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Akar, Tuba

FIRE, WATER, STEAM AND SMOKE: TECHNICAL PROBLEMS/
QUESTIONS OF THE HAMAM

Fire, water, steam and smoke; the main elements and technical problems &
questions of a hamam building;

“Zeyd rents a waqf hamam from its mutevelli and when he burns his own
wood in the hearth of the kiilhan and wishes to sell the soot that forms
in the hearth of the kiilhan, does the wagqf miitevelli have the power to
say that he will obtain it and sell it, thereby prevent Zeyd from taking it?
Answer: No.” So says the sheikhulislam Abdiirrahim. This fatwa states
that the soot, which is accumulated in the kzi/han and used in ink-making,
can solely be used by the operator of the hamam. 1t also clarifies another
issue: the use of the shaft above the door between the 1liklik and sogukluk,
since it is explained that the shaft was used to collect soot. After all, the
Stileymaniye Mosque had a soot room, collecting the soot created by the
oil-lamps to be used in the manufacture of ink. Why should there not be
a similar system in hamams? However this issue loses its validity with
Zeyd’s question. The fire in the kzi/han would turn into smoke, the particles
in the smoke would turn into soot, and the soot would turn into ink. So,
what was the shaft for?

Murathan Mungan writes in his Kadindan Kentler:

“One of the drops accumulating on the dome of the frigidarium plumps up
and falls on Nebahat Abla’s face, as it slides down towards her eye, she
wipes it off her forehead.”

This was exactly the purpose of the shaft between the i/iklik and sogukluk;
the hot air that escaped from the i1/iklik into the sogukluk would pass through
this shaft. Otherwise, just as in Mungan’s observation, the hot and humid
air entering the sogukluk would rise towards the dome and condense upon
hitting the cold surface of the dome to fall down as a water drop. This
technical problem was most likely experienced by old building masters
and solved accordingly; constructing a ventilation shaft between the i/iklik
and sogukluk.



Why then, did this shaft not exist in all hamams? Was it possible to carry
out a chronological analysis of this solution to condensation, which the
old masters had found? Also, was this shaft the only solution or could
the problem be resolved with the use of plaster on the ~amam dome? The
fact that plasters used in hamams are hydraulic, and that water vapour
can permeate through them has already been elaborated through laboratory
analyses. Could the water vapor permeability capacity of dome plasters
enable the hot and humid air to be released without condensation?

It was not only water vapor but there was also waste water that needed to
be drained from the hamam. So, how was this done? This matter was the
subject of various ser-i sicils due to disputes concerning the repair and
maintenance of waste water drainage channels, as well as their relationship
with their surroundings.

Fire, water, steam and smoke; their entrance and exit, as well as their
routes within the hamams are the main issues of this paper. This article
aims to pose technical questions about the hamam, to identify and resolve
technical problems using primarily historical sources and other literature
which directly and/or indirectly relate to hamams.

ATES, SU, BUHAR VE DUMAN: HAMAMIN TEKNIK SORU(N)LARI

Ates, su, buhar ve duman; hamam yapisinin temel unsurlari ve ¢oziilmesi
gereken teknik sorunlari ve sorulari;

“Zeyd bir vakif hamami miitevellisinden isticar ve kendi odununu kiilhanda
vakmagla kiilhanin ocaginda kurum hasil olmagla ol kurumu Zeyd alub
bey’ murad etdikde miitevelli-i vakf ben alub bey’ ederim deyii Zeyd’e
aldirmamaga kadir olur mu? el-Cevab: Olmaz.”

der fetvasinda seyhiilislam Abdiirrahim. Boylelikle hamamin kiilhaninda
biriken ve miirekkep yapiminda kullanilan kurumun, hamamin isletmecisi/
kiracisi’nin faydalanabilecegi bir mesele oldugu acikli§a kavusur. Bununla
birlikte, hamamda 1liklikla sogukluk mekanlar1 arasindaki kap1 agikliginin
istiinde yer alan bacanin ne ise yaradigi meselesi de agikliga kavusur.
Ciinkii, bu bacanin isin toplanmasi1 amaciyla yapildigi sdylenmistir. Ne



de olsa Siileymaniye Camisinde de mekanin icinde yanan kandillerden
c¢ikan isin toplanmasi ve miirekkep yapiminda kullanilmasi durumu soz
konusudur. Buna benzer bir sey hamamlarda da olabilir miydi? Fakat,
Zeyd’in sorusu ile bu durum dogrulugunu yitirmisti. Kiilhanda yanan
ates dumana, dumanin i¢indeki partikiiller kuruma, kurum da miirekkebe
doniisecekti. Peki, bu baca ne ise yaramaktaydi1?

“Soguklugun kubbesinde biriken damlalardan biri dolgunlasip yiiziine
diistiyor Nebahat Abla’nin, géziine dogru inerken elinin tersi ile aliyor
almindan.” diyor Murathan Mungan “Kadindan Kentler” adl1 romaninda. iste
tam da bu ise yartyordu 1liklik ile sogukluk arasindaki baca; 1likliktan sogukluk
mekanina giren sicak hava, bu bacadan disari ¢ikiyordu. Aksi durumda aynen
Mungan’in gézleminde oldugu gibi, sogukluk mekanina giren sicak ve nemli
hava, yiikselerek soguk olan kubbe ¢eperine garpacak ve yogusarak asagiya
damla olarak diisecekti. Bu teknik sorunu diisiiniip, belki de deneyimleyip,
¢cOzmiistli eski yap1 ustalari, 1liklikla sogukluk arasinda havalandirma bacasi
yaparak.

Iliklikla sogukluk arasindaki bu baca peki neden biitiin hamamlarda yoktu?
Yap1 ustalarinin yogusma sorununa karsin bulmus olduklart ¢6ziimiin
kronolojik analizi miimkiin miiydii? Ayrica baca tek bir ¢6ziim miiydii, yoksa
sivayla da bu sorun ¢oziilebilmekte miydi? Hamam sivalarinin hidrolik
olmas1 ve su buhart gecirme gibi 6zellikleri laboratuar analizleri ile ortaya
konulmustu. Kubbede kullanilan sivanin su buhart ge¢irme kapasitesi, kubbe
yiizeyine carpan sicak ve nemli havanin yogusma olmadan disar1 atilmasini
saglayabilir miydi?

Hamamlarda disar1 atilmasi gereken sadece su buhari degildi, ayn1 zamanda
hamamin pis/kirli sularinin da hamamdan ivedilikle ¢ikarilmasi 6nemliydi.
Ne de olsa hamama giren temiz su kadar kirli su da disar1 ¢ikmaliydi.
Peki, hamamlardaki kirli su nasil tahliye edilmekte idi? Bu konu cesitli
anlagsmazliklarin icerisinde ser’i sicillere konu olmus; hamam pis su tahliye
kanallarinin tamiri, bakimi ve ¢evre ile iliskisi kadi sicillerine yansimisti.

Ates, su, buhar ve duman; hamama girisleri ve ¢ikislar1 ve ayn1 zamanda
hamam i¢indeki gezintileri bu bildirinin asil meselesidir. Bu ¢aligma,
hamam yapisi ile ilgili teknik sorular1 sormak ve temelde tarihi kaynaklar ile
hamamlari direk veya dolayli konu alan literatiirden referans alarak hamamin
teknik sorunlari ve ¢oziimlerini saptamay1 amaglamistir.
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Akell, Cicek

AN EXAMPLE TO THE BRIDGE PAVILIONS: THE INSCRIPTION
PAVILION OF EDIRNE MERIC / MECIDIYE BRIDGE AND ITS
DECORATION

Edirne, the capital of the Ottoman State for a long time, was established
on the slopes of an undulating terrain that bound the fertile plain where the
rivers Arda and Tunca merge with the river Merig. Thirteen bridges were
built over these rivers as an extension of the roads in the city, which was
the Ottoman gate to the Balkans and Europe.

Meri¢/Mecidiye Bridge, which has a special place among the Edirne bridges
of the Ottoman period, constitutes the subject of our study. This bridge that
connects Edirne city center to Karaagag is also known by different names
as “Meri¢, Mahmudiye, Yeni, D1s, Ikinci, Demirtas, Sultan Mecid, Sultan
Abdiilmecid and Mecidiye Kopriisii”. It was built by Sultan Abdiilmecit
between 1842-1847 (H.1258-1263) and its architect is unknown.

In the middle of the bridge there is a marble inscription pavilion, with a
marble balcony in the form of an observation pavilion opposite it. The
inscription pavilion, which is covered with a cavetto vault, stands on
four marble pillars with arched openings. The pavilion which carries the
inscription of the bridge, with its significant architectural and ornamental
features has not been studied sufficiently. On both the pediment and
side facades of the pavilion, there are 19th century Imperial period
stone ornamentation elements such as finials, flags, arrows, a crescent-
star etc. Another important feature of the pavilion is that the inner face
of the vaulted cover is embellished with mural paintings that belong to
the westernization period. Around a roundel in the center, there are “S”
and “C” shaped crispate leaves that are colored in green, gray, white,
yellow and brown tones; on the edges of the vault there are illustrations
of landscapes and pavilions, also colored in green, gray, white, yellow
and brown tones. The mural paintings generally seen in buildings such
as palaces, mansions, waterside mansions, mosques, tombs, fountains and
lodges, are here encountered in a different structure for the first time: a
bridge inscription pavilion.



This study briefly examines the Meri¢ bridge as a whole in terms of its
historical and architectural features. The pavilions of the bridge will be
introduced in terms of their functions and architectural features, and the
ornamental features of the inscription pavilion will be discussed in detail.
Especially the mural paintings in the vaulted cover and the Imperial facade
ornaments will be identified and compared with similar examples. The
place and importance of the mural paintings and stone ornamentation will
be evaluated within the framework of the late Ottoman period architecture.
The lack of detailed studies, other than a general one on bridge inscription
pavilions, both necessitates the present analysis and renders it significant.

KOPRUKOSKLERINE BiR ORNEK: EDIRNE MERIC/MECIDIYE
KOPRUSU KIiTABE KOSKU VE SUSLEME OZELLIKLERI

Osmanli Devleti’ne uzun siire baskentlik yapan Edirne, Arda ile
Tunca nehirlerinin Meri¢ nehri ile birlestikleri yerde, verimli bir ovay1
sinirlandiran dalgali arazinin yamaclarinda kurulmustur Osmanli’nin
Balkanlara ve Avrupa’ya acilan kapisi olan bu kentte s6z konusu nehirler
lizerinde yollarin bir devami olarak sehri birbirine baglayan 13 koprii inga
edilmistir.

Osmanli donemi Edirne kopriileri arasinda 6zel bir yere sahip olan Merig/
Mecidiye kopriisii ¢alismamizin konusunu olusturmaktadir. Edirne kent
merkezini Karaagag¢’a baglayan bu koprii Merig nehri {izerinde yer almakta
olup kaynaklarda “Meri¢, Mahmudiye, Yeni, Dis, Ikinci, Sultan Mecid ve
Mecidiye Kopriisii” olmak iizere pek ¢ok farkli isimlerle de anilmaktadir.
Sultan Abdiilmecit tarafindan 1842-1847 (H.1258-1263) yillar1 arasinda
insa edilmis olup mimari belli degildir.

Kopriiniin ortasinda, ¢ikma yapan mermer bir kitabe koskii bulunmaktadir.
Karsisinda ise seyir koskii seklinde mermer bir balkon yer almaktadir. Dort
mermer paye lzerinde kemerli agikliklara sahip kitabe koskiiniin lizeri
aynal1 bir tonoz ile ortiiliidiir. Kopriiniin insa kitabesini iizerinde tasityan
bu kdsk mimari ve siisleme 6zellikleri bakimindan donemi i¢inde ayr1 bir
oneme sahip olup daha once yeterince incelenmemistir. Koskiin alinlik
cephesinde ve iki yan yiiziinde, alem, bayrak, ok, ay-yildiz vb. 19. yilizy1l
Ampir donem tag siisleme 0geleri goriilmektedir. Koskiin bir diger 6nemli
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ozelligi ise tonoz tist Ortiiniin i¢ yliziiniin, ge¢ doneme ait duvar resimleriyle
bezeli olmasidir. Merkezde oval bir madalyonun cevresinde yesil, gri,
kahverengi ve sar1 tonlariyla renklendirilmis “S” ve “C” kivrimli yapraklar
ile tonozun kenarlarinda yesil, gri, beyaz, sar1 ve kahverenginin tonlariyla
manzara ve kosk tasvirleri yer almaktadir. Genellikle saray, konak, yali,
cami, tiirbe, sadirvan ve tekke gibi yapilarda goriilen duvar resimleri ilk
kez bir koprii kitabe koskii gibi farkli bir yapida daha karsimiza ¢ikmis
olmaktadir.

Bu calisma kapsaminda s6z konusu koprii, tarihi ve mimari 6zellikleri
bakimindan bir biitiin halinde kisaca incelenecektir. S6z konusu kopriiniin
koskleri, islev ve mimarileri bakimindan tanmitilarak, kitabe koskiiniin
siisleme 6zellikleri iizerinde detayli bir sekilde durulacaktir. Ozellikle Ampir
cephe siislemeleri ile tonozlu iist ortiisii i¢inde yer alan duvar resimleri
tanimlanarak benzer 6rnekler ile karsilastirilacaktir. Bu siislemelerin, Geg
Osmanli donemi mimarisinde kalemisi duvar resimleri ve tas silisleme
kullannmindaki yeri ve Oneminin degerlendirmesi yapilacaktir. Daha
once koprii kitabe kosklerine iligkin genel bir calisma disinda detayl bir
arastirma bulunmamasi bu ¢alismay1 6zel ve gerekli kilmaktadir.
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Akder, Feyza

TRAVELERS, SCIENTISTS, AND PAINTERS: LANDSCAPES OF
BURSA AND ERZURUM IN 18TH, 19TH, AND 20TH CENTURIES

The scope of this paper is the transformation of the constructed images of
Bursa and Erzurum during the 18th, 19th, and 20th centuries in paintings
and engravings. The present author intends to determine the changes in the
idea of the landscape by evaluating the different image constructions of
these same cities in 300 years.

Painters who were interested in Anatolian cities are very rare during the
18th and the 19th centuries. Favored views of the Ottoman Empire in
this period were the Aegean Islands, Istanbul, and the Arabian Peninsula.
Westerners who were interested in Anatolian cities were usually the artists
of expedition teams, whose routes were decided by their scientific missions.
These kinds of trips generally produced a travelogue which was based on
first-hand information and observation. Town views were published in these
travelogues. Anatolian cities’ images transformed between the 18th and
the 19th centuries. But this was the result of the transformation of the idea
of landscape rather than the transformation of the cities themselves, since
the transformations were generally about the manner of the composition,
observation point and printing techniques rather than about the content
of the view. It was also due to the tense cultural relationships between
the Ottoman Empire and the European Countries, the transition from
exoticism to orientalism, and the removal of concepts such as Ptolemy’s
concept of chorography both from cartography and landscape paintings.
The 18th-century city views of Anatolia present a whole town with trade
and iconic architecture whereas in the 19th-century, Anatolian cities are
mostly depicted as part of nature or as an archeological site. In the first half
of the 20th century, a program called “Country Travels/Yurt Gezileri” was
organized by the government in order to collect the views of all the cities
of the country. This time artists who were Turkish citizens set forth to paint
the views. After exoticism and orientalism, the cities would be painted by
artists who were to familiarize the public with the cultural policies of the
state. In this program the natural and historical characteristics of the cities
were highlighted.
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The present author aims to present clues about the constructed city images
through three centuries in chronological order by comparing representative
images from these three centuries: The Relation d’un Voyage du Levant,
fait par ordre du Roy by the French botanist Joseph Pitton de Torunefort
printed in 1717, with illustrations by the French painter Claude Aubriet
and the French archeologist Charles Texier’s Asie Mineure; Description
Geographique, Historique et Archeologique des Provinces et des Villes de
la Chersonnese d’Asie printed in 1839, with illustrations by Charles Texier
himself comprise the 18th and the 19th century examples, while those for
the 20th century are the images that were produced during the “Country
Travels” of the years 1938-1943 and Ahmet Hamdi Tanpinar’s book called
Five Cities, published in 1946. The common clusters within these three
groups comprises images of Erzurum and Bursa. During the “Country
Travels”, Bursa was painted by Hikmet Onat and Erzurum was painted by
Halil Dikmen. The voice of these paintings will be Tanpinar. Engravings,
paintings and the texts will be mutual critics of each other.

SEYYAHLAR, BILIMADAMLARI VE RESSAMLAR: 18, 19 VE
20.YUZYILLARDA ERZURUM VE BURSA MANZARALARI

Bu calismanm kapsami 18, 19 ve 20. yiizyillarda Erzurum ve Bursa
kentlerinin resim ve graviirlerinin kurulmasindaki degisikliklerdir. Calisma
ile amaglanan ayni kentlerin ti¢ yiizy1l i¢indeki farkli imge kurulumlarini
ele alarak manzara diisiincesinde olugan degisikligi ortaya ¢ikarabilmektir.

18. ve 19. yiizyillarda Anadolu kentlerini ele alan ressamlarin sayisi
azdir. Bu donemde Osmanli imparatorlugunun yaygin bigimde begenilen
manzaralar1 Ege Adalari, Istanbul ve Arap Yarimadasi’dir. Anadolu
kentleri ile ilgilenenler genellikle bilimsel bir gorev icinde ve bu
dogrultuda ¢izilmis bir rota iizerinde ilerleyen ekiplerdeki kisilerdir. Bu
cesit seyahatler genellikle gozleme dayali ve bilimsel iddias1 olan bir
seyahatname {iiretmis ve kent resimleri de bu kitaplarda yaymlanmustir.
Ancak Anadolu kentlerinin 18. ve 19. yiizyil imgeleri farklilasmaktadir.
Iki yiizy1l arasindaki degisim kentlerin niifusu ya da ge¢im kaynaklarinin
degismesinden Otiirii degil de ressamin kenti ¢izerken zihninde kurdugu
tasarinin farkindan kaynaklanmaktadir. Ciinkii farklilik manzaranin
iceriginden ¢ok kompozisyon, bakis noktasi ve baski tekniklerinde
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goriiliir. Degisiklik Osmanli devletinin Avrupa iilkeleri ile gerilen iligkileri,
egzotizmden oryantalizme gec¢is kadar Ptolemy’nin Onerdigi korografi
gibi kavramlarin 19. ylizyill manzara resminden iyice uzaklasmasindan
da kaynaklanmaktadir. 18. yiizy1l kenti smirlari, ge¢im kaynaklar1 ve
mimarisi ile bir biitiinken, 19. yiizyi1lda Anadolu kentlerinin ¢ogu doganin
bir pargasi ya da arkeolojik bir alan olarak resmedilmislerdir. 20. ylizyilin
ilk yarisinda biitiin Tiirkiye’nin tiim kentlerinin resimlenmesi i¢in Yurt
Gezileri adl1 program diizenlenir. Bu sefer Tiirkiye Cumhuriyeti vatandasi
olan ressamlar kentleri resimlemek icin yola cikarlar. Egzotizm ve
oryantalizmden sonra kentler halki kiiltiir politikasina yakinlastirmak tizere
secilmis ressamlar tarafindan ele alinacaktir. Yurt Gezileri’nde kentlerin
dogal ve tarihi 6zellikleri ortaya ¢ikarilir.

Fransiz Botanik¢i Joseph Pitton de Tournefort’'un 1717 yilinda
basilan Relation d’un Voyage du Levant, fait par ordre du Roy adl
kitabinda Fransiz ressam Claude Aubriet tarafindan yapilan resimler ve
Tournefort’un betimlemeleri; Fransiz arkeolog Charles Texier’nin 1839
yilinda yayinlanan Asie Mineure,; Description Geographique, Historique et
Archeologique des Provinces et des Villes de la Chersonnese d’Asie’sinde
yer alan ¢izimleri ve metinleri; 1938-1943 yillar1 arasinda Yurt Gezileri
sirasinda yapilan resimler ve Ahmet Hamdi Tanpmar’in 1946 yilinda
yayinlanan Beg Sehir adl1 eserini karsilastirarak kent imgelerinin {i¢ ylizyil
icinde nasil kurgulandiklarina dair ¢ikarimlara ulasip bunlar1 kronoloji
icinde sunmak miimkiin olacaktir. Ug yiizy1l boyunca bu eserlerin ortak
kiimesi Erzurum ve Bursa kentleridir. Yurt Gezileri sirasinda Bursa’ya
Hikmet Onat, Erzurum’a Halil Dikmen gider. Onat ve Dikmen’in metni ya
da sesi olarak Tanpinar kullanilacaktir. Metinler resimlerdeki imgelerin,
resimler metinlerin elestirisi olarak kullanilacaktir.

13



Akin, Pinar

WALL PAINTINGS OF THE ARAP DEDE MESCIT MOSQUE IN
AFYONKARAHISAR

This paper examines the wall paintings and Edirnekari decorations on the
wooden elements in the Early Ottoman Arab Dede Mescit Mosque, in
the Arap Mescit quarter of the Merkez District of Afyonkarahisar. These
decorations were revealed after the blasting process and have not yet been
studied. I hope that this study will be useful in transferring the Arap Dede
Mescit Mosque to the next generations and introducing it in terms of Art
History. The paper focuses on the paintings and painted ecorations on the
Arab Dede Masjid Mosque harim walls, dome, transition elements (Turkish
triangles), the entrance portico and women’s loge on the first floor, the
stylistic features of which will be examined and evaluated in terms of their
technique and composition. Their color scala consists of white, dark blue,
light blue, different tones of red, yellow, and orange, all made of natural
dyes. The painted decorations, which mostly comprise vegetal ornaments, the
calligraphy examples within medallions and the free landscape studies are
noteworthy features. The painted decorations with “S” and “C” shaped scrolls
with vegetal motifs, flowers in vases, and naturalistically rendered flowers
reveal their 19th century style. They also include some symbolic motifs
such as the draped curtains and vases of various forms in the entrance
portico, as well al the cypress trees in the harim section of the mosque.
This study thus attempts to study and document the presently surviving
painted decorations of the mosque.

AFYONKARAHISAR ARAP DEDE MESCIT CAMIi KALEM iSi
SUSLEMELERI

Bu bildiride, Afyonkarahisar li, Merkez Ilcesi, Arap Mescit Mahallesinde,
Erken Donem Osmanli Mimari 6rnekleri arasinda yer alan Arap Dede
Mescit Camiinin duvar resimleri ve ahsap elemanlar: lizerinde yer alan
Edirnekari bezemeler incelenecektir. S6z konusu siislemeler raspalama
sonucu ortaya ¢ikan veriler olup yapilan arastirmalar sonucunda daha 6nce
herhangi bir ¢alisma yapilmadigi goriilmiistiir. Anadolu’da 6nemli 6rnekler
arasinda olan Arap Dede Mescit Cami’nin gelecek kusaklara aktarilmasi
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ve Sanat Tarihi agisindan tanitilmasi konusunda bu g¢aligmanin faydali
olacag1 kanaatindeyim. Kalem isi siisleme tekniginde yapilan resimlerdeki
islup o6zellikleri irdelenerek, resimlerin teknik ve kompozisyon agisindan
degerlendirilmesi bildirinin ana hedefidir. Bu baglamda Arap Dede Mescit
Camii harim duvarlari, kubbesi, gecis 6gesi Tiirk liggenleri, son cemaat
yeri ve kadinlar mahfili birinci katinda yer alan siva iizerine yapilan kalem
isi bezemeler ele alinmistir. Kok boyalarla yapilan duvar resimlerinde
beyaz, lacivert, mavi, mat kirmizi, parlak kirmizi, sar1, turuncu gibi renkler
kullanilmigtir. Kalem isi siislemelerde agirlikli olarak bitkisel bezemeler,
madalyon icerisinde hat 6rnekleri ve serbest manzara caligmalar1 dikkat
cekmektedir. Bahse konu yapinin kalem isi siislemeleri 19. yiizyil
islubu gosteren “S” ve “C” kivrimlar ile olusturulan bitkisel bezemeler,
vazodan ¢ikan ¢icekler, natiiralist anlayisla betimlenmis ¢igcek motifleri,
gibi bezemeler yer almaktadir. Bunlara ek olarak son cemaat yerinde
mihrabiyede dokiimlii perdeler, farkli formlarda vazolar, harim bdliimiinde
yer alan selvi agacglar1 gibi bazi sembolik motifler de bulunmaktadir.
Camii’nin kalem isi siislemelerinin 6zgiin haliyle giinlimiize kadar gelmis
olabilmesi Tiirk Islam Sanati agisindan incelenmeye ve belgelenmeye
caligilmastir.
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Akyel, Sevil
Sucu, Merih
Yapalak, Ozlem

THE SEAL COLLECTION OF THE KUYUD-I KADIME ARCHIVE

This paper presents the project for the classification, cataloguing, and
restoration of the so far unclassified seals found in the Kuyud-1 Kadime
Archive of the General Directorate of Land Registry, Department of
Archives. The project also evaluates the seals from an art historical point
of view.

In the early Ottoman period, the financial and administrative transactions,
as well as the matters relating to the timar system were carried out
under the roof of the Divan-1 Hiimdyin. In time, a revenue office was
established for financial transactions and the Defterhane (Defter-i Hakant)
for matters relating to the timar system. The Defterhane was converted to
a ministry in 1871 and was designated as Defter-i Hakani Nezdareti. The
roots of the Kuyud-1 Kadime Archive of the General Directorate of Land
Registry, Department of Archives go back to the Defter-i Hakani. Here,
the transactions concerning land records (such as those belonging to Aass,
zeamet, timar, property, foundation lands) and related certificates are kept.
Official stamps, which are the subject of this study, have been used in the
establishment of such transactions.

In the scope of the project, 888 pieces of seals present in the Seal Collection
of the Kuyud-1 Kadime Archive were assigned temporary numbers, their
physical states were defined, their contents were transcribed and temporary
conservation measures were taken.

As a result of this initial examination, it was observed that a rather big
portion of the stamps were made of metal, some of wood and some of the
combination of the two. The stamps have round, elliptical, rectangular,
square and cylindrical shapes as well as some that have specific shapes
such as a pair of pliers. There are variations in the dimensions of the stamps
just like the variations in their shapes. Even stamps of similar shapes vary
in terms of their dimensions.

The stamps from the land registry transactions date from Rumi 1288 to
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1341 (A.D. 1871-1925). Almost all the stamps are in Ottoman Turkish
while some from the later periods also use Latin letters. The scripts used in
those in Ottoman Turkish are ta’liq, thuluth, ri’qah and siyaqat.

When we assess the round, elliptical, rectangular and a few other uniquely
shaped stamps with respect to the stacking of the letters, some of the round
ones are composed of two nested inscription circles and some include a
form of moon and star with an inscription stack at the outer circle. One,
two or three lines of inscription stacks are used in some of the round and
elliptical stamps. The rectangular stamps have mainly textual features.
Those with unique forms also have similar stack types. These include, for
example, a stamp with the shape of a pair of pliers or another one that is
composed of three parts and becomes round after it is joined with its screw-
like handgrip, which is one of the most attractive pieces of the collection.
The stamps are incised by using carving or relief techniques.

To determine the cataloguing method and relationship of the stamps
included in our museum and archive, we examined the domestic and
foreign catalogues, which include stamps in their inventories by sampling
methods. We have thus realized that a standard method used universally
does not exist. This subject is therefore part of a new research in itself, and
this paper merely identifies and draws attention to this problem in the field.

KUYUD-I KADIME ARSiVi MUHUR KOLEKSiYONU

Bu bildirinin amact Tapu ve Kadastro Genel Midiirligii Arsiv Dairesi
Bagkanligi Kuyud-1 Kadime Arsivi'nde bulunan, bugiine kadar tasnifi
yaptlmamis mihiirlerin tasnifi, kataloglanmasi, restorasyonu ve plastik
sanatlar agisindan degerlendirilmesini iceren projenin tanitimidir.

Osmanli Devletinin mali, idari ve timar sistemine ait islemler erken donemlerde
Divan- 1 Hiimay(nun catist altinda yiiriitilmiistiir. Tapu ve Kadastro Genel
Miidiirliigii Arsiv Dairesi Bagkanligi Kuyud-u Kadime Arsivi'nin kokleri
Defter-i Hakan1’ye dayanmaktadir. Burada arazi kayitlari (has, zedmet, timar,
miilk, vakif vb. araziler) ile ilgili islemler ve olugan belgelerin muhafazasi
yapilmigtir. Calismamizin konusu olan resmi miihiirler bu islemlerin
olusturulmasinda kullanilmistir.
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Proje kapsaminda Kuyud-1 Kadime Arsivi miihiir koleksiyonunda bulunan
888 adet miihiiriin 6n incelemesi yapilmis, gecici numaralar verilmis,
fiziksel durumlar1 tanimlanmis, icerikleri transkript edilmis ve gegici
konservasyon onlemleri alinmistir.

Bu ilk inceleme sonucunda miihiirlerin oldukg¢a biiyiik bir kisminin metal
malzemeden, bir kisminin ahsaptan ve bir kisminin da ahsap ve metal
malzemenin birlikte kullanilmasiyla yapildigi goriilmiistiir. Miihiirler
genellikle yuvarlak, elips, dikdortgen, kare ve silindir sekillerdedir. Pense
gibi 6zglin sekilleri olan mihiirlere de rastlanmistir. Yapilan dlgiimlerde
sekillerde goriilen farkliliklara gore miihiirlerin boyutlar1 da farklilik
gostermektedir. Hatta benzer sekillerdeki miihiirler dahi c¢ap, ytikseklik
ve agirlik bakimindan degiskendir. Rumi 1288 ila 1341 (1871-1925)
tarihli tapu islemlerinde kullanilan miihiirlerin tamamina yakini Osmanl
Tiirkgesi ile yazilmus, ileri tarihlerdeki birka¢ miihiir latin harfleri ile hakk
edilmistir. Miihiirlerde talik, siiliis, rika ve siyakat hatlar1 kullanilmustir.

Yuvarlak, elips, dikdortgen ve az sayida 6zgiin formdaki miihiirleri istif
sanati agisindan degerlendirdigimizde; yuvarlak formada olanlarin bir
kismui i¢ ice iki yaz1 halkasi seklinde kompoze edilmis, diger bir kisminda
ay yildiz sekli kullanilarak dig halkasinda yazi istifi yer almistir. Yuvarlak
ve oval formda olan miihiirlerin bir kisminda bir, iki veya ii¢ satir alt alta
yazi istifleri kullanilmistir. Dikdortgen sekildeki miihiirlerde daha ¢ok
metinsel dzellik goriilmektedir. Ozgiin formda olanlarda, drnegin pense
seklinde bir miihiir veya koleksiyonun en ilgi ¢ekici pargalarindan biri olan
ii¢ par¢adan olusan vida seklinde sap1 ile birlesen ve birlestiginde yuvarlak
bir forma kavusan miihiir de, diger miihiirlerdeki istif sekilleriyle benzerlik
gostermektedir. Miihiirler oyma veya kabartma teknikleri kullanilarak
hakk edilmistir.

Miize vearsivimizde yer alanmiihiirlerin kataloglama yontemini ve iliskisini
tartistigimizda, yurtici ve yurtdisindaki envanterinde miihiir bulunan
kataloglar1 ornekleme yoOntemiyle inceledik. Uygulayici konumundaki
kurumlarda bu konuda bir birliktelik ve standardin olmadigini tespit ettik.
Bu konu bagli basina yeni bir arastirmanin konusunu tegkil ettiginden
burada sadece tespit ettigimiz sorundan bahsetmek istedik.
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Aldemir Kilercik, Ayse

AN UNUSUAL FORM OF ART INSTALLATION:THREE-DIMENSIONAL
SUFI PANELS

Mevlevi art in Istanbul is the product of local culture, enriched by the
contribution of a cultural repertoire introduced to the city by the Mevlevi
sheikhs from the provinces. The manuscripts and inscription panels that
they produced, as well as the tools and materials they used, are noted for
their distinctive designs, which can be traced from the earliest examples.

The most common motif is the Mevlevi cap, which is featured in
illuminated frontispieces of manuscripts and sometimes on their bindings,
in the central compositions or borders of sufi inscription panels, and on
tools such as scissors and maktas (bone or ivory tablets on which the nibs
of reed pens were cut). Inscription panels designed for hanging on the
walls of sufi lodges have widely diverse compositions. Artists produced
panels with compositions consisting only of writing, of writing combined
with pictures, or pictures alone. Others are in the form of calligraphic
pictures, in which the inscription is designed to form an image. The most
widespread inscription on such panels written by Mevlevi calligraphers is
the phrase “O Lord Mevlana”, either as a single line or as a calligraphic
composition with the words and letters arranged one above the other. Often
this phrase is written inside the figure of a Mevlevi cap set on a chair or
stool in the center of an interior space framed by ornately draped curtains.
Some panels have a fairly large Mevlevi cap with no inscription written
inside it, set in a richly decorated interior. The large size of the cap gives
it prominence in the composition. Dervish artists in search of innovation
were adventurous in their experimentation with new designs and materials.

Among the most unusual panels by these artists are three-dimensional
installations featuring the Mevlevi cap motif. These panels are in the form
of rectangular boxes measuring around 40 x 30 cm. Miniature elements
forming the opulent interior scenes within the boxes consist of velvet
or satin curtains, gilded wooden stools or chairs, wallpaper, wall lights,
candlesticks and chandeliers, flooring, wooden reading stands, tiny books
and artificial flowers in vases, all cut from real materials and glued in place.
In keeping with a sufi interior there is often an inscription band around
the walls, consisting of a verse from the Kur’an, a prayer or an aphorism
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written in expert calligraphy. In some cases the dervish artists have written
their names and a date on their installations. Surviving examples of these
panels are thought to date from the second half of the 19th century or
early 20th century. It is known that three-dimensional models in Ottoman
art, particularly in the field of architecture, had been made since the
16th century, for functional and ceremonial purposes, or as mementoes.
Evidently model making was a long established tradition that continued
into the 19th century, when sufi panels emerged as a new form. These
were produced by dervish artists on a smaller scale than architectural
models, but retaining all the details of the scenes they represented. From
the foundation of the Mevlevi sufi order in the late 13th century, up to
the 20th century, Mevlevi art occupied a distinctive place in Ottoman art
as a localised form. The Mevlevi cap motif, which had originally been
a part of calligraphic compositions, took on an independent identity in
figurative art, evolving from an element of two-dimensional pictures
to three-dimensional installations and becoming the central element in
representations of sacred spaces. These unusual installations, which are
the product of a creative artistic understanding and appealed to refined
tastes, became a special feature of sufi art.

SIRADISI BiR YERLESTIRME SANATI: UC BOYUTLU TEKKE
LEVHALARI

Istanbul’da Mevlevi sanati, yerel bir kiiltiiriin iiretimidir. Istanbul disinda
yetismis Mevlevi seyhlerinin tagradan getirdigi kiiltiir repertuarinin da
katkisiylazenginlesmistir. Mevlevihanelerde, tekkelerde, dervis sanatkarlar
tarafindan hazirlanan elyazmalari, yazi levhalar1 ve hattat malzemeleri,
giiniimiize ulagmis erken Orneklerinden itibaren 6zgilin tasarimlariyla
dikkat cekmektedir. Elyazmalarim unvan tezhiplerinde, kimi zaman
ciltlerinde, tekke levhalarin kompozisyonlarinda, hatta ¢ercevelerinde ve
makaslarda, maktalarda 6ne ¢ikan motifise, Mevlevi sikkesidir. Tekkelerin
duvarlarina asilmak {iizere hazirlanan levhalarin tasarimlar1 g¢esitlilik
gosterir. Sanatkarlar, yazili, yazili ve resimli veya sadece resimli levhalar
hazirlamigtir. Mevlevi hattatlar, yazi levhalarda, tek bir satir halinde veya
istiflenmis sekilde, cogunlukla “Ya Hazret-i Mevlana” ibaresini yazar. Bu
ibare, kimi zaman dokiimlii, zengin goriiniimlii bir perde ile ¢evrelenmis
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bir mekanin ortasindaki siislii bir sandalye veya tabureye yerlestirilmis bir
Mevlevi sikkesi resminin i¢ine de yazilir. Kimi levhalarda ise, biiyiikge
bir Mevlevi sikkesi resmi yapilmis, ancak i¢ine yazi yazilmamistir. Bu
levhalarda mekanin dekorasyonu zenginlestirilmis, Mevlevi sikkesinin
boyutlar1 biiyiitiilmiis, 6n plana ¢ikartilmistir. Yenilik arayisindaki dervis
sanatkarlar, yeni tasarimlart denemekte ve farklt malzemeler kullanmakta
cesur davranmiglardir.

