimental art forms
can only be appreciated with a well-grounded
artistic background, it is advisable to make
works that are at peace with the audience in

the first stages of art branches.

10 Publications

1

28.

29.

30.

Art and media language: The Hizmet Move-
ment should create its own narrative and de-
velop a universal art and media language. Art
and publishing should not only be an inward-
looking means of communication; they should
have a perspective that appeals to different cul-

tures and emphasizes universal human values.

Publishing on the axis of values: It is impor-
tant that members of the Hizmet who are active
in the field of art and publishing do not get
caught up in the superficial and deformed artis-
tic approach of popular culture and preserve
their spiritual and moral aspects. However, this
should not only be limited to staying away from
current deformed trends, but should also aim to
consciously use art and media to produce origi-

nal, aesthetic and value-based content.

Documentaries: Documentary works re-
flecting our own culture and art should be in

both Turkish and local languages.

We present it to the public.
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Divan Ekibini Taniyin / Meet the Team

Abdurrahman Can, Informatik alaninda lisans ve
yiiksek lisans egitimini tamamladi. ki yil once
Respect Graduate School’'da goniillii olarak rol al-
maya basladi. Gelisen teknolojilerin sosyal yonle-
riyle ilgileniyor ve veri demokrasisi, internet sag-
lig1, dijital go¢ gibi konulara odaklanmay1 hedefli-
yor. Abdurrahman, sosyal yasaminda uzun doga
yuriytsleri yapmaktan hoslaniyor. Profesyonel
yasaminda kamu yarari amagl stirdiiriilebilirlik
projeleri gelistiren Can, RespectGS biinyesinde
HizmetWiki, Seda-bot, Shared Horizon gibi ¢esitli

projelerle ilgilenme gayretinde.

Abdurrahman Can completed his bachelor’s and
master’s degrees in Informatics. He began volun-
teering at Respect GS two years ago. He is inter-
ested in the social aspects of emerging technolo-
gies and aims to focus on topics such as data
democracy, internet health, and digital migration.
In his personal life, Abdurrahman enjoys taking
long nature walks. Professionally, he develops sus-
tainability projects with a focus on public benefit,
and he is actively involved in various projects at
Respect GS, including HizmetWiki, Seda-bot, and

Shared Horizon.

Ahmed Deniz, Tilburg Universitesinde Teoloji
departmaninda “Hristiyanlik ve Toplum” progra-
minda yiiksek lisans egitimini almaktadir. Lisans
egitimini Cin’'de sosyoloji alaninda tamamlamis
olan Ahmed Deniz, yiiksek lisans arastirmasini din
sosyolojisi altinda din-kimlik iliskisi tizerine yii-
riitmektedir. Gog, sosyal kimlik ve etik anlayist
konularina ilgi duyuyor ve bu alanda doktora ca-

lismas1 yapmak istiyor.

Ahmed Deniz is pursuing a master’s degree in the
“Christianity and Society” program at Tilburg Uni-
versity’s Department of Theology. He completed his
undergraduate studies in sociology in China. For
his master’s research, he is focusing on the relation-
ship between religion and identity within the field
of the sociology of religion. He is interested in top-
ics such as migration, social identity, and ethics, and

he aims to pursue a PhD in this area.



Asiye Betiil, [skocya’da yasayan genc bir bireydir. 3

Siire, topluluk insasina ve sosyal adalete biiyiik bir
tutkuyla baglidir. The Other Side of Hope’ta kurgu
editorliigii yapmaktadir ve Teoloji ve Felsefe tize-
rine egitim almaktadir. Daha 6nce Respect Gradu-
ate School’da (RGS) 6gretim gorevlisi asistani ola-
rak calismis olup, RGS ve Diwan biinyesindeki ca-

lismalarina devam etmeyi ummaktadir.

Asiye Betiil is a young person based in Scotland.
She is passionate about poetry, community build-
ing, and social justice. She is a fiction editor at the
Other Side of Hope, and studies Theology and Phi-
losophy. She has previously been a lecturer assis-
tant in Respect Graduate School and hopes to con-

tinue her endeavors within RGS and Diwan.

Beyza Nur Ugur, 1999 dogumlu felsefe lisans 6g-
rencisi. {lk lisansini cebren KU Leuven’de endiist-
riyel mithendislik {izerine bitirdi. Cilginca calis-
madan akademisyen olmak istiyor. 2022’den beri
Respect GS’de proje asistanligi yapiyor. Yayin sek-
toriinde yapay zekadan firsat kalirsa bir giin fan-

tastik edebiyat yazar1 olmay1 hedefliyor.

