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KILDEN CICEKLER:

NERMIN KURA'NIN GULISTAN|

CLAY FLOWERS:

NERMIN KURA'S GULISTAN

Serpil Bagc:

Sanat alanlari ya da tUrleri arasinda sabrin, emedin,
yaplp bozarak, yorularak elde edilen bir maharetin
eseri olma niteligi belki de en ¢cok seramik sanati
Urlnleriyle dzdeslesir. Kuskusuz her tlrde,
sanatcinin kullandigi malzemeyi terbiye edebilir
hale gelmesi sarttir; ama seramik yaparken kile
hikmetmekten baska careniz yoktur, boyanin,
sirin atesle iliskisinin sonucu nasil etkileyecegini
6ngdrebilir yetkinlige gelmeniz gerekir. Bu sabir
ve inadi barindiran 6grenme ve yaratma sdlreci,
seramigi-ciniyi ‘geleneksel’ olana iyice yaklastirir.
Zaten topradin bir nesneye dénismek Uzere
kullanimi tarihsel olarak cok uzun bir gecmise
sahip olmasi yerlesik Uretim gelenegdini ¢cok eskilere
goétarar. iste Nermin Kura da, seramiklerinde
gecmisin teknik ve yaraticiliginin izini strayor,
kimi temel secimlerinde 6zellikle Osmanli dilinin,
begenisinin tercihlerinden ilham aliyor.

Nermin Kura, sanatci olmadan 6nce sanat
tarihcisi olmus. 1985 yilinda Paris 1 Pantheon-
Sorbonne Universitesi Sanat Tarihi B8Iim{’nden
mezun olduktan sonra, Bilkent Universitesi’nde
aldigi doktora egditimini 1995’te “Tunisian Tiles-
Ottoman Inspiration 16th-19th Centuries/Tunus

Within the arts and its various disciplines,
ceramic works probably bear witness the most,
to being the products of patience, effort, physical
engagement and manual labor. Without a doubt,
in all artistic-fields, it is imperative for the artist to
become knowledgeable about the materials they
use, however, in the domain of ceramics, one has
no choice but to acquire a good command over
clay, and also to develop foresight into how the
relationship between the glazes, and firing will
impact the end result. This process of learning
and creating, involving patience and persistence
brings the art of ceramics closer to that which is
“traditional”. The long history of the transformation
of clay into objects, takes its established production
traditions back to very ancient times. In this vein
of thought, Nermin Kura who has been researching
techniques and creative traditions of the past, has
chosen the visual language of Ottoman art as a one
of her sources of inspiration for her own ceramic
works.

Nermin Kura was trained as an art historian
before she became an artist. After graduating
from the Institute for African Studies at Paris - |






Al Al Moru Mor / Ignited
2013, Yiiksek pigirim kil ve sirlar | Stoneware and mid-range glazes, 37x30.5x10 cm

Kiilkedisi / Cinderella
1997, Yitksek pisirim kil ve sirlar | Stoneware and mid-range glazes, 30.5x15x20 cm



Cinileri-Osmanli ilhami. 16-19. Yuzyillar” baslikli
teziyle tamamlamis. Doktora tezi, arastirma ve
yazim slrecleriyle kisinin dlinyasina farkl isiklar
tutar, derinlesen bilgiyle derinlesen meraklar
acar. Aldigi egitimin Kura’nin yaraticiligina katkisi
kendisinin de belirttigi gibi dnemli gérinlyor.
Urdnlerinin ana ilham kaynaginin bitki-cicek dinyasi
oldugunu séylUyor sanatc¢l. Bu ilhamin doganin ta
kendisinden geldigi kuskusuz. Yanisira, yogunlukla
islam inancini benimsemis hamiler-masteriler
icin yaratilmis olan seramikten yapilmis nesne ve
duvar kaplamalarinda yasayan gecmis yUzyillarin
goOrsel gelenegdinin katkisinin Kura’nin sanat
anlayisini nasil besledigi de acikca gdzlenebiliyor.
Nermin Kura’nin 1996 ile 2013 arasinda
Urettigi islerinden olusan “SER” baslikl
serginin icerigi sanatcinin Urettigi eserlerden
bir grubun érnekleriyle bir tlr retrospektif
nitelik tasiyor. Yapitlarinin Osmanl seramik-
cini sanati ve cicek gelenegiyle kurdugu
iliskiyi gbzden gecirmenin, sanatcinin ugrasini,
yolunu, macerasini kavramada yarari olabilir.
Osmanli gérsel gelenedinde manzara resmi
en temel izleklerden biridir. Mekanlari él¢tli
bir sadelikle kaplayan ciniler, kullanilan seramik
nesnelerin Uzerindeki “bitkisel stslemeler”
bir Osmanli seyirci icin cennet bahgelerinin
ya da onlarin yeryUzindeki temsilcileri olan
saray ya da camiler-tekkeler gibi kamu
mekanlarinin bahcelerinin suretleridir.
Osmanli kaltirinde genellikle cennet
tasavvuruyla iliskili olarak algilanan bahcelerde
kaltive ciceklerin yetistirilmesi saraydan dagilan bir

1 Sanatgu islerini genellikle ytiksek 1s1da pigen, beyaz renkte bir kilden fitil
teknigini kullanarak bigimlendirir. Yapitlan biskiivi pisiriminden sonra astar
kullanmadan, piiskiirtme veya firca ile sirlar. Sirlarin cogunu kendisi hazirlar,
zaman zaman bazi hazir sirlar da kullanir. Kimi eserlerini, renklerin ve sirin
pisirimden sonraki gériiniimiiniin amacladig etkiyi saglamasi endigesiyle farkli

1silarda birden fazla kez firinlar.