Sanatkarlarin, Mevlevi sikkesi resimlerini ii¢ boyutlu yerlestirmelere
doniistiirdiikleri levhalar sira disidir. Bu levhalar, 40 x 30 cm. civarindaki
boyutlarda, dikdortgen bir kutu gibidir. Kutunun i¢indeki gosterisli mekani
olusturan minyatiir unsurlar, kadife veya saten perdeler, ahsap ve altin
yaldizl1 tabure veya sandalye, duvar kaplayan duvar kagidi, aydinlatmada
kullanilan aplikler ve samdanlar, tavandan sarkan avizeler, yer dosemesi,
ahsap rahleler, minik kitaplar, vazo igindeki yapma ¢igekler, gercek
malzemelerden kesilmis ve kutunun igindeki yerlerine yapistirilmistir.
Tasarima uygun sekilde, bir ayet veya bir dua, giizel bir s6z, sanatsal
bir hattat yazisiyla mekani ¢epegevre dolasir. Dervis sanatkarlar, kimi
yerlestirmelere ismini ve tarihi de yazmistir. Bu levhalarin, 19. ylizyilin
ikinci yarisinda veya 20. yiizyilin basinda yapilmis oldugu tahmin
edilmektedir. Osmanli sanatinda, Ozellikle de mimarlik tarihinde, 3
boyutlu maketlerin islevsel, torensel veya hatira amagla, 16. yilizyildan beri
yapildig1 bilinmektedir. Gelenegi eski oldugu anlasilan bu maket yapimi
faaliyetinin, 19. yiizyilda devam ettigi anlasilmaktadir. Maket yapimi,
bu yiizyilda, yeni bir tasarim alan1 olarak, tekke levhalarinda yer bulmus
olmalidir. Dervis sanatkarlarin tasarimlarinda elbette maketlere kiyasla
boyutlar kii¢lilmiis ancak mekanlarin tiim ayrintilart muhafaza edilmistir.
Mevlevi sanati, Mevlevi tarikatinin teskilatlandigi 13. yiizyilin sonlarindan,
20. ylizyila dek, Osmanli sanatinda 6zgilin ve yerel bir eser liretim alani
olmustur. Mevlevi sikkesi tasarimi, yazi levhalarindan bagimsizlasip
resme donlismiis, 2 boyutlu bu resimlerden 3 boyutlu yerlestirmelere
evrilmis, kutsal mekan temsillerinin merkez figiirii olmustur. Yaratici bir
sanat anlayisinin iirlinii olan bu sira dis1 yerlestirmeler, ince bir zevke hitap
etmis ve tarikat sanatinin 6zel tasarimlar1 olarak giiniimiize ulagmustir.
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Algag, Seyda

THOUGHTS ON A GROUP OF DEPICTED VILLAGE MOSQUES
WITH DERVISH LODGE SYMBOLS IN THE AEGEAN REGION
DURING THE WESTERNIZATION PERIOD

Along with the Ottoman Westernization movement that started with 28
Mehmet Celebi’s visit to France during the Tulip era between 1718 and
1730, there were significant changes in politics, culture, art, as well as in
one of the most important branches of art, architecture and its decoration.
The interiors of the Topkap1 Palace are richly decorated with naturalistic
murals. The landscapes, still-life paintings, and various architectural
depictions, which began using perspective towards the end of the 18th
century constitute the main themes of the wall paintings of the period. This
new style is not only observed in the palace but also in the living spaces
of the senior executive classes living outside the palace, in mansions and
houses.

There are very few representational depictions on the murals of religious
spaces in the capital Istanbul. Kaaba depictions on Tekfur Palace tiles
found in Hekimoglu Ali Pasha and Eylip Cezeri Kasim Pasha Mosques are
among the rare, early examples. The landscapes in the Cedit Havatin tomb
and the entrance to the tomb of Murad III, the depictions in the sultan’s loge
of the Uskiidar Atik Valide Mosque, and the landscapes in the shadirvan of
the Nusretiye Mosque, which have not survived, are the exceptions with
representational art within religious places in Istanbul.

The use of representational art on the walls of religious spaces was
tolerated more in the Balkans and Anatolia. In Anatolia, from the second
half of the 18th century onward, rich descriptions are encountered in
religious architecture along with the strengthening of local families and
the development of the Ayanlik institution. Although structures with
representational depictions are widely spread in Anatolia, they are more
concentrated in some regions. Rich depictions, some of which can be
attributed to Zileli Emin, are seen in many mosques and tombs in Amasya-
Tokat- Merzifon region in the Middle Black Sea. These depictions include
naturalistic landscapes, urban views, baldachin tombs, factories, trains,
spheres, clocks, inkpots, and watermelons stuck with knives, as well as
dervish lodge symbols such as battle-axes, salpinx, flags, and caps.
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Another important center in Anatolia is the Aegean Region. Mosques in
[zmir and its surroundings in the Coastal Aegean region have Western-
style murals of landscapes, as well as urban and architectural views, which
suggests that the artists who came from the West must have worked in
their decoration. On the Denizli-Afyon-Konya route towards the inner
regions, there are numerous small-scale mosques, which must have had
local masters working on their decorations. Symbolic depictions, such
as crowns of various sects, salpinx, battle-axes, Rifa’i knobs, abutments,
flags, spears, baldachin tombs, fascicle pouches, images of Hz. Ali’s
sword, scissors, scales, and watermelons stuck with knives represented
together with a cut slice next to it were also used in some of these mosques.
Village mosques with such depictions in the region are generally far from
the center and must have increased after the 1850s. Various master groups
connected to the dervish lodges must have worked on the decoration of the
small village mosques providing an income both for themselves and their
lodges. They inconspicuously hid signs that can be regarded as signatures
among the decorations that would not attract attention, outside of the
harim areas, or if within it, then away from the mihrap section. This paper
analyzes the signs and symbols used in dervish lodges that are depicted
in a group of village mosques to try to identify the master groups and the
lodges they belong to.

BATILILASMA DONEMINDE EGE BOLGESINDE TEKKE
SEMBOLLERINE SAHIP BiR GRUP TASVIRLI KOY CAMISININ
DUSUNDURDUKLERI

1718- 1730 yillar1 arasindaki Lale devrinde 28. Celebi’nin Fransa’ ya
yaptig1 ziyaretle baslayan Batililasma hareketi ile birlikte siyasette,
kiiltirde, sanatta ve sanatin en onemli dallarindan biri olan mimarlik ve
mimari dekorasyonda onemli degisiklikler olur. Topkap:r Sarayi’nin i¢
mekanlar1 natiiralist anlayisla yapilmis zengin duvar resimleriyle bezenir.
18. yiizyilin sonlarina dogru perspektif kullanilarak yapilmis manzaralar,
natlirmortlar, ¢esitli mimari tasvirler, donemin duvar resimlerinin ana
temalarint olusturur. Bu yeni tslup sadece sarayda degil, saray disinda
yasayan Ust diizey yonetici simifin yasam alanlarinda, konaklarda ve
evlerde de gozlemlenir.
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Baskent Istanbul’da dini mekanlardaki duvar resimlerinde ise tasvire
cok az sayida rastlanir. Hekimoglu Ali Pasa ve Eylip Cezeri Kasim Pasa
Camilerindeki, Tekfur Sarayi tiretimi ¢inilerdeki Kabe tasvirleri erken tarihli
nadir orneklerdendir. Cedit Havatin ve III. Murad tiirbesinin girisindeki
manzara resimleri, Uskiidar Atik Valide Camisi hiinkdr mahfilindeki
tasvirler, Nusretiye Camisinin sadirvanindaki giinlimiize ulagsamayan
manzara resimleri Istanbul’ da dini mekanlardaki tasvir sanati i¢in istisna
teskil ederler. Dini mekan duvarlarindaki tasvir sanatinin kullanimina
Balkanlar ve Anadolu daha hosgoriilii davranmistir. Anadolu’da 18. yilizyilin
ikinci yarisindan itibaren yerel ailelerin giliclenmesi ve ayanlik kurumunun
gelismesi ile birlikte dini mimarlikta zengin tasvirlerle karsilasilir. Tasvirli
yapilar tiim Anadolu’ya yayilmis olmakla birlikte baz1 bolgelerde yogunluk
gosterir. Orta Karadeniz’de Amasya-Tokat-Merzifon bolgesinde bir¢ok cami
ve tilirbede, bazilar1 Zileli Emin’ e atfedilen zengin tasvirler goriiliir. Bu
tasvirlerde natiiralist anlayisla yapilmis manzaralar, kent tasvirleri, baldaken
tiirbe, fabrika, tren, kiire, saat, hokka, bicak saplanmig karpuz gibi sembolik
tasvirler, teber, nefir, sancak, tag¢ gibi tekke sembolleri de kullanilmistir.

Anadolu’daki diger 6nemli bir merkez Ege Bolgesidir. Kiy1 Ege bolgesinde
[zmir ve civarindaki tasvirli camilerde resimsel bir betimleme anlayisi
ile yapilmis manzaralar ve kent tasvirleri, mimari tasvirler goriiliir. Bu
eserlerde Ege Bolgesinin bati ile olan ticari iliskilerinin sonucu olarak ¢ok
sayida yabanci usta ¢alismistir. I¢ bolgelere dogru Denizli-Afyon-Konya
giizergahinda da bezemelerinden yerel ustalarin sorumlu tutulabilecegi ¢ok
sayida kiigiik 6l¢ekli tasvirli cami bulunmaktadir. Bu camilerden bazilarinda
stislemelerin ve ¢esitli tasvirlerin yaninda ¢esitli tarikat taclari, nefir, teber,
Rufai topuzlari, miitteka, sancak, mizrak, baldaken tiirbe, ciiz kesesi, silah,
Hz. Ali’ nin kilici, makas, terazi, bigak saplanmis ve bir dilimi kesilip
cikarilmis karpuz gibi sembolik tasvirler de kullanilmistir. Bolgede tasvirli
kdy camileri genellikle merkezlerden uzakta bulunmakta ve 1850’lerden
sonra yogunluk gostermektedir. Tekkelere bagli ¢esitli usta gruplar kiigiik
kdy camilerinin bezemelerini yaparak kendilerine ve bagli bulunduklar
tekkelere gelir saglamis, imza sayilabilecek isaretlerini harim digina bazen
de harim kisminin mihraptan uzak béliimlerine, dikkat ¢ekmeyecek alanlara
stislemelerin arasina gizlemislerdir. Bu bildiride tasvirli kdy camilerinin
icinde tekke sembollerine sahip bir grup camideki isaretler, semboller
analiz edilerek usta gruplar1 ve mensup olduklar tekkeler tespit edilmeye
calisilacaktir.
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Alp, Selda

THE WALL PAINTINGS OF BADEMLI VILLAGE MOSQUE IN
AFYON

This paper analyzes the wall paintings of the Bademli Village Mosque in
Afyon which have not yet been studied. Wall paintings began to be seen
in mosques, tombs and residences in Istanbul, Anatolia and the Balkans
from the second half of the 18th century onward. Bademli Village Mosque,
which consists of a prayer hall (harim), portico, and women’s lodge
(mahfil), is one of these examples.

The structure was planned as a small village mosque and the painted
wall decorations of the mosque draw more attention than its architecture.
The decoration of the structure is reminiscent of that of the 19th century
Anatolian village mosques built in and around Afyon, but the tughra
(imperial monogram) and emblem of Abdiilhamid II on its portico is an
original feature.

It is not known for or by whom the mosque was built. It has two inscriptions
that help date it. The first is on the round arched wall of the entrance to
the prayer hall and is dated 1317 H. (1900 A.D.). The second has the date
1338 H. (1920 A.D.) and is on the arch of the South fagade window. The
wall paintings also suggest that the structure was built at the beginning of
the 20th century.

The plan of the prayer hall is very close to a square and is covered with a flat
roof. The upper floor of the portico which is thought to have been added later
is covered with a flat wooden roof. The covering of the prayer hall is carried
by two wooden pillars and there is a wooden staircase that gives access to the
women’s lodge on the upper floor as well as to the balcony (ezanlik) for the
call to prayer to be read.

The construction date of the mosque (1900) coincides with the 600th year of
the Ottoman Empire and the 25th anniversary of the accession of Abdiilhamid
II to the Ottoman throne. The wall paintings of the mosque must also date to
this year when monumental buildings were built both in Istanbul and Anatolia.
The wall paintings on the west wall of the portico includes the tughra of
Abdiilhamid II and the emblem representing Ottoman Empire, which must
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have been done on the 25th anniversary of the sultan’s accession to the throne.
The pseudonym “El-Gazi” was also drafted to the upper right part of the
tughra. The artist must have used a stencil for the fughra and the emblem.

This paper analyzes the names and prayers on the medallions, landscapes,
depictions of mosques, curtain motifs, oil lamps, plant and geometrical
motifs on the walls of the portico, prayer hall and women’s lodge. The
painted wall decorations on the walls of the portico and prayer hall will
be compared with similar examples in mosques, which are dated to the
Westernization period of Anatolian art of depiction.

AFYON BADEMLIi KOY CAMiSi DUVAR RESIMLERi

Bu bildirinin amac1 Afyon ili, Dinar il¢esindeki Bademli Koyii Camisi
duvar resimlerini incelemektir. Bildiride bugiine kadar herhangi bir
arastirmaya konu olmayan caminin kalem isleri tanitilacaktir. Harim, son
cemaat yeri ve kadinlar mahfilinden olusan caminin minaresi yoktur.

Kiigiik bir kdy camisi olarak tasarlanan yapinin mimarisinden ziyade harim
ve son cemaat yerindeki kalem isleri dikkat ¢ceker. Anadolu’da 19. ylizyilda
insa edilen kdy camilerini hatirlatan yapinin siisleme programi Afyon ve
cevresindeki camilere benzese de son cemaat yerindeki II. Abdiilhamid
tugrasi ve armast 6zglndyir.

Yapinin banisi bilinmemektedir. Mevcut iki kitabeden biri harime girisi
saglayan yuvarlak kemerli kap1 tizerinde “1317” (1900) tarihli tabeladir.
Digeri ise yapinin giiney cephesindeki pencere kemerinde okunabilen
“1338” (1920) tarihidir. Kitabeler yaninda duvar resimleri bize yapinin 20.
yiizy1l basinda yapildigini diisiindiirmektedir.

Yapinin harim boliimii kareye yakin planli ve diiz cati ile ortiiliidiir. Yapiya
sonradan eklendigi disiiniilen iist kat son cemaat yeri de diiz ahsap bir
catryla ortiiliidiir. Harim boliimiiniin ortii sistemi iki adet ahsap dikme
tarafindan tasinmaktadir. Son cemaat yerinde tist kattaki kadinlar mahfiline
ve balkonumsu ahgap bir ¢ikint1 bigimindeki ezanliga ¢ikisi saglayan ahsap
merdivenler bulunmaktadir.
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Caminin inga tarihi olan 1900 yili Osmanh saltanatinin 600. yilina ve
Sultan II. Abdiilhamid’in tahta ¢ikiginin 25. yilina denk gelmektedir.
Istanbul ve Anadolu’da anitsal nitelikli yapilarin yapildigi 1900 tarihinde
caminin kalem isleri de yapilmis olmalidir. Son cemaat yerinde II.
Abdiilhamid tugrast ve armasmin yer verildigi bati duvarindaki kalem
isleri sultanin tahta ¢ikiginin 25. y1l donlimiine yetistirilmis olmalidir. II.
Abdiilhamid’e ait tugranin sag iist kisminda El-Gazi mahlasi islenmistir.
Tugra ve amblemi yapan ressam Ortii ya da bir kalip kullanmis olmalidir.
Tugra ve mahlas hilal bicimli madalyonla birliktedir. Hilalin etrafi siyah
ve beyaz renklerle boyansa da giinesi sembolize etmektedir. Armada
tugranin altinda bir madalyonun cevresi askeri sembollerle siislenmistir.
Oval bi¢imli mavi renkli kalkan (madalyon) diger 6rneklerde bes kollu
yildizlarla bezenmistir. Kalkanin iistlinde Osmanli tahtin1 sembolize
eden sorguglu sarik Osmanli devletinin kurucusu Osman Gazi’yi temsil
etmektedir. Kalkan ayni zamanda imparatorlugun kainatin merkezi
oldugunu sembolize etmektedir. Kalkanin etrafinda yesil {izerine beyaz ay
ve yildizli Hilafet ve mavi Osmanli sancagi betimlenmistir. Sancaklarin
izerinde simetrik olarak yerlestirilen mizrak motifleri, tek ve ¢ift tarafli
teber, el siperlikli toren kilic1, agizdan dolma top ve giilleleri, geleneksel
Osmanl kilici, siingiilii tiifek, toplu tabanca, asa ve sesber, tirkes, mesale,
capa, terazi, ok ve yay, Kuran’t Kerim ve Kanunnameleri sembolize
eden iki kitap, borazan, bereket boynuzu gibi detaylar titiz bir is¢ilikle
betimlenmistir. Amblemin altinda ise stilize edilmis bitkisel dallardan
olusan yuvarlak madalyonlarda zambak ¢igekleri, ortada palmet motifini
olustururken, zambak ¢apraz olarak yerlestirilen mesalelerle ¢cevrelenmistir.

Bu bildiride son cemaat yeri yaninda harim ve {ist kattaki kadinlar mahfili
duvarlarindaki yazi seridi, madalyon i¢indeki yazilarda gecen isim ve
dualar, manzara resimleri, cami tasvirleri, perde motifi, kandiller, bitkisel
ve geometrik motifler anlatilacaktir.

Bademli K&y Cami’sindeki son cemaat yeri ve harim duvarlarindaki
kalemisi bezemeler, Batililasma Donemi Anadolu tasvir sanati i¢indeki
kdy camileri ve benzer diger 6rnekleri ile karsilagtirilacaktir.
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Alp, Suat

TURKISH AND ISLAMIC MATERIAL CULTURAL HERITAGE
IN THE KORNIK MUSEUM: DZIALYNSKI AND ZAMOYSKI
COLLECTIONS

Interactions between Polish and Turkish art and culture constantly increased
over time in spite of the wars. Furthermore, the trophies acquired during
wars appear to have awakened a taste for Turkish and Islamic art. These
trophies were used to create a kind of a remembrance culture. In time, this
interest and appreciation of Turkish and Islamic art manifested itself in the
formation of collections. This paper aims to highlight the role of Turkish
and Islamic Art in Polish Culture and to discuss their interaction within
the framework of the formation of the collections of the Kornik Castle
Museum.

The Kornik Museum collections indicate that the Polish and Lithuanian
aristocratic families assumed the role of protectors of national heritage,
especially in the aftermath of the 1795 invasion when there were no
governmental or official institutions. At first, Tytus Dziatynski (1796-1861)
started to collect old manuscripts and printed books to endow a library in
the already partitioned country. In 1830 he joined the Polish uprising and
had to leave Poland for a while. He returned to Kornik in 1842 and got
his estates and collections back. In the second half of the 19th century,
Jan Dziatynski exhibited his collections in a specially designed room of
his family estate in Kornik. Both the exhibition of his collections and his
approach to collecting were quite systematic and scientific. In addition to
manuscripts and printed books, Jan Dzialynski was also interested in old
arms and armor and during his trips to the East, he had collected a large
number of objects. Throughout his life he gave great importance to the
publishingof important documents related to Polish history and he donated
his Kornik estate to Wiadystaw Zamoyski before he died. His intent was to
create a foundation to endow the Polish nation with the Kérnik estate and
all its collections. This foundation operated successfully till 1952 and was
later put at the disposal of the Polish Academy of Sciences together with
its unique library with its rich holdings and precious museum collections.

28



The present research is aimed to determine the level of interaction of
Turkish and Islamic arts with Polish Culture by focusing on the Kornik
Museum Collections and collectors’ interests as well as the formation and
evolution of their collections.

KORNIK MUZESI’NDEKI TURK-iSLAM MADDI KULTUR
MIRASI: DZIALYNSKi VE ZAMOYSKI KOLEKSIiYONLARI

Tiirk sanat1 ve kiiltiliri ile Polonya kiiltiirii arasindaki etkilesim zaman
icinde savaslara ragmen artarak devam etmistir. Hatta denebilir ki, 6zellikle
savaslardan sonra elde edilen ganimetler, Tiirk-Islam sanatina olan begeniyi
arttirict yonde rol oynamaistir. Ayrica bu ganimetlerin zamanla bir tiir anma
kiiltiirti olusturmak i¢in de kullanildig1 bilinmektedir. Daha sonra, Tiirk ve
Islam sanatina olan bu ilgi-begeni koleksiyonlarin olusumunda da kendini
gosterir. Bu bildirinin amaci Polonya kiiltiiriindeki Tiirk ve Islam sanatinin
roliinii ortaya koymak ve bu etkilesimi Kornik Miizesi Koleksiyonlarinin
olusumu {izerinden tartismaktir.

Kornik Miizesi koleksiyonlar1 kapsaminda baktigimizda, Polonya ve
Litvanya aristokrat ailelerinin, 6zellikle 1795 isgalinden sonra ulusal
kiiltiirel mirasla ilgilenecek herhangi bir hiikiimet ya da resmi kurum
bulunmadig1 bir zamanda ulusal mirasin koruyucusu roliinii tistlendikleri
sOylenebilir. Baglangigta, Tytus Dziatynski (1796-1861) parcalanmis bir
iilkede bir kiitiiphane kurmak icin eski el yazmalarimi ve basili eserleri
toplamaya baslar. 1830’da Polonya bagimsizlik miicadelesine katilir ve
bir stireligine Polonya’y1 terk etmek zorunda kalir. 1842°de Kornik’e
doner ve miilklerini ve koleksiyonlarmi geri alir. 19. ylizyilin ikinci
yarisinda, Jan Dziatynski, koleksiyonunu Kornik’deki aile malikanesinin
0zel olarak hazirlanmis bir odasinda sergiler. Koleksiyonlarinin sergisi
ve koleksiyonculuk yaklagimi oldukg¢a sistematik ve bilimseldir. Jan
Dziatynski, el yazmalari ve basili eserlerin yani sira eski silahlar ve zirhlara
da ilgi duymaktadir ve Dogu kiiltiirlerine yaptig1 gezilerde pek c¢ok eser
toplamistir. Yasami boyunca, Polonya tarihi iizerine 6nemli belgelerin
yayinlanmasina biiyiik 6nem vermis ve 6liimiinden 6nce Kornik’teki miilk
ve koleksiyonlarin1 Wladystaw Zamoyski’ye bagislamistir. Zamoyski’nin
de amaci, Polonya ulusuna Kornik malikanesini tiim koleksiyonlariyla
birlikte bagislamak i¢in bir vakif olusturmaktir. Vakif, 1952 yilina kadar
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bagsarili bir sekilde faaliyet gosterir ve daha sonra zengin eserlere sahip
essiz kiitliphanesi ve degerli miize koleksiyonlar1 ile Polonya Bilimler
Akademisi’nin hizmetine verilir.

Sunulan bu arastirma ile koleksiyonerlerin ilgi ve begenisine,
koleksiyonlarinin olusumuna ve gelisimine odaklanarak, Tiirk ve Islam
sanatinin Polonya Kiiltiirii'ndeki etkilesim diizeylerini Kornik Miizesi
Koleksiyonlar1 kapsaminda tartismak amaglanmaistir.
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Alpagut, Leyla

A MODERN CAMPUS IN THE CAPITAL FOR AGRICULTURAL
EDUCATION: THE HIGHER AGRICULTURAL INSTITUTE
(1928-1933)

This study evaluates the planning of the Campus of the Higher Agricultural
Institute and its structures using visual and written documentary sources
within the frame of the architectural environment of the Early Republican
Period, to understand the unique value of the campus and to shed light on
the architectural history of the period. The Higher Agricultural Institute was
founded in Ankara in 1933 as a result of the modernization movement that
began in every field, including higher education in the immediate aftermath
of the declaration of the Republic, which led to a significant breakthrough.
Taking into consideration the importance of being an agricultural society,
the Republican administration had transferred the already established
Istanbul Halkali Agricultural School to Ankara. Inaugurating a graduate
program in the School of Agriculture and establishing a Veterinary School,
triggered the idea of a campus. Since eighty percent of the population of
Anatolia was living in rural areas, agricultural development was very much
on the agenda, and sanitation projects were introduced in the villages. In
1925, the Gazi Forest Farm was established in Ankara to maintain scientific
methods in agriculture and production. The construction of its buildings
began in 1928, the Higher Agricultural School began instruction education
in 1930, the Higher Agricultural Institute Law was prepared and adopted
in 1933 and the Higher Agricultural Institute which had Agriculture,
Veterinary and Forestry Departments had been established. It is one of
the earliest established higher education institutions in Ankara, which was
designed as a university campus. Its planning as well as the structures of
the campus are among the major examples of the Early Republican Period
and Naht/Ernst Egli architecture.

The first settlement plan of the Higher Agricultural Institute and some of
its structures were designed and implemented by Baurat Naht in 1928,
and after he returned to his country, the entire design, implementation
and control responsibility of the settlement was given to the Swedish
architect Ernst Egli. The settlement, today occupied by the campus of
Ankara University Agriculture and Veterinary Faculties, is located in
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an area of 300x100 m. in Digkapi. The buildings are located on either
side of a pedestrian axis, which begins at the west end of the settlement,
and is reached by monumental stairs after passing under the former
rectorate building. The main character of the settlement is given by the
flat roofed structures in reinforced concrete, steel columns covered with
plaster, reinforced concrete cassette slabs, wooden cladding of the surface
and the interior walls, and architectural details free of decoration. With
these characteristics the settlement is one of the major representatives of
International Architecture Style, which began in the late 1920s and was
effective during the 1930s.

Planning decisions of the Higher Agricultural Institute, the design
philosophy of the buildings, its identity and place in the Early Republican
Period, the qualities of Baurat Naht and Ernst Egli, the relationship/
severance (irrelevance) with the city, its continuity and changes, are the
main topics of discussion in this study.

BASKENT’TE ZIRAAT EGIiTiMi iCINMODERN BiR YERLESKE:
YUKSEK ZiRAAT ENSTITUSU (1928-1933)

Bu calismada, Yiiksek Ziraat Enstitiisii Yerleske planlamasi ve yapilarinin
Ozgiin yazili ve gorsel belgeler ile Erken Cumhuriyet Donemi mimarlik
ortami i¢inde degerlendirilmesi, bdylece yerleskenin 6zgiin degerinin
anlasilmasi, mimarlik tarihine 1s1k tutacak sonuglarin ortaya cikarilmasi
amaclanmstir. Yiiksek Ziraat Enstitiisii, Cumhuriyet’in ilan1 ile birlikte her
alandaki ¢cagdaslasmaci atilimlarda oldugu gibi yiliksek 6gretim konusunda
da gosterilen kararli tutumun bir pargasi olarak 1933 yilinda Ankara’da
kurulmustur. Tarim toplumu olmanin 6nemini dikkate alan Cumhuriyet
yonetimi, Istanbul Halkal1 Tarim Mektebi’ni Ankara’yatasimis, zaten kurulu
ve egitim vermekte olan Ziraat Mektebi ni fakiilte haline getirmek ve Baytar
Mektebini kurmak, kampiis diisiincesini ortaya ¢ikarmistir. Anadolu’nun
ylizde sekseni koylerde yasamakta, tarimla kalkinma 6nemsenmekte, sthhi
koy projeleri iiretilmektedir. Daha 1925 yilinda Ankara’da Gazi Orman
Ciftligi kurularak tarim ve iiretim caligmalarinin bilimsel yontemler ile
stirdiiriilmesi hedeflenmistir. 1928’de binalarinin yapimina baslanan
“Yiiksek Ziraat Mektebi” 1930’da egitime acilmig, 1933’te Yiiksek
Ziraat Enstitlisii Yasas1 hazirlanarak kabul edilmis, biinyesinde Ziraat,
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Veterinerlik ve Orman bdliimlerini barindiran Yiiksek Ziraat Enstitiisii
kurulmustur. Enstitii, Ankara’nin {iniversite kampiisii olarak tasarlanan ilk
yiiksek 6gretim kurumlarindandir. Yerleske planlamasi ve yapilari, Erken
Cumhuriyet Donemi ve Baurat Naht/Ernst Egli mimarliinin baglica
ornekleri arasindadir. Yiiksek Ziraat Enstitlisii’niin ilk yerlesim plani ve
bazi yapilar1 1928 yilinda Alman mimar Baurat Naht tarafindan tasarlanmis
ve uygulanmig, mimarin iilkesine donmesinin ardindan, yerleskenin
biitiin tasarim, uygulama ve kontrol sorumlulugu Isvigreli mimar Ernst
Egli’ye verilmistir. Giiniimiizde Ankara Universitesi Ziraat ve Veterinerlik
Fakiilteleri’nin yer aldig1 yerleske, Diskapi’da 300x100 m. dl¢iilerinde bir
alanda konumlanir. Yapilar, yerleskenin bat1 ucundan baslayarak, anitsal
merdivenler ile ulasilan ve eski rektorliik binasinin altindan gegen bir
yaya yolu ekseninin iki yaninda konumlanir. Yerleskenin ana karakterini,
betonarme ingaat sistemindeki diiz ¢atili yapilar, siva ile kaplanmis ¢elik
kolonlar, betonarme kaset dosemeler, ahsap kaplama yiizey ve i¢ duvarlari
ve siislemeden uzak ayrintilar olusturmakta, bu 6zellikleri ile 1920’lerin
sonunda baglayan ve 1930’lar boyunca etkili olan Uluslararast Mimarlik
Uslubunun baslica temsilcileri arasinda yer almaktadir.

Yiiksek Ziraat Enstitiisii, cagdas egitim programlarinin yaninda, yerleske
planlamasi ve binalar1 ile Ankara’nin bagkent kimligi kazanma siirecinde
onemli katki saglayan prestij yapilarindan biri olarak degerlendirilmelidir.
Ziraat ve veterinerlik egitiminin gereklerine uygun yapilar ve yerlesim
planlamas1 akilct ve islevselci ¢oziimler ile iiretilmistir. Bu donemde,
her alanda gerekli bilimsel donanima sahip bireyler yetistirme hedefi,
her kademede ve her tiirde acilan okullarin miifredat programlarindan
ve binalarmin mimari kimliginden de agik¢a okunabilir. Yiiksek Ziraat
Enstitiisti, yerleske i¢in yer seciminden, binalarimin akilci/islevselci
cOziimlerine kadar, ¢cagdas ziraat egitiminin gereklerine uygun bir anlayis
ile kurgulanmistir.

Yiiksek Ziraat Enstitlisii Yerleskesi’nin planlama kararlari, yapilarin
tasarim anlayisi, Erken Cumhuriyet Donemi igindeki kimligi ve yeri,
Baurat Naht ve Ernst Egli tasarimi olarak nitelikleri, kent ile kurdugu
iligki/ iliskisizlik, barindirdig: siireklilik ve degisiklikler, bu ¢aligmanin
ana tartismasidir.
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Alpaslan Arc¢a, Sibel
Ozbiyik, Kadriye

THE ORDER OF THE GARTER AWARDED TO SULTAN
ABDULAZIZ: AN EXAMPLE OF THE CHANGING BALANCE OF
POWER IN THE 19TH CENTURY

In the 18th century, faced with the developing and changing world and
especially after the military defeats they suffered, the Ottomans realized
that they were lagging behind the Occident in the economic, military,
political and technological fields. They thus began a reform movement
modelling it on the Occident. During this period, the ambassadors sent to
Europe, especially Yirmisekiz Mehmed Celebi in Paris, kept a close eye on
the Occidental culture and tried to collect information. The Ottomans also
worked to develop relationships through the diplomatic representatives of
European countries.

In 1793, Sultan Selim III (s. 1789-1807) opened the first permanent embassy
in London, which introduced the so-called permanent diplomacy practice
in foreign policy. The traditional Ottoman approach was substituted by
a balance policy called “Denge,” which was based on the international
power balance of the 19th century. This concept of politics was consistent
with the politics of the United Kingdom, who recognized the geopolitical
importance of the Ottoman domains and kept an eye on the protection of
the territorial integrity of the Ottoman Empire in order to secure the trade
routes and colonies of India. This British policy, which lasted until the end
of the 19th century, brought the two countries closer together.

Sultan Abdulmecid’s close relations with England and the increasing
English influence in the Ottoman Empire worried France. Therefore,
France awarded him the Légion d’honneur, which is the highest decoration
in France.

After this French “move”, Queen Victoria awarded the Knight of the Order
of the Garter to Abdulmecid, the Sultan of the Ottoman Empire. It was
the most senior order of knighthood in the British honors system. Even
though the earlier Ottoman sultans had never accepted such decorations
and orders offered by non-Muslims states, Sultan Abdulmecid accepted it
in order to develop diplomatic relations with the European states.
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When the French emperor, Napoleon III, invited Sultan Abdulaziz,
the brother of Sultan Abdulmecid, to be the guest of honor at the Paris
International Exhibition, in 1867, an Ottoman sultan traveled to Europe for
the first time. After his visit to Paris, Sultan Abdulaziz went to London as
well, upon the invitation of Queen Victoria.

On July 17, 1867, during the sultan’s visit to England, Queen Victoria
awarded him with the Most Noble Order of the Garter, which was
dedicated to Saint George, the patron Saint of England. This order is today
preserved at the Topkap1 Palace Museum together with the earlier order of
the garter presented to Sultan Abdulmecit, a letter of appointment (berat)
inside a box covered in purple velvet, the seal of the letter of appointment
inside a gilded silver box and a rapier. The Topkap1 collection also has the
outfit worn by the sultan for this ceremony consisting of a dark red velvet
waistcoat, a dark blue velvet cloak with the cross of Saint George and the
words “MAL HONI SOIT QUI MAL Y PENSE” embroidered in gold thread
on its left chest and a dark red velvet girdle hanging on the right shoulder
over the cape. The name of the maker is inscribed on the inner lining of
its upright collar reading: “A. EDE, Robe Maker”, while the emblem of
the firm and its address is just below it “193 FLEET STREET, Corner of
Chancery Lane” (from top to bottom). A cardboard label with the words
“H.R.H. The SULTAN K. G” is sewn on the back of the inner lining.

This paper presents and discusses the 19" century changes in the Ottoman
foreign policy as well as the changes in the image of the sultanate and its
forms of expression during the long 19th century.

19 . YUZYILDA DEGIiSEN GUC DENGELERININ BiR ORNEGI:
SULTAN ABDULAZIiZ’E VERILEN DiZ BAGI NiSANI

18. yiizyilda gelisen ve degisen diinyaya karst Osmanli, 6zellikle askeri
yenilgilerin iizerine Batinin ekonomik, askeri, politik ve teknolojik
alanda gerisinde kaldigini kabul ederek, Batiy1 referans alarak yenilesme
hareketlerine baglamistir. Bu donemde basta Paris’e gonderilen Yirmi Sekiz
Celebi Mehmed olmak iizere Avrupa’ya gonderilen elgiler Bat1 kiiltiiriinii
yakindan gozlemeye ve bilgi toplamaya gayret etmiglerdir. Ayrica Avrupa
iilkelerinin diplomatik temsilcileri araciligiyla iliskilerin gelistirilmesi i¢in
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caligilmastir.

Sultan II1. Selim (1789-1807), 1793 yilinda ilk daimi el¢iligin Londra’da
acilmasiyla stirekli diplomasi denilen uygulamay1 dis politikada yasama
sokmustur. Geleneksel Osmanli dis politika anlayisi, 19. yiizyilda
uluslararas1 dengeleri hesaba katarak hareket eden “denge” siyasetine
birakmistir. Bu siyaset anlayisi, Ingiliz Imparatorlugu’nun siyasetiyle
biitiinliik arz ediyordu. Ingiltere, Hindistan’a ulasan ticaret yollarin1 ve
sOmiirgelerini giiven altina alabilmek icin Osmanli cografyasinin jeopolitik
onemini kavramis ve Osmanli Imparatorlugunun toprak biitiinliigiiniin
korunmasiylabunusaglayacagini 6ngoriiyordu. 19. yiizyilin sonlarina kadar
siirecek olan bu Ingiliz siyaseti, iki iilkeyi birbirlerine yakinlastirmistir.

Sultan Abdiilmecid’in ingiltere’ye yakinlasmasi ve Ingiltere’nin Osmanl
Devleti iizerinde niifuzunun artmasi Fransizlari endigelendirir. Bu nedenle
Fransa, Sultan Abdiilmecid’e Fransa’nin en itibarli nisan1 olarak kabul
edilen Lejyon Donér (Légion d’honneur) takdim eder. Fransa’nin bu
hamlesi iizerine Ingiltere Kralige Victoria tarafindan Osmanli Sultan
Abdiilmecid’e asalet riitbelerinin en bliyligli sayilan Dizbagi Nisani
(Knight of the Order of the Garter) verilir. Daha 6nceki Osmanli padigahlari
gayrimiislim devletler tarafindan verilmek istenen niganlar1 kabul etmemis
olmalarina ragmen Avrupa devletleriyle diplomatik iligkileri gelistirmek
isteyen Sultan Abdiilmecid bu nisan1 kabul etmistir.

