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ABSTRACT

In parallel to rapidly developing and changing temlbgy in the world, new cultural dynamics emerge i
countries’ cultures and some cultural values aandbned. One must never forget that countries hamecious created
by their historical experiences and cultural valimesrder to continue their existence. For thissora nations work to keep
alive and spread their lost or lingering culturalues. One of our cultural values abandoned inréspect is Tombac
workmanship. Tombac products are now displayed irsaums and nearly lost from our daily lives. Spiegadombac
products has been unsuccessful for various reagdtheugh there are courses in curriculums of oreatyproduction and
jewelry departments of some higher education utet#, there are no practical courses. Apart frohoais, there is no
effort to keep alive this handicraft other than sofaeeble personal attempts. One of the alternativdseep alive and
spread tombac production is the Kitsch concept.eOhwas a value that must be avoided in the nafveatpbut now it
may be important to use Kitsch concept to keepeadivcultural value of our country, accepted in niays art and not

rejected by Postmodernism. Thus, this topic isistuth the paper and some suggestions are made.
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INTRODUCT iON

During the past centuries, Anatolia has becomeguiEnter of all cultures that have shaped the dpwetnt of
the world, and at times has become the main cevitere cultures were born and opened to the wonldhé Anatolian

geography where cultures are blended, nations altures are mixed and a unique culture has emerged.

Even if all of the civilizations living in Anatolisare built on past cultures, religious designerswstiheir
distinctive features in their hand crafted prodwdswell as their unique designs in their own wayerms of social life
and geological conditions (Araz, 1985). It is nobng to say that the most important cultural assebéch are actually
transferred from the beginning to the end, arebtdmsic building stones in the handicrafts which hténee most important
place among the basic stones constituting the rewit{Oztirk, 1984).

While creating their own handicrafts products, theye brought products to meet their needs whiftectetheir
own taste and skill of folkloric traditions and tusis of the society's cultural traditions, withdhe need of machine
power except for the natural raw materials, usualti their knowledge and skill (Ozdemir ve Yetitf®97). From here it

can be understood that the handicrafts cover a midge in the concept of culture.
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MATERIALS AND METHODS

The material of this research constitutes the Tdrdra in Turkey in the most general terms. The wgtigda
descriptive study based on screening model. Asaltref the literature search, the data that welhstitute the research

have been obtained. The research also benefitattfre researcher's views on the field.
RESEARCH FINDINGS
e Arts and Crafts

Art; The skill is synonymous with job skill and diplined mastery. Art involves labor. They work té@nd make
a living. But art is something different than thelhich extends beyond your labor. This differennthis that the arts
presents itself to the material of the god of m&hagsie, 1993). Art; It is human activity to convegme thoughts
belonging to the cultures of the nations to oth®rexpressing their aims and events using theltsskhd imagination.
The main characteristic of art is that it is an\aigt aimed at producing a specific object. In thase, when we look at the
index of the concept that forms the art, whichasged on to the definitions about art, it is thaught we should define

the crafts as follows;

Handicrafts; Is an income-generating, productiaested activity that reflects the pleasure and skithe person
who carries the folkloric traditions and traditioasd customs of the community, without the neednfiachine power,
other than hand and simple tools, which are usiebled on the knowledge and skill of the individitalk a product made
with purpose to decorate, decorate and benefitlpgopmeet daily necessities. It reflects the ctiaraof the society with
the creative ability of the individual and revetils taste of national art. (Ozdemir and Yetim, J9%7s an art form that
emerges from the known needs of people againstrettéactors and is characterized by the structuresitions, favors
and cultures of the society that they are graduakating (Aytac, 1982). This art has developedhiwithe history process,

it has been classified by diversification in cortimt with this development.
» History and Classification of Handicrafts

Initially, the handicrafts that started with simpéls to cover, feed, and meet various needs oplpestarted to
decorate later, to decorate the places they livetita grow to meet their increasing needs, caugiiegt increases in
species richness (Ziber, 1991). Almost all of theere functionally used. In fact, some functions eaen be seen
together. Even the rich motif-shaped and even waadmaterials were noted for carrying various fezgu(Altunta,
1992). The Turkish people have created productséfi@ct the emotions and inner world of colorgsdere by pouring eye
nourishment by combining patience and hand laboades. For this reason, handicraft, which is drte@most important
documents of Turkish culture and folklore, showsenavealth and diversity than other nations. Theyewefluenced by
the cultures they met through migration from Cdnftsia to Anatolia and formed our rich handicratst stretched to

daylight.