Pantheon Sorbonne in 1985, she completed a
doctoral Dissertation entitled “Tunisian Tiles-
Ottoman Inspiration 16th-19th Centuries” at Bilkent
University in 1995. The research and writing

phases of a doctoral thesis brings a new depth

of information into a person’s world, opening up
new interests and perspectives. As Kura herself
indicates, the education she has received has had
a visibly important impact on her creative process.
The artist tells us that that the primary source of
inspiration for her work comes from the world of
plants and flowers, in other words, from nature
itself. On the other hand, it is also clearly that
Kura’s artistic sensibility has been nourished by the
contributions of a visual tradition of past times,
which lives on in ceramic objects, and wall tiles and
was created mainly for patrons and clients of the
Islamic faith.

Nermin Kura’s exhibition “SER” brings
together selected works from one of her genres;
florally inspired ceramics, created between
1996-2013, which displays the qualities of a
retrospective. It would be useful to review the
relationship of the art in this exhibition, with the
Ottoman ceramic-tile, and floral tradition, in order
to appreciate the artist’s creative endeavors!

Landscape and nature scenery is one
of the fundamental themes in the Ottoman
visual tradition. For the Ottoman viewer, “floral
decorations” on ceramic objects and wall tiles
covering wall surfaces in moderate simplicity, are
perceived as representations of paradise gardens
or their earthly counterparts; the gardens of

1 The artist usually builds her work with white stoneware with the coil technique.
Glazes are either brushed or sprayed directly on to the bisque. The glazes are
either prepared by the artist herself or ready made. The pieces are subjected to

multiple firings to obtain the desired effects on the glazes.



sehir gelenegdidir.2 Onaltinci yUzyilin ikinci yarisinda
istanbul’a gelmis Avrupalilar bu cicek merakindan
biraz hayret biraz da hayranlikla s6z ederler.
Gercekten de onbesinci ylzyil sonlarindan itibaren
yapllan portrelerinde bazi Osmanli sultanlarinin
gul, karanfil gibi cicekleri koklarken tasvir
edilmeleri, onlarin incelmis bedenilerine génderme
yaparken bir yandan da cicek meraklarini yansitir.
Onaltinci yGzyilin ikinci yarisindan itibaren bol
bol resmedilmis sehirli genclerin sariklarina
tutturduklari cicekler (bu cicekli sariklari mezar
taslarinda bile gdrebilirsiniz), kesme ciceklerin
sehrin sec¢kin kUltarinUn parcasi oldugunu goésterir.
Osmanli seyyah, aydin ve yazari Evliya
Celebi (61.1682), o mikemmel Uslubuyla,
mesela, Edirne Eski Cami’yi ve Uc Serefeli
Cami’yi anlatirken camilerin matevellilerinin
mevsimine gbdre bahcelerden topladiklari,
gul, sinbdl, nergis, zambak ve feslegenleri
yUzlerce hokkalarin, fagfuri ve kasi vazolarin
icine koyup saflarin arasina dizdiklerini aktarir.
Evliya’ya gore, glzelliklerinden ve kokularindan
cemaatin disari ¢ikacaklari gelmezmis.?
iste fillen ganlik hayatin icinde varlik
bulmus bu cicekler, Osmanli nakkaslarinin
tasavvur ve yaratilarinin ana konularindan biri
olmustur. Onaltinci yiizyilda istanbul’da 6zenle
cicek yetistirilen bir bahce, cagdasi ve énceki
sairlerin biyografileri hakkinda 1568’de yazdidi
Mesa‘irti’s-Su‘ard baslikl kitabinda Osmanli sair
ve edebiyat tarihcisi Asik Celebi tarafindan uzun
uzun anlatilir. Aralarinda bahce tasvirleri de
olan kagit oyma (kati?) yapitlariyla Un kazanmis

2 Osmanl bahgeleri ve ¢gicek kiiltiirii hakkinda daha genis bilgi i¢in bkz. Giilru
Necipogly, The Suburban Landscape of Sixteenth-Century Istanbul as a Mirror
of Classical Ottoman Garden Culture”, Theory and Design of Gardens in the Time
of the Great Muslim Empires, Ed. A. Petruccioli, Leiden, E.J. Brill, 1997, s. 32-71;
Nurhan Atasoy, Has Bahge: Osmanl Kiiltiirinde Bahge ve Cicek, Istanbul, Kitap

Yayinevi, 2011.

3 Evliya Celebi Seyahatndmesi. Topkapt Sarayr Bagdat 305 Yazmasinin
Transkripsiyonu-Dizini, Haz. Seyit A. Kahraman-Yiicel Dagly, c. 3, Istanbul, YKY,

1999, 8. 242-43.

palaces and public spaces, such as mosques and
dervish lodges.

In Ottoman culture, the cultivation of flowers,
in gardens, which were generally perceived in
terms of the concept of paradise, was an urban
phenomenon stemming from the palace.? In the
second half of the 16th century, Europeans who
came to Istanbul spoke about this tradition with
admiration and also a bit of surprise. Indeed some
Ottoman Sultan’s portraits made from the end of
the fifteenth century onwards, show them smelling
flowers, like roses and carnations which not only
testifies to their refined taste but also to their
interest in flowers themselves. From the sixteenth
century onwards, urban youths, abundantly
represented with flowers tucked into their turbans
(these flowered turbans can be seen even on
tombstones) show, that cut flowers were a part of
the elite culture of the city.

The Ottoman traveler, intellectual, and writer
Evliya Celebi (d. 1682) describes in his superb
style, the Old Mosque in Edirne and the Uc Serefeli
mosque, relating how the trustees of the mosques
collected seasonal flowers such as roses, hyacinths,
daffodils, lilies and basil, put them into porcelain
and ceramic vases arranging them in between the
rows. According to Evliya, the beauty of the flowers
and their smell made the faithful reluctant to leave.?