Fransa imparatoru III. Napoleon’un, Sultan Abdiilaziz’i 1867 Paris
Uluslararas1 Sergisi’ne onur konugu olarak davet etmesi lizerine, ilk defa
bir Osmanli padisahinin Avrupa seyahati gerceklesir. Sultan Abdiilaziz
Paris’ten sonra, Kralice Victoria’nin daveti iizerine Londra’ya ge¢mistir.
Sultan Abdiilaziz’e Kralige Victoria tarafindan 17 Temmuz 1867’de
Ingiltere nin en yiiksek sovalyelik ve iigiincii en prestijli onur nisan1 olan
Dizbag1 Nisant (The Most Noble Order of the Garter) verilmistir. Bu
nisan, Ingiltere’nin koruyucu azizi Saint George’a ithaf edilmistir. Sultan
Abdiilaziz’e verilen Dizbag1 Nisani ile birlikte mor kadife kapl bir kutu
i¢inde Ingiltere hiikiimetinin berati, altin yaldizli giimiis bir kutu iginde de
beratin miihrii ve bir me¢ Topkap1 Saray1 Miizesi’ndedir. Ayrica bu térenin
kiyafetleri, koyu kirmizi kadife yelek ile sol gdgiis iizerinde arma iglenmis
koyu mavi kadife pelerin, pelerinin lizerinde sag omuz iizerine asilan koyu
kirmizi kadife kusak da koleksiyonda yer alir. Pelerinin sol gogsii tizerinde
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Saint George hac1 ve ¢evresinde “HONI SOIT QUI MAL Y PENSE” altin
telle cevrelenmis arma islenmistir. Bu toren kiyafetinin dik yakasinin i¢
astarinda “A. EDE, Robe Maker”, altinda firmanin armasi ve “/93 FLEET
STREET, Corner of Chancery Lane” yazilidir. Yine i¢ astarina sirt kismina
dikilmis olan karton iizerine ise “H.R.H. The SULTAN K. G.” yazihdur.

Bu bildiride, Klasik Donem Osmanli dis politikasinin, 19. yiizyilda nasil
degisime ugradigi ve bu uzun yiizyilda saltanat imgesi ve onun ifade
bigimlerinin degisimi ele alinacaktir.
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Altinkili¢, Ecem

OTTOMAN GLASS ART AND ITS INTERACTIVE RELATION WITH
GLASS ART IN VENICE IN THE 18TH- 19TH CENTURIES

Glass has been used for both decorative and industrial purposes for
hundreds of years. Byzantine glass masters, who migrated from the East to
Italy, contributed to the establishment of the glass industry in Venice. The
slowdown in production in eastern workshops caused Venice to shine in this
area. The workshops were moved to the island of Murano in 1291 in order to
ensure safety against possible fires, and to further tighten the supervision of
glass masters and materials. The Murano craftsmen produced better quality
products by developing their production techniques and decoration styles,
and created a unique world. Very strict rules were applied for the artisans;
it was forbidden to supply material from a place other than the Venetian
lagoon, while leaving the area was punishable by death. Additionally, it
was considered an esteemed profession, glass artisans were considered
equal to the nobility, and they had many opportunities including the right
to marry into aristocratic families. After the Industrial Revolution, glass
production in Murano lost acceleration.

Glass production was seen in the Ottoman Empire from 1450 onwards,
but the most effective period began with Beykoz Glass producion
during the reign of Selim IIl. Ottoman glass art had interactions with
Byzantine, Iranian, Safavid and Mesopotamian art. However, by end of
the 18th century, when a tendency to create its own distinct style began to
emerge, Glass Art claimed a very important place in the Ottoman Empire.
Furthermore, glass was not only used as a decorative element, but it also
became one of the most important products of the Ottoman Empire in
the international competition after the Industrial Revolution. Venetian
craftsmen were consulted to find out the technique and workmanship
required for both this style and its creation. The Mevlevi Dervish Mehmed
Dede was sent to Venice to learn glass making techniques in the island
of Murano during the reign of Selim III. Mehmed Dede learned how to
make opal glass in Venice, and helped create a blended style with Ottoman
Glass Art. The products of the workshop established in Beykoz, which is
a favorable region for glass production, are known as Beykoz Glass. After
the first glass workshop in Beykoz,”The Glass and Crystal Factory” was
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established with the support of Ahmed Fethi Pasha. Additionally in 1899,
“Fabbrica Vetrami di Constantinople”, which was seen as the third step
of Beykoz Glass, was established by Saul D. Modiano, an Italian Jew, in
Pashabahche. The most important symbol of Beykoz work is the Chashm-i
bulbul, which means “the eye of the nightingale”. Despite originating in
Venice, because of the difficulty of production, labor, and the colors and
forms that harmonize with the Ottoman culture, Chasm-i bulbul became
internalized in Istanbul. The factory produced objects such as jugs, glasses,
vases, rose water flasks, jam containers, snow holders, flasks, and cups, all
of which were produced in chashm-i bulbul form as well. Chashm-i bulbul
has many technical, color and form similarities with Murano glasses while
it also carries some elements from Ottoman Art in the shape of its form.
This study compares and contrasts the Beykoz and Murano production in
terms of technique, form and decoration, as well as examine the relationship
between the Venetian Guild and the Gedik system.

Beykoz Glass production, as one of the most prestigious works of its era, is
significant in symbolizing the efforts of change within the Ottoman Empire
against the changing and strengthening European countries. In addition to
revealing important points about 19th century Ottoman Art, it is hoped that
the examination of the glass works of this period will further the study of
both the Ottoman-Venetian relations and Eastern Mediterranean Art.

18.-19. YUZYILLARDA OSMANLI CAM SANATININ VENEDIK
CAM SANATI iLE ILiSKiSI

Yiizyillardan beri cam endiistriyel malzeme olarak ve dekorasyon amach
kullanilir. Dogudan Italya’ya giden basta Bizansli cam ustalar1, Venedik’te cam
endiistrisinin kurulmasina katki saglamiglardir. Dogu atdlyelerinde iiretimin
yavaglamasi, Venedik’in parlamasina sebep olmustur. Atdlyeler yangin
kontroliinii saglamak, cam ustalar1 ve malzemelerin denetimini sikilastirmak
amaciyla 1291 yilinda Murano adasina taginmistir. Muranolu zanaatkarlar,
iiretim tekniklerini ve siisleme tsluplarin1 gelistirerek daha kaliteli tirtinler
ortaya c¢ikarmiglar, burada benzeri olmayan bir diinya yaratmislardir.
Zanaatkarlara oldukca kat1 kurallar uygulanmistir; Venedik lagiinii disinda bir
yerden malzeme temin etmek yasaktir ve kisilerin bolgeden ayrilmasi 6liim ile
cezalandirilmaktadir. Ote yandan soylularla esit sayilarak, aristokrat bireylerle
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evlenebilme imkani verilecek kadar saygin bir meslek olarak goriilmiistiir.
Sanayi Devrimi’nin ardindan Murano’daki cam iiretimi ivme kaybetmistir.

Osmanli Imparatorlugunda 1450 yilindan itibaren cam iiretimi goriilmiistiir fakat
en etkin ¢ag1 III. Selim doneminde Beykoz camcilig1 ile baglamigtir. Osmanli
cam sanatinda Bizans’tan, fran ve Mezopotamya’dan etkiler goriilmektedir.
Fakat kendine 6zgti bir iislup yaratma egilimine girdigi 18. yiizyil sonu itibariyle,
cam sanatmnin Osmanli’da olduk¢a onemli bir yer edindigi izlenmektedir.
Ustelik cam, dekoratif bir unsur olmakla kalmayip Osmanli imparatorlugunun,
Sanayi Devrimi sonrasindaki uluslararasi rekabette ortaya koymus oldugu
en Onemli {irlinlerden birisidir. Bu iislubun ve gerekli teknik ve is¢iligi
ogrenmek i¢in Venedikli zanaatkarlara bagvurulmustur. I1I. Selim doneminde
Murano’ya cam yapimi ve tekniklerini 6grenmek tlizere gonderilen Mevlevi
Dervisi Mehmed Dede’nin bu siireci baslattigi bilinmektedir. Mehmed Dede,
Venedik’te opal cam yapimini 6grenmis, Osmanli cam sanati ile harmanlanmig
bir stilin yaratilmasina katkida bulunmustur. Cam tiretimi i¢in elverisli bir bolge
olan Beykoz’da kurulan atdlyenin tirtinleri Beykoz isi olarak adlandirilmigtir.
Beykoz’daki ilk cam at6lyesinin ardindan Ahmed Fethi Pasa’nin destegiyle
“Cam ve Billur Fabrikas1” kurulmustur. 1899 yilinda da Beykoz camciliginin
ticiincii basamag1 olarak goriilen “Fabbrica Vetrami di Constantinople”, Saul
D.Modiano tarafindan Pasabahce’de kurulmustur. Beykoz isi iiriinlerin en
onemli sembolii biilbiil gozii anlamina gelen Cesmibiilbil’diir. Yapim zorlugu,
emegi, Osmanli kiiltiirine uyum saglayan renkleri ve formuyla, Venedik
kokenli olmasma ragmen Istanbul’a adeta kok salmustir. Atdlyede iiretilen
stirahi, bardak, vazo, giilabdan, regellik, karlik, matara, fincan gibi objelerin
cesmibiilbiil formlar1 karsimiza ¢ikar. Murano camlari ile teknik, renk ve bigim
olarak benzerlik gosteren Cesmibiilbiiller, form olarak da Osmanli sanatina ait
baz1 dgeler tasimaktadir. Bu caligmada, Beykoz Camlar1 ile Murano Camlari
arasinda teknik, form ve siisleme agisindan benzerlikler, farkliliklar ve Venedik
Loncasi ile Gedik diizeni arasindaki iliski incelenecektir.

Doneminin en prestijli eserleri olan Beykoz camlari, ayn1 zamanda degisen
ve giiclenen Avrupa iilkeleri karsisinda Osmanli Imparatorlugu’nun degisim
cabasini simgeleyen olduk¢a onemli bir semboldiir. Bu doneme ait cam
eserleri incelemenin, 19. yiizyil Osmanli sanatina dair 6nemli noktalar
aciga cikarmasinin yani sira hem Osmanli-Venedik iliskileri hem de Dogu
Akdeniz sanati hakkindaki akademik caligmalarda bir basamak olusturmasi
diistiniilmektedir.
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Andersen, Angela

THE EXECUTION OF AL-HALLAJ IN THE TARJUMA-I
THAWAQIB-I MANAQIB (A TRANSLATION OF STARS OF THE
LEGEND)

Al-Husain ibn Mansur al-Hallaj (d. 922) was a Persian Sufi who trained
in both the Sunni legal traditions and with the guide of small and marginal
Islamic spiritual traditions. After relocating to Baghdad with his family, he
was imprisoned in the Abbasid court for inciting social unrest and executed
following a trial in which he was accused of heretical writings. However,
he is best known for his exclamation of the phrase, “En el-Hakk,” “1 am
the Truth.” Truth being one of the names of God in the Kuran, this has
been understood both as a heretical declaration, and as a shorthand for the
notion of Unity of Being, which is the singularity of all living beings as
part of the Divine. This concept defines the understanding of monotheism
inherent in the thought of many Sufi orders.

After his martyrdom, a select number (although not all) of al Hallaj’s
teachings and the example he presented through his mythologized life
story continued to resonate, finding footing with Sufi orders from the
Chistiyya of India to the Bektashis of the Ottoman Empire. A small sub-
genre of martyrdom images arose in conjunction with his story, taking the
form of a handful of miniature paintings in books of poetry, or as episodes
in Sufi narratives. These scenes, in which al-Hallaj is variously being led
to the gallows outside the walls of Baghdad, hanging from the gallows, or
being crucified, originate in Ottoman and Mughal workshops, with the last
versions, which were executed as copies of earlier compositions, dated to
the nineteenth century.

An Ottoman depiction of this scene is included as one of the illustrations
of the manuscript Tarjuma-i Thawaqib-i manaqib (A Translation of Stars
of the Legend). In 1590, the translation into Turkish of Aflaki’s Persian-
language life of the Sufi Celal ad-Din Rumi was ordered by Sultan Murad
II1. The version of the manuscript held by the Morgan Library and Museum
in New York contains 29 miniatures, mostly associated with Rumi himself;
it is more extensively illustrated than another version, held at the Topkap1
and dated 1599. The images from the manuscript appeared as part of the
exhibition Treasures of Islamic Manuscript Painting from the Morgan at
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the Morgan Library and Museum on October 21, 2011, through January
29, 2012. The folio depicting the moments before al-Hallaj’s execution
(MS M.466, fol. 99v) is framed by wide margins, an upper and lower
border of Ottoman text, and the foliage of a tree that overhangs the scene.
Two armed figures escort al-Hallaj, who sports a shaved head, full beard,
and ascetic garb. A gallery of onlookers sit and stand amongst vibrantly
hued grass, flowers, and rocky outcroppings.

Aflaki’s own text will have had some role to play in the selection of
images, but the manuscript’s patron, Murad III would also have had an
input in the depiction of this controversial figure, who defied the Abbasid
Caliph’s leadership and sought to overturn the accepted Muslim praxis.
What a depiction of martyrdom contributed to the understanding of the
life of Rumi and the narrative of Ottoman Sufism is another underlying
question.

By the end of the sixteenth century, several Sufi tarikats were well
established in the Ottoman Empire and had supplanted lone dervishes
and isolated sheikhs as spiritual exemplaries. My paper will situate this
miniature painting within the context of the manuscript, the growth of
Ottoman Sufism, and the narrative of the martyrdom of al-Hallaj broadly
considered. I will discuss how the visual supported the textual presentation
of his transgressions and sacrifice, and why the imperial patron sought to
represent this episode amongst the teachings of the more widely accepted
Sufism of Rumi and the Mevlevis.

TERCUME-I SEVAKIB-I MENAKIB’DA EL-HALLAC’IN iDAMI

El Hiiseyin ibn Mansur el Hallac (1. 922) hem Siinni hukuk egitimi almig, hem de
daha kiigiik, marjinal manevi geleneklerin rehberliginde yetismis Iranli bir Sufidir.
Ailesiyle birlikte Bagdat’a tagindiktan sonra, Abbasiler tarafindan ayaklanma
kiskirtmasiyla suglanarak hapse atilmig, ve yazilarmin sapkin, din karsiti oldugu
gerekcesiyle idam edilmistir. Ama Hallac esas olarak “En al-Hakk (ben hakikatim)”
ifadesiyle taniir. Hakikat’in Kuran’da Tanri’nin adlarimn biri olarak anilmasi, bu
deyisin sapkin bir agiklama olarak anlagilmasina yol agtig1 gibi, ayni zamanda
Tevhid’in, tiim varliklarin Tanri’nin bir pargasi olduguna dair inancin da ifadesi
olmustur. Bu kavram, aslinda bir¢ok Sufi tarikatin Monoteizm anlayigini tanimlar.

42



Oliimiinden sonra, Hindistan’daki Cistiyye tarikatindan Osmanli Bektasilerine
kadar genig bir zeminde Hallac’ i 6gretilerinin bazilar1 (hepsi olmasa da) izlenmis
ve efsaneye donilisen yasam Oykiisiiniin bir drnek olarak alinmasinin yankilari
devam etmistir. idam edilmesi, kiiciik bir sehadet imgelemi grubu olusturmustur.
Bu imgelem, baz siir kitaplarinda ya da Sufi anlatilarda tasvir olarak karsimiza
¢ikar. Osmanli ve Babiirlii kitaphanelerinde yaratilms, 19. ylizyila dek kopyalari
yapilmig bu tasvirlerde Hallac; Bagdat surlarmin diginda kurulmug daragacina
gotiiriiliirken, asilirken, ya da ¢armiha gerilirken betimlenmistir.

Bu konunun bir tasviri, Eflaki tarafindan Farsca yazilmis Mevlana Celaleddin
Rumi’nin yagamini anlatan Sevakibii’l-Mendkib (Menkibelerin Yildizlart) adh
eserinin 1590°da Sultan III. Murad’in emriyle yapilan Tiirk¢e terciimesinin
resimli bir niishasinda bulunur. New York’taki Morgan Library and Museum’de
bulunan yazmada ¢ogu Mevlana ile ilgili 29 resim bulunur. Eserin 1599 tarihli,
nispeten daha az sayida resim barindiran bir bagka niishasi bugiin Topkap1 Saray1
Miizesi’ndedir. Eserin resimleri 21 Ekim 2011-29 Ocak 2012 tarihleri arasinda
Morgan Library and Museum’de agilan Treasures of Islamic Manuscript Painting
from the Morgan baslikli sergide gosterilmistir. Hallac’in idam edilmesinden
onceki anlar1 betimleyen tasvirin (MS M. 466, y. 99b) ¢cevresinde genis pervazda
yer alan bir agacin yapraklar1 sahneyi cerceveler. Kazinmig kafasi, genis sakali
ve zahid kiyafetiyle betimlenmis Hallac’a iki silahli figiir eslik etmektedir. Parlak
renklere boyanmis ¢imen, ¢igekler ve kayaliklar {izerinde oturan ve ayakta
duranlar olay1 izlemektedir.

Eflaki’nin metninin igerigi resim programinin olusumunda rol oynamaktadir,
ancak Abbasi Halifesinin liderligini ve kabul géren Islami pratikleri reddeden
uyumsuz, muhalif Hallac’mn resmedilmesinde III. Murad’in tercihleri de etkili
olmalidir. Bu idamin betimlenmesinin Mevlana’'nin yasamina dair algiyla ve
Osmanli Sufi anlatisiyla baglantisi sorgulanmasi gereken bir diger husustur.

16. yiizyilin sonlarinda Osmanli imparatorlugunda bazi Sufi tarikatlar giderek
iyice kurumlagarak, manevi drnekler olan yalniz dolasan dervislerin ve miinzevi
seyhlerin yerini almaya baslamustir. Bu bildiride El-Hallac’1n Idam tasviri, iginde
yer aldig1 el yazmasi, Osmanli Sufizminin gelismesi ve Hallac’in sehid edilmesi
anlatisinin olusturdugu baglam iginde ele alinacaktir. imgenin yazili anlatiy1 nasil
destekledigi, ve haminin Mevleviler ve Mevlana tarafindan kabul géren Sufizm
ogretileri arasinda bu sahnenin yer almasindaki katkisi tartigilacaktir.
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Aoki Girardelli, Miyuki

“TURKISH” STYLE AND JAPONISME: NEW FINDINGS ON THE
WORKS OF LEON PARVILLEE

The name of Léon Parvillée (1830-1885), a Parisian architect-decorator-
ceramicist, is strongly tied to Ottoman / Turkish art because of his long
career in the Ottoman Empire between 1851 and 1867. Beyond his works
in Istanbul and Bursa, in places like various sections of the Dolmabahce
Palace, the Austrian Embassy buildings in Pera and Yenikdy, and the
restoration of early Ottoman monuments, he is known for having introduced
Ottoman / Turkish art in France through his architectural work for the
Ottoman Pavilion at the 1867 Paris Exhibition and his book Architecture et
decoration turques au XVe siecle (Paris, A. Morel, 1874). His works in his
later career were characterized by Turkish inspired ceramic works, as well
as by Medievalist work influenced by his mentor / collaborator Eugene
Viollet- le-Duc (1814-1879).

Far less known is Parvillée’s interest in Japanese art, and his attempt to
combine Ottoman and Japanese elements in his later production. Japan-
influenced works of Léon Parvillée are from the 1880°s —very late in his life-
in architectural works such as the hot springs in Bourbon-1’ Archambault,
France. This can be considered as his connection with Vicomte Adalbert
de Beaumont and Eugéne Collinot (? — 1882), the authors of Recueil de
dessins pour [’art et l'industrie (Paris, Canson, 1859), one of the earliest
books on Japanese art published in France, the later edition of which,
published in 1883, became a great source of Japonisme design. Collinot
was also Parvillée’s collaborator soon after his return to Paris from Istanbul
in the 1860’s.

It is surprising and unexpected to find Parvillée’s name in a Japanese text
published in 1873. In a report on the 1873 Vienna Exhibition published
in woodcut print, preserved in Tokyo National Museum, an anonymous
Japanese reporter mentions Parvillée’s name and works. According to the
reporter, Parvillée’s works are in “Turkish” and “Persian” style combined
with Japanese painter Katsushika Hokusai’s (1760-1849) drawing of a
tiger, cited from the famous Hokusai Manga. Considering that the 1873
Vienna Exhibition is known to be the beginning of an enthusiastic fashion
of Japanese culture in Europe, to be called as Japonisme, the Japanese
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reporter’s notice seems to be quite natural. But regarding the discourses
on Parvillée as an Ottomanist, or specialist on Turkish art, his attempt to
combine Ottoman and Japanese elements suggests a new perspective.

This paper will discuss unknown examples from Parvillée’s Ottoman-
Japanese synthesis on the basis of new findings from Japanese and Parvillée
Family archives, which were opened for the first time to researchers.

TURK USLUBU VE JAPONIZM: LEON PARVILLEE’NIN
YAPITLARI iLE iLGIiLi YENi BULGULAR

Parisli mimar-dekorator-seramik¢i Léon Parvillée’nin  (1830-1850)
ad1, 1851-1867 arasinda Osmanli Imparatorlugu’nda siirdiirdiigii uzun
kariyerinden dolayr Osmanli-Tiirk sanatina giiglii bir sekilde baghdir.
Dolmabahge Sarayi’nin bazi kisimlari, Yenikdy ve Beyoglu'ndaki
Avusturya Biiyiikelcilik binalari ya da erken Osmanli anitlarinin
restorasyonu basta olmak iizere Istanbul ve Bursa’daki ¢alismalarinin
otesinde, Parvillée, 1867 Paris Uluslararas1 Sergisi Osmanli Pavyonu ve
kitab1 Architecture et decoration turques au XVe siecle (Paris, A. Morel,
1874) ile Osmanli/Tiirk sanatinin Fransa’daki taniticist olarak bilinir.
Parvillée’nin sonraki kariyerini hocasi ve is ortagi olan Eugeéne Viollet-
le-Duc’tan (1814-1879) etkilenerek yaptig1 Orta Cag esintili ¢galismalar ve
Tiirk ilhamli seramik isler belirler.

Parvillée’nin Japon sanat1 {izerindeki ilgisi ve eserlerinde Japon ve Osmanli
ogelerini birlestirme c¢abalari ise pek bilinmez. Léon Parvillée’nin Japon
esintili ¢aligmalari, Fransa’daki Bourbon-1’Archambault kaplicasindaki
mimari c¢aligmasinda goriildiigii gibi 1880°li yillarinda — yani hayatinin
cok ge¢ doneminde- izlenebilmektedir. Bu egilimini Parvillée’nin Recueil
de dessins pour l’art et l'industrie’nin (Paris, Canson, 1859) yazarlar
olan Vicomte Adalbert de Beaumont ve Eugéne Collinot (? — 1882) ile
iligkisiyle baglantili olarak agiklamak miimkiindiir. Bu kitap, Japon sanat1
iizerine Fransa’da basilmis ilk kitaplardan biridir, 1883 tarihli sonraki
edisyonu Japonizm tasariminin onemli bir kaynagidir. Collinot, ayni
zamanda 1860’11 yillarda Istanbul’dan Paris’e déndiigiinde Parvillée’nin
ortagi olmustur.
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1873’te basilmis Japonca bir metin i¢inde Parvillée’nin ismini bulmak,
sasirtict ve beklenmedik bir seydi. Bu metin, bugiin Tokyo Milli
Miizesi’nde bulunan, Japonya’da ahsap baski olarak basilmis 1873 Viyana
Uluslararas1 Sergisi’nin raporudur. Raporun anonim yazari Parvillée’den
ve eserlerinden bahsetmektedir. Raporun yazari, Parvillée’nin
caligmalarinin “Tiirk” ve “Fars” tarzlariyla Japon ressami Katsushika
Hokusai’nin (1760-1849) meshur Hokusai Manga’sindan alinan kaplan
cizimini birlestirdigini sdylemektedir. 1873 Viyana sergisinin daha sonra
Avrupa’da yayginlasmis tutkulu Japon modasinin baglangicit oldugunu
diistintirsek, bu Japon yazarin diistiigii not, gayet dogal goziikmektedir.
Fakat o gline dek daima Osmanlici1 ve Tiirk sanat1 uzmani olarak tanindigini
diistintirsek, Parvillée’nin Osmanli-Japon 6gelerini birlestirme g¢abalari
yeni bir yaklagima isaret etmektedir.

Bubildiride Japon arsivlerinden ve arastirmacilara yeni agilan Parvillée’nin
aile arsivinden elde edilen yeni bulgulara dayanarak, eserlerindeki
Osmanli-Japon sentezi tartisilacaktir.
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Arslaner, Huma

A HYBRID MODE OF EUROPEAN PRODUCTION IN OTTOMAN
DECORATIVE ARTS: ILLUSTRATED PORCELAIN PANELS

From the 18th century onward, relations between the Ottoman palace and
Europe improved, segueing into the ‘westernization period’, initiating a
transformation in matters of diplomacy, education, society and culture.
With European porcelain ware presented to the Sultan as diplomatic gifts,
European porcelain products were considered as a symbol of prestige
among the palace circles and the elite, creating an alternative to the much
favored Chinese porcelain.

Asthe producers of European porcelain began to customize their production
in new forms and decorations that were fitting for the traditional Ottoman
use and taste, a porcelain factory was established for local production in
the garden of the Yildiz Palace in 1892 to address the demand in Istanbul.
The new factory produced goods both for daily use and decorative
purposes, later to be illustrated by painters, and in some cases, decorated
by calligraphers.

Among this rich array of products, one particular set of decorative
illustrated porcelain wall panels stand out: Rectangular panels of 30-35
centimeters made to be exhibited on the walls of palaces and mansions of
the elite class, were located on walls and ceiling corners within baroque
cartouche designs. As these novel pictorial representations transformed
into landscapes and still life paintings, the panels became a mobile artistic
feature, movable from one location to another.

Generally, the panels showcased scenes from Istanbul, reworked from
photographs depicting Baroque examples of architecture from the city,
some with signatures of well-known artists. Since these stationary scenes
were to become the central theme of the mid-19th century Ottoman canvas
painting as well, illustrated porcelain panels constitute a transition period
between decorative wall paintings and canvas painting, characterizing the
westernization period and effectively locating a hybrid mode of both local
and European production, worthy of further inspection.
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OSMANLI DEKORATIF SANATLARINDA AVRUPA MELEZi BiR
URETIM: PORSELEN RESIiM LEVHALARI

18. ylizy1ldan itibaren Osmanli saraymin Avrupa ile her alandaki iliskileri
gelismis, Batililagma olarak tanimlanan doneme girilmistir. Askeri,
diplomasi ve egitimin yani sira sosyal ve kiiltiirel alanlarda da Avrupa’da
iiretilenlere ilgi artmistir.

Sultana sunulan diplomatik hediyeler arasinda Avrupa tiretimi porselenlerin
yer almaya baslamasiyla, Osmanl sarayinda biiyiik begeniyle kullanilan
Uzakdogu porselenleri arasina Avrupa porselenleri de katilir. Istanbul’da
saray ve soylu smif i¢in, Avrupa’ya porselen siparisi vermek bir sayginlik
gostergesi haline gelir. Avrupali porselen lreticileri, Osmanli pazarina
sunmak tizere, geleneksel Osmanli kullanimina 6zel formlarda, yeni bir
porselen eser grubu tiretir. Bunlar Osmanli zevkine uygun sekilde siislenir.

Istanbul’da bu porselenlerin kullanimmin yayginlasmas1 sonucunda,
1892°de Yildiz Sarayr’nin bahgesinde yerli iiretim yapmak iizere bir
porselen fabrikasi kurulur. Yeni fabrika, hem kullanim amacli, hem de
dekoratif amaglh porselenler iiretir. Irili ufakli vazolar, tabaklar, ¢igeklikler,
yemek takimlari, siirahiler, legen ve ibrik takimlari, ressamlar tarafindan
stislenir, resimlenir, kimi zaman hattatlarin yazdig: giizel yazilarla bezenir.

Dekoratif amagh iiretildigi anlasilan bir grup resimli duvar levhasi dikkat
cekicidir. Barok unsurlara sahip, genellikle 30-35 cm dl¢iilerindeki dortgen
formlarda yapilan bu levhalar, saraylarin ve saray cevresindeki soylu
siifin kosklerinin duvarlarina asilarak, mekanlari siislemek iizere yapilmis
olmalidir. Osmanlilarda mekanlarin bu sekilde siislenmesi, 18. yilizyildan
itibaren Ornekleri gliniimiize ulasmis, duvar resmi geleneginin de yeni bir
yorumudur. Duvarlarin, tavan koselerinin, barok kartuslar i¢ine yapilmis,
natlirmort ve manzara resimleri, porselen resim levhalarina dontismiistiir.
Boylece kolaylikla bir mekandan kaldirilip bagka bir mekanlara asilabilen,
hareketli bir sanat uygulamasindan bahsetmek miimkiindiir.

Porselen resim levhalarmin iizerine, genellikle Istanbul goriiniimleri veya
kir manzaralar1 resmedilmistir. Kimlikleri bilinen sanatkarlar, resimlerini
imzalamustir. Istanbul konulu resimlerin, ddénemin fotograflarindan
kopya edildigi anlasilmaktadir. Secilen goriintiiler, 6zellikle Istanbul’un
Barok mimari 6rneklerini gosteren fotograflardan alinmistir. Fotograftan
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kopyalanan duragan sehir manzaralari, 19. ylizyil ortalarinda Osmanli
tuval resminin de ana temas1 olacaktir.

Porselen resim levhalari, Batililasma doneminden itibaren mekanlari
stisleyen duvar resimlerinden tuval resmine gegiste, bir doniim noktasi
olarak goriilmektedir. Avrupa kaynakli ancak yerli bir fabrikanin,
Avrupa’da egitim gormiis Istanbullu sanatkarlarinin Osmanli mekanlar
i¢in yarattiklar1 yeni yorumlar olarak dikkat ¢ekicidir.
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Atbas, Zeynep

AN IMPORTANT COLLECTION FROM THE TOPKAPI PALACE
MANUSCRIPT TREASURY: THE ENDERUN LIBRARY OF
SULTAN AHMED III

Ottoman sultans’ love of books made the Topkap1 Palace Museum the
custodian of one of the most significant manuscript collections in existence.
This collection, once kept at the Inner Treasury of the Ottoman palace,
was initiated during the reign of Sultan Mehmed II (r. 1444-46, 1451-81)
and augmented by the addition of numerous works under later sultans,
all bibliophiles, allowing tens of thousands of books to accumulate over
the years. The manuscript collection was built with works commissioned
by the sultans as well as those acquired by various other means, such as
inheritance, purchase, gift, and booty.

The first ruler to construct a purpose-built library at the Topkap1 Palace was
Sultan Ahmed III (r. 1703-30), who personally laid its foundation stone.
This freestanding library is located at the middle of the third courtyard
of the palace. According to its endowment deed (wagfiyya), the sultan
commissioned a library named after himself in order to gather together
under a single roof the many fine manuscripts scattered throughout the
palace, so that they might be better preserved and protected from damage,
rather than forgotten in some corner, and so that the aghas of the Inner
Palace could make use of them. The library collection of Ahmed III is
preserved in its entirety today. Other manuscripts were later added to this
collection as endowments by Sultan Abdiilhamid I (r. 1774-89) and Sultan
Selim III (r. 1789-1807).

This paper examines this extensive collection, which has survived in its
entirety. It will present the illuminated catalogue of the collection prepared
at its formation, together with the contents of the books, their artistic
characteristics, as well as the seals and ownership notes that they carry.

The detailed foundation document (wagfiyya) of the Library has also
survived. It records important information about the reasons for its initiation,
who can use it and how, as well as which days of the week it is to be open.
Its catalogue was also prepared at the same time.
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All the books carry the foundation seal of Ahmed III. Besides the well-
known foundation seal of the sultan found in all the books, other foundation
seals were also seen on some of the books. This paper will address these
seals. Additionally, the books from the palace treasury, also carry the seals
of sultans who had reigned before Ahmed III.

The Ahmed III Library, which is the earliest known independent Ottoman
library, continued to be used after the demise of the Sultan. His heirs
continued the care and recording of its holdings, and made sure that it was
maintained in good condition. This can be seen by the fact that besides
its catalogue and foundation document, both of which were prepared
during its building, a second book comprising the list of its holdings
and a lending book from the 19th century also survive. In addition to its
significant holdings, these documents also highlight the privileged status
of the Ahmed III library.

This important collection, comprising many books on diverse subjects,
sheds light on the history, knowledge, art, and culture of the extensive
geography within the Islamic world. Besides their textual content, its
holdings, which can be dated from the 9th to the beginning of the 18th
century, include significant examples of calligraphy, binding, illumination
and illustration. This paper will also address these books to highlight the
importance of the collection from the point of view of book arts.

In conclusion, several centuries after its first arrangement during the
Bayezid Il period, Sultan Ahmed III had the palace book treasury re-
classified, re-catalogued, re-inventoried and imprinted with his seal.
Ahmed III, who used similar methods as Bayezid II, while formulating his
library, may also have been inspired by his ancestor.

OSMANLI SARAYI KIiTAP HAZINESINDEN BUYUK BIR
KOLEKSIYON: SULTAN III. AHMED/ENDERUN KUTUPHANESI

Osmanli sultanlariin  kitapseverligi, giiniimiizde Topkapt Saray1
Miizesi’nin en dnemli elyazma koleksiyonlarindan birine sahip olmasini
saglamistir. Topkap1 Saray1 hazinesinde kitaplarin toplanmaya baglamasi
Sultan II. Mehmed (s. 1444-46, 1451-81) doneminde olmus, ardindan
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gelen tiim sultanlar kitaba ilgi géstermis, saray hazinesinde onbinlerce kitap
birikmistir. Bu kitap birikimi, Osmanli sultanlarinin kendi kiitiiphaneleri
icin hazirlattiklari kitaplarin yani sira hediye, ganimet, muhallefat ve satin
alma gibi yollarla olusmus ve hazinede toplanmistir.

Saray’in {i¢iincli avlusunda ilk kez miistakil bir kiitiiphane yaptiran
ve buraya kitap vakfeden Sultan III. Ahmed (s.1703-30) olmustur.
Vakfiyesindeki bilgilere gore bu sultan, ¢esitli vesilelerle biriken birbirinden
nefis kitaplarin kose bucakta kalarak unutulmamasi, zayi olmamasi, daha
iyl muhafaza edilebilmesi ve Enderun’daki agalarin kendi hazinesindeki
kitaplardan yararlanabilmesi i¢in, bizzat temelini attig1 ve kendi adim
tagtyan bu kiitiiphaneyi insa ettirmistir. Giinlimiize tiimiiyle ulasan bu
kiitiiphaneye daha sonra Sultan 1. Abdiilhamid (s.1774-89) ve Sultan III.
Selim (s.1789-1807) doneminde de gesitli kitaplar vakfedilmistir.

Bu bildirinin amaci, giiniimiize timiiyle ulagsan bu biiyiik koleksiyonu,
doneminde hazirlanmis miizehhep katalog ve vakfiyeleri esliginde,
kitaplarin igerigi, sanatsal 6zellikleri, tasidiklart miihiir ve aidiyet kayitlari
agisindan incelemektir.

III. Ahmed Kiitiiphanesi kuruldugunda oldukg¢a detayli bir vakfiyesi de
hazirlanmistir. Vakfiyede kiitliphanenin kurulus sebebi, kimler tarafindan
ve nasil kullanilabilecegi, hangi gilinler hizmet verilecegi gibi oldukca
detayli bilgilere yer verilmistir. Ayrica yine doneminde, vakfedilen tiim
kitaplarin listesini igeren bir katalogu da hazirlanmistir.

Tim kitaplara III. Ahmed’in vakif mihrii basilmistir. Kiitiiphanenin
bilinen, tim yayinlara girmis vakif miihrii disinda, kimi kitaplarda Sultan
III. Ahmed’in, daha baska vakif miihiirlerine de rastlanmistir. Bildiride bu
mihiirler hakkinda detayli bir degerlendirme yapilacaktir. Saray’in kitap
hazinesine girmis olan bu kitaplara, Sultan III. Ahmed’e gelinceye kadar,
onceki sultanlarin miihiirleri de basilmustir.

Osmanli’da bilinen ilk miistakil sultan kiitliphanesi olan III. Ahmed
Kiitliiphanesi, Sultan’in vefatindan sonra da kullanilmaya devam etmis,
ardindan gelen sultanlar kiitiiphane ile ilgili tiim islerin yerine getirilmesini
saglamiglar, kitaplarin bakim ve listeleme calismalari devam etmistir.
Nitekim kiitiiphanenin yapilist sirasinda hazirlanan katalog ve vakfiyeleri
disinda, 1815-16 yillarina ait, kitaplarin listesini igeren yenilenmis bir
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diger defteri ile yine 19. yiizyila ait 6diing verme defteri de bulunmaktadir.
III. Ahmed Kiitliphanesi icerdigi kitaplarin yani sira tiim bu belgelerle de
oldukga ayricalikli bir konuma sahiptir.

Cok cesitli konularda yazilmis binlerce kitabin oldugu bu koleksiyon,
Islam diinyasindaki genis bir cografyanin tarih, bilim, kiiltiir ve sanatina
151k tutar. 9. yiizyildan baglayarak 18. ylizyil baslarina kadar tarihlenen
koleksiyon, igeriginin yani sira hat, cilt, tezhip ve kitap resminin son
derece Oonemli Orneklerini de barindirir. Bildiride sanath kitaplara yer
verilerek, koleksiyonun kitap sanatlari1 agisindan da 6nemi ortaya konmaya
calisilacaktr.