Handcrafts carry a special character accordingadous regions of Anatolia. It is a vivid and mesagful
document that reflects the personal taste andriistioan country. The traditional handicraft thaetformed in the culture
and culture that connects the pasts of the nattise future, plays a crucial role in linking thenerations of today with
the future of the nation. Traditional handicraftesé been a means of conveying the artistic pleasafrpeople’'s feelings

for a great variety of centuries (Kahveci, 19983.tAe first historical period of handicrafts, tlavrmaterials that are lean
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in nature such as stone, bone, wood since the IRaieperiod were processed by human communitefere the Hittites.

During these periods, the local raw material haemieined to what extent the production was dore goeat extent.

Copper bronze and iron are seen to be processidyspproach the sun. Periods are named accomlithgese
productions. Over time, due to the widespread trade other factors, raw materials and therefored henafts have
diversified in species, but have preserved theymtian of the local and renowned handicraft (Akta®89). As handcrafts
evolve and diversify in a process, various typesasi materials always maintain their original piasitin the field of
handicrafts. In this process, we can list the fingter in the context of raw materials in handitrafith the most general

lines as follows;
* Ceramics, tiles
+ Stone work
* Wood work
* Metal works
» Textile (carpet rug fabric felt)
e Book arts (Hat miniature, skin, illumination, ebru)
e Glass works (Arl, 1987).

From the beginning it is known that mining has mdust its significance in the context of day-toydeandicrafts.
It has been seen that mining has become an aneifoteseeable time and served different purpdgwds.developmental

process of culture and handicrafts has broughtdiaato the center of mining art.
METAL PROCESSING ARTS

The history of the metal works that are includedhie handicrafts in Turkey is very old. The Anaalipeople
were found in archaeological excavations in oumtiguwhere pre-historic and historical eras wereduis various forms
and possibly with ornamental items and jeweleryvarious purposes. Again, the excavations showttiejewelry and
ornaments used in the past were made of gold,rsilnd bronze, which continue to be valid today.alseaire materials
that have been used since ancient times. As a dadyitem, accessories and jewelry, metals atttgueple's attention
and had an important place in their life. The mogbortant factor in this is that the metal is dueakeasily formable,
retains the shape given, has the conversion feanntéhas the possibility of repair. Because of tbidure metals; Fiber,
soil, and wood (Waters, 1998).

In the early ages, a new art was born in the ahditssopotamia, Egypt, Syria and Anatolia undernbele of
"Metal Work" and maintained its existence in ak ttivilizations on earth (Onder, 1995). The formierkish tribes who
took the middle asylum, the Huns, the Goktirks, tiedmetal art were considered as a national gradg@epting Islam,
the Turks established Islamic Turkish States andicoed their arts in Islamic beliefs. The Islaritigrkish metal art that
entered Anatolia through the Great Seljuks; Thekaanade by such techniques as forging, castindgingubn the lathe
and metal plates are also adorned by skilled crefits (Kayaglu, 1985). Ornamental techniques such as engraving

(rights), playing, repousse, filigree, savi (ni¢llbole-work (openwork), inlaid and gilding haveebeapplied with great
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skill in Turkish metal art (Erginsoy, 1993).

The Turks, whose homeland is Central Asia, havertaknportant duties in the army and administratdn
Abbasi, which began to enter the Islamic regionthefNear East in groups from the middle of thed@thtury. However,
the Turks settled in the territories of the NeastHa the form of massive masses of Arabs and &esdn the world of
Islam, as well as the formation of the third latgdasguage group, after the middle of the 11thwsnin the Seljuk period.
The Turkish cultural influences that entered thansc art with the Seljuks spread throughout Eurdpeng this Ottoman
period (Bodur, 1987).

The Turkish mining laborers last as long as Alta@rhan Turks. Seljuk and Ottoman periods were #wog
when they gave the most beautiful examples of thefamining (Tansg, 1985). Because the Seljuk and Ottoman states
lived in a constant war environment, they were lyiglivanced societies in this area of mining. Dgitine Seljuk period,

the center of mining art became Khorasan (Minisfrindustry and Trade, 1989).