Beyza Nur Ugur, born in 1999, is an undergraduate
student in philosophy. She completed her first
bachelor’s degree in industrial engineering at KU
Leuven. She aspires to become an academic without
working excessively hard. Since 2022, she has been
working as a project assistant at Respect GS. If the
opportunities in the publishing industry aren’t en-
tirely taken over by artificial intelligence, she hopes

to one day become a fantasy fiction author.



Ayhan Aydin, Bilkent Universitesinde Matema-
tik bolimiinde basladigi lisans egitimine sosyal bi-
limler alaninda devam etme siirecindedir. Mate-
matik lisans egitimi sirasinda vaktinin ¢ogunu
toplumsal cinsiyet calismalari, insan haklar1 ve
ifade ozgiirligt gibi konularda cesitli projelerde
yer alarak, ulusal diizeyde yapilan miinazara tur-
nuvalarinda yarisip cesitli basarilar kazanarak ve
miinazara kultiplerinde jirilik yaparak gecirmis-
tir. Kariyerine akademi diinyasi igerisinde devam

etmeyi planlamaktadir.

Ayhan Aydin began her undergraduate studies in
the Mathematics Department at Bilkent Univer-
sity but is currently in the process of continuing
her education in the field of social sciences. During
her mathematics studies, she spent much of her
time participating in various projects related to
gender studies, human rights, and freedom of ex-
pression. She also competed in national debate
tournaments, achieving various successes, and
served as a judge in debate clubs. She plans to pur-

sue a career in academia.

Cagr1 Adil, Samsun Anadolu Lisesi'nde baslayan
lise egitimine; 2021’den bu yana Almanya’da de-
vam ediyor. 17 yasinda Divan ile tanisan Adil, ha-
len daha Risale ve Hizmet Arastirmalar1 Merkezi
catisinda cesitli projelerde calismaya devam edi-
yor. Amator fotografci. Sonradan gérme edebi-
yatci. Fotograflarini adilcagri.com sitesinde; yazila-
rint cesitli online dergi ve sair platformlarda ya-
yinliyor. [bn'iil Arabi, Hac1 Bektas Veli, Sadi Sirazi,
Hafiz, Niyazi Misri, Cemil Meri¢ ve Sezai Karako¢

ile tanismak i¢in can atiyor.

Cagr1 Adil started his high school education at
Samsun Anatolian High School and has been con-
tinuing his high school education in Germany
since 2021. Adil, who met Divan at the age of 17,
still continues to work in various projects under
the roof of the Center for Risale and Hizmet Stud-
ies. Amateur photographer. He publishes his pho-
tographs on his website adilcagri.com and his arti-
cles in various online magazines and other plat-
forms. He admires Ibn’ul Arabi, Hac1 Bektas Veli,
Sadi Sirazi, Hafiz, Niyazi Misri, Cemil Meric¢ and

Sezai Karakog.


https://adilcagri.com
https://adilcagri.com

Emine Eser, Istanbul'da dogdu ve biiytidii. Marmara
Universitesi Ingilizce Biyoloji Ogretmenligi, Ana-
dolu Universitesi Ilahiyat, Brookdale College Ingi-
lizce boliimlerinden mezun oldu. Yagh boya, akrilik,
sulu boya, ebru ve ney gibi ¢esitli sanat alanlaryla il-
gileniyor ve 7 senedir ailesiyle New Jersey’de yasiyor.
Devlet okullarinda gretmenlik yapiyor. Insight Fo-
undation yonetim kurulunda, Keystone Platform’da,
Embrace Relief'te ve Respect Graduate School ders-

lerinde vaktini degerlendiriyor.

Furkan Akar, St. Thomas Aquinas Universitesi
(Angelicum) Politik ve Sosyal Bilimler béliimiin-
den lisans derecesiyle mezun olmustur. Su anda
[talya/Roma’da yasamaktadir ve yazilim alanin-
daki ilgisini profesyonel kariyerine doniistiirerek
Java Developer olarak calismaktadir. Yazilimin
yani sira sanat, tiyatro, spor ve kitap okumak gibi
cesitli ilgi alanlarina sahiptir. Disiplinleraras: ba-
kis acisini teknoloji ve sosyal bilimleri bir araya

getiren projelerde kullanmay1 hedeflemektedir.