Saray’da Sultan II. Bayezid ile baslayan kitap hazinesinin tasnif,
kataloglama, envanterleme ve miihiirleme caligmalar1 yiizyillar sonra
Sultan III. Ahmed tarafindan yeni bastan yapilmistir. Kiitiiphanesini
kurarken olduk¢a benzer metodlar kullanan I1I. Ahmed belki de atasi II.
Bayezid’den esinlenmistir.
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Ates, Aysu

YANYA, AN OTTOMAN CITY AND ITS ARCHITECTURE
THROUGH THE EYES OF WESTERN VOYAGERS IN THE 19TH
CENTURY

The city called ’Yanya™ during the Ottoman period is presently located in
Greece. Yanya/loannina became part of the Ottoman lands in 1430 during the
reign of Sultan Murad II. In the 19th century, it became a commercially and
politically prominent provincial centre dependent on Albania under Ottoman
rule. The political figure who made loannina stand out among other Balkan
cities was Tepedelenli Ali Pasha. Ali Pasha was a local dignitary who did
not grow up within the Ottoman bureaucracy. With his uninterrupted ascend
to higher influence, combined with the region’s development, Ali Pasha
became more influential than the Ottoman administration could tolerate and
was assassinated by the forces of Mahmud II.

In the 19th century, loannina under Ali Pasha was accepted as the main city
of Albania by most European travelers. The life, behavior and palaces of Ali
Pasha aroused an oriental interest for Western travelers. During the early
19th century, his influence extended to Europe. Robert Walsh, an Irishman,
used these words about him in 1839:

“The wild mountains of Albania had slumbered in obscurity, and, though in
the immediate vicinity of civilized Europe, and in sight of the coast of Italy,
had never been visited by the curious travelers, till Ali Pasha. He blazed out
in this obscure district like some lurid meteor, and attracted the notice and
admiration of the world by his ability, courage, crimes and success.”

Starting from the travelers descriptions, this study aims to consider the
population, the Ottoman era constructions, commercial activities and the
center of population of Yanya within the perspective of Ottoman-Balkan
cities. It is restricted to the 19th century, the period of the aforementioned
wave of focus in the region. The state of the city in this period is constructed
through travellers’ notes as well as visual documents about the buildings
which no longer exist. However, since these are personal notes and may
reflect subjective points of view, they are supported by scientific sources as
far as possible.
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As a result, it has been possible to understand the city dynamics of Yanya
during the 19th century, including the palaces/mansions of Ali Pasha
and the buildings that have not survived, using travel notes as well as
the engravings and maps from the travelogues of a series of voyagers
visiting the area. This article discusses Ali Pasha’s efforts, reconstruction
activities and his active role in keeping the city interesting and secure for
its Albanian, Greek, Jewish and Ottoman populations to live together and
interact commercially.

The urban characteristics of the city, which flourished under the
administration of Ali Pasha in the years 1722-1788, will be evaluated from
the point of view of district distribution, interaction of buildings, market
places and especially the architectural characteristics of the palaces and
residences to extablish their similarities and differences to the typical
Ottoman urban characteristics and arcitectural language.

19. YUZYILDA BATILI SEYYAHLARIN GOZUYLE BALKAN-
LARDA BiR OSMANLI SEHRI: YANYA VE MiMARi ESERLERI

Osmanli doneminde ¢’Yanya” olarak adlandirilan sehir, giliniimiizde
Yunanistan sinirlar iginde yer almaktadir. Yanya/loannina sehri, Sultan II.
Murad doneminde, 1430 yilinda Osmanli siyasi cografyasina katilmistir.
Ancak 19. yiizyillda Osmanli yonetiminde, dort vilayete ayrilmis olan
Arnavutluk’a bagli, ticari ve siyasi agidan 6ne ¢ikan bir vilayet merkezi
olmustur. Bu donemde Yanya’nin diger Balkan sehirleri arasinda one
cikmasini saglayan siyasi figiir Tepedelenli Ali Pasa’dir. Ali Paga, Osmanl
biirokrasisi iginden yetismeyen, yerel bir kisiliktir. Arnavutluk’un
catigmalarla dolu kargasa ortamini kontrol altina alabilecek glice sahip
olmas1 ve Arnavutluk’taki ilerleyisinin Oniine gecilememesi sebebiyle
yetkileri artan Ali Paga’nin Osmanli karsit1 faaliyetleri giin gectikce artmis
ve sonunda II. Mahmud’un kuvvetleri tarafindan infaz edilmistir.

19. ylizyilda neredeyse tiim Avrupali gezginler tarafindan Arnavutluk’un
bassehri olarak Ali Pasa’nin yonetimindeki Yanya kabul edilmektedir.
Bu dénemde Ingilizlerin ¢ogunlukta oldugu Batili gezginlerin goziinde,
Osmanli Sultan’in1 karsisina alabilecek kadar biiyiik bir giice erisen Ali
Pasa’nin yagami, davranislari ve saraylari, oryantal bir ilgi uyandirmistir.
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19. ylizyilin baslarinda iyice gliglenerek bolgede egemen giic haline
gelmesiyle birlikte Ali Pasa’nin tinii dogdugu Tepedelen’in sinirlarini
asarak tiim Avrupa’ya yayilmistir. irlandali Robert Walsh 1839°da bu
durumu su sozlerle agiklamistir:

“Arnavutluk’un vahsi daglarn belirsizlik i¢inde uyuyakalmistir. Medeni
Avrupa’nin hemen yakininda olsa da, italya kiyilarin1 gorse de, merakli
seyyahlar tarafindan Ali Pasa’ya kadar ziyaret edilmemistir. Ali Pasa,
korkung bir meteor gibi karanlik bdlgeyi yeniden alevlendirdi ve onun
yetenegi, cesareti, suglari ve basarisi tiim diinyada ilgi cekti, farkina
varildi, hayranlik uyandirdi.”

Bu ¢aligmada seyyahlarin ifadelerinden yola ¢ikarak, sehrin niifus yapisi,
Osmanli donemi mimari eserleri, ticari iliskiler ve yerlesim merkezinin 19.
ylizyildaki durumunun, Osmanli-Balkan kenti ¢ercevesinde irdelenmesi
hedeflenmektedir. Caligma, Batili seyyahlarin sehri yogun olarak ziyaret
ettikleri 19. ylizyil ile sinirlandirilmistir. Sehrin 19. yilizyildaki durumu
yansitilirken, seyyahlarin notlar1 ile gorsel kayitlardan yararlanilmis ve
giinimiize ulagamayan yapilarla birlikte ele alinmistir. Bununla birlikte
Batili seyyahlarin aktardig: bilgiler siibjektif goriisleri de yansitabilecegi
icin ¢ogunlukla bilimsel kaynaklarla desteklenmeye ¢alisiimistir.

Sonug olarak bu g¢aligmada, Yanya’ya dair seyyahlarin aktardiklar ile
seyahatnamelerde yer alan graviir, harita ve resimler sayesinde sehrin, 19.
yilizyildaki durumunu ve -basta Ali Pasa’nin saraylari-konaklar1 olmak
lizere- glinlimiize ulasamayan yapilarla birlikte, nasil bir gériiniime sahip
oldugunu canlandirmak miimkiin olmustur. Arnavut, Yunan, Yahudi ve
Osmanli tebaasinin birlikte yasadigi kentin ticari agidan canli tutulmasi
icin Ali Pasa’nin ¢abasina, imar faaliyetlerine ve bu topraklar ilgi ¢ekici,
giivenli hale getirmesindeki aktif roliine de deginilecektir. 1788 ve 1822
yillart arasinda, Ali Paga’nin yonetiminde kisa siirede bayindir hale gelen
sehirde, sehrin kurgusu, yapilarin konum itibariyla iligkisi, mahallelerin
dagilimi, 6zellikle konut ve saraylarin mimarisi, ¢ars1 bolgesinin goriiniimii
acisindan Osmanli kent karakteri ve mimari dili ile Ortlisen ve ayrilan
yonleri iizerinde durulacaktir.
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Ayhan, Gokben
GLAZED TOBACCO PIPES

Tobacco pipes attracted the attention of researchers from the mid-19th
century onward, with the number of publications steadily increasing.
Especially through the detailed inspection of the pipe findings from
excavations, an archive on tobacco pipes is being slowly established.

These studies generally focus on the clay structures, clay and coating
colors, types and ornamentation of the pipes, but studies on glazed tobacco
pipes are still lacking. This paper aims to fill this void in the literature by
examining the published examples as well as the findings from excavations
I have personally attended. The main focus shall be on the types, clay
colors, glazing types and ornamental features of the glazed samples. These
pieces shall be evaluated within their types as well as in comparison with
other glazed ceramics.

Glazed pipes have two types: “Western style smoking pipes” and “Eastern
style smoking pipes”. They have been found both within and outside
Anatolia while a few have been found in excavations in Budapest (Hungary),
Hainburg an der Donau (Austria), Keramaikos and Corinth (Greece),
Krakow (Poland), Ramla (Israel), Timisoara (Romania). In Anatolia, they
have been found in Akhisar- Thyateira, Istanbul-Tophane, izmir- Smyrna,
and Tokat. In addition to the intact samples, some fragments of the bowl or
the shank of a pipe have also been encountered.

Besides glazed pipes with high quality workmanship, the so called folksy
types produced in local workshops were also found in excavations. In sites
with a high number of pipe findings, a few samples of the glazed pipes
were customarily, albeit rarely, found, but even in sites with limited pipe
findings, at least more than a piece has often been seen. However there are
also sites with rich pipe findings without any examples of glazed tobacco

pipes.

Besides changing clay colors and coatings to create a variety within the
numerous pipes that were being produced, a limited number were glazed
to further attract customers. These different types of pipes may also have
been produced upon the request of customers. If tobacco pipes were being

57



produced in the same site as glazed ceramics, one can also identify a few
pipes that were produced experimentally in the glazed variety. Glazed
samples are not limited to a single type: besides having different types
such as flat round bowls and bag shaped bowls that can be identified, they
were also produced with new forms different from the classical pipe types.

The use of glaze can be seen both in the two-part molded tobacco pipes
and the pipes produced using a potter’s wheel, with the former being more
common. Glazed tobacco pipes are made of grey and kaolin clay or red clay
using diverse colored glazes, such as light or dark green, opaque white,
light or dark yellow, black and brown. Amongst those that are found, green
glaze is more common than others. Only the outer surfaces of the pipes are
glazed to preserve their functionality. Some of the glazed tobacco pipes
are decorated with herbal, geometric and inscriptive ornamentations, with
some having paste fillings as well.

The paper concludes that the range of distribution of the glazed tobacco
pipes was quite wide, since samples are commonly found in sites both in
Western Anatolia and Europe. The present samples also suggest that glazed
tobacco pipes were produced experimentally and in limited numbers as an
alternative to the more common types beginning from the end of the 16th
century until the 19th.

SIRLI TUTUN LULELERI

Tiitiin Lileleri, 19. ylizyilin ortalarindan itibaren arastirmacilarin dikkatini
ceken konulardan biridir. Bu alanda yapilan yayinlarin sayist giderek
artmaktadir. Ozellikle kazilarda ele gecen liile buluntularinin ayrmtil
olarak incelenmesi sonucunda, bu konuda yayinlar peyderpey ortaya
konulmaktadir. Bu c¢aligmalarda genellikle lilelerin hamur yapilari,
hamur ve astar renkleri, tipleri, bezemelerinin yani sira miihiirleri
tizerinde durulmus, dogrudan sirli olanlartyla ilgili herhangi bir ¢alisma
yapilmamigtir.

Bu bildiride, mevcut yayinlarda bulunan ve katildigim kazilarda ele gegen
ornekler 15181nda, “sirh tiitlin liileleri” hakkinda inceleme yapilarak sanat
tarihi literatiiriine bu konunun kazandirilmas1 amaglanmaktadir. Ozellikle
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sirlt 6rneklerin tipleri, hamur renkleri, sir ¢esitleri ve bezeme tiirlerinin
hem kendi aralarinda hem de diger sirli seramikler igerisindeki yeri
degerlendirilecektir.

Sirlr liileler, “Bat1 tarz1 lille” ve “Dogu tarzi liille” olmak tizere iki tipte
de tretilmistir. Sirli lilelere Anadolu disinda ve Anadolu’da rastlamak
mimkiindiir. Anadolu disinda Budapeste (Macaristan), Hainburg an
der Donau (Avusturya), Keramaikos ve Korinth (Yunanistan), Krakow
(Polonya), Ramla (israil), Temesvar (Romanya); Anadolu’da Akhisar-
Thyateira, Istanbul-Tophane, Izmir-Smyrna, Tokat gibi merkezlerde
yapilan kazilarda genellikle birkag sirli liille 6rnekleri ele gegmistir. Sirli
lillelerin biitlin olarak ele gegen Orneklerinin yaninda ¢anak veya duman
yoluna ait fragmanlar halinde mevcut olanlariyla da karsilasilmistir.

Kaliteli iscilige sahip sirlt lillelerin yani sira yerel atolyelerde iiretilen
halk tipi diye nitelenen ornekler de kazilarda ele ge¢mistir. Yogun liile
buluntusuna sahip merkezlerde, sirli lilelerin birka¢ 6rnegine nadir de
olsa rastlanmistir. Sinirli lille buluntusuna sahip merkezlerde de birden
fazla 6rnekleri de goriilmiistiir. Buna karsin yogun liile buluntusuna sahip
merkezlerde sirlt lile 6rnegi ile karsilasilmadigi da olmustur.

Ustalar yaptiklar1 bin bir ¢esit lille orneklerine, hamur renklerindeki
degisiklikler ve astarlamayla kattiklar1 albeni diginda, sinirl sayidaki esere
de sir uygulayarak tiiketicilerine hitap etmek istemislerdir. Buna ek olarak
sirh litle Giretiminin, siparisi veren miisterinin istegine bagli olarak farkl
tiplerde tiretilmesinin s6z konusu olmasi da muhtemeldir. Liile {iretimi
yapilan merkezde, sirli seramik tiretimi de yapiliyorsa, deneme niteliginde
birkag liillenin sirlt olarak tiretildigi tespiti yapilabilmektedir.

Sirlt 6rneklerin, tek bir tipe 6zgii olmadigr goriilmektedir. Sirli lileler
arasinda basik yuvarlak canakli liileler, torba bigimli ¢anakli liileler gibi
farkl1 tipler bulunur. Ayrica klasik liile tipleri disinda farkli formlarda sirlt
ornekler tiretilmistir.

Sir kullanim1 hem iki parcali kalip yapimi hem de ¢omlekei ¢arki yapimi
liilelerde goriilmektedir. iki pargali kalip yapimu liilelerde sir kullanimi1 daha
yaygindir. Sirli liileler, gri ve kaolin kilden veya kirmizi kilden tiretilmistir.
Sir renklerinde ¢esitlilik vardir. Acik veya koyu yesil, seffaf beyaz, agik
veya koyu sari, siyah ve kahverengi sirli olan liilelere rastlanmistir. Yesil
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sirh liilelerin genellikle diger renklerdeki sirli 6rneklerine gore tiretiminin
fazla oldugu tespit edilir. Liilenin islevini yitirmemesi adina sir, sadece
eserin dig yiiziinde kullanilmistir.

Sirlt lilelerin bir kisminda bitkisel, geometrik ve yazili siislemeye yer
verilerek bezemenin zenginlestirildigi orneklere rastlanmaktadir. Bunun
yani sira macun dolgu ile yapilan bezemeli 6rneklerle de karsilasilmistir.

Sonug olarak Anadolu disinda 6zellikle Avrupa’daki merkezlerinin yani
sira Bat1 Anadolu’da drneklerine rastlanan bu liilelerin yayilim bolgesinin
oldukga genis oldugu goriilmektedir. Sirli lilelerin tretiminin 16. yiizyil
sonundan baglayarak 19. yilizyila kadar siirli olarak deneme niteliginde,
diger orneklerin yani sira alternatif olarak yapildigi mevcut Ornekler
1s181inda anlagilmaktadir.
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Ayhan, Serpil

THE MURAQQA H.2158 IN THE TOPKAPI PALACE MUSEUM
AS A MEDIUM THAT BRINGS TOGETHER OTTOMAN AND
SAFAVID ARTISTIC TASTES

Muraqga (album) is a volume, compiled with various art works. The
preparation of the albums, which have the characteristics of a collection
since they are a compilation of valuable examples of art to have them
preserved and viewed. The difference between the albums prepared for
the sultans and the ruling class as well as the art-loving city dwellers
and soldiers, and the illustrated manuscripts is that albums are organized
without being bound to a specific text. Developed in the Timurid, Turkmen
and Safavid court ateliers, album production has emerged in the Ottoman
art world starting from the 15th century. This artistic activity continued in
the Ottoman Empire in the 18th century as well.

The subject of this paper is the album registered as TSMK H. 2158,
which contains illuminating information about muraqqa production in the
Ottoman Empire during the 18th century. This 64-folio album that was
probably compiled in Istanbul, contains 34 images and 27 samples of
calligraphy. Most of the images are those of youths and dervishes. Some
are drawings and others are painted images, while all, except one reflect
the 16th century Safavid painting style. This album sheds light on the
circulation of Safavid paintings in the Ottoman world and the preferences
of Ottoman collectors. It provides valuable information to understand the
album production of the era and the significant features in bringing the
artworks together.

In this paper, images and calligraphy examples in the album will be briefly
introduced in terms of style and content, and then the relationship of these
works with each other will be analyzed. With this study, it is aimed to
understand the production process of the album and the methods used in
the production of muraqqa during that period.

The images in the album are replicas or copies of the samples frequently
used in 16th century Safavid paintings. The reasons for the circulation of
the images and the reason why they gained appreciation among Ottoman
owners have not been properly discussed until now.
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The album includes Persian, Ottoman and Arabic texts and calligraphic
samples, written in ta’lik script. The vast majority of these examples are
composed of the renowned works of Persian literature. Another matter of
discussion is the image and word combinations of the album.

This paper examines all the works in the album as a whole and addresses
the question of whether or not the compiler (vassal) — designer of the
album tried to create a whole in terms of form and content.

SAFEVi VE OSMANLI SANAT BEGENILERiINi BULUSTURAN
BiIR ORTAM OLARAK TOPKAPI SARAYI MUZESI H.2158
NUMARALI MURAKKA

Murakka (albiim) ¢esitli sanat yapitlarinin bir cilt i¢inde derlendigi
kitap tliriidiir. Sanat eserleri derlemesi olarak koleksiyon niteligi tasiyan
alblimlerin temelde hazirlanma amaci, degerli bulunan sanat ¢alismalarinin
korunabilmesi ve seyredilebilmesidir. Sultanlar ve yonetici sinifin yan
sira sanatsever kentliler ve askerler i¢in de hazirlanan albiimlerin resimli
el yazmalarindan farki belirli bir metne bagli olmadan olusturulmalaridir.
Timuri, Tirkmen ve Safevi saray atdlyelerinde gelistirilen albliim
yapimciligi 15. yiizyildan itibaren Osmanli sanat diinyasinda da kendini
gosterir. Bu sanat etkinligi 18. ylizy1lda da Osmanli iilkesinde uygulanmaya
devam etmistir.

Bu bildirinin konusunu 18. yiizy1ll Osmanli murakka yapimciligina dair
aydinlatici bilgiler barindiran TSMK H. 2158 numarali albiim olusturur.
Biiyiik olasilikla Istanbul’da derlenmis olan 64 yaprakli bu albiim, 34 imge
ve 27 giizel yaz1 drnegi igerir. Imgelerin biiyiik cogunlugunu geng erkek ve
dervig tasvirleri olusturmaktadir. Kimileri kalem-i siyahi kimileri boyali
imgelerin biri hari¢ tiimii 16. yiizy1l Safevi donemi resim {islubunu yansitir.
Albiim, Safevi resim Orneklerinin Osmanli diinyasindaki dolasimina
ve Osmanli koleksiyoncularinin tercihlerine 1sik tutar. Donemin albiim
yapimciligini ve eserlerin bir araya getirilmesinde dikkat edilen 6zellikleri
anlamak bakimindan degerli veriler saglar.

Bildiride, alblimiin igerisinde bulunan imge ve giizel yazi 6rnekleri iislup ve
icerik agisindan kisaca tanitilacak ardindan bu eserlerin birbirleriyle olan
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iligkileri ¢dziimlenecektir. Bu ¢alisma ile albiimiin yapim siireci ve donemin
murakka yapimciliginda izlenen yontemleri anlamak hedeflenmektedir.

Albiimde yer alan imgeler 16. yiizy1l Safevi donemi resim geleneginde
sikca kullanilan &rneklerin tekrarlar1 veya kopyalaridir. Imgelerin dolasimi
ve Osmanli sahipleri arasinda begeni toplamasinin nedenleri simdiye kadar
tam anlamiyla tartisilmamistir. Bu konu bildirinin 6nemli sorunsallarindan
biridir.

Alblimiin igerisinde ta’lik hatla yazilmis Fars¢a, Osmanlica ve Arapga
metin parcalart ve giizel yazi 6rnekleri bulunur. Bu yazilarin biiytlik
cogunlugunu Fars edebiyatinin bilinen eserleri olusturur. Calismanin bir
diger tartisma konusu resim ve yazinin alblimiin tasarim stirecinde nasil
bir araya getirildigidir.

Albiimdeki tiim eserler bicim ve igerik acisindan bir biitiin olarak ele
alinacaktir. Albiimii tasarlayan vassalin eserleri bir araya getirirken form
ve tema ag¢isindan bir biitiin yaratmaya calisip ¢alismadigi konusu lizerinde
durulacaktir.
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Aykag, Razan
IMPORTANCE OF THE SILIFKE AK KALE IN CILICIA

Silifke Ak Kale is located in Tasucu, a quarter in the Silifke district of Mersin
in the Mediterranean region. Due to its strategic location, the region was
dominated by many civilizations since the early ages. After the Ottoman
conquest of Cyprus in 1571, the importance of Silifke and Tasucu increased.

Ak Kale, built on the Tasucu Gulf, which is located on the medieval
pilgrimage and trade routes had always been the gateway to Cyprus as it still
is today. It is important since as a structure it represents a synthesis between
the local citadel architecture and Ottoman defense architecture.

Following their conquest of Cyprus, the Ottomans built the Ak Kale in a
rectangular plan in accordance with the topographic position of the harbor.
The castle consists of two sections and provides the security of the port.
The first section of the Ak Kale, which is the harbor fortress, has the wards,
dormitories, meeting rooms, places of worship, and water structures; The
second section, where valuable goods are preserved and protected, is
separated from the first one with a wall and the connection between these
two sections is provided by a door.

The harbor front of the castle has ramped piers in the form of large loose
vessels for the docking of ships to load and unload goods. The walls of the
castle are fortified with rectangular and polygonal towers and are built in the
local rustic masonry technique called “fellik” with wide passageways and
crenellations.

Ak Kale, built at the end of the 16th century at a strategic point to provide
control and safety both for the port and the roads, maintained its importance
as the Ottoman fortress protecting the harbor at the crossing point from
Anatolia to Cyprus until the end of the empire.

This paper evaluates the plan, sense of space and wall texture of the Silifke
Ak Kale in comparison with the Roman and Byzantine period castles
Anavarza Castle, Serpent Castle (Yilan Kale), Koryikos Castle and Silifke
Castle as well as exemplifing the way it interacts with Ottoman defense
structures.

64



KIiLIKYA BOLGESINDEKI KALELER ICERISINDE SILIFKE AK
KALE’NIN YERI VE ONEMI

Silitke Ak Kale, Akdeniz bolgesinde, Mersin ilinin Silifke ilgesine bagl
bir mahalle olan Tasucu’ndadir. Stratejik konumundan dolay1 bodlgede,
[Ik Caglardan itibaren birgok medeniyet tarafindan hakimiyet kurulmus,
1571°de Kibris’in fethinin ardindan Silifke ve Tasucu’nun 6nemi artmistur.

Orta Cag’1n hac ve ticaret yolu iizerinde bulunan, giiniimiizde oldugu gibi

Kibris’la baglantinin saglandigi Tasucu Korfezinde insa edilen Ak Kale,
bolgedeki kale mimarisiyle Osmanlilarin savunma mimarisi anlayisinin
sentezlendigi bir eser olarak onem arz etmektedir.

Osmanli devletinin Kibris’t fethinin ardindan Tasucu Korfezi’nde
yaptig1 kale limanin topografik konumuna uygun olarak insa edilmistir.
Dortgen planli olan kale iki boliimden olusmakta ve limanin giivenligini
saglamaktadir. Liman kalesi olan Ak Kale’nin birinci boliimiinde askerlerin
kaldig1 kogus, yatakhane, toplanti salonu gibi mekanlar ile ibadet mekani,
su yapilary; ikinci bolimde ise degerli mallarin muhafaza edilerek
korundugu béliimler bulunmaktadir. ikinci béliim birinci béliimden surla
ayrilmistir ve bu iki boliim arasindaki baglanti bir kapi ile saglanmaktadir.
Limanin oldugu cephede gemilerin kaleye yanagmasi ve mallarin yiiklenip
bosaltilmasi i¢in yapilmis genis mazgal seklinde boliimler vardir ve bu
boliimler rampalidir. Kalenin surlar1 dikdortgen ve cokgen planl kulelerle
tahkim edilmistir. Surlarda; yoresel olarak “fellik” denilen riistik duvar orgii
teknigi kullanilmis olup genis seyirdim yeri ve dendanlar bulunmaktadir.

Hem limani hem de yol giivenligini kontrol ettigi stratejik bir noktada
16. ylizyilin sonunda insa edilen kale Osmanli devletinin sonuna kadar
Anadolu’yu Kibris’a baglayan, liman1 koruyan dnemli bir Osmanli kalesi
olmustur.

Bildiride; bolgede Roma ve Bizans donemi eserlerinden olan Anavarza
Kalesi, Yilan Kale, Koryikos Kalesi, Siliftke Kalesi gibi kaleler ile Silifke
Ak Kale plan, mekan anlayisi, duvar dokusu acisindan karsilastirilarak
degerlendirilecek ve bu kalenin Osmanli savunma yapilariyla nasil bir
etkilesim i¢inde oldugu 6rneklerle anlatilacaktir.
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Badat, Bilal

THE ART OF COMPLETING UNFINISHED MANUSCRIPTS IN
OTTOMAN CALLIGRAPHY

To date, scholars in the field of Islamic art and architecture have subjected
the diversity of scripts, styles, and historical works of Islamic calligraphy
to art-historical scrutiny. Historians of Islamic art such as Sheila Blair
and Alain George have explored the historical development of Islamic
calligraphy over time, whilst scholars such as Yasser Tabbaa, Irene Bierman,
and Irvin Cemil Schick have investigated the political and religious motives
underlying profound changes to the Arabic scripts. Meanwhile, in the field
of Ottoman calligraphy, art historians Tim Stanley, Nabil Safwat, and Ugur
Derman have constructed the history of Ottoman calligraphy through an
examination of the the biographies of calligraphers and the works they
produced. Within the majority of these studies, manuscripts are typically
presented as the artistic output of individual calligraphers, whose training,
talent, and stylistic lineages are canvassed as possible contributing factors
to the manuscript’s aesthetic form. Although the study of manuscripts
produced by individual calligraphers has been of fundamental importance
to the field, one area of research which is yet to be explored, is the study of
individual manuscripts written by multiple calligraphers.

Resulting from new archival and source-based research, this paper
investigates the Ottoman calligraphic practice of completing unfinished
manuscripts. Specifically, it is demonstrated here that Ottoman
calligraphers, either alone or within a group of practitioners, would
frequently finish manuscripts that other calligraphers could not complete
due to their demise or illness. Although there are numerous examples to be
explored, this paper will examine eight such examples, including Qur’ans,
prayer books, and an inscription, dating from the 16th to the early 20th
century. In all of the examples to be discussed here, calligraphic works
were begun by a master calligrapher, left incomplete, and then finished by
other calligraphers.

As this paper argues, a study of this practice reveals a number of fascinating
insights into the Ottoman calligraphic tradition. Firstly, it is shown here
that the completion of unfinished manuscripts was conceptualised as
a duty and act of homage to the deceased master that began the work,
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and was often undertaken by the master’s students following his demise.
Secondly, it is shown that the process of completing the manuscript in the
original master’s style compelled the calligrapher(s) to engage in an artistic
practice known as taklid, or ‘imitation’. And thirdly, it is shown that this
artistic process was an extension of the training calligraphers underwent
during their apprenticeships.

Through an investigation of the completion of unfinished manuscripts,
this paper aims to challenge and address the conventional relationships
conceived between calligraphers and the manuscripts they produced,
and underscore the role of taklid towards the creation and conception
of completed works. Furthermore, by exploring the ways in which the
completion of unfinished manuscripts established a relationship between
deceased and living calligraphers, this paper aims to demonstrate how
objects are also repositories of cultural meaning. Finally, by examining
manuscripts as living artefacts in the continuous process of creation, this
paper aims to advance the study of Ottoman calligraphy beyond a purely
formal study of materiality to one which argues for a dynamic intersection
between art and commemoration.

OSMANLI HAT GELENEGINDE TAMAMLANMAMIS EL
YAZMALARI

Bugiine kadar, Islam Sanat’t ve Mimarisi alaninda calismalar yapan
akademisyenler Islam hat sanatindaki gesitli metinleri, yazi tiirlerini ve
tarihi eserleri sanat tarihi acisindan ele almislardir. Sheila Blair ve Alain
George gibi Islam Sanat tarihgileri Islam hat sanatinin zaman igerisindeki
gelisimini incelerken Yasser Tabbaa, Irene Bierman, ve Irvin Cemil Schick
gibi yazarlar Arap yazisindaki 6nemli degisimlerin altinda yatan dini ve
politik nedenleri irdelemislerdir. Tim Stanley, Nabil Safwat, and Ugur
Derman gibi sanat tarihgileri ise Osmanli hat sanatin1 hattatlarin yagamlari
ve sanat eserleri iizerinden incelemislerdir. Bu caligmalarin biiyiik
cogunlugunda el yazmalari hattatlarin bireysel ¢alismalarinin sonucu olarak
sunulmus ve hattatlarin egitimleri, yetenekleri ve bagli olduklari silsileler
el yazmalarinin estetik bigiminde belirleyici faktorler olarak incelenmistir.
Hattatlarin bireysel olarak iirettigi hat eserleri {izerine yapilan ¢aligmalar
alanda biiytik bir 6neme sahip olsa da birden fazla hattat tarafindan yazilan
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el yazmalar1 henliz yeterince arastirilmamais bir konudur.

Bu bildiri yeni arsiv ¢caligmalarindan ve kaynak temelli arastirmalardan
yola ¢ikarak bitmemis el yazmalarini tamamlamada Osmanli hat pratigini
arastirmaktadir. Bu ¢alismada Osmanli donemindeki hattatlarin, bireysel
ya da bir grup olarak, hastalik ya da 6liim nedeniyle tamamlanmamis
el yazmalarmi tamamlama siiregleri lizerinde durulmustur. Bu konuda
arastirilabilecek ¢ok sayida ornek olsa da bu g¢alismada sekiz Grnek
incelenmistir. Bu ornekler 16. ve 20. yiizyillar aras1 el yazmas1 Kur’an
ve dua kitaplarindan ve bir kitabeden alinmistir. Bu ¢alismada kullanilan
tiim 6rneklerde hat eserleri belirli bir hattat tarafinda yazilmaya baslanmis
ancak baska hattatlar tarafindan tamamlanmustir.

Hat sanatindaki bu uygulamanin incelenmesi Osmanli hat gelenegine dair
pek cok ilgi cekici ve heyecan verici yaklagimlar ortaya ¢ikarmaktadir. Ik
olarak, bu ¢alisma bitmemis el yazmalarinin tamamlanmasinin talebelerin
vefat eden {statlarina olan bagliliklarinin bir gostergesi ve {istattan
talebelerine birakilmis bir emanet olarak kabul edildigini gostermektedir.
Ikinci olarak el yazmasmin tamamlanma siirecinin talebeleri iistadimn
yazi bi¢imi ile daha ¢cok hemhal olmaya ve boylece “taklid” olarak
bilinen egitim siirecine ydnelttigi ortaya ¢ikarilmistir. Uciincii olarak bu
gelenegin talebelik sirasinda alinan hattatlik egitiminin bir uzantisi oldugu
gosterilmigtir.

Bu bildirinin amact tamamlanmamis el yazmalarinin bitirilme
slirecinin arastirilmasi yoluyla hattatlar ve eserleri arasindaki iliskilerin
incelenmesindeki yaygin anlayist ele almak ve bu anlayisa yeni bir bakis
acist getirmektir. Ayrica, bitmemis el yazmalarinin tamamlanmasinda
“taklid” geleneginin 6nemi vurgulamaktadir. Bunlara ek olarak bu bildiri
yarim kalmis el yazmalarinin tamamlanmasinin, merhumlarla yasayan
hattatlar arasinda nasil iliskiler kurdugunu kesfederek nesnelerin kiiltiirel
anlami nasil muhafaza ettigini gdstermeyi amaglamakta ve sanat eserinin
materyal boyutu ile gelenegin igindeki uygulamalarin birbirleriyle
yakindan iliskili oldugunu iddia etmektedir.
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Bagci, Yasemin

CERAMICSAND CULTURALINTERACTIONIN 14TH CENTURY
ANATOLIA

This paper seeks to contribute to the history and archaeology of late 13th
and 14th century Anatolia through the lens of pottery. Although the period in
question constitutes a key moment in the formation of the Ottoman Empire
leading to its consolidation in the 15th century, there is a paucity of studies
dealing with its history and especially its archaeology. In order to offer
new information on the material culture of the late 13th and 14th century
Anatolia, this paper presents unprovenanced late medieval ceramics from
the Nihat Kolasin Collection in the Archaeological Museum of Istanbul,
some of which are currently on display at the Cinili Kiosk.

Similar ceramics from Northern and Central Anatolia were previously
published and dated to the late 13th and 14th centuries. This paper
discusses the unprovenanced pottery finds of the Nihat Kolasin collection to
explore the technological and socio-economic components underlying the
production, distribution and consumption of these ceramics and to suggest
a possible geographical origin as well as a chronological framework by
finding parallels in the literature. After discussing the ways of defining the
ceramic types, technological aspects are investigated by identifying the
modes of pottery production including clay selection, modelling, glazing,
formal repertoire and decoration. The socio-economic aspects are then
examined in the second part of the paper by analysing the distribution and
consumption patterns of ceramics similar to those of the Nihat Kolasin
collection recorded in Turkey and elsewhere. This is followed by an analysis
of their decorative repertoire, to understand the geographic outreach of the
taste and demand mechanisms as well as the specific fashions in design.
Lastly, the Nihat Kolasin ceramics are compared with parallels in well-
dated archaeological pottery assemblages and museum collections so as to
contextualise their provenance and dating. This paper also attempts to point
out the “cultural hybridity” of the ceramics presented here. The production
techniques, formal repertoire and iconography used in the decoration of
these earthenware vessels use borrowed shapes and decorative elements
common to the artefacts found in the Eastern Mediterranean, the Black
Sea and Central Anatolia that have been studied separately as Byzantine,
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Islamic and Frankish. This mixing and melting of various traditions in a
single object may be indicating that pottery created in this period, which
was commonly traded and widely distributed, was adapted to fit the
international tastes of a multi-cultural society. In this context, the ceramics
of the Nihat Kolasin collection provide a unique window to explore the
daily life and society in Anatolia from a bottom-up perspective, during
the Mongol rule in the late 13th and 14th century C.E. when the Anatolian
plateau became a transit territory in the commercial networks of the Pax
Mongolica, between the East and the West, as well as the North and the
South.

14. YUZYIL ANADOLU’SUNDA SERAMIK VE KULTUREL
ETKILESIM

Bu bildiri seramik araciligiyla ge¢ 13. yiizy1l ve 14. ylizyill Anadolu
tarihi ve arkeolojisine katkida bulunmay1 amaglamaktadir. Her ne kadar
Osmanli Imparatorlugunun olusum siireci ve 15. yiizyildaki giiclenmesi
icin 6nemli bir donem olsa da, bu yiizyillar1 konu alan tarihi ve arkeolojik
calismalarin sayist halen ¢ok azdir. Bu bildiride ge¢ 13. ylizyil ve 14.
yiizy1l Anadolu’sunun maddi kiiltiirliniin anlasilmasina katkida bulunmak
amaciyla, su anda bazilar1 Cinili Kosk’te sergilenen Istanbul Arkeoloji
Miizesi’nin Nihat Kolasin koleksiyonundan kaynag: bilinmeyen ge¢ Orta
(Cag seramiklerinden 6rnekler tanitilarak tartigilacaktir.