These flowers that had thus de facto found
an existence in daily urban life became the main
subject in the creations of Ottoman designers. In
the sixteenth century, in Istanbul, a garden in which
flowers were carefully cultivated was described

2 For information on Ottoman gardens and flower culture see. Giilru Necipogluy,
The Suburban Landscape of Sixteenth-Century Istanbul as a Mirror of Classical

Ottoman Garden Culture”, Theory and Design of Gardens in the Time of the Great
Muslim Empires, Ed. A. Petruccioli, Leiden, E.J. Brill, 1997, s. 32-71; Nurhan Atasoy,
Garden for the Sultan:Gardens and Flowers in the Ottoman Culture, Istanbul, Mas

Pub,, 2011.

3 Evliya Celebi Seyahatndmesi. Topkapt Saray: Bagdat 305 Yazmasiun
Transkripsiyonu-Dizini, Eds. Seyit A. Kahraman-Yiicel Dagly, vol. 3, Istanbul, YKY,

1999, pp. 242-43



I¢i Mavi / Blue Revelation
2000, Yiiksek pisirim kil ve sirlar | Stoneware and mid-range glazes, 33x25.4x10 cm



Efsanci Mehmed (6l. 1534), esas godrevi olan
divan katipliginden emekli oldugunda kendini
bahcesine adamistir. Asik Celebi, kagittan kestigi
ciceklerine 6vguler dizdligd Mehmed’in Unlu
bahcesine ektidi ciceklerin tohum ve sodanlarina
birer servet 6dedigini anlatir. Bize aktardiklarindan,
Mehmed’in bahg¢esinde bir botanist titizligi ve
sefkatiyle calistigi anlasiliyor.* Efsanci Mehmed’in
onaltinci ylUzyilin cicek suretlerini anlamakta
kilit bir 6nemi var, zira Mehmed’in, bir tar bilim
adami ve sanatcilidi birlestiren kimligi, Osmanli
nakkaslarinin birer ‘tip’e ddntismuUs olmakla birlikte
cicekleri ‘aslina uygun’ temsil etme egilimlerinin
baglamini anlamamiza yardim eder. Tipki, ayni
yUzyilin sonlarinda Hollanda’da Botanik bilimine
ve ilging bir bicimde 6zellikle Turkiye’den gelen
yeni tUrlerle de zenginlesen bahc¢elerde cicek
yetistirmeye merakin yayginlasmasinin ¢icek
resimlerinden olusan bir tara (stilleven) dogurmasi
gibi, istanbul’da da bu modanin sanat UrUnlerindeki
tezahUrG duvar cinilerinin ve seramiklerin Gzerinde
acmaya devam eden cicek tasvirleriyle olur.
Seramik sanatinda &zellikle iznik atdlyelerinde
yapilmis kaplarda ve cinilerde hakimiyetiyle
6ne cikan cicek tasvirlerinin dogumu saray
nakkashanesinde kitap sanatcilarinin elinden
olmustur.® Kuskusuz Osmanli nakkas-ressamlarinin
Uretimi diger islam Ulkelerinin gelenegiyle
baglantilidir; onaltinci ylzyilda bazi Safevi
yazarlari tarafindan hattat, nakkas ve diger
kitap sanatg¢ilarinin biyografileri Gzerine yazilmis
metinlerde, sanatcilarin uyguladiklari nakis tarzlari
aciklanmistir. Bu tarzlarin kimileri /s/imi (islami),

4 Agik Celebi, Mega irii’s-Su‘ard. Inceleme-Metin, Haz. Filiz Kilic, Istanbul,
Istanbul Aragtirmalan Enstitiisg, c. 2, s. 998-99. Kagit oyma bahgeler igin Filiz

Cagman, “Biiyiildi bir Diig Alemi Bu Cennet Bahcesi”, Tayf Art, 1 (1993), s. 34-51.

5 Osmanl seramik ve ¢ini sanatinin teknik ve tislup &zellikleri, saray
nakkaghanesiyle baglantilar konusunda derinlikli bir inceleme i¢in bkz. Nurhan
Atasoy-Julian Raby, Iznik: The Pottery of Ottoman Turkey, London, Alexandria
Press, 1989.

in length by the poet and literary historian Asik
Celebi, in his book Mesdiri’s- suard; a biography of
contemporary and older poets. Efsanci Mehmed
(d. 1534), who had won great fame with his paper
decoupage works among which were also garden
depictions, dedicated himself to his garden upon
retiring from his principal occupation as the
chancery scribe. Asik Celebi who praises Mehmed'’s
paper decoupage flowers, tells that he paid a
fortune for the bulbs and seeds that he planted in
his garden.

From what Asik Celebi tell us, we
understand that Efsanci worked in his garden
with the tenderness and meticulousness of a
botanist.* Efsanci Mehmed is of key importance
to understanding sixteenth-century flower
representations, as a he was a quasi scientist-artist.
His dual interests shed light to the context behind
the tendency of Ottoman designers to preserve the
descriptive and authentic qualities of the stylized
flowers they created. The spreading interest for
botanical knowledge, and cultivation of gardens,
enriched with new varieties of flowers coming
from Turkey, gave rise to the floral still lifes as a
genre (stilleven) in Holland at the end of the same
century. Similarly, the echoes of this trend could be
followed in Istanbul, in the floral representations
that bloomed on the ceramic pieces, and wall tiles
of the époque.

In the ceramic arts, the floral depictions
prominent on vessels and tiles produced in Iznik
workshops were born in the hands of book artists
working in the Ottoman imperial studio.® Visibly,

4 Agik Celebi, Mesa irti’s-Su‘ard. Inceleme-Metin, Ed. Filiz Kilig, Istanbul, Istanbul
Aragtirmalar1 Enstitiisi, vol. 2, pp. 998-99. For cut paper gardens: Filiz Cagman,

“Biiyiilil bir Diig Alemi Bu Cennet Bahgesi”, Tayf Art, 1 (1993), pp. 34-51.

5 For a detailed analysis regarding technical and stylistic characteristics, of
Ottoman ceramic and tile art and their connections with palace design workshops
see: Nurhan Atasoy-Julian Raby, Iznik: The Pottery of Ottoman Turkey, London,
Alexandria Press, 1989. For a recent publication see. Walter B. Denny, Iznik. The

Artistry of Ottoman Ceramics, London, Thames & Hudson, 2004.