In Novobido and Gumghane in Yugoslavia, after the addition of silvepdsits to the Ottoman territory, there are
silver works which constitute a significant grouprh the 16th century onwards. Greeks, three-foaf-d@ncas, rosettes
and interspersed Chinese clouds decorate the viothss period, creating very rich compositionstha curved branches.

The ornamental motifs used on the metal are difftefrem those used in wood or stone (Tarcan, 1987).

In the sixteenth century, we encountered adornnmenbpper works as well as silver. Copper is thestmesed
material in Ottoman mine art. Anatolia has rich pepdeposits. The majority of the works from thel exf the 16th
century and the beginning of the 17th century demnts In the 17th century, rich ornamentation asirfid especially on
silver works. In the 18th century, the ornamentatiepertoire has completely changed, the numbeiodfs has increased,

and the weight has shifted in weight.

Copper has become the indispensable material ofahid@sh kitchen because it is like silver wheisitinned, its
ease in cleaning and being healthy. An adornmetinique that is very common in the 18th and 19titwées is called
"Tombak". This ornamentation, exemplified in thehHL&nd 17th centuries, is a gold-plated form mafdmercury oxide
on copper or brass. It is understood that the gtdss is very popular with the tombak works becaafeits

indistinguishability from gold (Tarcan, 2008). Rbris reason, tombak processing has an importaoéptaour metal arts.

TOMBAK PROCESSING

Meaning of Tomb

The art of Tombak, an art developed in accordaritte metal workmanship, has been used from Seljoksead
of gold, a high metal, and has reached its peakenOttoman Empire. The word Tombak comes from "Baga" in
Malay or "Tombacco" in Italian according to theeasches and means copper (Kusav, 2008). For Eursptzanbak is
the name of a vase of gold in gold that is not gmidcopper (Kgoglu, 2006). It is an art of eastern origin and adidn
word (Kusoglu, 1994). Copper and copper alloys are plated wgitll with the help of mercury amalgam, and golakexd
pieces are called tombak (Kayha 1999).

History of Tome

The Tombak process has been widely applied to masgels and objects to give a golden appearancauBe
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gold is rare in almost all ages and because itvierg valuable metal, many things have not beenenfiamn gold but the
golden age that people can not give up for agegivas birth to the desire to give at least a goldppearance and the
method of tombing has emerged. It is still a matfetebate whether this method was found in andier@s. However, the
presence of rich mercury deposits especially inviestern Anatolia and Beghir lakes in the western part of Anatolia
reveals a much widespread use in Anatolia. So rsadhat the mercury obtained from the mercury dépo$ Anatolia in
the middle ages was exported to Iran to the eaanyMslamic geographers speak of praise from Arsatol Iran for
export. Many Byzantine structures at home and absiow that metal was successfully applied durivgy Byzantine
Empire period. In the early Islamic period, toe thethod of scavenging noble metals led to the spidad use of almost
all kinds of works. Even though many Islamic alcl@sconsume life in pursuit of artificial gold,eth have not realized
this dream. This method continued during the Setjekod but unfortunately only as little work ag tiiay was available.
Today, many Ottoman period tombak decorations aitélian, Balkans and even Middle Eastern museuserlgl show
how widely this gilding method is used. In ordemi®vent forgery, it is seen that "tonbak" was gtadhon the works of
the last period. (Kayatu, 1992). Tombak's works are used in jewelery sastscraping, blistering, pens, etc., in the

construction stage and it is used in very diffi¢gatthniques requiring skill.
Tombak Construction Technique

In the construction of the tomb, silver climbinghdae done in the same way although it usually cowisgold
plating (Ottoman, 2008). Tombing occurs in fiveges;

e Preparation of Gold Amalgam

The amalgam to be used in the coating should lzesioft buttery consistency which can be easilyieggb the
surface to be coated. For this, one part gold eaohttained better if this gold is 24 carat golds Itnixed with 6 to 8 parts

pure mercury in a glass or porcelain container.
» Cleaning the Surface of Gold-Plated Metal

There should be no oil dirt and oxide layer ongheace of gold-plated materials. To achieve tthig,part to be

coated is cleaned with acid and washed and dried.