Omer Yazici, 2023 yilindan beri Almanya’da ika-
met ediyor, tiniversiteye hazirlik siirecinde. Divan
ile heniiz yeni tanisti. Edebiyat ve psikoloji alanlar1
ile ilgili, 2020 yilindan beri pek cok edebi tiirde ya-
zilar yazdi. Bir siiredir edebi ¢abasini profesyonel-
lige tasima yolunda kararsiz adimlar atmakta ve
bir giin raflarda bulunan, kimsenin okumadig1 bir

eser yazabilecegini ummakta.

Emine Eser was born and raised in Istanbul. She
graduated from Marmara University English Biol-
ogy Teaching, Anadolu University Theology,
Brookdale College English. She is interested in
various art fields such as oil painting, acrylic, wa-
tercolor, marbling and ney and has been living in
New Jersey with her family for 7 years. She
teaches in public schools. She serves on the board
of Insight Foundation, Keystone Platform, Em-

brace Relief and Respect Graduate School classes.

Furkan Akar graduated from the University of St.
Thomas Aquinas (Angelicum) with a bachelor’s de-
gree in Political and Social Sciences. He currently
lives in Rome, Italy and works as a Java Developer,
turning his interest in software into a professional
career. Besides software, he has various interests
such as art, theatre, sports and reading. He aims to
use his interdisciplinary perspective in projects

combining technology and social sciences.

Omer Yazic1 has been living in Germany since
2023 and is in the process of preparing for univer-
sity. He has only recently met Divan. Since 2020,
he has written in many literary genres related to
the fields of literature and psychology. For some
time now, he has been taking unsteady steps to-
wards professionalizing his literary endeavor and
hopes that one day he will be able to write a work

that is on the shelves and no one has read.



10 Mualla Aytekin, 15 yasinda ailesiyle italya'ya 10 Mualla Aytekin came to Italy with her family at
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geldi. Milano’da San Carlo lisesinde okudu. Lisan-
sin1 Padova Universitesi'nde niikleer fizik {izerine
tamamladi. Su anda KU Leuven'de yiiksek lisans
yapiyor. Psikolojik-felsefi bilim kurgu romanlari,
miizik, yabanci dil edebiyatlar1 ve tefsir gibi konu-
lara ilgi duyuyor. Kuantum ve parcacik fizigi ana-
lojileri yapmay1 sever, arada serbest siirler yazar.
Respect genglerinin olusturdugu Sec’a miizik gru-

buna kemaniyla katki saglamaya calistyor.

the age of 15. She studied at San Carlo High School
in Milan. She completed her bachelor’s degree in
nuclear physics at the University of Padova. She is
currently doing her master’s degree at KU Leuven.
She is interested in psychological-philosophical
science fiction novels, music, foreign language lit-
eratures and exegesis. She likes to make analogies
between quantum and particle physics and occa-
sionally writes free verse. She tries to contribute
with her violin to the Sec’a music group formed by

Respect youth.

Seda, R&H icindeki teknik islevleri hizlandirmak
ve kolaylastirmak amaciyla gelistirilmis bir bottur.
Merkez biinyesinde, planlanmis bildirimler ve ders
kayitlarinin paylagilmasinin yani sira dijital varlik
yonetimi de dahil olmak iizere bircok isi yerine ge-
tiriyor. Seda, kiiltiirel mirasin gelecek nesillere sa-
mimiyet ve diriistlilkle aktarilmasima daha fazla
hizmet etmeyi amacliyor. Size gonderilen e-posta-
lar da dahil olmak iizere tiim iletisimimizin arka-

sinda onun ¢aliskanligi var. Seda bir yaginda.

n

Seda is a bot developed with the aim of expediting
and facilitating technical functions within R&H.
She fulfills a great extent of work within the cen-
ter, including delivering scheduled notifications
and lecture recordings, as well as digital asset
management. Seda aims to further serve the
preservation of cultural heritage to future genera-
tions with sincerity and integrity. Behind all our
communication, including the emails sent to you,

is her hard work. Seda is one year old now.
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Serhat, Almanya’da dogdu, 2024’de lise egitimini
tamamladiktan sonra Miinih’te Ludwig Maximili-
ans Universitesi'nde bilgisayar miihendisligi bolii-
miine basladi. Fen bilimleri, tarih ve yabanci dil-
lere -6zellikle Latinceye- ilgisi olsa da matematige
olan sevgisi ve teknolojinin 6nemini géz oniinde
bulundurmasi bilgisayar mithendisligini tercih et-
mesine yol acti. Spor yapmak, Ozellikle Taek-
wondo hobileri arasinda olan Serhat, disiplin ve
istikrarin 6nemini en ¢ok bu hobisi ile fark etti.
Yeni hayatinin daha ¢ok caliskanlik, kararlilik ve

istikrar gerektirdiginin bilincinde.