Seslenis / Voice
1998, Yiiksek pisirim kil, yiiksek ve alcak pigirim sirlar | Stoneware, mid-range and low-fire glazes, 45.5x38x30.5 cm



Siislii / Ornamental
1998, Yiiksek pigirim kil ve sirlar | Stoneware and mid-range glazes, 48x40x20 cm



Boncuklu Ana / Mother of Beads
2000, Yitksek pisirim kil, yliksek ve al¢ak pisirim sirlar | Stoneware, mid-range and low-fire glazes, 39x33x20 cm

Pembenin Mavileri / Bubble Gum Blues
2000, Yitksek pisirim kil ve sirlar | Stoneware, mid-range glaze, 43x28x17.5 cm






Frengi (Avrupa tarzi) Hatdy7 (Cin tarzi) gibi, ilham
aldiklar1 gorsel kaltlrle baglantilandirilarak; kimileri
Ebr (bulut, ebru), Vak (insan-hayvan baslariyla
biten kivrim dallar) ve Girih (geometrik ge¢cmeler,
dagumler) gibi motif-nakis bicimlerine goére
adlandirilmistir.t Belirli kurallar dogrultusunda
uygulanan ve esas olarak Usluplasmis, soyutlanmis
bir sanat diline ait olan bu tarzlar, Osmanli
nakkaslarinin dagarcigini da olusturmustur. Ote
yandan, 1540 civarinda Osmanli nakkaslari bu
repertuara yeni bir tarz ilave ederler: cicek veya
stkafe Uslubu. 1557°de Osmanli sarayinin bas
nakkasi gbrevine getirilen Kara Memi’nin yaratisi
olan bu nakis-tasarim tarzi 6zellikle 50°li yillardan
sonra Osmanli goérsel diinyasina hakim olmustur.”
Zaman icinde tasvir gelenegdinin kendi dinamigiyle
dénlsmesi, farkl anlayislarin benimsenmesiyle
cicek suretleri de farkl tarzlarla betimlenmis,
6zellikle onsekizinci ylzyilda ciceklerle ilgili
kitaplarin resimli nUshalarindaki érnekleriyle
de tek ya da demetler halinde nakkaslarin
konularini olusturmaya devam etmistir. Saray
nakkashanesinin kitap sanati Ustadlarinin yine
sarayin ve sehrin ilgi ve egilimleri dogrultusunda
yarattigi bu cicek Uslubu Osmanli sanatc¢ilarinca
seramik, ¢ini yaninda, tas isleri, siva veya ahsap
Uzerine boyama, hali, kumas gibi bircok farkli
malzemeye, farkli boyutlarda uygulanmistir.

iste Nermin Kura, bu gérkemli sanat kUltrinG
cagdas bir bakisla ve kendi duyarhdiyla yorumlar.
Yapitlarini yalin, isildayan renklerle boyar.
Birkac 6rnek disinda boyalari dogrudan surer,
safligiyla oynamaz. Bu renkler yapitlarin bicimsel

6 Pek ok kitap ve makaleye konu olmus iznik seramikleri hakkinda en yakin
tarihli yayin Walter B. Denny tarafindan yapilmistir: Iznik. The Artistry of Ottoman

Ceramics, London, Thames & Hudson, 2004.

7 Bu nakis tisluplan birkag metinde tekrarlanir, bunlar arasinda en tinliisii, 1590
sonlarinda yazilmig Kadi Ahmed’inkidir. Bu metinde tanitilan yedi ayn tislup-

tarz i¢in bkz. Calligraphers and Painters. A Treatise by Qadi Ahmad, Son of Mir
Munshi (circa A.H. 1015/A.D. 1606), Ingilizce’ye gev. V. Minorsky, Washington, D.C,,
Freer Gallery of Art Occasional Papers, 1959, s. 178

the productions of Ottoman painter-decorators
are closely linked to the traditions of other Islamic
lands. In the sixteenth century, Safavid biographies
written on calligraphers, decorators, illuminators
and other artists of the book, as well as on the
different types of designs they used have been
explained in length. Some of these styles have
been described as fs/imi (islamic), Frengi (in the
European manner), Hatayi (in the Chinese manner)
depending on the visual culture that inspired
them. Other styles have been named according

to their motifs and decorative designs such as

Ebr (cloud, marbling), Vak (curvilinear branches
ending with human-animal heads), and Girih
(geometric interlaces and knots).® These modes
used according to specific rules constituted a
stylized and abstract artistic language which no
doubt, also became a part of the visual vocabulary
of Ottoman designers. On the other hand, around
1540, Ottoman designers added another style to
their repertory consisting of images of flowers
such as roses, tulips, hyacinths, carnations,
narcissus, mostly together with full blossomed
prune trees. This style, created by Kara Memi who
was elevated to the position of head designer of
imperial studio in 1557, became dominant in the
Ottoman world after the 1550’s.” Over time, these
traditions of representation evolved according to
their own dynamics. With the espousal of different
sensibilities, floral representations came to be
depicted in different styles up to the eighteenth
century, where in illustrated copies of flower
books, one can still see representations of single

6 These decorative styles are repeated in several texts, the most famous one
among them was written in 1590 by Kadi Ahmed. For the seven styles and modes
related in this text see: Calligraphers and Painters. A Treatise by Qadi Ahmad,
Son of Mir Munshi (circa A.H. 1015/A.D. 1606), Translated from the Persian by V.
Minorsky, Washington, D.C,, Freer Gallery of Art Occasional Papers, 1959, p. 178.

7 For Kara Memi and his creations see: Michael J Rogers, “Kara Mehmed Celebi
(Kara Memi) and the Role of the Ser-nakkéasan”, Soliman le Magnifique et sons
Temps, Ed. Gilles Veinstein, Paris, 1992, s. 227-38; For the Ottoman royal studio
see: Esin Atil, The Age of Sultan Stileyman the Magnificent, Exhibition Catalogue,
Washington-New York, National Gallery of Art-Harry N. Abrams, Inc, 1987, pp.
29-36.