Kuzey ve Orta Anadolu’dan gelen benzer seramikler 6nceki yayinlarda
gec 13. ylizyil ve 14. yiizyila tarihlenmistir. Bu bildiride tartisma oncellikle
s0z konusu seramiklerin liretim, dagilim ve tiiketiminin altinda yatan
teknolojik ve sosyo-ekonomik 6gelere ve literatiirde paraleller bularak olasi
bir cografi liretim merkezi ve tarihleme Onerisi sunmaya odaklanmaktadir.
Teknolojik yonii, yani ¢anaklarin nasil yapildig1 ve seramik tiplerinin
nasil tanimlanacagi gibi, iiretim bigimlerini igeren seramik yapim siireci
iizerinden ilk olarak incelenecektir (kilin se¢ilmesi, sirlama, sekillendirme,
form cetveli ve bezeme gibi). Sosyo-ekonomik yonii ise Tiirkiye ve bagka
yerlerde bulunmus Nihat Kolasin Koleksiyonu seramiklerinin benzerlerinin
dagilim ve tiiketim egilimlerini ve bezeme repertuarlarini inceleyerek
begeni ve talep mekanizmalarinin ve belirli modalarinin alanini gosteren
cografi dagilimin baglaminda ikinci béliimde tartisilacaktir. Son olarak,
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Nihat Kolasin seramikleri tarihlenmis arkeolojik seramik asamblajlar1 ve
miize koleksiyonlarindan paralel yapitlarla karsilastirilarak olasi kronolojik
ve cografi baglam ve kaynaklar dnerilecektir.

Paralel ornekleriyle kiyaslayarak bu bildiri ayrica burada sunulan
seramiklerin kiiltiirel melezligine 151k tutmay1 denemektedir. Uretim
teknikleri, form cetveli ve bezemede kullanilan ikonografya, genelde
Bizans, Islami ve Frenk kategorilerinde birbirinden ayriayr1 incelenen Dogu
Akdeniz, Karadeniz ve Orta Anadolu’da bulunmus seramik objelerinde
sikca goriilen bicimler ve bezeme unsulari 6diing almaktadir. Bir tek
objede farkli geleneklerin birbirine karigarak geg¢mesi genis kapsamda
ticareti yapilan ve dagitilan bu donemde iiretilen seramiklerin ¢ok-kiiltiirlii
bir toplumun uluslararasi begenisine uymak iizere uyarlanmis olabilecegini
belirtebilir. Bu baglamda Nihat Kolasin seramikleri aslinda ge¢ 13. ve 14.
yiizy1l Mogol Imparatorlugu veya Pax Mongolica déneminde Dogu - Bat1
ve Kuzey - Giiney ticari aglar1 arasinda bir gegis bolgesine doniismiis olan
Anadolu halkinin giindelik hayatina 1s1k tutan ipuglari sunmaktadir.
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Baydar, Nil

MANUSCRIPTS DEDICATED TO SULTAN MEHMED II IN THE
TURHAN VALIDE SULTAN COLLECTION: A CODICOLOGICAL
ANALYSIS

Written sources frequently mention Sultan Mehmed II (1432 - 1481) as
an intellectual and remark on his interest in different cultures. This can
be seen in the carefully decorated books on subjects such as astronomy,
medicine, geography, mathematics, and philosophy from his library. After
Sultan Mehmed II acceded the Ottoman throne for the second time in 1451,
he moved his books from Edirne to the Old Palace and then to the New
Palace in Istanbul. Among the books which entered the palace library—
besides the ones written in the early periods—are examples copied, bought
and presented to the Sultan, as well as those written for his private library,
translated and dedicated to him, and sometimes prepared by his order. The
catalogue of the books belonging to Mehmed II was made in 1502 by a
person named AtGfi, the palace librarian to Mehmed II’s son, Bayezid II
(1447-1512). At the order of Bayezid II, the books were listed and the
number of folios recorded in each one by Ali al-Fanari, with Bayezid
I’s seal added on the first and last pages. Some of the books which were
once part of Sultan Mehmed II’s palace library but had been distributed to
different libraries over the years, were recorded in the library in the Yeni
Cami complex in 1662-63 founded by Turhan Hatice Sultan (1627 - 1682),
the grandmother of Ahmed III (1673 - 1736). All 339 of the books in the
book shelves of the Yeni Cami were transferred to the Siileymaniye Public
Library in 1918.

This study is an evaluation of the codicology of fourteen books, which are
dedicated to Sultan Mehmed II and are now registered to the Turhan Valide
Sultan Collection in the Siileymaniye Manuscript Library. In the existing
literature, these manuscripts have been examined in terms of their place in
history and art history. Their contents and decorative characteristics have
been discussed, but a codicological study of the group as a whole was
not made. Yet these manuscripts bear physical evidence which traces their
history across centuries.

These marks provide a substantial amount of information about the
period when each book was made or repaired. The evidence--which can
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sometimes be seen by the naked eye and sometimes by a technological
examination--becomes meaningful only when evaluated from a holistic
point of view. Following the traces of the repairs, it is possible to reach
an idea about the bookbinder who made the repairs, and to understand
what kind of materials he had access to. In the case of some very worn out
books, examination of the inner layers of the binding structure which can
ordinarily not be seen, allows us to understand the approach of an artist,
master, or perhaps even an entire period, to the book they were making.
The answers to these and similar questions about the manuscripts from
Sultan Mehmed II’s Palace Library can be revealed through codicological
examinations.

The bookbinder mentioned in Turhan Valide Sultan’s bequest or endowment
documents (wagfiyyah) dated 1666, which survive today in the archive
of the General Directorate for Foundations, may have been responsible
for the repair of the books. As a result of a codicological examination,
which showed that the same colour and type of threads, as well as the same
yellow-coloured papers with watermarks were used on the inner covers
that can be seen throughout the repairs, it can be suggested they were made
by the same person. By dating the watermarks of the papers used in the
repairs, it can be confirmed that these papers were produced in the 17th
century, which makes it possible to suggest a number of inferences about
the repair and usage stories of these books.

TURHAN VALIDE SULTAN KOLEKSiYONUNDA SULTAN IL
MEHMED’E iTHAF EDIiLEN YAZMA KiTAPLAR: KODIKOLO-
JiK BiR INCELEME

Kaynaklarda Sultan II. Mehmed’in (1432 - 1481) entelektiielliginden
ve farkli kiltlirlere ilgisinden siklikla s6z edilir. Bunun yansimasini
astronomi, tip, cografya, matematik, felsefe, hukuk, ahlak gibi konularda
kendi 6zel kiitiiphanesi i¢in yazilmis ve Ozenle bezenmis kitaplarda
gormek miimkiindiir. Sultan II. Mehmed, 1451 yilinda ikinci kez tahta
ciktiktan sonra kitaplarin1 Edirne’den Eski Saray’a oradan da Yeni Saray’a
tagitmistir. Saray kiitiiphanesine giren bu kitaplar arasinda erken devirlerde
yazilanlar, istinsah edilenler, satin alinanlar ve onceki padisahlara hediye
edilenler yaninda, Sultanin 6zel kiitliphanesi i¢in yazilmis, terciime
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edilmis, kendisine ithaf edilmis bazen de siparisi lizerine tekrardan
istinsah edilmis kitaplar bulunur. Saray kiitiiphanesinde bulunan farkl
kitaplarin yaninda II. Mehmed’in 6zel kiitiiphanesinde bulunan baz1 kitaplari
da igeren bir katalog, oglu II. Bayezid’in (1447 — 1512) saltanat1 zamaninda
Saray kiitiiphanecisi olan Atif1 (6. 1541) tarafindan 1502 yilinda yapilmastir.
Yine II. Bayezid’in emriyle Aliyyii’l-Fenari (6. 1497?) tarafindan Fatih’in
kitaplariin bir kismin1 da igeren kitaplar listelenmis ve kac varak olduklar
kitaplarin tizerine yazilmistir. II. Mehmed’in 6zel kiitiiphanesindeki kitaplarin
bas ve son sayfalarinda genellikle II. Bayezid’in miihrii yer alir. Onceleri saray
kiitiiphanesinde yer alan ancak yillar icinde farkli kiitiiphanelere dagilan bu
kitaplardan bir kism1 da III. Ahmed’in (1673-1736) biiylik annesi olan Turhan
Hatice Sultan’in (1627-1682) Yeni Camii kiilliyesinde kurdugu kiitiiphaneye
(1662-63) kaydedilmistir. Yeni Camii igindeki kitap dolaplarinda yer alan
339 kitabin tamami, 1918 yilinda Siileymaniye Umumi Kiitiiphanesine
devredilmistir.

Bu calisma, Sultan II. Mehmed’in miitalaas1 i¢in istinsah edilmis olan
ve bugilin Siileymaniye Yazma Eser Kiitiiphanesi’ndeki Turhan Valide
Sultan Koleksiyonu’nda kayithi olan 14 kitabin kodikolojisi {izerine bir
degerlendirmedir. Literatiirde, yazma kitaplarin tarih ve sanat tarihi alanindaki
yeri, motif/desen 6zellikleri ya da icerik agisindan irdelendigi ancak bir biitiin
olarak kodikolojik ¢alismalarin yapilmadigi goriiliir. Oysa yazma kitaplarin
iizerinde, yiizyillar boyunca tasidiklari ve bilim, sanat ve kiiltiir tarihi agisindan
oldukga kiymetli olan izler vardir. Bu izler, 6zellikle kitabin yaratildig1 ya da
onarildig1 donemle ilgili cok sey anlatir. Kimi zaman ¢iplak gozle kimi zaman
dateknik incelemelerle goriilebilen bu olgular, ancak biitiinciil bir bakis agisiyla
degerlendirildiginde anlam kazanir. Onarim izleri takip edilerek onarimi yapan
miicellide ulagmak, elinde ne tiir malzemeler oldugunu anlamak; kimi ¢ok
yipranmisg kitabin aslinda goriilemeyecek i¢ katmanlarini anlamak ve dénemin
usta ve sanatkarlarinin kitaba yaklasimlar1 hakkinda fikir edinmek miimkiindjir.
Yazma kitaplardaki bu ve benzeri sorularin cevaplari, kodikolojik inceleme ile
ortaya konulabilir.

Calismamizin odaklandigi Turhan Valide Sultan koleksiyonunun bugiin
Vakiflar Genel Midiirligii arsivinde bulunan 1666 tarihli vakfiyesinde,
kitaplarin onarimindan sorumlu oldugu izlenimi veren bir miicellidden
bahsedilir. Koleksiyondaki kitaplarin kodikolojik incelemesi sonucu,
onarimlarda kullanildig: tespit edilen ayn1 renk ve cins iplerin yaninda, kapak
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iclerine ayni1 sar1 renkli ve filigranlt kagitlarin kullanilmig olmasi, vakfiyede
bahsi gecen miicellidin koleksiyondaki kitaplari onarmakla yiikiimlii oldugunu
gosterir. Onarimda kullanilan kagitlarin filigranlarin 17. yiizyila isaret etmesi
eserlerin onarim/kullanim hikayesi hakkinda yeni ¢ikarimlara izin verir.
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Baysal, Ali Fuat

NEWLY UNCOVERED LANDSCAPE IMAGES WITHIN THE
DECORATION OF KUBBE-I HADRA (GREEN DOME)

Not much is known about the shape and the architectural characteristics
of the tomb of Mavlana Jalal al-Din Rumi, which was built in 1274 by an
architect named Badr al-Din from Tabriz. There are no written sources
such as a foundation document, records, inscription, signature etc. that
refer to the dome, while an artist named Abd al-Rahman has included his
name within the painted decoration on the southern wall of the interior
space. The inclusion of the name of Sultan Bayezid II (r. 1482-1512) in
his colophon implies that the present painted decoration of the wall must
have been executed approximately 200 years after the completion of the
tomb, around the end of the 15th and the beginning of the 16th century.
The 2018 restoration has revealed that at this time the painted decorations
were completely renovated rather than being partially retouched. At the
same time no other styles were found under the scrapings showing that
the 15th century decoration was original. As a result of these scrapings, 6
landscape paintings measuring 100 x 60 cm. were also uncovered on the
sides of the four massive pillars bearing the Kubbe-i Hadra. These images,
which reflect the style of their time, were later covered by calligraphy
examples.

The intensity of pattern seen in the painted decorations of the building
is contrasted with the plain and balanced compositions of the paintings,
which depict architectural structures next to motifs like the tree of life
and branches with spring blossoms. The structures may be representing
the Konya fortress and the Seljuk Palace. These paintings which can be
differentiated from each other only by small differences may be interpreted
as rare examples that were used within the painted wall decoration of tombs.
No written or visual information referring to these paintings are found in
the archives, and they are also not dated or signed. However, the unity of
style seen in the ornamentation of the structure helps date them, since it
can easily be seen that the paintings are in the same style as the painted
decoration on the vault of the dome, the pillars or the walls.

Both the shape of the domes represented in the paintings and the
symmetrical nature depictions (204 x 125 cm) on the edges of the upper
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windows of the southern wall, which are similar to Timurid examples,
show that that the painted decoration, which has survived until today
without much deformation, reflects the Timurid style in its patterns, motifs
and script. The particular master with this style, which is also found in
the structures in Bursa and Edirne, is Mavlavi Abd al-rahman, the son of
Mehmet from Aleppo. It is known that Abd al-rahman belonged to the
Bursa school, where numerous craftsmen were trained. The Bursa school
was an école to which masters from Tabriz also belonged as can be clearly
seen from their signatures found within the painted decorations of the Yesi/
Kiilliye (lit. the Green Complex), where they worked. Since Anatolia and
Iran were geographically close neighbors, shared a common civilization
and culturally interacted throughout history, it is highly possible that
Tabriz masters came to Konya and worked in the decoration of the tomb of
Mavlana or similar structures.

The calligraphic compositions and the painted decoration, together with its
patterns, motifs and colors, of the Kubbe-i Hadra, which we consider to
have been created by the skilled masters from Tabriz, is the most important
Timurid-influenced example in Konya from the reign of Sultan Bayezid II.

KUBBE-i HADRA KALEMISi TEZYINATINDA YENi BULUNAN
MANZARA RESIMLERI

Mevlana Celaleddin Rumi’nin Mimar Tebrizli Bedreddin tarafindan 1274
yilinda insas1 tamamlanan tlirbesinin bigimi ve 6zelligi hakkinda saglam
bir bilgi mevcut degildir. Kubbe konusunda vakif kaydi, belge, kitabe,
imza vb. kaynak niteligi tasiyan herhangi bir malzemenin bulunmadigi
tiirbedeki tek bilgi kaynagi, i¢ mekdnin giiney duvarinda kalem isi
tezyinatin igerisinde naksedilen Halepli Abdurrahman’in imzasidir. imza
kitabesinde Sultan II. Bayezid’in (s. 1481-1512) adinin da zikredilmesi
kubbedeki mevcut kalem isi tezyinatin, insasindan yaklagik 200 yil sonra,
15. yiizyilin sonu ve 16. yiizyilin baslarinda uygulandigina isaret eder.
2018 yilinda yapilan restorasyon esnasinda ortaya ¢ikan durumdan, bu
donemde yapilan restorasyonda kismi diizenlemeden ziyade tamamen
yenileme yoluna gidildigi anlagilmaktadir. Restorasyon siirecinde yapilan
raspalar neticesinde zeminden farkli tisluplarin ¢ikmadigi goriilmiis ve 15.
ylizy1l tezyinatinin 6zgilin oldugu tespit edilmistir.
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S6z konusu raspalar neticesinde Kubbe-i Hadra’y1 tagiyan dort fil payenin yan
yiizeylerinde 100 x 60 cm. ebatlarinda 6 adet manzara resmi ortaya ¢ikmustir.
Devrinin iislubunu gosteren bu resimlerin daha sonraki donemlerde iizerlerinin
yaz1 ornekleriyle kapatildigi goriilmiistiir.

Yapimin biinyesinde uygulanan kalem iglerindeki desen yogunluguna karsin
sO0z konusu manzaralar sade ve dengeli tasarimlara sahiptir. Hayat agaci,
bahar dali gibi ogeler yaninda yapilar tasvir edilmistir. Bu yapilarin Konya
Kalesi ve Selguklu Saray1 oldugunu tahmin etmekteyiz. Naksedilen ve birbiri
ile kii¢iik farkliliklarla ayrilan resimleri tiirbe mimarisinde bulunan kalem isi
sanatina ait nadide drnekler olarak degerlendirebiliriz. Tasvirlere ait bilgi veya
gorsel malzemelerin arsivlerde bulunmamasinin yani sira tizerlerinde herhangi
bir imza veya tarihe de rastlanmamistir. Ancak yapinin tezyinatinda iisltp
birliginin olmasi tarihlendirme acisindan kolaylik saglamaktadir. Resimlerin
kubbenin tonoz, fil paye ve duvar yiizeyleri gibi kisimlarinda yer alan kalem
is1 tezyinat ile ayn1 donemin isltp 6zelliklerini tagidigi agikca goriilmektedir.

Giinlimiize dek oldukca saglam sekilde ulasmis olan kalem isi tezyinatin
desen, motif ve yazi karakterleri acisindan Timurlu iislubuna yakinligindan
bahsetmek miimkiindiir. Resimlerde yer alan yapilarin kubbe bi¢imlerinin ve
gliney cephe list pencere kenarlarinda yer alan 204x125 cm biiytikligiindeki
simetrik tabiat tasvirlerinin Timurlu 6rnekleriyle benzerligi bu goriisiimiize
dayanak saglamaktadir. Benzer oOrneklerini Bursa ve Edirne yapilarinda
gordiiglimiiz bu iislubu Konya’da uygulayan sanatkar Halepli Mehmet oglu
Mevlevi Abdurrahman’dir. Abdurrahman’in tezyinat sanatinda bir ekol olan
ve pek cok sanatkar yetistiren Bursa mektebinde yetigmis bir sanatkar oldugu
bilinmektedir. Bursa mektebi ise Tebrizli ustalarin da gorev yaptig bir ekol
olup, tezyinatinda yer aldiklar1 Yesil Kiilliyedeki imzalarindan agik ve net
olarak goriilmektedir. Bununla birlikte cografyada yakin komsu olan Anadolu
ve Iran’mn Kkiiltiir ve medeniyet baglaminda tarihin her doneminde birbirleri ile
etkilesim igerisinde olmasi nedeniyle Tebrizli ustalarin Konya’ya da gelmis
olmalari, Mevlana’nin Tiirbesinde veya benzeri yapilarin tezyinatinda calismis
olmalart olasidir.

Tebrizli sanatkarlarin maharetiyle ortaya kondugunu varsaydigimiz Kubbe-i
Hadra kalem isleri, yaz istifleri ile birlikte desen, motif, renk olarak Timurlu
etkili II. Bayezid devri tezyinat iislubunu biinyesinde barindiran Konya’daki
en 6nemli drnektir.
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Bei, Giulia

A STORY OF ADVERTISING: THE REPRESENTATION OF THE
EAST IN LIEBIG COMPANY TRADE CARDS

This talk analyzes the collection of trade cards published between 1872 and
1975 by the Compagnie Liebig, an innovative leader in the food sector and the
first producer of meat extract, with particular attention to the representation
of the East, one of the most popular themes in these cards.

The production technology used by the Liebig Company was developed by
the German chemist Justus Von Liebig (1803 — 1873). However the name
Liebig is not only remembered as a pioneer of modern food conservation, but
also for its contribution to marketing and advertising.

The Liebig Company began distributing its trade cards, which were made
using the innovative chromolithography printing technique in 1872 in France
in order to capture customer interest. Initially, the subjects of the cards
concerned the Liebig as a company, the process of meat and the benefits
provided by meat extract. However due to their incredible success and
popularity, the cards very soon became a kind of pocket encyclopedic source.
They implied that the Liebig Company intended to present itself on the
market as food for the body, but also for the mind since their cards included
all kinds of subjects for developing general culture, such as geography, local
and world history, anthropology, science and literature. The Liebig trade
cards were issued in series of six and by popular demand they began to be
published in German, English, Dutch and Italian.

According to the Sanguinetti classification, the Italian trade cards reached
1311 series and for this reason, together with the founding of the Compagnia
[taliana Liebig in Milan in 1934, they became an important Liebig collectible.
One of the most interesting aspects of this collecting phenomenon is the
narration of the East and the Far East found on a considerable number of
cards. Indeed, apart from some elements that could easily be defined as
Orientalist, Liebig’s gaze on the Orient is rather enlightened, up-to-date
and pedagogical. While in series like the one dedicated to Suleiman the
Magnificent and to Tamerlane, the East takes on an epic dimension, in others,
like the Italian series on the Italo-Turkish War of 1911-1912, the image of the
Ottoman Empire is narrated from a real and purely historical point of view.
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19. YUZYILIN BiR REKLAMCILIK HIiKAYESIi: LIEBIG
REKLAM KARTLARINDA DOGU’NUN ANLATIMI

Bu bildirinin amac1 Compagnie Liebig’in 1872 ile 1975 yillar1 arasinda
beslenme alaninda devrim yasatan Liebig et Ozii-konsantresi iiriiniini
tanitmak i¢in c¢ikardigi Liebig reklam kartlarin1 ve kartlarda siklikla
kullanilan Dogu imgesinin ele alinigini1 ve gorsel gelisimini incelemektir.

Liebig Sirketi’nin kullandig1 iiretim teknolojisi Alman kimyac1 Justus von
Liebig (1803 — 1873) tarafindan gelistirilmistir. Fakat Liebig ismi sadece
modern konserveciligin dnciisii olarak degil, ayn1 zamanda pazarlama ve
reklamcilik alanlarindaki katkisiyla anilmaktadir.

1872 yilindan itibaren ilk olarak Fransa’da Liebig Sirketi, miisterileri
iiriiniine alistirmak i¢in s6z konusu reklam kartlar1 dagitmaya baslamistir.
Doénemin yeniligi olan kromolitografi teknigiyle basilan kartlarin
baslangictaki temel amaci Liebig’in gelistirdigi islemi ve faydalarim
tanitmakken uygulama basar1 gosterdikce kartlar kiiclik bir ansiklopediye
doniismeye baglamistir. Liebig et konsantresinin piyasaya hem bedeni hem
de zihni besleyecek bir iirlin olarak sunuldugu sdylenebilir. Gergekten de
kartlarda cografya, yerel ve diinya tarihi, antropoloji, bilim ve edebiyat gibi
genel kiiltlirli arttirabilecek her tiir konuya deginilmektedir. Cogunlukla
altilik seriler halinde yayinlanan kartlar yogun talep sonucunda Almanca,
Ingilizce, Felemenkge ve Italyanca olarak ¢ikarilmaya baslamistir.

Sanguinetti tarafindan yapilan siniflamaya gore 1311 seriye kadar varan
Italyanca kartlarin zenginligi ve 1934 tarihinde Milano’da Compagnia
Italiana Liebig’in kurulmasi Liebig koleksiyonculuguna onemli bir
katki saglamaktadir. Bu koleksiyonculuk olgusunun belki de en 6nemli
yanlarindan biri kartlarda bolca rastlanan Dogu ve Uzak Dogu konularinin
ele alinis bicimidir. Liebig’in Dogu’ya bakisi Oryantalist denebilecek
bazi unsurlar tasimakla beraber o zamana gore oldukca aydin, giincel ve
egiticidir. Muhtesem Siileyman ve Timur gibi serilerde Dogu’nun anlatimi
destans1 bir boyut kazanmigken, 1911-1912 Tiirk-Italyan Savasi’n1 konu
alan Italyan kart serisinde Osmanli Imparatorlugu’nun imaji gercek ve
tarihsel bir anlatima sahiptir.
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Berksoy, Funda

ART EXHIBITIONS IN MUNICH AND ISTANBUL (1909-18) AS
PART OF GERMAN IMPERIALIST POLICIES

Until the end of the World War I cultural policies constituted an important
part of Germany’s peaceful expansionist strategies directed at the Ottoman
Empire. These policies amounting to an intense propaganda program
comprised educational projects and artistic events. As part of them,
academic exchange programs were established; visiting students were
received. The German language was propagated with the opening of German
schools across the Ottoman lands. Another fundamental component was,
arguably, art exhibitions. Accordingly, in 1909 and 1913, Ottoman painters
participated in the /0th and 11th International Art Exhibitions in Munich
(Internationale Kunstausstellungen); in 1910, works from Ottoman
museums were sent to the Exhibition of Masterpieces of Mohammedan Art
(Ausstellung von Meisterwerken muhammedanischer Kunst) in Munich.
In 1918, a large-scale Munich Exhibition of Art and Crafts (Miinchner
Ausstellung von Kunst und Kunstgewerbe in Konstantinopel) was opened
in Istanbul.

Looking at recent scholarship, one observes that extensive research has
been done only on the Exhibition of Masterpieces of Mohammedan Art by
comparing it to similar exhibitions in Europe. These studies focus on the
contribution of the particular event to the historiography of Islamic art and
exhibition display techniques. Another theme that interested researchers
was the world fairs where Ottoman works of art and architecture were
presented together with industrial products. However, there are no
comprehensive studies of the exhibitions which took place between 1909
and 1918 in Istanbul and Munich.

The purpose of this paper is to examine the abovementioned events in
relation to the peaceful expansionist strategies implemented by the German
state at the time as part of the power struggles waged at the international
level. It is argued that the German state placed importance on the
organization of art exhibitions in its bilateral relations with the Ottomans
to achieve certain political-economic goals. First of all, it arguably aimed
to establish political-cultural hegemony within the Empire by inviting
Ottoman artists to international exhibitions and organizing a German
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exhibition in Istanbul during World War 1. These events helped construct
cultural channels among the two countries to disseminate German cultural
values and artistic orientations among the Ottomans. The exhibition in
Istanbul also provided economic gains. Secondly, by organizing the largest
ever exhibition on Islamic art which included rare Ottoman works that
were never displayed in any exhibition, the German state, arguably, aimed
to demonstrate that it had a strong presence in the Middle East and power
over the Ottoman court.

These claims are substantiated by evaluating the hierarchical relations
established between the Ottoman and German states towards the end of
the 19th century and the imperialist strategies of Germany that aimed to
establish political-economic-cultural hegemony over the Ottoman Empire.
Therefore, firstly, the German Empire’s expansion within the Ottoman
Empire and its cultural policies will be presented. Then, Ottoman-
Bavarian relations will be analyzed. Lastly, information on the exhibitions
in Munich and Istanbul will be given. Documents acquired from German
and Ottoman archives, periodicals, exhibition catalogues, and newspaper
articles will be utilized.

ALMANYA’NIN EMPERYALIST POLITIKALARININ PARCASI
OLARAK MUNIH-ISTANBUL SANAT SERGILERI (1909-18)

I.Diinya Savas1’nin sonuna kadar, Wilhelm Imparatorlugu’nun, Osmanli’ya
yonelik olarak uyguladig1 yayilmaci dis politikasinin énemli bir pargasini
kiiltlir siyaseti olusturur. Alman devleti, siyasi ve ekonomik projeler
dogrultusunda propaganda amacli yogun bir faaliyet icine girmis; akademik
degisim programlarini uygulamaya koymus ve misafir 6grenci alimina
gitmistir. Ayrica, Osmanli Imparatorlugu’nda Alman okullarmn agilmasi
ile Alman dilinin yayginlastirilmasina yonelik ¢alismalar yapmistir. S6z
konusu kiiltiir politikasinin bir baska temel 6gesini ise sanat sergileri
olusturmustur. Buna gore, Osmanli ressamlar, 1909 ve 1913°te Miinih’te
diizenlenen X. ve X1 Uluslararasi Sanat Sergileri’ne (Internationale
Kunstausstellungen) katilmis; 1910°da Osmanli’nin ¢esitli miizelerinden
secilen eserler, Islam Sanati’nin Saheserleri Sergisi’ne (Ausstellung von
Meisterwerken muhammedanischer Kunst) gonderilmistir. 1918°de, 1.
Diinya Savasi’nin bitiminden 6nce de Istanbul’da, Miinihli sanatcilarin
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yer aldig1 biiyiik bir Sanat ve Uygulamali Sanatlar Sergisi (Miinchner
Ausstellung von Kunst und Kunstgewerbe in Konstantinopel) agilmistir.

Yakin zamana kadar hazirlanan yayinlara bakildiginda, séz konusu
etkinliklerden sadece Islam Sanati’nin Saheserleri Sergisi {izerine kapsamli
arastirmalarin yapildigi ve bunun, Avrupa’da diizenlenen diger benzer
etkinliklerle ilintili olarak incelendigi goriiliir. Ortaya konan ¢alismalarda,
agirlikli olarak olaym, Islam sanati tarihinin yazimma ve sergileme
anlayisina yaptigi katki tizerinde durulmustur. Osmanli devletinin katildigi
ya da ev sahipligi yaptig1 sergiler baglaminda aragtirmacilari ilgilendiren
bir bagka tema ise sanayi iiriinlerinin yaninda mimari ve sanat eserlerinin
birlikte gosterime sunuldugu diinya fuarlar1 olmustur. Dolayisiyla, 1909-
18 aras1 Miinih ve Istanbul’da diizenlenen sanat sergilerini, toplu halde
inceleyen kapsamli bir ¢alisma bulunmamaktadir.

Bu sunumun amaci bahsi gecen etkinlikleri, Almanya’nin siyasi/iktisadi
yayilmaci stratejileri ile uluslararasi alandaki iktidar miicadelelerinin bir
pargast olarak ele almak ve iilkenin, Osmanli’da kiiltiirel hegemonya
kurmaya yonelik politikalar1 ile iliskisini gostermektir. Burada oOne
siiriilen argiimana gdre Alman Imparatorlugu’nun, ikili iliskiler iginde
sanat sergilerine Oonem vermesinin gerisinde, bazi siyasi, ekonomik
hedefler vardir. Bunlardan birincisi, Osmanli sanatgilarini, uluslararasi
sergilere davet ederek ve I. Diinya Savasi sirasinda Istanbul’da biiyiik
bir Alman Sergisi diizenleyerek, Alman kiiltiirel degerleri ile sanatsal
yonelimlerinin Osmanli’ya niifuzunu saglayacak kanallar agmak; ayni
zamanda Istanbul’daki sergiden iktisadi kazang elde etmektir. ikinci hedef,
Miinih’te Islam sanati sergisi diizenleyerek ve buraya Osmanli’dan eserler
getirerek hem Islam sanat1 alaninda iiretilen bilgiye yon vermek hem de
Almanya’nin, saray lizerindeki giiglii etkisi ile Ortadogu’daki varligin,
uluslararasi alanda ilan etmektir.

S6z konusu gortisler, Osmanli ve Alman devleti arasinda 19. yiizyilin
sonunda kurulan hiyerarsik iliskiler ve Almanya’nin Osmanl iizerinde
siyasi-iktisadi-kiiltiire] hegemonya kurmaya yonelik politikalar1 dikkate
alinarak one siirlilmiistiir. Sunumda one siiriilen arglimani temellendirmek
icinilk olarak, Almanya’nin, Osmanli devletinde yiiriittiigii barig¢il yayilma
politikas1 ve buna hizmet eden dis kiiltiir siyaseti hakkinda bilgi verilecektir.
Daha sonra, Osmanli-Bavyera iliskileri incelenecek ve karsilikli sanat
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etkinliklerine zemin hazirlayan siyasi ve kiiltiirel ortam ele alinacaktir.
Son olarak, Miinih ve Istanbul’da acilan sanat sergileri hakkinda bilgi
verilecek ve bunlarin, sanat tarihi agisindan énemi ve ikili miinasebetler
icindeki yeri iizerinde durulacaktir. Konu, Almanya ve Osmanli kaynakli
arsiv belgeleri, siireli yayinlar, sergi kataloglari, makale, giinliik gibi yazili
ve gorsel malzemeler dikkate alinarak degerlendirilecektir.
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Bilecik, Giilberk
OTTOMAN HERITAGE IN BULGARIA TODAY

The Bulgarian lands remained under Ottoman administration for about
500 years, from their conquest in the 14th century, until their loss in the
19th century. The Ottomans, whose intention was to acquire Bulgaria as
a homeland, had relocated a large population from Anatolia to the region
and built many architectural monuments to highlight their existence and
dominance.

The paucity of studies on the Ottoman construction activities in Bulgaria
has led our team to investigate this issue. Except for a few basic works, the
available resources, which are generally in the form of articles in different
journals and books, go no further than supplying basic information.

Ekrem Hakki Ayverdi’s “Ottoman Architectural Monuments in Europe:
Bulgaria, Greece, Albania”, which is now considered and used as a major
work, is the first among the books on the region. He began preparing it
1975 under difficult conditions and published it in 1982. The present
investigation-research project, which was conducted by the members of
the Istanbul University Art History Department and Bartin University
Department of Turkish Language and Literature, is based on Ayverdi’s
book. The study team consists of eight people who are experts on Ottoman
art, architecture and language.

After a detailed resource research, the first step of the project was begun
in 2012. Plovdiv, Svelingrad, Harmanli, Haskovo, Kardzhali, Tatar
Pazardzhik, [htiman, Samakov, Stara Zagora, Novi Zagora, Veliko Tarnova,
Razgrad, Provadya, Obrochishte, Balchik, Varna and Burgas cities were
visited and 70 monuments were determined in these nineteen cities and
their surroundings such as mosques, tombs, inns, baths, etc.

The second phase of the project took place in 2015. 21 cities which consist
of Asenovgrad, Ardino, Smolyan, Gotse Delcev, Razlog, Blagoevgrad,
Kostendil, Dubnitsa, Botevgrad, Vratsa, Montana, Belogradchik, Vidin,
Lom, Nikepol, Pleven, Lovech, Karlovo, Kazanlik, Stara Zagora and

Yambol and their surroundings were visited and 63 monuments were
identified.
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The third and final phase of the project was carried out in 2018. Seventeen
cities, where many existing Ottoman monuments have survived, were
visited. A total of 48 Ottoman monuments were identified in the cities
of Sliven, Karnobat, Aydos, Triavna, Gabrovo, Debelets, Omurtag,
Targovishte, Razgrad, Dulovo, Ruse, Tutrakan, Silistra, Dobrich, Kavarna,
Nesebar and Sozopol, and their surroundings.

These monuments are classified as religious, military and civil architecture.
During the study each building was examined and photographed in situ,
with the measurements of many taken to later produce architectural
drawings. The buildings have been compared with the available old
paintings and - if any - drawings. The current status and functions of the
buildings are determined.

Many Ottoman monuments facing extinction have been identified and
recorded in detail by this project which is intended to be introduced at the
conference. The studies conducted in the region are important since they
record the state of the Ottoman monuments between the years 2012-2018,
and can thus supply accurate documentation of the buildings in case of
their future loss, restoration or change of function.

GUNUMUZDE BULGARISTAN’DAKI OSMANLI MiRASI

Bulgaristan topraklar1 14. yiizyildaki fethinden 19. yiizyilda elimizden
c¢ikana kadar yaklasik 500 sene Osmanli idaresinde kalmistir. Bulgaristan’
kendilerine yurt edinmek niyetiyle hareket eden Osmanlilar, bolgeye
Anadolu’dan kalabalik bir niifus getirmislerdir. Ayrica varliklarini ve
hakimiyetlerini vurgulayacak pek ¢ok mimari eser insa etmislerdir.

Bulgaristan topraklarinda gergeklestirilen imar faaliyetleri hakkinda
yapilan c¢aligmalarin genellikle yetersizligi ve azligi bizi bu konuda
arastirmaya sevk etmistir. Birkac temel eser disinda, var olan kaynaklar
genellikle bilgilendirmeye yonelik olup, farkli dergi ve kitaplarda
makaleler seklindedir.

Bolge icin yapilan ¢aligmalarin basinda Ekrem Hakki1 Ayverdi tarafindan
hazirlanan “Avrupa’da Osmanli Mimari Eserleri: Bulgaristan, Yunanistan,
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Arnavutluk” adli eser gelmektedir. 1975 senesinde oldukga zor sartlar
altinda ¢aligmalarina baslanan ve 1982’de yayinlanan kitap, giiniimiizde de
temel eser olarak kabul edilmekte ve kullanilmaktadur. Iste bu kitaptan yola
cikilarak Istanbul Universitesi Sanat Tarihi Boliimii ve Bartin Universitesi
Tiirk Dili ve Edebiyat1 Boliimii 6gretim iiyeleri tarafindan bir inceleme-
arastirma projesi hazirlanmistir. Calisma ekibi Osmanli sanati, mimarisi
ve Osmanlica konusunda uzman sekiz kisiden olusur.

Detayl kaynak arastirmalarindan sonra projenin ilk ayagi 2012 senesinde
gergeklestirilmistir. Filibe, Sofya ve Sumnu sehirleri merkez olmak iizere
Svelingrad, Harmanli, Haskdy, Kircaali, Tatar Pazarcik, ihtiman, Samakov,
Eski Zagra, Yeni Zagra, Veliko Tirnova, Razgrad, Provadya, Obrochishte,
Balgik, Varna ve Burgaz’a gidilmistir. On dokuz sehir ve yakin ¢evresinde
camiler, tiirbeler, tekkeler, hanlar, hamamlar gibi yapilardan olusan 70 eser
belirlenmistir.

Projenin ikinci asamasi 2015 senesinde gerceklesmistir Asenovgrad,
Ardino, Smolyan, Gotse Delcev (Nevrakop), Razlog, Blagoevgrad,
Kostendil, Dubnitsa, Botevgrad (Orhaniye), Vratsa, Montana, Belogradchik
(Belgradcik), Vidin, Lom, Nikepol (Nigbolu), Pleven (Plevne), Lovech
(Lofca), Karlovo, Kazanlik, Stara Zagora (Eski Zagra) ve Yambol
(Yanbolu)’dan olusan 21 sehir ve yakin ¢evresine gidilmistir. Toplam 63
eser tespit edilmistir.