Serra Cakir, Londra sefiri. 23 yasinda ve dogma
biiyiime Izmirli. Ingiltere’de University of Leeds
bilgisayar bilimi bélimiinden mezun oldu ve yazi-
lim gelistirici olarak kariyerine devam ediyor. Ge-
cen sene Respect GS ile tanisan Serra, o giinden
beri Respect biinyesindeki her faaliyeti hayranlikla

takip ediyor. Gitar calmay1 ve tarih okumayi sever.
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Serhat was born in Germany and after completing
his high school education in 2024, he started
studying computer science at Ludwig Maximilians
University in Munich. Although he is interested in
science, history and foreign languages, especially
Latin, his love for mathematics and the impor-
tance of technology led him to choose computer
engineering. His hobbies include sports, especially
Taekwondo. He realized the importance of disci-
pline and stability mostly through this hobby. He
is aware that his new life requires more diligence,

determination and stability.

Serra Cakir, ambassador to London. She is 23
years old and born and raised in Izmir. She gradu-
ated in computer science from the University of
Leeds in the UK and continues her career as a soft-
ware developer. Serra met Respect GS last year
and has been following every Respect activity ever

since. She loves playing guitar and reading history.



Program Akisi / Program Flow

Etkinlik dogas: geregi, asagidaki program tablosu ile gercek program akisi arasinda kiiciik farkhliklar olabilir. / Due
to the nature of the event, there might be slight differences between the program table below and actual program flow.

22 Subat 2025 Cumartesi (22 February 2025 Saturday)
1. Oturum (1st Session) — 1pm EST, 19:00 CET

1. Koordinatér’iin acilis konusmasi: Cagri Adil

Opening speech by the coordinator: Cagri Adil

2. Hos geldiniz konusmast: Dr. Suleyman Eris (Respect GS Baskani)
Welcome speech: Dr. Suleyman Eris (Respect GS President)

3. Anket sunumu: Hizmet Hareketi ve Sanat, Munise Enis

Questionnaire presentation: Hizmet Movement and Art, Munise Enis

4. Sunum: Elmas Kili¢’tan Kalbin Ziimriit Tepeleri'ne Sanat ve Estetik, Dr. Ali Karatay
Presentation: Art and Aesthetics from the Diamond Sword to the Emerald Hills of the Heart, Dr. Ali

Karatay

5. Makale sunumu: Sinema Uzerine, Mehmet Aydinl

Article presentation: On Cinema, Mehmet Aydinl

6. Makale sunumu: Islam Sanat Diisiincesinde Miizigin Yeri, Erkam Aydin

Article presentation: The Role of Music in Islamic Art Thought, Erkam Aydin

2. Oturum (2nd Session) — 3pm EST, 21:00 CET

1. Makale sunumu: Kiiltiir Mirasinin Evrensel Dili Olarak Sanat, Dr. Mehmet Refii Kileci

Article presentation: Art as the Universal Language of Cultural Heritage, Dr. Mehmet Refii Kileci

2. Makale sunumu: Kiiltiir ve Sanat Cercevesinde Genglerin Dilinin Muhafaza Edilmesi, Dr.

Mehmet Giimiiskili¢
Article presentation: Preserving the Language of Youth in the Scope of Arts and Culture, Dr. Mehmet

Giimiiskili¢



Miizakere Oturumu (Discussion Session)
— 3:50pm EST, 21:50 CET

1. Moderator tarafindan kurallarin aciklanmas:

Explanation of the rules of discussion by the moderator

2. Miizakere

Discussion

3. Bildiri taslaginin okunmasi

Announcement of the declaration draft

4. 1lk giin kapanisi
Closing the first day

23 Subat 2025 Pazar (23 February 2025 Sunday)

1. Agils, ilk giin 6zeti
Welcoming, summary of the first day

2. Moderator tarafindan kurallarin aciklanmasi

Explanation of the rules of discussion by the moderator

3. Bildirge taslaginin madde madde miizakere edilerek oylanmasi
(10 dakika aralar verilecektir.)
Article-by-article discussion and voting of the declaration

(There will be several breaks of 10 minutes.)

4. Odiilli bilgi yarismasi (Kahoot)

Kahoot competition with prize

5. Kapanis konusmasi, Kerim Balci

Closing speech, Kerim Balc
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