&gelerini vurgulayarak birbiriyle iliskilendirir, ama
herhangi birine UstlUnlUk bahsetmez. Bir sekilde
bicimin dengesine omuz verir, destekler. Blyuk
Olcude iri, hacimli ciceklerden olusan sergideki
yapitlara, saf, yalin etkileriyle parlayip ¢agiran
renkler ve birkac temel bicim hikmetmektedir.
Eserlerden bazilari, mesela, ‘KUl Kedisf’,
‘Limonun RUyas!’ ve ‘Mavinin icinden’de oldugu
gibi, birbirinden dogup katmanlanarak, usulca
uzanarak acilan melez ciceklerdir. Sanki bir
kaba yerlestirilmislerdir; kabin formu da bir
cicedi besleyen, saran alt yapraklarindan
mUlhemdir. Sergide gdsterilen iki ‘canak’ da bir
bitkinin yumusak, ince, ama saglam yapraklarini
getirir akla; zaten sanat¢i da bu yapitlarina,
bitkilerin dinyasina atifta bulunan ‘Yesil
Barinak’ ve ‘Gék Gonca’ adlarini vermistir.
Sergideki eserlerin bUyUk ¢cogunlugu, esas
olarak kimileri melez, hayal GrinU ciceklerin
kat be kat blyUtilmuUs olanlarindan olusur.
1997-2000 arasinda yaptigi ‘Susll’, ‘Seslenis’,
‘Kadifeden Kesesi’, ‘Havva’'nin Hediyesi’, ‘Akisina
Birak’ gibi islerinde oldugu gibi, yan yana duran,
birbirine eklenen, birbirine degen, stzllerek
yukari ydénlenen ovalimsi formlar-ta¢ yapraklar,
kendi baslarina birer varlik tasirken, yalniz
degildirler. Bitisiklerindeki ‘es’leriyle tamamlanirlar,
ortakliklarindan da genellikle bir cicegdi hatirlatan
birer meyve fiskirir. Bu formlari baska bir ebatta
algilamaya kalkarsaniz, bazilari bas asagi duran
lalelerin tac¢ yapraklarina buyUtecle baktiginizi
varsayabilirsiniz. Yukari uzanan ve mutlaka ac¢ilan
formlar, bir sekilde size uzanir ve muhtevasini sunar.

flowers or bouquets, which show the continuing
importance of this subject for painter-decorators.
This floral language developed by masters of
the arts of the book at the palace workshops in
accordance with the interests and inclinations of
the palace and the city, was also applied not only
to ceramics but also to stone works, painting on
plaster or wood, carpets, fabrics and on many
other materials in varying scales and formats.

From the vantage point of her personal
sensibilities, Nermin Kura interprets this impressive
artistic culture from a contemporary perspective.
She glazes her ceramics in bold vibrant colors,
applying them directly on to the bisque wares.
These colors speak to the structural and
compositional properties of the forms without
prioritizing any particular area, thus maintaining an
overall balance and harmony. The work in the show
includes a series of large flowers with clear and
bold colors, governed by a number of basic forms.

Some of the works such as “Cinderella”,
“A Lemon’s Dream” and “Out of the Blue” are
hybrid flowers that seem to rise and grow out of
themselves in layers that gently ascend upwards.
It is as though they had been placed in a vessel of
nurturing and wrapping leaves. Two bow! forms
shown in the exhibition also bring to mind the soft,
thin but solid leaves of a plant, to this effect, the
names given to them by the artist; “Blue Bud “ and
“Green Abode” harken to the world of plants.

The large majority of the works in the
exhibition are essentially hybrid, imaginary
flowers, enlarged multiple times. “Ornamental”,



Nar Tanem Nur Tanem / Born from The Red
2013, Yiiksek pisirim kil, sirlar ve diger malzemeler | Stoneware, mid-range glazes and non-ceramic materials, 43x33x10 cm

Verilmisg Sézler /I promises I
2013, Yiiksek pisirim kil ve sirlar | Stoneware, mid-range glazes, 43x35.5x12.7 cm






Kadifeden Kesesi / Festive Pouch
2000, Yitksek pisirim kil, ytiksek ve alcak pisirim sirlar | Stoneware, mid-range and low-fire glazes, 45.5x38x30.5 cm



Nermin Kura, seramiklerinde bu zarf-mazruf
meselesiyle ugrasir. Bicimleri icindekileri gizlemez;
yva acilan agdzindan gdsterir icini, ya baska bir
bicime dénUstUrlp uzatir, ya da bedeninin
yanindan, altindan, baska bir renge blUrinmus
olarak gosterir. Bdylece cicekler ve cicedi
hatirlatan kaplar hikdye anlatir gibi iclerini dokerler,
kendilerini kesfetmenize yardim ederler. Kimileri,
‘Verilmis So6zler’de oldugu gibi, ana bedenin
bicimini yineleyen minik nislerin icinden birer pitrak
gibi seyirciye gdz kirpan parlak minik cicekleriyle
gelecekle simdiyi, doguracakla dogurulmus olani
tek zamanda yasatirlar. Bu pitraklarin boyutlari
birer tohum gibi g&sterir onlari, oysa dikkatle
bakarsaniz, minik birer cicektirler. ‘Ali Al Moru
Mor’ da daha nazli ve utangac olmakla birlikte

Kura’nin bicimlerinin en etkin ilhaminin
ciceklerin dlnyasindan geldigdi aciktir. Nitekim
sanatcinin, burada birkac érnegdi sergilenen,