Projenin ii¢lincii ve son agamasi ise 2018 senesinde yapilmistir. Osmanli
eserlerinin yogun olarak bulundugu on yedi sehre gidilmistir. Sliven,
Karnobat (Karinabad), Aydos, Triyavna, Gabrova, Debelets, Omurtag,
Targoviste, Razgrad, Dulovo, Rusguk, Tutrakan, Silistre, Dobri¢, Kavarna,
Nesebar ve Sozopol’den olusan sehirlerde ve yakin ¢evrelerinde toplam 48
Osmanli eseri belirlenmistir.

Tespit edilen eserler dini, askeri ve sivil mimari olarak siniflandirilmistir.
Calismalar sirasinda her bir yap1 yerinde incelenerek, detayli fotograflar
cekilmistir. Bir¢ok binanin mimari ¢izimleri yapilmak tizere oOl¢iileri
alimmistir. Binalar mevcut olan eski resimleriyle ve varsa- ¢izimleriyle
karsilastirilmistir.  Yapilarin giiniimiizdeki durumlar1 ve fonksiyonlar
belirlenmistir.
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Konferansta tanitilmas1 amaglanan bu proje ile yok olma tehlikesiyle karsi
karsiya kalan birgok Osmanli eseri belirlenmis ve detayli bir sekilde kayda
gecirilmistir. Yapilan ¢alismalar bolgedeki Osmanli eserlerinin 2012-2018
yillart arasindaki durumlarii gostermesi bakimindan olduk¢a miihimdir.
Bu eserlerin yok olmasi, fonksiyonlarinin degistirilmesi durumunda veya
binalarin restorasyonlar1 konusunda olduk¢a 6nemli, dogru birer belge
niteligi tasimaktadir.
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Biliaieva, Svitlana
Fialko, Olena

TURKISH ART HERITAGE IN THE UKRAINE: KUTAHYA
CERAMICS

This paper focuses on Kiitahya ceramics, within the context of the
historical and cultural past of both Turkey and the Ukraine. It examines
the distribution of Kiitahya ceramics in the southern regions of Eastern
Europe, the place of Turkish cultural heritage in various regions of the
Ukraine, and the richest collections as well as their sources and formations.

Kiitahya ceramics are found either as collections or as single items in
museums in Kiev, Lviv, Odessa, Dnipro, Kherson and some other cities.
They come from various sources: presents, found by chance, or privately
collected. However, the principle source is archeological, since many were
found in the medieval and early modern layers of archaeological digs.

The first area where Kiitahya ceramics were found are the historically and
politically important Northern regions of the Black Sea, as well as regions
in Bukovina and Podilya, which had been part of the Ottoman lands in
Eastern Europe. The second area is the inner regions of the Ukraine, which
had culturally developed because of its social and economic position.

During the period when Kiitahya ceramics were widely distributed in the
Ukraine, its Western regions were controlled by the Polish Commonwealth
and Eastern ones by Russia. As a result, the import and use of Kiitahya
ceramics by people from different social strata showed differences, which
are reflected by the museum collections.

In the last decades of the 20th century Ottoman fortresses from various
regions began to be excavated. These include Akkerman, Ochakiv, Izmail
from the North Black Sea area, Bukovina (Hotyn) and Podilya (Kamyanets-
Podilskyi). As a result of these excavations, Kiitahya ceramic imports can
be understood more clearly, while their typological and chronological
classification can be done more effectively.

The collections and single items from different parts of the Ukraine (Kiev,
Hetman’s capitals, Cossak’s Siches and several cities) were analyzed in
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various publications, such as those by O. Aslanapa (1972), J. Carswell and
C. Dowsett (1972), J. Carswell (1991), J. Hayes (1981), Vroom (2005), as
well as in the publications of the results of archaeological investigations
in the Ukraine, such as those by S. Biliaieva (2012), L. Chmil (2009), Yu.
Misko (2009), O. Suprunenko (2010) and others. These studies highlighted
new perspectives for the problematics of cultural interaction between
different ethnic roots, religions and social systems.

An investigation of social change and especially the spread of the
coffeehouses give support to this study. The tradition of tea and coffee
drinking in Europe produces data that help interpret the spread of the
Kiitahya ceramic imports since the utensils used there constitute the major
part of this import.

In conclusion this presentation discusses the presence of Kiitahya ceramics
in the Ukraine as a reflection of Turkish art and culture.

UKRAYNA’DA TURK  SANATI  MIiRASI: KUTAHYA
SERAMIKLERI

Bu bildiri Tiirkiye ve Ukrayna’nin tarihi ve kiiltiirel gegmisinin bir parcast
olarak Kiitahya seramiginin Dogu Avrupa’nin giineyindeki dagilimina
odaklanir. Ukrayna’nin ¢esitli bolgelerinde Tiirk kiiltiir mirasinin yerini,
en zengin koleksiyon, kaynaklar1 ve olusumu konulara deginilecektir.

Seramikler, Kiev, Lviv, Odessa, Dnipro, Kherson ve diger sehirlerdeki
miizelerde toplu koleksiyonlar veya tek 6rnekler halinde bulunmaktadir. Bu
objelerin kaynaklar1 ¢esitlidir. Hediye edilmis, rastlantisal olarak bulunmus
veya 0zel koleksiyonlardan toplanmiglardir. Ancak esas kaynak arkeolojik
kazilardaki Orta Cag ve Erken Modern katmanlarinin buluntularidir.

Kiitahya seramiklerinin dagilim alanlarindan ilki, Kuzey Karadeniz,
Bukovina ve Podilya gibi Dogu Avrupa’daki Osmanli topraklar1 olarak
tarihsel ve politik 5Snemiyle éne ¢ikar. Ikincisi ise I¢ Ukrayna’dir, sosyal
ve ekonomik konumuyla Kkiiltiirel gelisim agisindan farklilik tagir.
Kiitahya seramiklerinin dagiliminin yogunlastigi donemde Ukrayna’nin
batis1 Polonya milletler toplulugunun, dogusu ise Rusya’nin egemenligi
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altindadir. Bu boélgelerde Osmanli seramiklerinin ithali ve farkli sosyal
tabakalarin yagamia dahil olmasi farkli bigcimlerde gergeklesmistir.
Miizelerdeki koleksiyonlar bunu yansitmaktadir.

Arkeolojik arastirmalara gelince, 20. yiizy1lin sonlarinda gesitli bolgelerde
Osmanli kalelerinin kazilar1 bagladi. Kuzey Karadeniz bdolgesinde
(Akkerman, Ochakiv, izmail), Bukovina’da (Hotyn) ve Podilya’da
(Kamyanets-Podilskyi) kazilar yapilmaktadir. Bu kazilarin, Kiitahya’dan
seramik ithalatinin anlagilmasina ve seramiklerin tipolojik ve kronolojik
acidan siiflandirilmasina katkis1 biiyiiktiir.

Ukrayna topraklarinin diger boliimlerinde (Kiev, Hetman ve Cossak
bolgelerinin merkezleri ve daha kiiclik sehirlerden gelen koleksiyon ve
tek buluntular, O. Aslanapa (1972), J. Carswell ve C. Dowsett (1972), J.
Carswell (1991), J. Hayes (1981), Vroom (2005) gibi yazarlar tarafindan
ele almmustir, ayrica, S. Biliaieva (2012), L. Chmil (2009), Yu. Misko
(2009), O. Suprunenko (2010) gibi dogrudan Ukrayna’daki ¢esitli
kazilarin sonuglarini degerlediren ¢alismalar da vardir. Bu yayinlar farkli
etnik koken, din, sosyal sistemler arasinda kiiltiirel etkilesim sorularina
yeni perspektifler getirmistir.

Sosyal gelismenin donilistimiiniin incelenmesi, 6zellikle kahvehanelerde
cay ve kahve i¢gmenin yayginlagmasi bu calismaya destek veren bir
alandir. Kiitahya seramigi, yeni geleneklerin yayilmasimi saglamistir.
Dogu Avrupa’daki ¢ay ve kahve geleneginin ve kahvehanelerin yaygiligi
Kiitahya seramiginin ithalinin yogunlugunun yorumlanmasma katki
saglayacak veriler igerir. Bu mekanlarda kullanilan seramikler Kiitahya
ithalatinin en biiyiik boliimiini olusturuyordu.

Sonug olarak bu bildiride, esas olarak Kiitahya seramiklerinin Ukrayna’daki
varligi, Tiirk sanat ve kiiltiirliniin etkisinin bir yansimasi olarak ele alip
tartisilacaktir.
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Burlot, Jacques
Waksman, Yona

DEFINING THE DECORATION PRODUCTION TECHNOLOGY
OF AN EARLY OTTOMAN POTTERY: THE CASE OF THE
“MILETUS WARE”

Since the 1990s, archacometric studies have attested to the production of
new types of ceramic in Western Anatolia, linked to the arrival of Turkish
populations in the region from the end of the 13th century. Among these
new types, the so-called Miletus Ware was widely produced in Iznik and
is considered one of the first wares produced by Ottoman potters. In its
decoration, this ware featured new stylistic characteristics that coincided
with the introduction of new recipes and the use of new materials, which
were further developed in later Ottoman ceramic productions.

Our study was conducted on archaeological samples of Miletus Ware from
eight sites in Turkey and Crimea, whose productions were defined and
contextualized through archaeological research and provenance studies
carried out by elemental analyses by WD-XRF of the ceramic bodies. The
results that will be presented focus on the decoration techniques defined
by the analyses of glazes, underglaze paintings and slips using SEM-EDS
and Raman spectroscopy.

These results show that there were important innovations in the Miletus
Ware decoration production technology. While the decoration of Byzantine
ceramics had essentially constituted of a highlead transparent glaze,
coloured by a reduced range of metallic oxides resting on a clay slip,
the decoration of the Miletus Ware was different and much more varied.
Its glaze recipe actually included new sodium-based fluxes and new
underglaze decorations like the black and dark blue ones — obtained with
pigments featuring magnesiochromite and cobalt respectively — which
were produced with materials that potters in western Anatolia did not
use before. Furthermore, the slip was no longer clay-based but synthetic,
prefiguring in this way the later production using synthetic paste of the
Iznik Fritwares upon which the fame of 16th century Ottoman ceramics
was based.

These observations demonstrate that Miletus Ware was a marker of a technological
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transition in late medieval western Anatolia, the production of which implied the
use of new resources, as well as the creation of new commercial relationships in
the ceramic industry of this region, most probably favoured by the expansion of
the Ottoman empire.

ERKEN OSMANLI SERAMIK BEZEME-URETIM TEKNOLOJISINi
TANIMLAMAK: “MIiLET iSi” ORNEGI

1990’1 yillardan itibaren siirmekte olan arkeometrik caligmalar, Tiirk
topluluklarinin 13. yiizyilin sonlarindan baglayarak Bati Anadolu’ya gelisi ile
birlikte yeni tiir seramiklerin bu bélgede iiretildigini gostermistir. Bu yeni tiirler
arasinda yer alan; yogunlukla Iznik te iiretilmis ve Milet Isi olarak taninan seramik,
Osmanli ¢comlekeilerince tiretilen ilk tiirlerden birisi olarak kabul edilir. Bezemeleri
acisindan bu seramik tiirii yeni tslup ozellikleri sergiler. S6z konusu ozellikler,
yeni iretim bigimlerinin ortaya ¢ikmasi ve yeni malzemelerin kullanilmaya
baglamasiyla es zamanlidir ve ilerleyen donemlerde ge¢ Osmanli donemi seramik
tiretimine dondstir.

Calismamuz, Tiirkiye ve Kirimyda sekiz yerlesmede bulunan; iiretimi tanimlanmaig
ve arkeolojik arastirma ve kaynak caligmalari kapsaminda baglamsal olarak
degerlendirilmis arkeolojik Milet Isi 6rneklerinin arastiriimasi iizerinedir. Kaynak
caligmalari seramik pargalarina uygulanan WD-XRF element analizleri vasitasiyla
gerceklestirilmistir. Sunulacak sonuglar sir analizi ve SEM-EDS ve Raman
spektroskopisi araciligiyla tanimlanan bezeme teknikleri ile sir altt boyama ve
astara odaklanr.

Sonugclar, Milet Isi bezeme iiretim teknolojisinde baslica yeniliklerin mevcut
oldugunu gostermistir. Bizans seramiklerinin bezemeleri esas olarak kursun orani
yiiksek seffaf sirdan olusur ve kil bir astarda bekletilerek indirgenmis bir dizi metal
oksit ile renklendirilir. Milet Isi bezemeler ise farklidir ve cok daha cesitlidir. Bu
tirin astar1 yeni sodyum temelli akitmalar ile birlikte magnesyum kromit ve
kobalttan elde edilmis siyah ve koyu mavi gibi yeni sir alt1 bezemeler igerir. Bunlar,
Bat1 Anadolu ¢omlekgilerinin daha dnce kullanmadig1 malzemelerden iiretilmistir.
Ayrica, bundan boyle kil temelli olmayan ve sentetik 6zellik tasiyan sir, 16. yiizyil
Osmanl1 seramiklerinin iinlenmesinin temelindeki sentetik hamurlu Iznik Frit Isi
tiretiminin de bu seklide habercisi olur.
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Bu gozlemler, Milet Isi’nin Bati Anadolu’da Orta Cag’in sonunda
yasanan teknolojik degisimin bir gdstergesi olduguna isaret eder. Milet
Isi iiretimi yeni kaynaklarin kullanilmasimin yani sira, olasilikla Osmanl
Imparatorlugu’nun geligsmesiyle de iliskili olarak bolgede seramik endiistrisi
kapsaminda yeni ticari iligkilerin dogusunu da ortaya koymaktadir.
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Can, Ozgiir Ceren

CERAMIC MURALS FROM THE 1960S AND 1970S IN THE
PUBLIC BUILDINGS IN ANKARA

A significant number of the ceramic murals dating back to the 1960s and 1970s
in the public buildings in Ankara have survived, while some were displaced
and some were totally destructed. These artworks were made by remarkable
representatives of contemporary ceramic art in Turkey, and as urban aesthetic
elements, they contribute to the urban collective memory and cultural heritage
at different levels. In order to understand the place of these artworks within
the framework of contemporary art, it is important to analyze their artistic
characteristics; question how they reflect the modernization paradigms;
scrutinize their cultural contribution to urban daily life; and discuss the
aesthetic experience they offer their viewers.

Within this context, this research is conducted through the exploration of
contemporary ceramic artworks in situ in public buildings, as well as archival
and other possible written sources, and conducting oral history interviews
with the artists. In addition, a comparative reading of the European examples
provides the necessary bases to interpret the reflection of the modernization
paradigms on contemporary ceramic art and its education, initiated in the
Republican era. Contemporary ceramic artists in Turkey closely followed the
development of contemporary ceramic art in the world and more specifically in
Europe; the artists studying in Europe or modernized art institutions in Turkey
produced unique and outstanding works to be installed in public buildings,
which allowed them to insert their artworks into the urban daily life rather than
solely within an isolated art platform.

Recently, elaborating the communal meanings of these ceramic murals has
become possible by considering them as public works of art and evaluating
them in the light of traditional and contemporary public art practices. The
social, cultural and material relationships between the public ceramic artworks
and their places, the interdisciplinary interactions of contemporary ceramic art
in Turkey and the analysis of the art and architecture interconnection within
the framework of particular national and local dynamics led us to question
how the artworks affected the image of the city and the processes of communal
grasp and reproduction of public space until today.
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As the political trajectories force the displacement of the public ceramic
murals, the society has started to re-question the processes of understanding
and using the city. In this context, the mentioned ceramic murals have
created a memory triggering an effect on the audience interacting with
them and initiating a process of recalling the cultural meanings of the
Republican era. The category of social memory, consisting of multiple
agencies such as civil society organizations, tradesmen’s associations,
professional chambers, artists and students, could be re-contextualized
by focusing on these public artworks which became a heterotopia object
discriminated from the prior meaning of itself through the threat of
destruction / existence / continuation.

ANKARA’DAKI KAMUSAL YAPILARDA 1960°LI VE 1970°Li
YILLARA TARTHLENEN SERAMIK PANOLAR

Ankara’daki kamusal yapilarda 1960°’lh ve 1970’11 yillara tarihlenen
seramik duvar panolar1 bulunmaktadir. Bu panolarin énemli bir kismi
giiniimiize ulasabilmistir, ancak varlig1 ¢esitli kaynaklarda ve arsivlerde
belgelenmis olmakla birlikte bazi eserler yerinden edilmis, bazisi da
yok edilmistir. Bu eserler Tiirkiye’de ¢agdas seramik sanatinin onemli
temsilcileri olan sanatcilar tarafindan yapilmiglardir ve birer kent estetigi
unsuru olarak kent bellegine ve kentin kiiltiirel mirasina farkli diizeylerde
katkida bulunmaktadirlar. S6z konusu eserlerin sanatsal 6zelliklerini
incelemek, Tiirkiye’deki modernlesme paradigmalarinin seramik eserlere
yansimalarinin ne sekilde oldugunu anlamak, kamusal seramik eserlerin
kent yasantisina sundugu kiiltiirel katkilar1 irdelemek ve kamusal yapilara
yerlestirilmis olan seramik eserlerin izleyicisine hangi estetik deneyim
olanaklarini sagladigini tartismak panolarin ¢cagdas sanatin gelisim siireci
icindeki yerlerini saptamak agisindan dnemlidir.

Bu baglamda yiiriitiilen arastirmada, Tirkiye’de cagdas seramik sanati
tarihi aragtirmalar1 kisith oldugundan, yerinde kesif caligmalariyla kentte
bulunan ¢agdas seramik eserler incelenmis, bu alandaki yazili kaynaklar
ile arsivler taranmis ve sanatgilarla sozlii tarih calismalar1 yapilmistir.
Aragtirma siirecinde ayrica Avrupa’daki bazi orneklerle Ankara’daki
ornekler karsilagtirilarak okundugunda, Cumhuriyet Donemi ile baslayan
modernlesme paradigmalarinin ¢agdas seramik sanati egitimine ve
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sanatsal uygulamalarina yansimasini degerlendirme olanagi dogmaktadir.
Ayrica, Tiirkiye’de ¢agdas seramik sanatgilarimin Avrupa ile etkilesimi
de bu okumanin bir parcasi olarak 6nem tagimaktadir. Sanat egitimlerini
Avrupa’da ya da Tiirkiye’de egitim programlart Avrupa etkisinde olan
okullarda tamamlamis olan sanatgilar, uluslararasi sergi etkinlikleri
araciligiylaAvrupa’ylaetkilesimlerini siirdiirmekteyken, kamusal yapilarda
ozgiin ve nitelikli eserler ortaya koyabilmis; eserlerini yalitilmis sanat
platformlar1 disinda ve gilindelik hayat i¢cinde konumlandirabilmislerdir.

Giliniimlizde bu seramik eserlerin kentte yarattiklar1 ortak anlamlari
irdelemek, onlar1 birer kamusal sanat eseri olarak ele alarak, geleneksel
ve giincel kamusal sanat pratikleri 1s1¢inda degerlendirmekle miimkiin
olabilmektedir. Panolarin g¢evreleriyle kurduklar1 sosyo-kiiltiirel ve
fiziksel iliskilerin, Tirkiye’de ¢agdas seramik sanatinin disiplinlerarasi
etkilesimlerinin ve kamusal alanda sanat ve mimarlik birlikteliginin iilkenin
kendi i¢ dinamiklerinin olusturdugu 6zerk kosullar i¢ginde incelenmesi,
eserlerin kent imgesini ve toplumun kenti kavrama ve kullanma stireglerini
nasil etkiledigini arastirma olanagi sunmaktadir.

Hem kentin ve kamusal mekanin hem de kiiltiirel diskurun tireticisi olan
politikalar tarafindan kamusal seramik eserlerin yerinden edilme tehdidi
ortaya ¢iktiginda, toplum kenti kavrama ve kullanma siireclerini yeniden
sorgulamistir. Ankara’da kamusal yapilarda bulunan ve 1960’11 ve 1970’11
yillara tarihlenen seramik panolar yasattiklari estetik deneyim sonucu,
kendileriyle etkilesime giren izleyici lizerinde hafiza tetikleyici etki
yaratarak Cumhuriyet Doneminin kiiltiirel anlamlarina dair bir hatirlama
stireci baglatmaktadirlar. Yeni kentsel gergeklikler yaratilmasi potansiyelini
tagtyan s0z konusu kent estetigi deneyimi, kentsel gergekligin i¢inde anin
farkindaligina olanak tanimakta, ortak kiiltiirel anlamlarin ve degerlerin
gelecege aktarilmasi i¢in hatirlanmasimi ve kiiltiir katmanlar1 arasinda
geligen olanaklarin kesfedilmesini saglamaktadir. Kamusal seramik eserler
araciligiyla giindelik hayatin i¢inde estetik yasantinin sahiplenilmesi,
kentte yer duygusunu kuvvetlendirmektedir. Sivil toplum orgiitleri, esnaf
birlikleri, meslek odalari, sanatgilar ve 6grenciler gibi ¢oklu aktorlerden
olusan toplumsal bellek kategorisi, yikim tehdidinden dogan var olma/
yerinde kalma/siirdiirme refleksiyle daha once kendisinden ayristirilmig
olan bir heterotopya nesnesi olan kamusal eserlere odaklanarak yeniden
orgiitlenebilmektedir.
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Colonas, Vassilis

ORIENTALISM VS  NATIONAL STYLE: ART AND
ARCHITECTURE IN THESSALONIKI UNDER THE RULE OF
THE YOUNG TURKS

Patroclos Campanakis, an assistant to Raimondo D’ Aronco, had introduced,
along with other architects, the concept of Orientalism in the Ottoman
Capital, preparing his own design for a small mosque in Karakdy Square
in Galata (1903); the same style can be seen in the administrative building
of the Maritime Service, on the shore of the Golden Horn, designed by
Vasilakis Bey loannidis.

These attempts to adopt an architectural style in full expansion already
in the western countries -mostly in buildings related to leisure activities-
would enforce the effort to detach public architecture of the Tanzimat
era from the Eclecticism and all kinds of architectural revivals as well as
promote the decorative features which was soon to shape the new National
Style in the major cities of the Empire.

Architects did not need to study local architectural tradition or the
architectural tradition of neighboring countries for elements of a “neo-
Islamic” architecture, since cultural exchange between the East and the
West dated back to the Renaissance. It was a return to the original source
of inspiration, following similar paths taken by all orientalist movements
exported from the West to their countries of origin (Egypt, the Maghreb).

This paper aims to present the interventions undertaken by the local
authorities of the Young Turks’ government in Thessaloniki in new or
existing buildings of the Ottoman State and especially those belonging to
the Imperial Treasure. The entrance gateway of the White Tower Theatre
and Restaurant, often referred to as the “Arabian Gate”, was due to the
initiatives of the Young Turks’ Government which took over the ownership
of the ex-imperial lands. It became soon the main landmark of this stylistic
innovation undertaken by the Young Turks in an effort to give a new image
to the modernized city, and the cradle of their nationalistic movement.

The triumphal arches raised during the visit of Sultan Mehmet Reshat to
Thessaloniki in 1911 were the culmination of this excessive “Neo-Islamic”
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art and decoration which had been chosen by public and private agents of
different ethnic origin, keen to demonstrate their compliance with the new
regime.

It is evident that these orientalist features in the architectural scene of
Thessaloniki of the beginning of the 20th century should not be equated
with the architecture of Kemaletin Bey and Vedat Tek, who were engaged
during this same period in shaping the first national architectural movement,
a “national” style, evolving and reaching its culmination in the years 1923-
1927, in Ankara, the capital of the first Turkish Republic.

ULUSAL USLUBA KARSI ORIENTALIZM: GENC TURKLER
YONETIMINDEKI SELANIK’TE SANAT VE MiMARLIK

Raimondo D’Aronco’nun yardimcisi Patroclos Campanakis, Karakoy
Meydani’ndaki kiigiik camisiyle (1903) Osmanli bagkentini Oryantalizm
kavramiyla tanistiran mimarlardan biridir. Ayni {islup Vasilakis Bey
loannidis tarafindan tasarlanan Hali¢’teki Denizcilik isletmelerinin idari
binasinda da goriiliir.

Bati iilkelerinde daha ¢ok bos zaman etkinlikleri ile ilgili binalarda iyice
gelismis olan bu iislubu uyarlama ¢abalar1 Tanzimat’in kamu yapilarindan
Eklektisizm ve eski tarzlari yeniden canlandiran tsluplardan temizleme
istegini giiclendirmis ve kisa zamanda Imparatorlugun énemli sehirlerinde
uygulanacak yeni bir Ulusal Uslubun bezeme 6zelliklerinin 6ne ¢ikmasina
katkida bulunmustur.

Aslinda, Dogu ve Bati arasindaki kiiltiirel aligverisin Ronesans’a kadar
geri gitmesi nedeniyle, mimarlar, Neo-Islami mimarinin elemanlar1 i¢in
yerel ya da komsu ilkelerin mimarlik geleneklerini incelemeye gerek
duymamuislardir. Zira bu hareket Misir veya Kuzey Afrika’da da goriildigii
gibi biitlin Oryantalist tarzlarin kaynak alindig: tlkelere Bati’dan geri
gitmesiyle ayni1 yollar1 izleyerek, ilham kaynaginin aslina donmekti.

Bildiri, Selanik’teki Geng¢ Tiirklerin yerel yonetimi tarafindan Osmanli
Devleti ve 6zellikle Imparatorluga ait, yeni veya mevcut binalarda
gergeklestirilen miidahaleleri sunmayir amaglamaktadir. Beyaz Kule
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Tiyatrosu ve Restoraninin genellikle “Arap kapis1” olarak adlandirilmasi,
eski imparatorluk topraklarinin miilkiyetini devralan Geng Tiirkler
Hiikiimeti’'nin istegini yansitiyordu. Kisa siire sonra Geng¢ Tiirklerin
Ulusalc1 hareketlerinin besigi olan sehre bu yeni islup anlayis1 hakim
oldu. Bu etkinlikle sehre yeni modern sehir imaj1 kazandirma amaci da
karsilanmis oldu.

Selanik’te 1911°de Sultan Mehmet Resat’in ziyareti sirasinda insa edilen
zafer taklar1 bu asir1 Neo-Islami sanatin ve dekorasyonun en yogun
gorildiigl yapilardi ve farkli etnik kokenleri olan kurumsal ve bireysel
aracilar tarafindan yeni rejime uyumlarini géstermek amaciyla segilerek
uygulanmaisti.

Kuskusuz 20. yiizyilin baslarinda Selanik mimarisinde gozlenen
bu oryantalist tarz; Kemalettin Bey ve Vedat Tek’in ayni yillarda
bicimlendirdikleri, 1923-1927 yillar1 arasinda Tirkiye Cumhuriyeti’nin
baskenti Ankara’da zirvesine ulasan Birinci Ulusal Mimarlik Hareketi
veya “ulusal” tisluptan farklidir.
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Coskuner, Fatma

ON THE THRESHOLD OF THE BLACK SEA: INTERSECTING
DISCOURSES OF EMPIRE AND IDENTITY IN IVAN
KONSTANTINOVICH AIVAZOVSKY’S PAINTINGS

At the core of my work is the relationship between visual arts and
imagination and construction of identities and spaces. I focus on Ivan
Aivazovsky (1817-1900) within a cross-cultural network of meanings,
in particular addressing the manifold functions of the visual arts in late
Ottoman society, especially in relation to European empires (including the
Russian Empire), while attending to a diverse range of voices within and
beyond Ottoman culture.

My study examines how art and material culture were used to construct
imperial, national, and social identities in the 19th-century Ottoman and
Russian capitals (Istanbul and St. Petersburg), and, most importantly,
how these ways of making sense of the world interacted. Combining
iconographic analysis of carefully selected paintings, the context of
19th-century artistic milieus and the biography of the artist, my research
illuminates how the art of Aivazovsky was used to mediate critical stages
in the relations of both empires. This fresh exploration of Aivazovsky, his
work, and its contexts that is overdue, will be unprecedented, and will
substantially enrich debates in, as well as beyond art history.

A vibrant artistic milieu emerged in the second half of the 19th century in
Istanbul that was remarkably heterogeneous, including the participation
of Ottoman, Armenian, French, Polish, Russian, Italian, British, and
Greek artists. The exchanges and alliances that Muslim and non-Muslim
Ottomans formed with European artists and patrons were significant
because of the diversity of cultural backgrounds and motivations
combined during this period. An Armenian born in Theodosia (modern-
day Ukraine), Aivazovsky worked a great deal in the Ottoman as well
as in the Russian empires. Thus, recent debates on cosmopolitan 19th-
century art become more complex when we address the particular cultural
geopolitics surrounding the production and reception of Aivazovsky’s work
in Istanbul and St. Petersburg. Analysing his oeuvre in both the Russian
and Ottoman contexts, while keeping his intersecting identities (Russian,
Russian-Armenian and Armenian) as much in play as they were in his life
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and work, facilitates a more nuanced understanding of 19th-century visual
culture and cultural diplomacy between the Ottoman Empire, Russia, and
Europe. Aivazovsky is thus not only one of the most significant figures
in the history of Russian and Ottoman/Turkish art, he also embodies a
moment when the two national traditions were in direct and productive
conversation. By contextualizing Aivazovsky “in-between” and “across”
instead of as securely embedded in the nation (or any given empire), I
will revise our understanding of his influence as well, bringing together
the histories, cultures and politics of the peoples around the Black Sea,
recalling an older as well as deeply sedimented artistic/intellectual cultural
mapping of this region.

Locating in his creative works the features of his “national” character as
a Russian imperial citizen, the expressions of the ancient culture of the
Armenians, and his passion for the natural beauty of Istanbul, my new
approach views Aivazovsky as a painter, subject, and citizen operating
simultaneously within, beyond, and across imperial borders and national
imaginaries.

KARADENiZ’IN ESIGINDE: IVAN KONSTANTINOVICH
AYVAZOVSKI’NIN RESIMLERINDE KESISEN IMPARATORLUK
VE KiMLiK SOYLEMLERI

Bu calisma gorsel sanatlar ile kimlik ve mekan algisinin tahayyiilii ve
ingas1 arasindaki organik bagi kiiltiirlerarasi bir iletisim ag1 icinde, Ivan
Ayvazovski’ye (1817-1900) odaklanarak incelemektedir. Ayn1 zamanda
Osmanli imparatorlugunun diger Avrupa devletleri ile olan iligkilerine (Rus
Imparatorlugu da dahil) gorsel sanatlar iizerinden bakmakta ve bdylece
imparatorluk biinyesindeki farkli ses ve kimlikleri de kapsami igine almay1
hedeflemektedir.

Bu calismada, 19. yiizy1l Osmanl ve Rus baskentlerinde (Istanbul ve
St. Petersburg) sanat ve kiiltiir dinamiginin ulusal ve sosyal kimligin
olusumuna nasil bir etkisi oldugu incelenmektedir. Sanat¢inin segilen
resimlerinin ikonografik analizini, 19. yiizy1lin sanatsal ortaminin baglami
kapsamindabiyografisiile birlestiren arastirmalarim, her iki imparatorlugun
iligkilerinde kritik asamalara aracilik etmek i¢in Ayvazovski’nin sanatinin
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nasil kullanildigin1 aydinlatmay: hedeflemektedir. Aynm1 zamanda, 19.
ylizy1l sanat diinyasinin daha net bir bigimde anlasilmasi, o yiizyilin
politik ortaminin temelini olusturan belirli ulusal kimliklerin nasil ortaya
ciktiginin kavranmasii da kolaylastiracaktir. Bu ylizden, sanatgiy1 bu
baglamda ele almanin sanat tarihi literatliriine onemli Slglide katkida
bulunacagina inantyorum.

Osmanli, Ermeni, Fransiz, Polonyali, Rus, Italyan, ingiliz ve Rum
sanatcilarin katilimi da dahil olmak iizere, oldukca heterojen bir yapiya
sahip Istanbul’da 19. yiizyilin ikinci yaris1 canli bir sanatsal gevreye
taniklik eder. Miisliiman ve gayrimiislim Osmanlilarin Avrupali sanatc1 ve
patronlarla kurdugu degisim ve ittifaklar, bu donemde bir araya getirilen
kiiltiirel gegmis ve motivasyonlarin ¢esitliligi nedeniyle ayri bir 6neme
sahiptir. Feodosiya (giinlimiiz Ukrayna Kirim’da sahil kenti) dogumlu
Ermeni bir aileye mensup olan Ayvazovski, hem Osmanli hem de Rus
imparatorluklarinda uzun siirelerle gérev yapmustir. Istanbul’u bir¢ok kez
ziyaret etmis ve bazi ziyaretlerinde uzun siire sehirde kalmig, Osmanl
sultanlarinin himayesinde 6nemli eserler iiretmistir.

Ayvazovski’nin Istanbul ve St. Petersburg’daki ¢alismalarinin iiretim
ve sanat piyasasindaki yerini ¢evreleyen jeopolitigi ele aldigimizda
kozmopolit 19. yilizy1l sanatiyla ilgili son tartismalar daha da karmasik bir
sekilde ortaya ¢ikmaktadir. Rus ve Osmanli baglamlarinda Ayvazovski’nin
kesigen kimliklerinin (Rus, Rus-Ermeni ve Ermeni) etkisi altinda
calismalarmi incelemek, Osmanli Imparatorlugu, Rusya ve Avrupa
arasinda 19. yiizyila ait bir gorsel kiiltlir ve kiiltiir diplomasisi anlayisini
yaratmaktadir. Ayvazovski boylece Rus ve Osmanli/Tiirk sanat tarihinin en
onemli figlirlerinden sadece biri degil, ayn1 zamanda iki ulusal gelenegin
kesistigi bir anin somut bir gostergesi konumuna gelmistir.

Ayvazovski’nin yaraticiligini tam olarak anlamak icin Ermeni ve
Osmanli sanatindaki roliine atifta bulunmak ¢ok 6nemlidir. Béylece, Rus
kiiltiirtine ait olmakla birlikte, Ermeni ve (bir dereceye kadar) Osmanli
kiiltiirtine de ait oldugu sdylenebilir. Onu, bu iki imparatorlugun tam da
kesisim noktasina yerlestirerek, Ayvazovski’yi Karadeniz c¢evresindeki
halklarin tarihlerini, kiiltlirlerini ve siyasetini bir araya getiren bir sanatg1
olarak ele alacagim. Bunu yaparken, bdlgenin daha eski bir sanatsal/
entelektiiel haritasini da hatirlatmis olmay1 hedefliyorum. Bu proje, ulusal
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diismanliklarla dolu bir zamanda c¢alisan, ¢ok uluslu bir karaktere sahip
bir ressam ve vatandas olarak Ayvazovski’yi incelemektedir. Bdylece
calismam ulusal sinirlarin 6tesine ulasan, ayni zamanda daha genis bir
cografya olarak tanimlayabilecegimiz Karadeniz baglamiyla kesisecek
ve birlesecektir. Belki de onun oykiisii, Tlirk ve Ermeni (sanat) tarihinin
sayfalarinda yanlis anlagilmis ya da kasith olarak carpitilmig hikayelere
kars1, dnyargisiz olarak, yeni bir goriisii de tesvik edebilir.
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Czerwonnaja, Swietlana

THE IMAGE OF THE TURKISH CITY IN THE SHAMAILS OF
KAZAN TATARS AND IN THE MUHIRS OF LITHUANIAN
TATARS: AN OUTSIDE PERSPECTIVE?

The art of shamails (muhirs), which was widespread in the culture of Kazan and
Lithuanian Tatars, is the result of close relations and creative interaction between
Turkish and Tatar art worlds. Popularity of these charming “pictures” came to
the Tatars from the Ottoman Empire in the second half of the 19th century and
to some extent was connected with the import of Turkish artworks - so called
“camalti” (pictures under glass). However Tatar culture, having its own traditions
of decorative paintings and graphics, of book illustration, has transformed this art
sufficiently.

The image of the Turkish city played an important role in shamails, produced
in Kazan typographies and also in muhirs, which were created by Lithuanian
Tatars (these muhirs were influenced by Kazan samples, but still significantly
differed from them). First of all it was the image of Istanbul with all its significant
monuments - the masterpieces of Islamic sacral architecture, gathered together
on the cityscape or shown separately (Hagia Sofia, Sultan Ahmet Mosque,
Siileymaniye Mosque). However the range of Turkish landscapes, architectural
motives and urban compositions, shown in shamails and muhirs, was much wider.
Artists (they were mostly left anonymous, but in some cases their names and
biographies are known) were interested in vast territories of Turkish provinces, in
cityscapes of Anatolia and Balkan Peninsula, and in Arabian holy places (Mecca
and Medina), situated within the broad historical borders of the Ottoman Empire.
Processes of modernization have affected simultaneously the real life (city- and
landscapes of Turkey) and also the imagination of Tatar painters of Jadidism epoch.
Affected by these processes shamail/muhir authors were interested in modern
urban motives, in the signs of renovation of Turkish cities, in built railways and
transport systems, in images of modern bridges, stations, ports, sea-faring, and
even in young aviation — aeronautics («technological wonders of Edirne»). Even
“deserted” cityscapes - without images of human figures and any living creatures
- carried in themselves many signs of the active life of the modern city.