e The Application of Gold Amalgam to the Metal Surfa@ to Be Coated with Gold

The metal surface is coated with mercury withowy amalgam. The coated part is rinsed on the prelyou

prepared amalgam and dried.
* Removal of Metal from Metal Surface
Removal of mercury from the metal surface is dopédnating on coal fired.
» Recovering the Desired Color of the Gold Coating
After the mercury vaporizes, the gold coated mabrrushed to obtain a smooth surface (Kahad 992).
Tombak Masters

Evliya Celebi, a Turkish traveler, describes thésans who work in tombak processing in Istanbuliamthe

heading of Esnaf-1 Civaciyan (Belli and Kaghg 1993). Because mercury is a dangerous substtreenasters dealing
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with this work were affected by respiration anddreag sick and losing their lives. The last tominadster in our country
died in 1960 (Kusav, 2008). Masters do not seed@gd ombak processing is not applied in our countinych is over 40
years old. It has been practiced by HilnsiaA from the Grand Bazaar (Kaglu, 1994). Sami Coskunsa, who was the last
tombak artist living in the sources, produced aitboh number of products for exhibition purposes siGm, 2008).
Mercury can not be thrown out by exposure to thié inahe stage of making the art. For this reagaauses death and

requires professionalism in art. This preventdrarh living and spreading.

The names of the masters who reveal these beawtiflds which are in our country and in the worldnmis and
in the hands of collectors are unknown. These mastave always paid attention to heart and heaaltiveather than
materiality, but they have always had a modestJiithout being dependent on anyone. The face okiShrculture and

civilization is largely due to these craftsmen (A@008).
The Importance and Value of Tomb

The coating on the tumbled surface has never begrdd, and the foggy and attractive surface orstintace
covered it (Blankars, 2007). However, as mentioimedll sources about tombak in general, the tomtrakiucts are not
priceless because it is an art that kills Tombaiftsman or artist. When Tombak was built, the fgrbiécame a symbol of

existence.
Tombak Products and Tombak Product Types

When the sources for the construction of the Tomgraklucts are examined, the general conclusiomaisih the
18th century, the reduction of gold and silver veoftar economic reasons led to the proliferatiogaifi-plated tombaks.
However, it is seen that the tombak processingalsswidely used in the richest periods of the @&a Empire. For this
reason, the reason for the widespread use of tombig Ottoman Empire is based on mystic bas&anls religion has
been described as being a modest religion, a eelitiat suggests splendor, shatafattan and suggestistay away from
show, or that the copper is covered with gold aeduiiful as it should be in contact with Islam dehutified by man.
Anyhow, there is a point that is connected with phieeless tombak works of the Ottoman Empire i tdst years of
poverty and depression in the arena of the econauiial and cultural strains that have manifegiednselves in the art
of tombak. Because of these impossibilities, newkaof art could not be made. In addition, mosthef tombak artifacts

were melted in pots and melted by closed bazaisaag in order to obtain gold with the republic.

When the day-to-day arrivals of the Tombak artgaate examined, it is observed that the architattrea is
surrounded by mosques and tombs, while the miliémea is covered with armor, shields, stirrups, ians and gulzlere

beside the incendiaries, roses, crochets, eaws, ahd even the columns (Kongaz, 2003).
KITSCH CONCEPT

Kitsh is a commonly used term in the West. Englikatch and German skitten are said to be comingelns
scribbling. According to the custom, the currenmmeahas taken its name from the cheap pictures teoBritish and
American tourists who earned it in Munich. Accoglito the definitions given in the books on popualture, Kitsch is
described as cheap art objects which are poputheasy to sell. The trinket is used more oftenolgects that are more
ornamental like pictures. It also comes in the seufsart that is generally tasteless and does aoy @n inner reality.

Kitsch is therefore a unique term after the indaktevolution. An unaccustomed individual descsitaa individual who
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has no chance of becoming a historian in the sehastiquities we know. The piece of mass cultuespnted, the stories
of mass production, are presented. It does not dénsepth from the audience beyond being cute, quaghetic
(Karamustafa, 1985).