‘Floral Photos/Ciceksi Fotograflar’ baslidi altinda
topladidi fotograflari, g6z ucuyla bakmakla
algilamadigimiz piril piril renklerine, yumusak
dokularina ve bicimlerine yaklasip, hem nasil melez,
hem nasil ayni, hem de nasil biricik olduklarini
anlamaya merakini yansitiyor. Bu fotograflara
yansiyan ayrintilariyla cicekler bir yandan
bUyUyorlar, bir yandan da yapisal bltUnlUklerinden
ya da sinirlarindan kurtulup ciceksi imgelere
dénlstyorlar. Nermin Kura’nin yapitlarinda, ‘Ciceksi
Fotograf’larda oldugu gibi, cicekler kirilganlik ile
saglamhgi baristiran, hem yalin hem de karmasik
straktirleriyle, ama blyUttlmus dlceklerle

Havva’nin Hediyesi / Eve’s Gift

2000, Yiiksek pisirim kil ve sirlar | Stoneware, mid-range glazes, 37x30.5x15 cm

Limonun Riiyas1 / Lemon’s Dream

“Voice”, “Festive”, Eve’s Gift”, “Go with the Flow”
created between 1997-2000 consisting of oval
forms crowned with leaves reaching upwards, are
not alone. They stand connected to their double
as a pair, sending forth from their midst, a fruit
reminiscent of a flower. If one tries to look at these
forms from another dimension, with some of them,
it may feel like looking beyond the petals of an
upside down tulip’s petals with a magnifier, and
seeing other opening forms reaching up to us,
revealing their contents.

Nermin Kura deals with the issue of
containment in her ceramics. She does not
conceal what her forms hold within, revealing
them either through their openings, by extending
them outwards, from the side, or by transforming
their color. Thus these vessels inspired by flowers,
communicate with us, and help us discover their
inner stories. In other works, such as “Promises”,
small niches mirroring the form of the main pod
are filled with little seeds crammed with tiny
flowers winking at the viewers, enabling them to
experience the future and the present, that which
has been given birth to, and that which will be
born, all in one single moment. The sizes of these
life capsules give them a seed like appearance,
however, they are actually made up of tiny little
flowers. Although the vessel entitled “Ignited” may
look shyer or more covert, it too reveals to the
viewer, the promise it holds within.

It is clear that the most influential inspiration
in Kura’s forms in this body of work comes
from the world of flowers. In three examples of

2000, Yitksek pigirim kil, yliksek ve alcak pisirim sirlar | Stoneware, mid-rangeand low-fire glazes, 43x18x18 cm









Yesil Barinak / Green Pod
1996, Yiiksek pisirim kil ve sirlar | Stoneware, mid-range glazes, 22x37x15 cm



Gok Konca / Blue Bud
1996, Yiiksek pisirim kil ve sirlar | Stoneware, mid-range glazes, 22x30.5x18 cm



yeniden kurgulanir. Sanat¢i doganin vazge¢gmedigi
simetrisine, cinselligine ve ayrinti zenginligine
sadik bir bicim ve renk diliyle giceklerini adinin
Farsca’daki anlamiyla (Nermin Farsc¢a’da
yumusak, latif demek) uyumlu bir sefkatle
Nermince’ye tercime edip, uyarlayip, yorumlar.
Kura’nin eserlerinde oldugu gibi Osmanli
sanatinda da uygulama-uyarlama sézclgu bir
yandan teknik bir terime tekabul ederken, bir
yandan da temsil anlayisindaki bezeme-tezyin
egilimine isaret ediyor. Ama belki daha énemlisi,
buglnkl tabirlerle ‘sGsleme’ ve ‘resmetme’
arasinda fark gdzetmeyen, stslemeyi de doganin
dogrudan tekrari olarak gdren bir tutumu
yansitmasi. Nitekim glizel sanat- sGsleme sanati
farkhlasmasi Osmanli-islam gérsel kiltird icin
pek de gecerli degdildir. Sanat-zenaat arasindaki
sinir da hep gecislidir; buglnkl anlamiyla sanatci
yoktur, hUiner sahibi, Gstad vardir8 iste hiiner
sahiplerinin ellerinde bahcelerdeki, hokkalardaki,
genclerin sariklarindaki ciceklerin birer motife
dénlsmaus suretleri, ‘fizyonomik’ 6zellikleri carpici
ayrintilariyla éne cikarilarak, dlcekleri degistirilmis
yeni bir gerceklik icinde Gsluplastirilarak tasvir
edilmis olmalarina ragmen, aslinda dogrudan
tabiat gercekligine ayna tutarlar. Tasavvuf
edebiyatinin en énemli mecazlarindan olan
‘ayna’, aslin-gercedin suretini gdsterir, sabir ve
sevgiyle ne kadar parlatilirsa gercede o kadar
yaklasir, gercegin ta kendisi olmaya baslar. islam
edebiyatinda yaygin bir topos olarak pek ¢ok
yazar tarafindan klcUk degdisikliklerle tekrarlanan
bir anlatida ressamlar arasinda yapilan yarismada

8 Kara Memi ve iislubu i¢in: Sitheyl Unver, Miizehhip Karamemi, Istanbul,
Istanbul Universitesi, 1951; Michael J Rogers, “Kara Mehmed Celebi (Kara Memi)
and the Role of the Ser-nakkasan”, Soliman le Magnifique et sons Temps, Ed.
Gilles Veinstein, Paris, 1992, s. 227-38; Osmanli kitap sanatinda onaltinci yiizyil
ve devaminda ¢igekler i¢in: Yildiz Demiriz, Osmanl: Kitap Sanatinda Naturalist

Uslupta Cigekler, Istanbul, Acar, 1986.

photographs displayed at the exhibition from

her “Floral Photos” series, the vibrant colors, soft
textures and forms bring you in closer, reflecting

a curiosity to understand their reality, hybrid
qualities, and uniqueness. The details of the flowers
depicted in these photographs, on the one hand,
grow and become enlarged, and on the other,
become freed from their structural confines or
wholeness, thus becoming transformed into floral
symbols. In Nermin Kura’s ceramics, as has also
been observed in these photographs, flowers
which reconcile fragility and strength in the
simplicity and complexity of their structures, are
reconfigured anew at a larger scale. Using a formal
and chromatic language faithful to nature’s inability
to forgo symmetry, sensuality, and abundance

of detail, the artist readapts and reinterprets

her flowers, translating them with harmonious
tenderness into “Nerminese” (Nermin in Persian,
means soft and gentle).