The image of a mosque or a whole ensemble of mosques constituting the brilliance
and glory of Ottoman culture, affirming its greatness, which was shown in shamails
and muhirs, did not aim only to deliver information about where and when such
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buildings were erected. So it didn’t only have an educational task (although this
task itself was important). These images had a symbolic value and a deep inner,
secret meaning - batin (in the dichotomy established by Islamic philosophy: the
concepts of “zahir” - something outer, obvious; and “batin” - secret, hidden from
those who are not dedicated to the mystery of divine purpose). Such images
expanded the spiritual, sacred space of Tatar art. The distant Ottoman mosque or
the distant panorama of the Turkish city entered this space, raising it to the moral
heights at which Tatar art lost its provincial, local limitation and united - in an
almost mystical act of Sufi rapprochement with perfection - with the great values
of Turkish culture perceived by Tatar communities in many ways as “their own”
culture, own historical cradle.

KAZAN TATARLARININ SAMAIL’LERI VE LITVANYA TATARLARI-
NIN MUHIR’LERINDE TURK KENTININ GORUNTUSU: DISARIDAN
BiR BAKIS?

19.-20. yiizyillarda Kazan ve Litvanya Tatarlar1 kiiltiiriinde yayginlasan
Tatar samail/muhir sanati, Tiirk ve Tatar sanat diinyalar1 arasindaki yakin
temas ve etkilesimin sonuclarindandir. Tatar camilerinde, evlerinde,
Miisliiman okullarinda (mektep, medrese) bir siis olarak kullanilmig
olan bu imgeler 19. ylizyilin ikinci yarisinda Rusya’nin Tatar bolgelerine
Osmanli imparatorlugundan ulagmistir. Samail/ muhir sanat1 biiytik ol¢lide
ithal edilen camalt1 denilen eserlerdeki imgelerin etkisi ile gelismistir.

Ancak kendi dekoratif resim, grafik, kitap resmi gelenekleri zengin
olan Tatar kiiltiirlinde camalt1 sanati 6nemli bir donilisiim gecirdi. Kazan
matbaalarinda basilmis samail’lerde ve bugiin Polonya, Litvanya ve
Belarus topraklarinda yasayan Litvanya Tatarlarinin muhir lerinde (Kazan
orneklerine ¢ok benzemekle birlikte 6zgiin nitelikler yansitirlar) Tiirk kenti
tasvirleri énemli bir yer tutar. Her seyden 6nce, Islam dini mimarisinin
basyapitlar1 olan ¢ok sayidaki anitlariyla Istanbul gériiniimleri bu eserlerin
en ¢ok betimlenen konusudur. Bu anitlar (Aya-Sofya, Sultan Ahmed,
Siileymaniye gibi) sehir siluetinde bir araya toplanmis veya tek tek tasvir
edilmistir ve cogu zaman doga ile cevrili, bir tiir “cennet bahgesi” olarak
yorumlanmustir. Ote yandan samail/muhirlerde sunulan kent tasvirlerinin,
mimari anitlarin ¢emberi ¢ok daha genistir, sadece Istanbul’un biiyiik
klasikleriyle sinirli degildir.
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Zaman zaman isim ve biyografileri bilinmekle birlikte biiyiik bir boliimii
anonim kalan sanatcilarin ilgi alan1 sadece Osmanli imparatorlugunun
bagkentiyle sinirli kalmaz, bu genis cografyada, Balkanlar’da,
Anadolu’daki anitlar ve Mekke ve Medine’deki kutsal kiilliyeler de
resim konular1 arasindadir. Ayni anda Tiirk sehirleri ve kodyleriyle birlikte
Tatar sanat¢ilarinin yaratici bilincini de etkileyen, egitimin yayilmasina,
teknik ve bilimsel ilerlemelere, Rusya Miisliimanlarinin tiim yasam
tarzinin yenilenmesine yonelik reformlar i¢eren bir sosyal hareket olarak
modernlesme siirecleri samail / muhir sanatia da yansmmistir. Ozellikle
cagdas kent motifleri, Tiirk sehirlerindeki degisim ve yeniden yapilanmay1
isaret eden, yeni gelisen demiryollari, kopriiler, limanlar, sehirlerde
ulastirma araclari, buharli tagima, vapurlar, hatta havacilik ile ilgili
simgesel imgeler bolca betimlenmistir.

Samail/muhirler modern Tiirk kentini Tatarlara yaklastirmistir. “Issiz”
manzaralarda bile (insan ve diger canlilarin temsili olmadan), modern
bir Tiirk kentinde yogun yasam belirtisi vardi. Samail/muhir sanatinin
irlinlerinin amac1 sadece halkin egitilmesi degildir (bu amag¢ Onemli
olmakla birlikte). Cami ya da kiilliyelerin nerede olduklari, ne zaman
yapildiklar1 belli degildir. Bu temsiller sembolik, derin, i¢sel ve mecazi yani
“batin” anlamlar yiiklenmislerdir. Islam felsefesi ve estetik diisiincesinde
detaylandirilan «zahir» kavrami, bariz, agik, algilanabilir olan seylere
isaret eder. “Batin” ise yiiksek ilahi tasarimin sirrina vakif olmayan insanlar
icin gizli, erisilemez olan seydir. Tatar Samail/muhir sanatinin manevi,
dini alan1 bu bakimdan genistir. Bir Osmanli camisi veya uzak bir Tiirk
kentinin panoramasi bu dini-manevi alanda yer bulmus, bu duygulara hitap
etmistir. Ayn1 zamanda Tatar sanati kendi yerel, 6zelliklerinden uzaklagarak
(neredeyse bir sufinin miitkemmel olanla birlesmesi gibi) Tiirk kiiltiirtiniin
Tatar toplumunda “bizim kiiltiiriimiiz”, “bizim tarihsel besigimiz” olarak
nitelenen biiyiik degerlerini benimsemistir.
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Cakar Phillip, Filiz
THE BATTLE FLAIL — A DIFFERENTIATING FEATURE OF THE TURK

One of the long episodes of the Shahnameh refers to the stories of twelve
combats between the Iranians and the Turanians. It explains how both sides
agree to only sending their heroes into single combat rather than fighting
whole battles. The definition of the parties and the ethnic affiliation of
the heroes are distinguished by their armament. Whereas the Iranians are
described with their significant hilted weapon, a slightly curved sabre
known as the shamshir, the distinguished weaponry of the Turanians is
portrayed as a melee weapon called amud-i rumi. This weapon is a battle
flail, a medieval weapon consisting of a haft attached by a chain or strap to
a spherical head. Its name indicates that its origin is rooted in the Western
part of the region. The amud-i rumi is mentioned in the Shahnameh’s sixth
battle of the champions. At other times it is referred to as a gurz, which is a
more generic term for the mace. In Farsi a comparable battle flail is known
as kabastin. Its head is likewise attached by a strap or chain to a handle,
however smaller and often double-conical shaped. The kabastin is mostly
to be found in Iran and in India.

The amud-i rumi was already in use as a cavalry weapon during the Abbasid
period referring to its pre-Islamic, Sasanian origin. It was doubtlessly a very
costly weapon accessible only to those who could afford it and therefore
mainly the privilege of the rich military and political elite. According to a
Oth century furusiyya treatise, the amud-i rumi is “...the most important
weapon in war in all times and situations. It is among weapons like a lion
among animals, and all people acknowledge its virtue and prefer it to other
[close-combat] weapons because no other arm can replace it.”

Throughout the Islamic world the battle flail has a legendary quality
amongst weapons similar to that of the sword, which presumably stems
from its association with the ancient world. The flail became a symbol of
office amongst the Turkic warriors. It is an extremely effective weapon in
combat, particularly against a well-armoured opponent. A heavy casted
flail head could easily damage even the thickest steel armour.

This paper will not only explore the origin of this weapon and its connection
to the western tradition, but also its rise as a cavalry weapon during the
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medieval period and revival during the period of the Turkmen dynasties, as
can be observed in drawings and paintings of the 15th and 16th centuries.

MUHAREBEDE KULLANILAN ZINCIRLI GURZ - TURKLERE
OZGU BiR SILAH

[ranlilar ile Turanlar arasindaki on iki savasm/muharebenin anlatildig1
hikayeler Sehname’de yer verilen uzun epizotlardan birini olusturur.
S6z konusu bu anlatimda her iki tarafin da muharebede karsi karsiya
savagmak yerine en iyi kahramanlarinin teke tek carpismalarinda nasil
karar kildiklarina deginilir. Her iki tarafin kahramanlarinin taninmasinda
ve etnik kokenlerinin belirlenmesinde onlarin silah kusanma tarzlarinin
belirleyici oldugu anlasilir. Iran kahramani genellikle zgiin silahlar1 olan
kesici silahlardan, hafifce kivrimli “simgir” ile tanimlanirken, Turanh
kahraman ise bir akin doviis silah1 olan amud-i rumi ile tasvir edilir. Bu
silah genelde zincirli glirz olarak tanimlanir ve bir Orta Cag silahi olmakla
birlikte; ahsap sapa zincirle veya kayisla baglanmis kiiresel topuz formlu
bir giirzden meydana gelir. Kavramdaki “rumi” kelimesi bu silahin Iran’mn
batisinda kalan bolgeye 6zgii oldugu fikri verir. Sehname’de sampiyonlarin
altinci teke tek miicadelesinde amud-i rumi kavrami kullanilir. Epizodun
devaminda daha genel bir kavram olan giirz kavramima yer verilir.
Farscada benzer bir zincirli gilirz kabastin olarak tanimlanir. Kabastin'in
de amud-i rumi gibi el ile tutulacak sap kismi ahsaptir, zincirle baglanan
giirz kismu ise kiiciik ve genellikle ¢ift koniktir. Kabastin gogunlukla iran
ve Hindistan’da kullanilmustir.

Amud-irumi Abbasi doneminde genellikle atli stivariler tarafindan silah olarak
kullanilmis, islam oncesi Sasani kokenli bir silahtir. Bu silah muhtemelen
cok pahali olmadigi ve silaha ancak onu satin olmaya giicii yetecek imtiyazli
askeri ve siyasi elitlerin sahip oldugu fikri verir. Dokuzuncu yiizyilda kaleme
alian bir Furusiyya el yazmasinda bu silah ile ilgili olarak “... her zaman
ve her durumda savasta en onemli silahlardan birisidir. Silahlar icinde
asla hayvan aleminden ne ise aym safhadadir, biitiin insanlar bu silahin
ne kadar avantajli oldugunu kabullenmis ve diger silahlara mukabelen
teke tek ¢arpigsmalarda bu silahi tercih etmislerdir ve bagka bir silahla yeri
doldurulamaz” tamimlayici bilgilerine yer verilir.
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Islam diinyas1 genelinde bu tip zincirli giirz muhtesem kalitesiyle en iistiin
yakin savunma silahlarindan biri olmustur. Kili¢ gibi bunun da kdkeni
cok eskiye dayandirilir. Zincirli giirz Tirk kiiltiirinde resmi makam
sembollerinden biri olmustur. Ozellikle zirhl1 bir rakibe kars1, savasta son
derece etkili bir silahtir. Degerlendirmeye konu olan giirz demir dokiim
tekniginde tiretilmis ve en kalin ¢elis zirhlar1 hasara ugratabilmekteydi.

Burada sunulan ¢alismada yakin savunma silahlarindan biri olan bir
zincirli giirz tipinin kdkenine dair bilgilere ve onun bat1 kokenli benzerleri
ile baglantisina da deginilmistir. Ayrica Orta Cag doneminde siivariler
tarafindan kullanilan bu silah tipinin Tirkmenler doneminde yeniden
popiiler olmasima da 15. ve 16. ylizyil resimleri ile siyah kalem resim
caligmalarindan betimler 15181nda isaret edilmistir.
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Cetinkok Afsar, ismet Meltem

TURKISH HANDICRAFT COLLECTION OF SAMI BEY AND HIS
WIFE SIDIKA NEVIN IN THE CONTEXT OF HISTORICAL AND
CULTURAL HERITAGE

People’s Houses, which built on the foundation of Turkish Hearths
(Establishment: 12 March 1912) in 1932, had shown activity in nine
branches. Photography was considered as Fine Art and was seen as an
effective instrument to strengthen the concepts of nation and humanism
in the Republican era. Amateur photography competitions were organized
beginning from 1939 to promote photography as an art form and to help
increase documentary sources by ensuring young people’s participation.

The preservation of historical and cultural heritage and its transfer from
one generation to the next were among the targets of the Museum and
Exhibition Branch (later History and Museum Branch) of the People’s
Houses with the help of private collectors. One of the latter who served to
achieve this goal was Sami Colgegen (1877-1935: Also known as Mehmet
Sami Uriindiil) together with his wife Sidika Nevin Hanim.

In his travels, Sami Bey had noticed that Turkish artworks were introduced
as Arabic and Persian in the museums in Europe, America and Asia. In
order to display the Turkish sophistication and predisposition to art, as
well as to differentiate Turkish art within Islamic art and contribute to
its gaining its rightful place in World Art, he thought that every object of
cultural history was worthy of preservation and exhibition. He thus began
to collect ethnographic and folkloric artworks in the fields of textiles and
leather embroidery, as well as copper, bronze, silver, iron, wood, and glass
objects.

In 1934, one year before his death; Sami Bey, politician, diplomat, director,
deputy and traveler, donated his own and his wife Sidika Nevin Hanim’s
collection of old Turkish artworks to the People’s House of Ankara for
exhibition and preservation purposes. The items in the exhibition were
documented in photographs, which were published in a catalogue in 1934
by the Museum and Exhibition Department to help preserve the country’s
cultural heritage.
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This paper aims to discuss the role of People’s Houses, collections, historical
and cultural heritage and photography as documentation through Sami
Bey’s collection. Based on this example, the concepts of “Turkishness”
and “national consciousness” promoted by the cultural and art politics of
the early Republican era, the role of collectors and photography in the
construction of cultural heritage and its transfer from one generation to
the next; the ideological perspectives represented by the photographed
collection and the way it was exhibited as well as its problematics will be
discussed.

TARIHiI VE KULTUREL MiRASIN KORUNMASI BAGLAMINDA
SAMI BEY VE ESI SIDIKA NEVIN HANIM’IN TURK ESERLERI
KOLEKSIiYONU

1932 yilinda Tiirk Ocaklari’nin (Kurulus 12 Mart 1912) birikimi iizerine
yapilanan dokuz kolda etkinlik gosteren Halkevlerinin Gilizel Sanatlar
(Ar) kolu i¢inde degerlendirilen fotograf, Cumhuriyet doneminde ulus ve
hiimanizma kavramini giiclendirmenin etkili bir araci olarak goriilmiistiir.
1939 yilindan baslayarak agilan amatdr fotograf yarigmalarina genglerin
katilmasinin saglanmasi, fotografin yalnizca teknik olarak degil “sanat”
olarak degerlendirilmesi, bu yolla da dokiimantasyon kaynaklarimin
cogaltilmast hedeflenmistir.

Ote yandan tarihi ve kiiltiirel mirasin korunmasi ve kusaktan kusaga
aktarilmasi da Halkevlerinin Miize ve Sergi Subesi (daha sonra Tarih ve
Miize Subesi) ile koleksiyoncularin ortak ¢alismalariyla ulagilmak istenen
hedefler arasinda yer almistir. Bu hedefe ulasmay1 gérev edinen 6nemli
koleksiyonculardan biri de Sami Colgecen (1877-1935, Mehmet Sami
Uriindiil olarak da bilinir) ve esi Sidika Nevin Hanim’dir.

Sami Bey, gezdigi Avrupa, Amerika ve Hindistan gibi bir¢ok tilkedeki
miizelerde Tiirk eserlerinin Arap ve Iran eserleri olarak tanitildigini fark
etmis, Tiirklerin sanattaki ince zevkini ve sanata olan yatkinliklarini, islam
sanatt i¢indeki farkliligimi kanitlamak ve diinya sanati iginde hak ettigi
yeri almasina katki saglamak amaciyla kiiltiir tarihine ait her nesnenin
korunmaya ve sergilenmeye deger oldugunu diisiinmiis, dokuma, bakair,
tung, giimiis, demir, ahsap, cam ve deri islemeciligi alaninda birgok
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etnografik ve folklorik eser toplayarak koleksiyonculuga baslamistir.

Siyaset adami, diplomat, mutasarrif, milletvekili ve gezgin Sami Bey esi
Sidika Nevin Hanim’la birlikte topladigi eski Tiirk eserlerini, sergilenmeleri
ve korunmalari i¢in Ankara Halkevi’ne, 6liimiinden bir y1l dnce, 1934°te
hediye etmistir. Ankara Halkevi’nde sergilenen bu eserlerin fotografiari
cekilmis, 1934°te Miize ve Sergiler Subesi’nce hazirlanan bir katalogda
belgeci bir yaklagimla kullanilmis, eserler tanitilarak kiiltiirel mirasin
korunmas1 amacina hizmet etmek amaclanmistir.

Bubildiride Sami Bey Koleksiyonu iizerinden Halkevleri, koleksiyonculuk,
tarihi ve kiiltiirel mirasin ve fotografin belgelemedeki roliiniin tartisilmasi
amaglanmistir. Sami Colgecen ve esi Sidika Nevin Hanim 6rneginden yola
¢ikarak Erken Cumhuriyet Donemi’nde kiiltiir ve sanat politikalari tizerine
yapilandirilmak istenen “Turklik” ve “ulus bilinci”, kiiltiirel bellegin
insasina katki saglama, tarihi ve kiiltiirel miras1 kusaktan kusaga aktarmada
koleksiyoncularin ve fotografin rolii, fotograflanan koleksiyonun ve
sergilemenin temsil ettigi diisiince ideolojik agilimlar belli sorunsallar
dogrultusunda tartigilmaktadir.
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Cilingiroglu Topcubasi, Mine
Oral, Elif Ozlem

THE CONTRIBUTION OF THE FIRST GENERATION (1924-1963) OF
WAQF ARCHITECTS TO ARCHITECTURAL PRESERVATION

This study aims to identify the approaches to the theoretical and practical
aspects of architectural preservation of the architects, who were working
in the General Directorate of Pious Foundations between the years of
1924-1963. The name of this institution, which used to be the Ministry
of Evkaf-1 Hiimayun during the Ottoman Period, was changed to “Evkaf
Umum Midiirligi” after the establishment of the Republic with the “Law
on the Relation of Sharia and Evkaf and Erkan-i Harbiye” in 1924, and to
General Directorate of Pious Foundations with the Foundations Law No.
2762 after 1935. The first-generation architects working in the General
Directorate of Pious Foundations during this period are as follows:

Kemalettin Bey (1870-1927)

Mehmet Nihat Nigizberk (1880-1945)
Vasfi Egeli (1890-1962)

Sedat Cetintas (1889-1965)

Siireyya Yiicel (1903-1970)

Ali Saim Ulgen (1914-1963)

Kemalettin Bey, who was the head architect of the Foundation in 1924,
had graduated from Hendesehane and studied architecture in Germany.
Kemalettin bey’s training in engineering and architecture, and professional
experience gained from domestic and international constructions,
constituted the necessary infrastructure of the early Republican period
architectural preservation attitudes. After 1924 preservation commissions,
communities, civil society organizations and publications were established.
An architectural conservation legislation was also introduced and was
instrumental in significant developments. In line with these developments,
the architects of the General Directorate of Pious Foundations carried out
research, documentation and restoration practices throughout the country
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during their terms of office.

Ali Saim Ulgen, who started working at the General Directorate of
Foundations in 1953, had graduated from the Architecture Department of
the Fine Arts Academy and had been involved in restoration projects in
Germany and France between 1938 and 1939. He had also contributed
to the preservation of Ottoman cultural heritage abroad. Ulgen, who had
gained experience in the field of conservation and restoration of monuments
in Western countries and in contemporary conservation techniques, made
significant contributions to the concepts of conservation and restoration by
reviewing the conservation concepts of the architects who were conducting
reparations, making suggestions on the organizational structure and
enacting of the necessary laws and proposing preventative measures to
not repeat any of the restoration mistakes a well as publishing a critique,
which all helped enlighten future generations of architects and restorers.

The conservation concepts of the above mentioned architects, who all
worked for the Wagqf Directorate for some time, show similarities from the
points of view of implementation, awareness raising and organizational
aspects of preservation. They all supported the teachings of the National
Architectural Movement, which was led mainly by Kemalettin Bey. They
followed and developed the concepts of each other, inside and outside the
architectural environment, by publishing many articles and books, as well
as organizing exhibitions on issues related to preservation.

The scope of this research is to investigate the different aspects and
development of architectural preservation that began in the early days of
the Turkish Republic with Kemalettin Bey up to the work of Ali Saim
Ulgen.

The findings of the study suggest that the mentioned architects meticulously
followed the teachings of international contemporary conservation
approaches, and made great efforts to make sure that similar principles
were applied in Istanbul, Anatolia and abroad. The architects discussed in
this study should be understood as exemplars among many others from the
same period.
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VAKIFLARDA ONARIM YAPAN 1. KUSAK (1924-1963)
MIMARLARIN MiIMARI KORUMA ALANINDAKI KATKILARI

Calisma, Osmanli doneminde Evkaf-1 Hiimayun Nezareti olarak hizmet
veren ve Cumbhuriyetin kurulusundan sonra 1924 tarihli “Seri’ye ve
Evkaf ve Erkan-1 Harbiye-i Umumiye Vekaletleri’nin Ilgasina Dair
Kanun”la “Evkaf Umum Miidiirliigii” olarak degistirilen, 1935 tarihinden
itibaren 2762 sayili Vakiflar Kanunu ile Vakiflar Genel Miidiirliigii olarak
gorevine devam eden kurulusta 1924-1963 tarihleri arasinda ¢alismis
onemli mimarlarin mimari korumanin kuramsal ve uygulama alanindaki
genel yaklasimlarini tespit etmeyi amaglamaktadir. Calisma kapsaminda
incelenen 1924-1963 tarihleri arasinda Vakiflar Genel Miidiirliigii’'nde
gorev yapan 1. Kusak mimarlar asagida siralanmistir:

Mimar Kemalettin Bey (1870-1927)
Mehmet Nihat Nigizberk (1880-1945)
Vasfi Egeli (1890-1962)

Sedat Cetintas (1889-1965)

Stireyya Yiicel (1903-1970)

Ali Saim Ulgen (1914-1963)

1924 yilinda Vakif bagmimari olan Mimar Kemalettin Bey, Hendesehane
mezunu olup, Almanya’da mimarlik egitimi gormiistiir. Kemalettin beyin
mithendislik ve mimarlik alanindaki egitimi, yurti¢i ve yurtdisindaki
uygulamalardan edindigi mesleki tecriibe birikimi erken Cumhuriyet
donemi Mimari koruma alaninin altyapisini olusturmustur. 1924 yilindan
sonra Tirkiye’de kurulmaya baslayan koruma komisyonlari, cemiyetler,
sivil toplum orgiitleri ve ¢ikarilan koruma mevzuatlar ve yayinlar mimari
koruma alaninda 6nemli gelismelere vesile olmustur.

1953 yilinda Vakiflar Genel Miidiirliigli'nde ¢aligmaya baslayan Ali Saim
Ulgen, Giizel Sanatlar Akademisi Mimarlik Béliimii mezunu olup 1938
— 1939 yillarinda Almanya ve Fransa’da restorasyon uygulamalaria
dahil olmustur. Ayrica Osmanli’nin yurtdisinda kalan kiiltiirel mirasinin
korunmasina da katkilart olmustur. Anitlarin korunmasi ve onarilmasi
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konusunda Bati’daki teskilatlanmay1 ve yasalar1 taniyan, ¢agdas koruma
teknikleri konusunda deneyim kazanan Ulgen, Vakiflardaki onarim yapan
mimarlarin koruma anlayislarina bati deneyimlerini ekleyen, teskilatlanma
ve gerekli yeni yasalarin ¢ikarilmasi konusunda hizmetler sunan, yanlis
yiiriitiilen restorasyon uygulamalarmin tekrarlanmamas1 konusunda
oneriler gelistiren ve elestirilerini yayinlayarak gelecek kusaklara 1sik
tutan bir profil sergilemistir.

Aragtirma konusu olarak yukarida listelenen mimarlar, koruma anlayislar
acisindan benzerlik gostermektedirler. incelenen kisilerin hepsi bir donem
Vakiflarda mimar olarak calismis ve yeni yapilar ile oldugu kadar eski
eserler ile de ilgilenmislerdir. Mimar Kemalettin Bey’in Onciilerinden
oldugu Ulusal Mimari Mimari akiminin ¢gretilerini kalpten benimseyerek
desteklemis ve gelistirmek i¢in uygulama, bilinglendirme ve orgiitlenme
konularinda ¢aligmalar yapmislardir. Mehmet Nihat Nigizberk Kemalettin
Bey ile ¢esitli projelerde birlikte ¢alismis, Sedat Cetintas Kemalettin
Bey’in 6grencisi olmustur. Bu mimarlar, ddnemin zengin yayin ortaminda
eski eser ve koruma konularinda farkli ve ¢ok sayida makaleler, sergiler
ve kitaplar yayimlayarak, mimari liretim ortaminin disinda da birbirlerini
takip etmis ve gelistirmislerdir.

Bu ¢aligsmanin kapsami Tiirkiye Cumhuriyeti’'nde Mimar Kemalettin Bey’le
baslayan mimari koruma altyapisinin Ali Saim Ulgen dénemine kadar
nasil gelistirildigi ve koruma alaninda kaydedilen donem kazanimlariin
incelenmesidir.

Yapilan ¢aligmada bulgular gostermektedir ki, Tiirkiye Cumhuriyeti’nin
erken donemlerinde uluslararast ¢agdas koruma anlayisinin temel ve
detaysal diizenleme ve yaklagimlar1 ile diinyadaki koruma olgusunu
iceren Orgiitlenme bigimleri adi gecen mimarlar tarafindan son derece
titizlikle takip edilmis, Istanbul, Anadolu ve yurtdisinda gergeklestirilmis
uygulamalar, yayinlar ve sergiler ile tabana yayilmasi i¢in ayrica biiyiik
cabalar sarf edilmistir. Calisma konusu mimarlar, bu donemin mimarlari
arasindan ancak bir drneklem olarak degerlendirilmelidir, bu ¢alismalara
eklenen pek ¢cok kiymetli mimar ve ¢alismalar1 daha mevcuttur.
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Demir, Abdulbari
CONSERVING THE SHAH TAHMASP ALBUM

The Shah Tahmasp Album is one of the most important manuscripts in the
collection of the Istanbul Rare Books Library. The manuscript, with its original
lacquer binding, contains various samples of calligraphy, drawing and painting.

Because of its artistic value, the album has been and continues to be sought
often by researchers. Due to the inappropriate use by researchers over many
years, damage has resulted in many places and its conservation treatment was
undertaken to prevent further losses.

After the decision was taken to treat the manuscript, a general study and
examination was made. From this, information was obtained about the general
condition of the album on which a treatment plan could be built.

The textblock was separated from the binding, the sewing was broken, the
endbands were in disarray and tears and breaks were observed at the foldlines
of the leaves. On the edges of the leaves, there were folds, tears and losses.
Additionally some leaves were splitting, the surface had become softened, and
there were surface losses, wormholes and cracking along the ruled framing
lines. In the miniatures, cracking and flaking was observed, and on pages
where black paint was used there were large breaks and losses. For exampe, on
folio 15, the large border around the artwork was 90% lost.

Even though this general type of damage is common in manuscript consevation,
still each work has its own unique differences. In this album, special
characteristics of each page stimulated the development of new conservation
techniques and methods for treatment. Innovative methods were devised, for
example, for the sewing of the textblock and the rebordering of folio 15.

In showing these new methods and how the damage was treated, the goals
for the treatment will also be discussed. Of course the manuscript’s condition
needed to be stabilized to preserve it for future generations. At the same time,
its important aesthetic dimension had to be considered at all times so that the
artwork could be seen and appreciated as its makers had intended. And finally,
the treatment had to preserve all the codicological evidence which showed how
the album had been used and changed over time.
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SAH TAHMASB ALBUMUNUN KONSERVASYONU

Sah Tahmasb Albiimii Istanbul Universitesi Nadir Eserler koleksiyonundaki en
onemli el yazmalarindan biridir. Orijinal lake cildi i¢indeki albiim cesitli hat,
¢izim ve resim sanat1 6rneklerini barindirmaktadir.

Sanat degeri agisindan da ¢ok degerli olan bu albiim, ¢ok sayida bilimsel
calismada ele alinmustir, yeni calismalar da yapilmaktadir. Ancak hem yillarin
verdigi yorgunluk, hem de bilim insanlar1 ve diger seyircileri tarafindan dogru
tekniklerle incelenmemis olmasi nedeniyle eserin bir¢ok yerinde hasar meydana
gelmigstir. Olusan bu tahribatin yeni hasarlara dontismemesi ve fiziksel kayiplari
engellemek icin konservasyonunun yapilmasi geregi duyulmustur.

Konservasyon kararindan sonra kapsayici bir aragtirma ve inceleme yapilarak
eserin genel durumu hakkinda bilgi derlenmistir. Bu incelemeler yeni hasarlarin
tespit edilmesini saglamistir. Eserin cildi metin kismindan ayrilmis, dikisler
kopmus, siraze dagilmig oldugu goriilmiis, yapraklarin birlesme yerlerinde
yirtiklar ve kopmalar gozlenmistir. Yaprak kenarlarinda katlanma, yirtik ve
par¢a kayb1 mevcuttur. Bazi yapraklarda ise pamuklasma, yapraklar1 olusturan
tabakalarin ayrilmasi, yiizey kaybi, kurt yenikleri ve cetvel kiriklar1 bulunur.
Resimlerin boyalarinda ¢atlama ve dokiilmeler, siyah boya kullanilan sayfalarda
kirilmalar ve parga kayiplari gozlenmistir. Mesela, 15. varakta eserin etrafini
ceviren siyah bordiiriin %90°1 yok olmustur.

El yazmasi konservasyon islemleri sirasinda bu gibi hasarlarla genellikle
karsilasilmasina ragmen bu eserde durum farklilik gostermektedir. Bu albiimde
her sayfanin 6zelliklerinin farkli olmasi nedeniyle yeni konservasyon teknikleri
ve uygulama metotlarinin gelistirilmesi gerekmistir. Ornekse, yapraklarimn
dikilmesi ve 15. varagin yeni bordiiriiniin yapilmasi i¢in yenilik¢i metotlar
gelistirilmistir.

Bildiride bu yeni metotlar hakkinda bilgi verilip alblimdeki hasarlara nasil
uygulandig1 aktarilirken, uygulama amaglari da tartigilacaktir. Gelecek nesillere
aktarilmak iizere el yazmasinin korunmasi ve kondisyonunun sabitlestirilmesinin
gereklidir. Bu koruma sirasinda alblimiin estetik boyutu da boyutunun siirekli
g6z Oniinde bulundurulmalidir, ancak bu kosullar dahilinde icindeki sanat
yapitlari albiimiin 6zgiin halinde hazirlayanlarin amaci dogrultusunda seyredilip
takdir edilmesi saglanabilir. Ote yandan, albiimiin asirlarca nasil kullanildig: ve
degistirildigine dair tiim kodikolojik verilerin de korunmasi gereklidir.
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Demircan Aksoy, Zeynep

AN ILLUMINATED ILKHANID KORAN JUZ BELONGING TO
THE WAQF OF YUSUF ZiYA PASHA IN KEBAN

Yusuf Ziya Pasha served twice as the grand vizier and occupied various
administrative and military positions until his death in 1817. His assignment
as the superintendent of the Maden-i Hiimayun spanned almost two
decades. During the same period, he also served as the governor of various
provinces such as Erzurum, Trabzon, Kars, Konya, Baghdad and Basra
and led the defensive campaign in Egypt against the French invasion. As
the superintendent of the Imperial Mines centred in Keban, Yusuf Ziya
Pasha succeeded in securing the production of various iron, copper and
silver mines. Known also for his philanthropy, he commissioned a kiilliye
in this province.

Most of the Keban Yusuf Ziya Pasha Kiilliye survived to this day; originally
it contained a mosque, a madrasa, a library, a bathhouse and two fountains.
The kiilliye records suggest that the madrasa had a hundred students. Ziya
Pasha also commissioned a library for public use. According to the Waqf
records, a clerk (hafiz— kiitiib) was assigned to the library with a daily
wage of 20 akges, books were not permitted to be lent and when lending
was necessary the return of the books was assured via the securing of
a deposit exceeding the value of the book. The presence of over three
hundred books registered to the library was recorded in the Ottoman
Annual (Salname) for the year 1301 AH (1883-84). In time, the madrasa
was destroyed and the library’s books were first transferred to the Elaz1g
Public Library and then in 1955 to the Siilleymaniye Library. In addition,
some 50 manuscripts bearing the register and the seal of the Waqf of Yusuf
Ziya Pasha are preserved in the Ankara National Library archives.

A large portion of the manuscripts in the National Library’s Yusuf Ziya
Pasha Wagqf collection are on religious subjects. Tafsirs and biographies are
in Turkish yet they are very few in number. Compilation and copying dates
reveal that most of the manuscripts are from the 18th century. Among Ziya
Pasha’s manuscripts the oldest one with an identified colophon is a copy
of the 29th Juz of the Koran (23 Hk 101), which was copied in Baghdad
in 713 AH (1313). The manuscript, which is 48.5x35-39x20.5 cm, has a
binding made of carmine leather decorated with marbling. It was copied
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on abadi paper, has 65 folios written in muhaqqaq script in black ink with
five lines to a page and has interlinear Persian translations. The folios do
not have rulings but the layout of the lines were carefully executed. The
opening page of the juz contains Yusuf Ziya Pasha’s waqf seal dated 1207
AH and the waqf entry is dated 1212 AH. The colophon on folio 65a states
that it was copied by a calligrapher named Suleyman ibn Mehmed.

This Koran juz starting with the sura Al-Mulk and ending with Al Mursalat
is illuminated in accordance with the 14th century Ilkhanid Koran
illumination tradition both in terms of its script and its ornamentation
program. In the 13th and 14th centuries the Ilkhanid cities of Shanb
Ghazan, Soltaniyeh and Rab’-e Rashidi were centres of culture and art,
and along with Baghdad contributed greatly to the development of the arts
of the book. The Ilkhanid political rivalry with the Mamluks continued
in the arts and these two strong powers of this period created many
illuminated manuscripts; particularly copies of the Koran and juz. Design
and colouring principles and traditions of both of these states had great
influence on 14th century Anatolian book illumination art. In this context,
the ornamentation program of the 14th century Ilkhanid Koran juz with
the inventory number 23 Hk 101, shows similarities to many Koran copies
prepared in Anatolia. There is no information on the provenance of the
manuscript before it entered Yusuf Ziya Pasha Collection. Although many
manuscripts with similar decoration programs are preserved in museums
around the world as well as in Turkey, this manuscript, as an important
example of the Ilkhanid arts of the book, is also a significant example of
the Ottoman intellectuals’ interest in book collection.

KEBAN YUSUF ZIYA PASA VAKFINA AIT TEZHIiPLI BiR
ILHANLI KUR’AN-I KERIM CUZU

Osmanli saray teskilati igerisindeki yerini iki defa Sadrazamlikla
taglandiran Yusuf Ziya Pasa vefat ettigi 1819 yilina kadar pek ¢ok idari
ve askeri gorevde bulunmustur. Maden-i Hiimaytn Emaneti’ndeki gorevi
yaklasik 20 yil siirmiis, Erzurum, Trabzon, Kars, Konya, Bagdat ve Basra
gibi pek cok ilin valiligini yapmistir. Ayrica Misir’in Fransizlara karsi
savunulmasinda askeri birligin basinda olmustur. Maden-i Hiimayun
Emaneti’ndeki gérevinde Keban ve ¢evresindeki demir, bakir ve glimiis
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madenlerinin giivenli bir sekilde tiretimini saglamistir. Hayirseverligiyle
de taninan Pasa, Keban’a bir kiilliye insa ettirmistir.

Giiniimiize bliyiik bir kismi1 ulagmis olan Keban Yusuf Ziya Pasa Kiilliyesi
cami, medrese, hamam ve iki ¢esmeden olusmaktaydi. Pasa, herkesin
yararlanmasi igin kiilliye igerisinde bir de kiitliphane insa ettirmistir.
Vakif kaydina gore kiitliphanedeki kitaplardan sorumlu giinliik 20 akg¢elik
maasla bir memur (hafiz-1 kiitiib) gorevlendirilmis, kitaplarin disar
c¢ikarilmasina izin verilmemis, gerekli durumlarda ise kitabin degerinden
fazla para alinarak, tekrar saglam bir sekilde iadesinin temini saglanmastir.
Kiitiiphanede kayitli {i¢ yiiziin lizerinde kitabin varligi 1301/1883-
84 tarihli Salname’de kaydedilmistir. Zamanla medrese yok olmus,
kiitiiphanedeki kitaplar Elazig i1 Halk Kiitiiphanesine, buradan da 1955
yilinda Siileymaniye Kiitiiphanesine nakledilmistir. Diger taraftan Yusuf
Ziya Pasa’nin vakif kaydi ile miihriinii tagiyan 50 kadar el yazmasi eser,
Ankara Milli Kiitiiphane’de koruma altindadir.