Postmodernism embraces it while modernism trieesiwape kitsch. Postmodernism is also opposed ftist eli
categorizations as it is basically against any ldh@ategorization. Postmodernism does not believe separate kitsch
category, and the elites also have to learn toexdpe pleasures of the majority. Kitsch is adgthdeal. Kitsch claims a
set of absolute moral truths, truths. Kitsch, categl agreement with being, is trying to expressélera’'s words in the
unbearable lightness of the existence of Milan KaradIn fact, almost every field is a social cossenon certain issues, if
we say this concept in the fashion statement afnettmes. According to Kundera, Kitsch certairggls itself in various

forms in different social planes. Kitsch's presemakes ordinary, vulgar, stereotypicdlT(U., 2008).

Kitsch is defined as an event that constitutes lwess, degenerate, empty, primitive, ordinary atdespread
masses as a phenomenon. Although the definitidfite€h is not what the elite can not cut in itsskiit is important to
discuss and discuss the conditions that make gpd#finition. Why does Kitsch appeal to the masseswhy can not he
get away with it? For this purpose it is necessargsk two questions. Why is the first one so efive in terms of Kitsch

masses? Kitsch has always been described as hihd bijtes with artistic tendencies. What makesditso bad?

All of Kitsch's products are loaded with intenseotion. The objects used in Kitsch production arautiul,
pleasant, level, and emotional. Another featur&itghin is that it is a formal feature that allowsu to be recognized
when you look at it. As Kitsch is in artistic prarlion, it is precisely once again that we acknogtednd accept that we
can not afford to look at the world from a new @&ndlhe first two conditions indicate why Kitscheidopted by the masses
and the third condition is why it is considered bEdsch symbolizes the wishes of the masses whit Wwarise to the

upper classes.

As for creative artistry, the products producedhvan artistic effort are based on a certain teachite cares
about how this teaching will become an artisticquat and will be shaped. The viewer opens new wirgdm direct the

whole to meaning and concept and research.

However, the consumer of Kitsch does not have suptoblem. As the object is produced from the iasfithe
symbol, it is the object that is produced in thediplace, and since no transformation is giverhéndourse of time, the
work which is important for Kitsch consumer is eagged. The trail behind them is not a point, bly @rith intuitions
and associations. The important thing is that Kitscjust like an ugly beauty category. It has astlaetic consumption
process. The products of the capital economy haea Iput into an effort to destroy all the local aveéryday values that
the public has produced, and the dynamics of thesgucts have under economic pressure and collapsgdad of all the
values produced in historicity and integrality, 8tandardized values are replaced. In additiohese standard products,
which allow the production of the capitalist anaésg they have penetrated all the institutionshefrhasses into the ways
of understanding and transforming life. The Kitpttenomenon has spread mostly in third world coestind developing
countries. The Kitsch phenomenon has now becomeyaok life. He has entered all the lives of the sess Kitsch
material and its content is distorted. For examplea Japanese wedding, a woman wearing a kimondsntig on a
pantyhose, a picture of a child with a cry, arenepdes of simple Kitsch. The postmodernism that Isebgainst the string

of modern rules of modernization is transformea ikttsch production in the hands of artists wheiptet this rebellion
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as irrationality (Akalin, 1992).
KITSCH APPROACH TO TOMBAK ART

As we mentioned earlier, when we base Kitsch'shatistpresence on its main pillars, Kitsch candgarded as
worthless products in the essence of sanatologgepting us with appealing feelings without anyngjes. At the same
time, Kitsch emerges as a positive concept in ragiitg the aesthetic sense of the past and theraliltalues of the past
in the product sense. We can say that we wantpoess this in an equation and to reveal the hoHlesthetic products of

sanatattan which can never be valuable in keepitigrel values of the collective.

After the 1789 revolution, the bourgeois class tpolver from the hands of the aristocrats. But hatecto look
like aristocrats who were slaves for years, nobasrgeois. It did not satisfy the bourgeoisie tihateemed to be the
nature. He wanted a work that did not show his digiality, but he was not interested in makingvaotk. Thus, the first
conflict between the desire of the people and tiistamerged. Kitsch had an event that had an itapbplace in the
history of this abyss. This gulf caused the sepmradf the real creator and the person who did rthegine work of
necessity, the falsification of the work of necggsand the fallacy of the work Kitsch was the wrasor the birth of the
machine between hand and work. Instead of tryingptae the need for false ideals instead of theideal lost, the need

to overcome daily necessity was sought to be oweed@ urani, 2003).