As in Kura’s works, in Ottoman art, the word
application-adaptation corresponds on one hand
to a technical term, but on the other, it also points
to the tendency in representation, to design and
decorate. Perhaps what is more important, is
that these works reflect an approach that does
not discriminate between ornamentation and
representation as these words are understood in
today’s nomenclature, but sees ornamentation as
the straight forward reiteration of nature. Similarly,
the contemporary distinction between “fine arts”
and “decorative arts” is non-valid in Ottoman-
Islamic visual culture, and the boundary between



karsilikli iki duvardan birine yapilan resimle,
karsisindaki duvarin parlatilmasiyla elde edilen
yansimasindan hangisinin daha Ustldn oldugunun
karari 6ykUnudn hakemini zor durumda birakir.
Gergegin tasvirini yapan mi, gercegin suretini
yansitan aynayi parlatan mi daha htnerlidir?®

Ayna metaforu, sanat eserini takdirle
seyretme pratiginde de etkindir. 1610 civarinda
Osmanli sarayinda yetismis bir devlet adami ve
vassal'©, tezhip ve cilt sanatcisi olan Kalender Pasa
(6l.1616), Sultan I. Ahmed icin hazirladigi hisn-i
hat ve nakis derlemesinin (murakka) énsdzinde,
zamanin aynasinin, nakis ve nigarin suretlerini
gobsterirken kotl olaylarla paslandidini belirtir,
aynanin yeniden parlatilmasi glizel sanatlarin
katkisiyla olacaktir. Kalender’e gbére rengarenk
nakislarin tUrleriyle ortaya cikan olaganUstU
glzel eserler ve insanda hayranlik uyandiran
sekillerin tahayyUl ve tasavvuru, ilm-i hikmetin
icinde olanlarin hepsini 6grenmeyi sagdlar ve
ibret g6zUnU sUsleyen seyleri seyretmenin sebebi
budur. Bu nedenle, glzel sanat Grldnlerinin
seyredilmesi ulu padisahin mUbarek zatina,
Uzgln gonline de ferahlik vesilesi olmasi
ve parlak i¢c dinyasina glzellikler ekleyerek
kalbini hosnut etmesi de muhakkaktir."

iste ayna tutulmus gercekligin tahayyul ve
tasavvurla, yani, sanatcinin hayalinde ve zihninde
yeniden canlandirarak tasarlamasi sonucu ortaya
ctkan resim-nakislarda, seramik ve cinilerdeki cicek
tasvirlerinde, mesela gullerin ve lalelerin yapraklari
dogal bicimlerine sadiktir, katmer katmer acmis
bir gl narin dalini kiracak kadar agirlidiyla

9 Bu &ykiiler ve ayna metaforu hakkinda daha genis bilgi i¢in bkz. Serpil Bagey,
“Gergegin saklandign yer: Ayna”, Sultanlarin Aynalari, Sergi Katalogu, Istanbul,
Topkap: Saray1 Miizesi, 1998, s. 12-29.

10 Vassal bir kagit ustasidir. Hiineri kagitlarn gézle gériinmez bir gekilde
birlestirmektir. Tek sayfa olarak yapilmis giizel yazi ve resim érneklerini
cercevelemek, yanyana koyarak bir kagit tizerine belirli bir diizen i¢inde

yerlestirmek de igleri arasindadir.

11 Topkapi Saray1 Miizesi'nde bulunan murakkanin envanter numarasi B. 408'dir.

Sadelestirerek aktardigim bu béliim eserin 2b. yapragindan alinmigtir.

art and craft is blurred. There were no artists then,
fitting today’s understanding, but only master
craftsmen.® Thus, even though the appearances
of the flowers, from the hands of the masters,
flowers in the gardens, in the vases, and in the
turbans of youths have been transformed into
motifs, the particularities of their physiological
characteristics emphasized, their scale altered,
and their portrayals stylized according to a new
understanding. In reality, they hold a mirror to
nature’s truth. “The mirror”, which is one of the
most important metaphors in the literary tradition
of Islamic mysticism, shows the face of truth.
The more one cleans and polishes the mirror
with patience, and love, the closer it gets to the
truth and becomes reality itself. A wide spread
rhetorical theme in Islamic literature which has
been recounted with minor variations by numerous
writers, is the story of a painting contest in which
an image is painted on one of two walls opposite
one another, while the other is polished to reflect
the image across from it, putting the judge in the
story in a difficult position to decide which artist
is the most talented; the painter of reality or the
polisher of the mirror that reflects reality??°

The metaphor of the mirror is also effective for
the appreciation and contemplation of art works.
Around 1610, Kalender Pasha (d. 1616) who was
a government official, a master paper craftsman,
illuminator, and bookbinder, raised at the Ottoman
court, prepared an album of calligraphy, decorative
designs and paintings for Sultan Ahmed I. In the
preface he wrote for his work he indicated that the

8 For a broader discussion on ornamentation and representation traditions

in Ottoman-Islamic art: Giilru Necipogly, “L'idée de décor dans les régimes

de visualité islamiques”, Purs décors? Arts de L’Islam, regards du XIXe siécle.
Collections des Arts Décoratifs, Ed. Rémi Labrusse, Exhibition Catalogue, Paris,

2007, pp. 10-23.

9 For the story by different poets and the mirror metaphor see: Serpil Bagc,
“Gergegin saklandidi yer: Ayna”, Sultanlarin Aynalari, Exhibition calatogue,

Istanbul, 1998, pp. 12-29.



Katmerli / Layered
2013, Yiiksek pisirim kil ve sirlar | Stoneware, mid-range glazes, 22x30.5x12 cm

Mavinin I¢inden / Out of The Blue
1996, Yiiksek pisirim kil ve sirlar | Stoneware, mid-range glazes, 42x21x21 cm






Kizil Kivrim / Red Wriggle
2000, Yiiksek pisirim kil yiiksek ve alcak pisirim sirlar | Stoneware, mid-range and low-fire glazes, 34x30.5x14 cm



betimlenir, ama bu cicekler ayni zamanda doga
disidir. Renkleri degisir, tac yapraklari bUyar,
kimi zaman karanfilin boyu servi agacini asar,
Gzerleri bulutlar, ¢ benekler, dalgalar, ya da
baska ciceklerle ile ayrica donanir, birer ‘bezek’e
doénuUsdarler. Farkli acilardan, yandan, Gstten
gérundrler, gdévde ve yapraklarinin bazilarinin
farkli acilardan kesitleri alinmistir; kimisi acmistir,
kimisi goncadir, kimisi tohum, timu tek bir zemin
ve zaman icinde var olurlar. Bu nakislarin aynasi,
Isigin ve uzaklidin yarattigi siliklesmeyi géz ardi
ederek 6ze dair Usluplasmis ayrintilari yansitir.
Ote yandan, zaman zaman yukarida kisaca
degindigim diger nakis Usluplarinin 6gelerini
de iceren tasarimlarin parcasi olmuslardir.

iste bu bicim ve &lcekleriyle, hem dogal,
hem de doga disi olmalariyla Nermin Kura’nin
seramikleri de Osmanli ustalarina benzer tahayyul
ve tasavvur slreclerinden gecerek yaratiimislardir.
Sanatcinin, yepyeni 6lceklerle blyattigu veya
kUcUltttgu bicim ve ayrintilarla yarattigi sasirtmali
tasvir dilini olusturan ilham kaynagi Osmanli
cicekli manzaralariyla ortaktir. Kura’nin cicekleri
de yalin renklerle boyanmis, kimi zaman daha
minik ciceklerle, bulutlar, ebrularla bezenmistir.
Bir yandan nazli nazli sGzulUrler, bir yandan
da pertavsizla bakilir gibi irilesmis, sasirtici ve
mutecavizdirler. 1590 sonlarinda yazdigi, Sultan
I1l. Mehmed’in Egri seferini anlattigi kitabinin
sonunda, Osmanli tarih¢cisi Mehmed Talikizade,
kitabin padisah hazinesine konmak Gzere yapilan
ndshasinin resimlerini yapan Nakkas Hasan’i

mirror of time had rusted due to negative events,
but that it could be made to shine once more
with the contributions of the fine arts. According
to Kalender, the wonderful works of art ensuing
from various sorts of colorful designs, as well as
the contemplation and imagination of forms that
awaken a sense of wonder, provides insight into
all that divine wisdom encompasses. This is the
reason to behold things that can be an example for
the eyes. Therefore, the contemplation of art works
will be a means to provide comfort to the troubled
soul of his noble highness the great ruler (the
sultan), and will without a doubt, add beauty to his
l[uminous inner world, and delight his heart.”°

In the image-decorations, and floral depictions
on ceramics and tiles that are a result of the
mirrored reality re envisioned in the mind of the
Ottoman artist, the petals of roses and tulips for
example, remain true to their natural forms; a rose
heavy with layers of petals, is defined by its weight
which bends its delicate stem, however, these
flowers also have surreal qualities. Their colors are
modified, their petals are enlarged, at times the
height of carnations surpass the height of cypress
trees, which are decorated themselves with clouds,
three spot motifs, waves, or other flowers which
transform them into veritable ornaments. Flowers
may be represented from different angles; side
view, birds eye view, their bodies and leaves might
be depicted in different sections, some are in
full bloom, while others are buds or seeds, and
sometimes they may even represent all these

10 Topkap1 Sarayr Museum Library, B. 408, fol. 2b.



Kizil Kivrim / Red Wriggle
2000, Yiiksek pisirim kil yiiksek ve alcak pisirim sirlar | Stoneware, mid-range and low-fire glazes, 34x30.5x14 cm



anar, hinerlerini medheder. Talikizade’ye gore stages of growth simultaneously. The mirror of

Nakkas Hasan’in tasvir ettigi gulistani bir bulbul these decorations reflects the essence of their
gorlrse, feryat etmeye baslar.? Nermin’in stylized particularities, overcoming the obscuring
Gulistanrni da bulbUller basarsa, sasirmayin! properties of light and distance.

In their present scale and configuration,
Nermin Kura’s works, which are natural, and
also unnatural, have been created through a
contemplative and imaginative process akin to
that of Ottoman master craftsmen. The artist’s
brand new understanding of scale leading to the
creation of an intriguing metaphorical language
of representation, where forms and details are
enlarged or miniaturized, share a common source
of inspiration with Ottoman nature scenery. Kura’s
flowers are also painted with vibrant colors and
decorated with tiny flowers, cloud and wave
patterns. On the one hand they are delicately
coquettish, and on the other, they are enlarged,
bold, and aggressive as if viewed with a magnifier.

Towards the end of the 1590’s, the Ottoman
historian Mehmed Talikizade wrote a book about
the Eger campaign of Sultan Mehmed lll. At the
end of the text, he mentions the painter Hasan who
made the illustrations of the royal copy, and praises
his talents. According to Talikizade, if a nightingale
were to see the rose garden depicted by painter
Hasan, it would start to wail." Do not be surprised
if nightingales invade Nermin’s Gdlistan (rose
garden) too!

12 Sadelestirilmis bu alintinin ash i¢in: Mehmed b. Mehmed el-Fenari Taltkizade, 11 Mehmed b. Mehmed el-Fenari Talikizade, Egri Fetihndmesi (The book of the
Egri Fetihndmesi, Topkap1 Saray1 Miizesi, H. 1609, y. 74a. Eger Campaign), Topkap: Sarat1 Museum Library, H. 1609, fol. 74a.
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