From this point of view, we can see the discontinoif our cultural values from the disappeared itiawl, the
essence and the artistic subdivision as the fiesttisg point, and the Kitsch concept can be mag&nawith visual
meaning by using contemporary technical meansifoulating the time with technology. The understaugdof Kitsch can
make preparations and contribute to bring the adkkinto society culture value in the stage to beepted again and

adapted to the modern production methods.

CONCLUSIONS AND RECOMMENDATIONS

Results
One of the cultural values that gives life warfaréhe arts and crafts collections is the art ofMbak processing.

The killing of the master of the Tombak art durthg construction phase, which was exposed to therbade it

more difficult to make art more valuable.

The art of Tombak is not the only gold tinning gyst but the art of copper, which is one of the saasthat

makes it difficult to construct its own mastery Bas relief, scraping, pen throwing.

When the current situation of Tombak art is examhjriecan be said that the production is now fietslexcept for

limited studies.

When the Tombak artifacts were produced, it wasghbthat a brand was created on behalf of suda@sg with
this phrase, which was used to find many usagesapd to be preferred because of its widespreadsosthat it is not
sold as a gold product.

When the concepts of Tombak and Kitsch are examiitezhn be said that they are combined with visyal

Kitsch is visual, but in short SanTahn it is notflakta gold, but it looks like gold from a visualipt of view.

| NAAS Rating: 3.10 - Articles can be sent teditor@impactjournals.us




An Artistic Approach to Keeping Alive and Spreading Tombac Workmanship Handicraft: Kitsch 31|

Considering that the Tombak processing was matleeisense of privilege and mysticism during thelthgane,
it became widespread among the elites using gaddiymts that had not started tombak constructiothén years of
absence, and it can be said that tombak processimaf done when the absence is increased. Anodait that supports

this is the dissolution of gold and copper tombakks in the Grand Bazaar during the years of alesenc

Although the Kitsch concept seems to be a negatesthetic value for the Tombak art, the art of taknbas
already emerged daily. It gives life struggle tlgbumagicians and collectors. The adoption of thisdki concept in
Tombak art can make preparations and contributéhdosurvival and expansion of art until contemppnarethods of
production are invented and reappear as a liviigir@l value. For this reason, Kitsch, which is tisbess but visual, is
standing up as a positive value for the art of taknbntil the return of the art of art will take ptain the daily life of the

society again.
SUGGESTIONS

If the main centers of information production dneught to be academic institutions, the existingpsts related
to jewelery should work on this subject and thedsfructure should be prepared so that the arbearenewed and the

quality in the era where the art is made shoulthbde and the product should be renovated in tefmoduct design.

Tombak-like products should be made to be informedut the art of Tombak from those who are notésted
in the field, to the stage in which the art of taklwill be introduced and developed again intodhay life of the society

and the level of appreciation should be increasdtld stage where the original tombak productslaneanded.

The similar appearance for the product to whichtéodnique is to be applied without first using thachining

techniques required prior to the mastering of thenbak art gilding step must be achieved by usiegtsting technique.

In the beginning of the Tombak tradition, the sbciis to provide some products such as tombak4tikeducts in the

souvenir sector in ways that can be introducedtimtdiving culture.

The original tombak requests in progressive stagesecondary or tertiary purposes; Craftsmanshigh s
scraping, pens, hand embossing, etc., will incrésedemand. It is thought that the employment eglhtribute to this
situation, which arises in this context where thiginal Tombak works will need work power with ieasing demand. In
this case, the area of the machine entering bet#eework and the hand will be reduced if it isaicertain amount. It is

likely that the tombak art will move away from Kitsin the progressive phase.

In this phase, a brand, a symbol of privilege, ninestadvertised and the society should be requéstddmand

these works as it was before.

By emphasizing the spiritual meaning of the Tompedducts, the mystical stance must be foregrouraheldthe

speed of return to the original product shouldrimedased in this context.

As a result, the Tombak art with a special pladeriggng to the culture and martial arts is reviveith the aid of
the Kitsch aesthetic concept. After the developnpdiatse, Kitschden moves away from the life of thaety again as an

artistic culture value.
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