Pasa’nin Vakfina ait Milli Kitiiphane koleksiyonundaki eserlerin
biiylik boliimii Arapga ve dini konuludur. Az sayida Tiirk¢e eser tefsir
ve biyografi tiirlindedir. Bunlarin igerisinde ketebesi bilinen en eski el
yazmasi 713/1313°te Bagdat’ta istinsah edilmis olan Kur’an ciiziidiir (23
Hk 101). Kuran-1 Kerim’in 29. ciizii olan eser, abadi kagit iizerine bes
satir halinde muhakkak hatla istinsah edilmistir. Siyah miirekkeple istinsah
edilen eserin satir aralarina altin ile Farsga terciimesi yazilmigtir. Eserin
48.5x35-39x20.5 cm olgiilerindeki visnegtiriigii deri cildi ebru kaplidir.
65 yapraktan olusan ciizlin acilis yapraginda Pasa’nin 1207 tarihli vakif
miihrii ile 1212 tarihli vakif kaydi vardir. 65a. sayfasinin sonundaki
ketebesinden eserin Siileyman bin Mehmed adli hattat tarafindan istinsah
edildigi anlagilmaktadir.

Miilk suresinden baglayip Murselat suresinin sonuna kadar devam eden
cliziin, yazi karakteri ve siisleme programi [lhanli dénemi bezeme anlayisina
uygundur. 13. yiizy1l sonlar1 ve 14. yiizy1l baslarindan itibaren Ilhanlilarin
kurdugu kiiltiir ve sanat merkezleri Senb-i Gazan, Sultaniye ve Rab-i Residi
sehirleri Bagdat ile birlikte Islam kitap sanatlarmin gelismesine biiyiik
katki saglamiglardr. Memluklarla olan siyasi rekabet sanatsal alanda da
devam etmis, devrin iki giiclii devleti Kuran niisha ve ciizleri basta olmak
lizere ¢ok sayida tezhipli el yazmasi eser meydana getirmislerdir. Her iki
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devletin tasarim ve boyama teknigi acisindan belirlemis oldugu ilkeler,
14. yiizy1l Anadolu tezhibini biiyiik oranda etkilemistir. Bu baglamda 23
Hk 101 envanter numarali Kur’an ciiziiniin siisleme programi, Anadolu’da
hazirlanmis olan pek ¢ok Kuran niishasiyla benzerlikler gostermektedir.
Benzerleri cesitli diinya miizeleriyle, lilkemizdeki Onemli miize ve
kiitliphanelerde korunan bu eserin, Ziya Pasa’nin koleksiyonuna intikaliyle
ilgili bilgi belirsizdir. Ancak s6z konusu ciiz, tasarim ve bezeme programi
acisindan ilhanl kitap sanatlarinin zarif bir érnegini olustururken, aym
zamanda Osmanli aydinlarinin kitap koleksiyonerligi konusundaki
ilgilerini gostermesi bakimdan énemlidir.
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Demirsar Arly, V. Belgin
Groselj, Spela

ARCHITECT ANTONIO LASCIAC (ANTON LASCAK) IN THE
OTTOMAN EMPIRE

Antonio Lasciac (Slovene: Anton Lascak) was a royal architect of Said Halim
Pasha of the Khedive dynasty of Egypt. Lasciac, whose origins are Slovenian,
was born in the Austro-Hungarian Empire on September 21st, 1856 in the city
of Gorizia (now a border city between Slovenia and Italy). He studied at the
University of Vienna just at the time when the Art Nouveau buildings at the
Ringstrasse were being built. Lasciac did his apprenticeship in his hometown
of Gorizia and in 1882 went to Alexandria (Egypt), where he would help in the
reconstruction of the city.

After six years in Egypt, Lasciac went to Italy coming back in 1895, but this
time to Cairo, where he received many commissions from the Egyptian nobility.
In that period, Abbas Hilmi II (r. 1892-1914) ascended the Khedive throne.
Abbas Hilmi II, had studied in Vienna just like Lasciac, and this was one of
the reasons why Austrophilia took over the Francophilia of his predecessors.
In the same period Lasciac became the personal architect of prince Said Halim,
who had spent most of his youth in Istanbul. In 1907, Abbas II gave Lasciac
the title Bey and named him a royal architect. Due to this new title, he also
became a member of the board of the Comité de Conversation des Monuments
de I’Art Arabe.

Abbas Hilmi’s and his extended family’s commissions weren’t limited only to
Cairo. In the beginning of the 20th century, Lasciac visited Istanbul, where he
renovated and built some of the palaces (yali) on the shores of the Bosphorus.
The best known example is the Valide Pasha Palace (also known as Princess
Emine’s yalr) in Bebek (currently the Egyptian Embassy). Lasciac is also the
architect of the Hidiv Kasr1 in Cabuklu (on the Asian side of the Bosphorus) and
according to some sources he had also renovated the Said Halim Pasha palace
in Yenikdy. As an architect, he had always collaborated with interior designers
from his natal Austro-Hungarian Empire. Besides the palaces in Istanbul,
some sources name Lasciac as the architect who planned the renovation of
the Imaret in Kavala (now in Greece), the home town of Mohammed Ali, the
founder of the Khedive dynasty and grandfather of Said Halim Pasha.

124



The aim of this paper is to discuss the palaces by the Bosphorus built or
rebuilt by Lasciac as well as his role in the rebuilding of the Imaret in
Kavala. The authorship of the abovementioned palaces will be examined
and they will be compared with Lasciac’s work in Egypt, Italy and Slovenia.
This study also addresses the question of the origin and nationality (Italian,
Austrian or Slovenian) of the architect and how this may have affected his
work. In other words how he had interpreted Islamic culture and combined
it with a European style.

MIMAR ANTONIO LASCIAC (ANTON LASCAK) OSMANLI
IMPARATORLUGUNDA

Antonio Lasciac (Slovence: Anton Las¢ak) Misir’in Hidiv hanedaninin,
Said Halim Pasa’nin kraliyet mimartydi. Kokenleri Sloven olan
Lasciac, Gorizia’da (simdi Slovenya ve Italya arasinda bir sinir sehri),
21 Eyliil 1856’da Avusturya-Macaristan Imparatorlugunda dogmustur.
Ringstrasse’deki Art Nouveau binalarin insa edildigi donemde Viyana
Universitesi’nde egitim gordii. Lasciac, ¢irakligimi memleketi Gorizia’da
yapt1 ve 1882°de sehrin yeniden insasina yardim edecegi Iskenderiye’ye
gitti.

Misir’da alt1 yil kaldiktan sonra Lasciac Italya’ya gitti ve 1895°te tekrar
Maisir’a, fakat bu kez

Kahire’ye dondii. Bu esnada Abbas Hilmi IT (1892-1914) Hidiv tahtina
yiikselmisti. Abbas Hilmi II ile Lasciac ayni donemde Viyana’da egitim
gormiislerdi. Bunun etkisi olarak o zamana kadar Misir’da etkin olan
Fransiz mimarlar yerine Avusturyali mimarlar Misir’a davet edilmeye
baslandi. Bu dénemde Lasciac, gengliginin biiyiik bir kismimi istanbul’da
geciren Prens Said Halim’in 6zel mimari oldu. 1907°de II. Abbas, Lasciac’a
Bey unvanini verdi ve onu kraliyet mimari olarak ilan etti. Bu yeni unvani
nedeniyle, ayn1 zamanda Comite de Conversation des Monuments de [’Art
Arabe’inyonetim kurulu tiyesi oldu. Abbas Hilmi ve Hidiv stilalesi sadece
Kahire’de yasamryorlardi. 20. yiizyilin baginda, Lasciac, istanbul’u ziyaret
etti ve burada Bogazici’nin kiyilarinda birkag saray (yali) insa etti. En
bilinen 6rnek Bebek’te (su anda Misir Biiytikelgiligi) Valide Pasa sarayidir
(Prenses Emine’nin yalist olarak da bilinir). Lasciac ayni zamanda
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Cubuklu’daki Hidiv Kasri’'nin (Bogaz’in Asya yakasinda) mimaridir
ve bazi kaynaklara gore de Yenikdy’deki Said Halim Pasa Sarayi’ni da
yenilemistir. Lasciac mimar olarak g¢alistig1 her yere, dogdugu yer olan
Avusturya-Macaristan Imparatorlugu’ndan i¢ mimarlar getirtti, onlarla is
birligi yapti.

Istanbul’daki saraylarm yani sira, bazi kaynaklara gére Lasciac, Kavala’da
(simdi Yunanistan), Hidiv Hanedani’nin kurucusu ve Said Halim Pasa’nin
biiyiikbabasi Mehmed Ali’nin memleketindeki imaretin tadilatini planlayan
mimar olarak da gecmektedir.

Bu calismada, Slovenya kokenli Mimar Lasciac’m Istanbul’da insa
ettigi veya yeniledigi yapilar tanitilacak, Kavala’daki imarete katkilar
degerlendirilecektir. Bu &rnekler sanatginin Mistr, italya ve Slovenya’daki
yaptig1 eserlerle karsilastirilacak, benzerlikler ortaya konulacaktir. Dahast,
bu ¢aligma ile ayn1 zamanda mimarin kdkeni ve uyrugunun (italyan,
Avusturyali ya da Slovenyali) sanatin1 nasil etkiledigi ortaya konmaya
calisilacaktir. Yani bir Batili olarak Islam kiiltiiriinii yorumlayisi ve Avrupa
tarziyla yogurmasi iizerinde durulacaktir.

126



Demirsar Arly, V. Belgin,
Kaya, Sennur

THE iZNiK TILE KILN EXCAVATIONS (2015-2018): AN
EVALUATION OF TILE FINDS

Although Antolian tilework developed extensively during the Seljuk period
from the mid 13th century onward, glazed bricks were preferred in architectural
decoration due to the latter’s durability. This tradition was continued during
the early Ottoman times. Besides glazed bricks, tiles with colored glaze
technique were also used in the decoration of prominent structures during the
early Ottoman era. White paste underglaze decorated tiles on the other hand,
started being used in architecture only after the 15th century.

A large number of semi-finished glazed bricks displaying a variety of forms
have been found in the Iznik tile kiln excavations, supporting the idea that
Iznik had been one of the production centers for glazed bricks. On the other
hand, except for a few examples found in small fragments, there has not been
much evidence of colored glazed tile techniques. After the 15th century, types
other than white paste underglaze decorated tiles, were also produced in iznik.

The tiles found in excavations may be analyzed in two different periods.
The first group consists of high-quality examples of the technique known
as Blue-and-White and Rhodes ware. The tiles in the second group are of a
lower quality, reflecting the regression in iznik production techniques in the
17th century. The pastes of these tiles are more porous due to the change in
quantity of the raw materials in comparison with the earlier ones. Some very
poor-quality tiles even have a pinkish or yellowish color. In some of these
tiles the style of decoration is also different from those of the 16th century. In
both square and border tiles, classical compositions were continued but the
contours are thicker and designs are rough and coarse. Among the findings
in the excavation, there are some examples of 17th century style, hard paste,
shiny glaze tiles with lively colors. Most of these are decorated in the blue-
and-white technique. 17th century Iznik tiles were used in the decoration of
the Sultanahmet Complex, Yeni Mosque, and the Uskiidar Cinili Mosque.
This is testified by the large number of examples found in the excavation.
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Kiitahya tiles of the 17th century have similar styles and for the tiles used
in some buildings (where there is no record), there are doubts about the
place of production. Within the scope of this study, tiles found in the
Iznik tile kiln excavations, which have not been introduced before, will
be presented. Techniques and decorative features of tiles that are believed
to be from the 17th century will be explained, buildings where they have
been used will be shown and places of production will also be discussed.
Furthermore, results of analyses conducted on some examples selected
from these tiles will be shown to determine the proportions of raw materials
used with respect to different periods, aiming to demonstrate similarities
and differences between Iznik production and that of other centers.

IZNiK CiNI FIRINLARI KAZISI CINi BULUNTULARININ
DEGERLENDIRILMESI, 2015-2018

Anadolu Tiirk sanatinda ¢ini, 13. ylizyilin ortalarindan itibaren Tiirkiye
Selguklular1 déoneminde biiyiik bir gelisim gdsterse de mimari siislemede
daha dayanikli bir malzeme oldugu i¢in sirh tugla tercih edilmistir. Bu
gelenek erken Osmanli mimarisinde de devam etmistir. Sirli tuglanin yani
sira erken Osmanli donemi mimarisinde renkli sir tekniginde ¢iniler de
onemli yapilarda kullanilmistir. Bununla birlikte beyaz hamurlu siralti
dekorlu ¢iniler ise 15. ylizyildan itibaren mimaride yer almaya baglamistir.

Iznik’te siirdiiriilen iznik Cini Firinlar1 kazisinda bulunan bazi firn artig
malzemeler arasinda yogun miktarda, farkli formlarda hazirlanmis yar
mamul nitelikteki sirli tuglanin ele gegmis olmasi, sirl tuglanin {iretim
yerlerinden birinin Iznik oldugu kanaatini giiclendirmistir. Buna karsilik
kii¢iik fragmanlar halinde bulunan birkag¢ 6rnek disinda, renkli sir teknigine
dair somut kanitlara ulasilamamstir. Iznik’te 15. yiizyildan itibaren ise
beyaz hamurlu siralt1 dekorlu seramiklerin disinda ¢ini de tiretilmistir.

Kazi buluntusu bu ¢inileri, donem olarak iki grupta toplanmak miimkiindiir.
Ilk grubu “mavi-beyaz” ve “Rodos isi” olarak bilinen teknigin kaliteli
ornekleri olusturmaktadir. Ikinci grup ciniler ise 17. yiizyildan itibaren
Iznik’teki {iretim teknolojisindeki gerilemeyi yansitan daha diisiik
kalitede orneklerdir. Bu ¢inilerin hamurlari, kullanilan hammaddelerin
onceki donemlere oranla miktarlarindaki degisime bagl olarak daha

128



gbzeneklidir. Diisiik kaliteli bazi1 ¢inilerde hamur sarimsi, hatta pembemsi
renktedir. Bu ¢inilerin bir bdliimiinde bezeme {iislubu da 16. yiizyil
orneklerinden farklidir. Gerek ¢ini karolarda gerekse bordiir ¢inilerinde
klasik kompozisyonlar siireklilik gostermis, ancak konturlar kalinlagmus,
desenler de kabalagmistir. Ancak, kazi calismalarinda 17. yiizyil iislubunda
sert hamurlu, canli renklerin kullanildig1 parlak sirli ¢ini 6rnekleri de ele
gecmistir. Bunlarin biiyiik bir kismin1 mavi-beyaz teknikte dekorlu ¢iniler
olusturmaktadur. iznik’te 17. yiizyil {iretimi ¢iniler, Sultanahmet Kiilliyesi,
Yeni Cami ve Uskiidar Cinili Cami gibi yapilarda kullanilmistir. Kazi
calismalarinda da bunu kanitlayan bir¢ok 6rnek de ele gegmistir.

17. ylizyila mal edilen Kiitahya isi ¢inilerin benzer iislupta olmasi, bazi
yapilardakullanilan ¢inilerin -belgelerle kanitlanmadigi durumlarda- tiretim
yeri konusunda tereddiit olusturmaktadir. Bu bildiride dncelikle iznik Cini
Firinlar1 kazisinda ele gecen ¢ini parcalarimin daha 6nce yayimlanmamis
ornekleri tanitilacaktir. Bunlar arasinda 17. yiizyila ait olduklari diisiiniilen
cinilerinin teknik ve siisleme 6zellikleri ile hangi yapilarda kullanildiklar
belirlenecek, liretim yeri tartismali ¢iniler konusuna aciklik getirilmeye
caligilacaktir. Ayrica bu ¢iniler arasindan segilen bazi1 6rnekler tizerinde
yapilan analizlerin sonuglariyla donemsel olarak kullanilan hammaddelerin
oranlar1 ve icerigi tespit edilmeye calisilacak boylelikle iznik iiretimiyle
diger merkezlerde tiretilen ¢iniler arasindaki benzer ve farkli yonler tespit
edilmeye c¢alisilacaktir.
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Dinu, Niculina

ARCHAEOLOGICAL DISCOVERIES OF THE OTTOMAN
PERIOD IN BRAILA

Finding traces of Ottoman material culture is difficult in the Braila Fortress,
since it was rebuilt in the 19th century after the Treaty of Adrianople (1829).
Population increase also led to the construction of public buildings and
roads, all to the detriment of the older traces. Archaeological excavations
revealed some habitation levels in the old city, but it is impossible to
specify their periods. Although the Ottoman fortress was built over the
medieval one its size cannot be understood.

The walls of the fortress were destroyed during the 1828-1829 war and
used as building material for new houses. It is very hard to find anything
Ottoman in the city which was completely changed from the 19th century
onward. Descriptions from the immediate aftermath of Braila’s return to
Wallachia indicate that it had a rural appearance, with scattered houses
made of brick and with tiled roofs.

However, an archaeological dig revealed a partial dwelling with annexes
located at the intersection of two fords near the boundary of the Lower
Danube terrace. The house, which appears to have been built in wood and
clay brick with a tiled roof, probably had a stone foundation, and must
have been destroyed during the siege of 1828. It was dug in 4 sections; the
second section has a 9x3 m north — south annex with 4 levels of burnt brick,
broken stone, metal dross, and ashes. It is hard to surmise whether these
were due to an accidental fire in the household or a battle. A second room
of 8x4 m with an east-west orientation found in sections three and four,
had 18th century roof tiles, bricks from a stove base, kitchen ceramics,
tobacco pipes, sickles, Ottoman ceramics, and porcelain items, but also
seven cannon balls that might have been the reason for the destruction of
the dwelling.

Rich and diversified archeological material finds of the dig included
kitchen pottery, Ottoman ceramics, tobacco pipes, European and Chinese
porcelain, metallic objects (sickles, horseshoes, ax, knife), glass (cup
fragments, glasses and bracelets), glazed and unglazed stove tiles, tracery
for a stove, Ottoman and Tatar coins. Although the majority of the items
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date from the 18-19th century, some 16th century traces were also found.
The earlier materials appeared in the pits, which led to the hypothesis that
they were brought from another area for the repair of the dwelling.

OSMANLI DONEMI BRAILA’SINDA ARKEOLOJIK KESiFLER

19. yiizyilda Edirne Antlasmasindan (1829) sonra, yeniden diizenlenen
ve insa edilen Braila kalesinde Osmanl kiiltiiriiniin izlerini gdzlemek
oldukca zordur. Niifusu da artan sehir yeni yollar ve kamu yapilariyla
donanirken Osmanli izlerinin kaybolmasina yol agar. Yapilan arkeolojik
arastirmalarda bazi yasam alanlar1 ortaya ¢ikmakla birlikte hangi doneme
ait olduklar1 belirlenememistir. Osmanli kalesinin Ortagag kalesinin
tizerine yapildig1 bilinmekle beraber ne kadar biiyiik oldugu da tam olarak
kestirilememektedir.

1828-1829 savasinda kalenin duvarlar1 yikilmis ve kalan pargalar1 yeni
evler yapmak i¢in kullanilmistir. 19. yilizyildan sonra tamamen degisen
sehirde Osmanl eserleri bulmak ¢ok zordur. Tasvirlerden anlasildigina
gore Braila yeniden Eflak’in bir pargasi oldugunda tugladan yapilmis
kiremit catili daginik evleriyle biiyiik bir kdy goriintimiindedir.

Braila’da bir arkeolojik arastirma sirasinda, Asagi Tuna terasinda nehrin
siglagtigr boliimde bir ev ve ek binasi bulunmustur. Sadece bir boliimii
bulunan yapimnin 1828’deki kusatma sirasinda yikildig1 anlasilir. Ahsap ve
tugla malzemeyle insa edildigi anlagilan evin temeli tag olmalidir. Bu ev,
dort agma olarak kazilmistir, ikinci agmada evin 9 x 3 m. biiyiikliiglinde bir
bolimii bulunmustur. Bu boliimde 4 kat yanmis kiremit, tas, tugla, metal ve
kiil ele gegmistir. Bu yanik izlerinin siradan bir yanginin mi1 yoksa savasgin
sonucu mu oldugu belli degildir. 3. ve 4. agmalarda bulunan ikinci bir oda 8
x 4 m biiytikliigiindedir, i¢inde genellikle 18. yiizyila tarihlenebilecek ¢ati
kiremitleri, bir firinin kaidesinden tuglalar, mutfak seramigi, tiitiin liileleri,
Osmanli seramikleri, porselenler yaninda muhtemelen evin yanmasina
neden olmus olan 7 adet top giillesi de bulunmustur.

Kazida oldukc¢a zengin ve bol ¢esit yansitan malzeme ele ge¢mistir. Bu
buluntular Osmanli seramikleri, Cin ve Avrupa porselen porselenleri,
tiitlin lilleleri, metal eserler (oraklar, nallar, balta ve bigaklar), cam
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(fincan parcalari, bardaklar ve bilezikler), firin tuglalari, Osmanh ve Tatar
sikkelerini igerir. Genellikle 18. ve 19. yiizyil eserleri olmakla birlikte,
baz1 16 yiizyil buluntusu da ele ge¢mistir. Bunlarin kuyularda bulunmasi
bagka bir yerden, evin tamirati sirasinda geldigini diistindiiriir.
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Drozd, Andrzej

OTTOMAN EMBLEMS AND DEVOTIONAL FIGURES FOUND
IN MANUSCRIPTS OF THE POLISH-LITHUANIAN TATARS

This paper presents one of elements linking the old manuscript culture of
the Polish-Lithuanian Tatars with the Ottoman cultural environment, which
consists of the devotional figures found sometimes in the calligraphic
compositions named hilye-i serif, sometimes on their own as emblems,
and sometimes in the seals (miihiir) attributed to Muhammad or Siileyman.

Polish Lithuanian Tatars’ devotional or talismanic figures were the
representations of the Tuba tree, Ziilfikar, Selvi — “the tree from paradise
delivered to Adam”, tabar — “a dervish or pilgrims’ weapon”, and others.
The Polish Lithuanian Tatar culture incorporated this category of popular
devotion not only in religious manuscripts (prayer-books named khamails,
or codices named kitabs) but also as protective amulets or in the form of
calligraphic panels named muhirs (ar.>turk. miihiir — ‘seal’), hanged on
walls of houses or mosques, military flags (looted by the Swedish army
in 1656 in Poland and preserved in Swedish museums) or calligraphic
decoration of mosques (as in the case of the wooden minbar from the
mosque in Rejze, Lithuania, dated 1686). Some of the emblem elements
or figures used by the Lipka Tatars can be traced to Ottoman devotional
writing (as in the En ’am-i serif type of manuscripts etc.), or generally to the
traditions spread between the Volga and Ottoman lands, but some cannot be
clearly identified in known specific sources although their Turkic-Islamic
origin is obvious. This is not an isolated fact since the Polish Lithuanian
Tatar culture preserved more components of Turkic origin which have
not been detected so far by scholars within other Turkic communities (as
unknown Old Anatolian tafsir used and copied in Lithuania until the 17th
cent.). Therefore the paper reveals the impact of Turkish traditional art and
culture outside the borders of the Ottoman empire as well as opening a
discussion on the Polish Lithuanian Tatars’ traditional culture as a capsule
of time for Turkish heritage.

Manuscripts as well as the traditional religious culture of the Polish-
Lithuanian Tatars proves not only to be an example of successful
cohabitation of a historical Turkic-Muslim diaspora in a Christian society
but is also a very important source for the history of Turkic religious art
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and culture, which flourished between the Seljuk-Ottoman and Golden
Horde-Crimea Khanate lands.

The emblem figures in Polish Lithuanian Tatars’ prayer-books and
calligraphic works evidence links with the Ottoman culture in the 17th-
19th century (directly or through the medium of the Kazan-Crimea Tatar
culture), even though at times their prototypes cannot be clearly detected.

POLONYA-LITVANYALI TATARLARIN EL YAZMALARINDA
OSMANLI AMBLEM VE DiNi MOTIiFLERI

Bu bildiride, Polonya’daki Litvanyali Tatarlarin eski el yazma kiiltliriinii
Osmanli kiiltiir ortamina baglayan, kimileri hilye-1 serif gibi hiisn-i hat
kompozisyonlarna yerlestirilmis, kimileri ise birer amblem olarak
goriilebilecek, Muhammed’e veya Siileyman’a atfedilen miihiirlerde yer
alan kutsal motifler irdelenecektir.

Polonya- Litvanyali Tatarlar i¢in dini veya tilsim niteligi tasiyan motifler;
Tuba agaci, Ziilfikar, Selvi (Cennetten Adem’e verilen agag), dervis veya
hacilarin kullandigi teberler ve benzerlerinden olusur. Litvanyali Tatarlarin
kiiltiirti yalnizca bu popiiler inan¢ motifleri grubunu sadece khamail veya
kitab denilen dua kitaplarinda kullanmakla kalmamisg, ayn1 zamanda cami
ya da evlerin duvarlara asilan muhir (ar>tiirk. miihiir) denilen giizel
yazi levhalarina, 1656 yilinda Isve¢ ordusu tarafindan ganimet olarak
gotiiriilen, simdi Isve¢ miizelerinde bulunan sancaklara, ya da 1686 tarihli
Litvanya-Rejze’deki caminin ahsap minberinde oldugu gibi camilerin yazi
bezemesi i¢ine de yerlestirmistir.

Lipka Tatarlar1 tarafindan kullanilan amblem motiflerinden bazilari
Osmanlilarda En’am-1 serif gibi dua kitaplarinda ya da genel olarak
Volga ve Osmanli topraklari arasinda yayilmis geleneklerde izlenebilir,
ancak bazilarmin Tiirk-Islam kokenli olduklar1 agik olmasina ragmen,
kaynaklarmi kesin olarak tanimlamak miimkiin degildir. Bu durum
aslinda sasirtici degildir zira Polonya-Litvanyali Tatar kiiltiirli, bugiine
kadar aragtirmacilarin diger Tiirk topluluklarinda tespit ettiginden daha
fazla Tiirki kokenli kiiltiirel 6geyi yasatmigtir. Ornegin Anadolu kokenli
bir Zefsir’in 17. ylizyila kadar Litvanya’da okundugunu ve niishalarinin
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yapildigini biliyoruz. Dolayistyla bu bildiri geleneksel Tiirk sanatlarinin
etkisinin Osmanli smurlarinin - digindaki  yaygmligmi gdstermesinin
yaninda Polonya-Litvanya Tatarlarinin Tirk kiiltiir mirasinin korunmasi
konusundaki roliinii de tartismaya agmaktadir.

Kisacasi, Elyazmalar1 ve Polonya-Litvanyali Tatarlarin geleneksel dini
kiiltiirti, Hiristiyan bir toplumda Tiirki-Miisliiman diasporasinin basarili bir
sekilde birlikte yagsamaya ornek olabilecegini kanitladig1 gibi, Selguklu-
Osmanli ve Altinordu-Kirim Hanlig1 topraklar1 arasinda gelismis Tiirki
kokenli dini sanat ve kiiltiir tarihi i¢in de 6nemli bir kaynak olarak da
goriilmelidir. Kimi zaman 6rnekleri tam olarak tespit edilemese de bu
toplulugun korudugu miihiirlerdeki motifler, dua kitaplar1 ve hat sanati
irtinleri 17.-19. yiizyillarda Osmanl kiiltiirtiyle dogrudan veya Kirim-
Kazan Tatarlari tizerinden kurulmus baglantilar1 yansitir.
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Ekim, Zeynep Emel

THE CONSTRUCTION AND THE RESTORATION OF AYAZAGA
PAVILLIONS IN THE LIGHT OF NEW ARCHIVAL DOCUMENTS

The Pavillions in the Ayazaga Royal Farm with its surrounding buildings
were designed as a complex. The original main buildings of this complex
consisted of the Ayazaga Kasr-1 Hiimayunu (Ayazaga Pavillion), Siivari
Koskii (Cavalry Mansion), Istabl-1 Has (Royal Barn), Cinili Kosk (Tiled
Mansion), Mutfak (Royal Kitchen), Kebir Kusluk (Aviary) and Su Deposu
(Water Reservoir). However, in the course of time, the Aviary and Royal
Barn, together with some other buildings constructed in the later periods have
disappeared.

In the Building Records known as Ayazaga Kasirlar1 Ebniyesi, dating from 18
May, 1862 until 7 December, 1862, the names and wages of the workers, the
amount and costs of materials used for construction, transportation costs, the
names of the traders from whom these materials were purchased have been
recorded.

The documents, together with photographs, maps and plans show the original
form of these palaces and the fact that they underwent renovations during
Sultan Abdiilhamid II Period. The photographs of the buildings were taken by
Abdullah Freres in 1887. In the photographs, obtained through the courtesy
of IRCICA, Ayazaga Pavillions, Tavila Kdoskii (Tavila Pavilion), Istabl-1 Has
(Royal Barn) Cinili Kosk (Tiled Mansion), Kebir Kusluk (Aviary), Mutfak
(Royal Kitchen) and Ahsap Giivercinlik (Wooden Aviary) can be identified.

Floor plans of the Cavalry Mansion obtained from the Istanbul University Rare
Book Library, and the map, dated 1887 of the Ayazaga Pavillions obtained
from the Topkap1 Palace Museum and Archives are two new documents.

The interior walls of the Ayazaga Pavillions, which display oriental features,
architectural and ornamental traces from the Alhambra Palace, as well as the
interior walls and the exterior of the Tiled Mansion are covered by English
Minton tiles, which will be compared with the tile models in the catalogue of
the English Minton Factory. In addition, tiles produced by the Minton Factory
were used in the Validebag Pavillion as well.
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The land on which Ayazaga Pavillions are located was frequented by the
sultans starting from the Sultan Mahmud II period onwards as is indicated
by the surviving monogram of Sultan Mahmud II. The Palace has witnessed
many events and gatherings and was used for military purposes until 1986
when the Officer School was moved during the First World War.

During the British invasion of Istanbul, many century-old trees were
cut, many tiles, glasses and glass cases were taken off. These were either
destroyed or sold out. The marble fountain in the pool was broken down. All
this information and documents were obtained from ATASE (Prime Ministry
Ottoman Archives and Military Archives).

The historical process until the collapse of the Ayazaga stud farm, which
has not survived has been determined by several documents obtained from
various sources and archives.

As mentioned above, the changes that the Ayazaga Pavillions have undergone
will be presented under the light of the new findings and documents.

ARSIV BELGELERI ISIGINDA AYAZAGA KASIRLARININ iNSA
VE ONARIMLARINA iLiSKIiN YENi BILGILER

Ayazaga Ciftlik-1 Himayunu i¢inde yer alan kasirlar, etrafindaki yapilarla
beraber bir kompleks olarak tasarlanmislardir. Bu kompleksin ilk insasindaki
ana yapilari, Ayazaga Kasr-1 Hiimayunu, Siivari Koskii, Istabl-1 Has, Cinili
Kosk, Mutfak (nalbanthane), Kebir Kusluk ve Su Deposu’ndan ibarettir.
Ancak zaman igerisinde bu yapilardan Kebir Kusluk, Istabl-1 Has’in yam
sira daha sonraki donemlerde eklenen bazi ¢iftlik yapilari yok oldugundan
glinlimiize ulasamamustir.

Ayazaga Kasirlar1 Ebniyesi olarak ifade edilen ve 18 Mayis 1862 yilinda
baslayip, 7 Aralik 1862 senesine kadar devam eden ebniye defterlerinde,
kasirlarin insaat islerinde ¢alisan cesitli is kollarindaki ustalarin isimleri ve
yevmiyeleri, ingsaat malzemeleri, nakliye masrafiari, insaat sirasinda kullanilan
malzemelerin miktarlar1 ve fiyatlari, ingaat aletlerinin adet ve fiyatlari, bazi
malzemelerin satin alindig1 tiiccarlar gibi veriler bulunmaktadir.
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Belgelerden bu kasirlarin Sultan II. Abdiilhamid déneminde de ciddi bir tadilat
gecirdigi anlagilmaktadir. Arsiv belgelerinin disinda Ayazaga Kasirlarinin
farkli donemlerini gozler 6niine seren cesitli eski fotograf, harita ve plan gibi
belgeler de tespit edilmistir. Yapilara ait en erken tarihli fotograflar, Abdullah
Fréres tarafindan, 1887 tarihlerinde gekilmistir. IRCICA’dan temin edilen bu
fotograflarda, Ayazaga Kasr-1 Hiimayunu, Tavila Koskii, Istabl-1 Has, Cinili
Kosk, Kebir Kusluk, Mutfak (Nalbanthane) ve Ahsap Giivercinlik teshis
edilmektedir.

Istanbul Universitesi Nadir eserler Kiitiiphanesi’nden temin edilen Siivari
Koskii’niin kat planlari ile Topkap1 Saray1 Miizesi Arsivi’nden alinan Ayazaga
Kasr-1 Hiimayunlar1 ve civarin1 gosteren 1887 tarihli harita da tespit edilen
diger yeni belgeler olmustur.

Ayrica mimari ve siislemelerinde Elhamra Sarayi’ndan etkiler tastyan,
oryantalist unsurlar goriilen Ayazaga Kasri i¢ mekanini ve Cinili Kosk’iin
ic ve dis duvarlarmi kaplayan Ingiliz Minton fabrikas1 iiretimi ¢iniler,
fabrikaya ait ¢ini modelleri katalogu ile karsilastirilarak tanitilacaktir. Minton
iiretimi ¢inilerin hem Ayazaga, hem Validebag Kasirlarinda bezeme amach
kullanildiklar anlagilmistir.

Ayazaga Kasirlarinin bulundugu arazinin, Sultan II. Mahmud déneminden
itibaren padisahlar tarafindan ugranilan yerlerden biri oldugu da giiniimiize
ulagan Sultan II. Mahmud tugrali nisan tasindan belli olmaktadir. Sultan V.
Mehmed Resad doneminde birgok hatiraya sahne olan Ayazaga Kasirlari,
I. Diinya Savasi’nda Siivari Kiiciikk Zabit Mektebi’nin tasinmasindan 1986
senelerine kadar askeri amagli kullanilmistir.

Ingilizlerin Istanbul’u isgali sirasinda Ayazaga Kasri civarindaki asirlik
agaclar kesilmis, kasrin kiymetli ve i¢ tezyinatindan olan ¢ini, camekan ve
pencere camlar1 yerlerinden ¢ikarilarak satilmak ve kirilmak suretiyle imha
edilmis, koskiin i¢cindeki mermer havuz fiskiyesi yerinden ¢ikarilmistir. Tiim
bu bilgiler, Bagbakanlik Osmanli Arsivi ve Genelkurmay (ATASE) Daire
Bagkanlig1 Arsivi’ndeki belgelerden elde edilmis olup, bildiride fotograflarla
beraber ilk kez sunulacaktir.

Giiniimiize gelemeyen doneminin Istabl-1 Amire Miidiirliigiine bagli olan
Ayazaga Harasi’nin (Istabl-1 Has) yikilisina kadar olan tarihsel siireg, cesitli
kurumlara ait arsiv belgeleri, fotograf ve haritalarla tespit edilmistir. Koruma
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Kurulu kararlarindan, bazi yazigma ve tutanak kayitlarindan 1993 senesinde
tescil edilen manejin bu sene i¢inde veya bu seneyi takip eden birkag sene
icinde yikildigi, nadir ve {inik bir tescilli kiiltiir varlig1 olan manejin yikimina
kars1 hi¢bir miidahalenin yapilmadig1 da ortaya konulacaktir.

Biitiin bu belgeler ve elde edilen yeni bulgular 1s18inda Sultan Abdiilaziz
doneminde insa edilmis olan Ayazaga Kasirlarinin farkli donemlerde gecirdigi
degisimler ile yapildiklar1 donemde sahip olduklari {inik karakter bu bildiride
ana hatlariyla degerlendirilecektir.
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Elemana, Halil

AN EVALUATION OF THE DOCUMENTS RELATED TO THE
CONSTRUCTION, REPAIR AND FURNISHING OF THE YILDIZ
PALACE IN THE PRIME MINISTRY OTTOMAN ARCHIVES

Yildiz hill, which is located within the boundaries of the Besiktas district of
Istanbul, is mentioned in 16th century records as a hunting and recreation
area but was considered as an area of zoning towards the end of the 18th
century. In the 19th century, when the Ottoman Empire was transformed
in many areas such as discourse, politics and culture, the fate of the region
began to change. It saw its first serious construction at the time of Sultan
Abdiilaziz with the Great Mabeyn Mansion, and began to become the
center of the empire after 1877. Under the rule of Sultan Abdiilhamid II,
this change in the identity of the region affected a change in its physical
appearance as well, and a “city within a city” image was created. The
Yildiz Palace, which is a collection of structures rather than a single one,
is set apart in terms of settlement within the 19th century European-style
Ottoman palace architecture.

Yildiz palace, which can be considered as a brief summary of the late
Ottoman architecture, needs to be collectively evaluated regarding its
construction, repair and furnishings (interior decoration). The aim of
this study is to identify the relevant Ottoman archival documents and
to focus on their language and the method of reading them. This study
hopes to construct a new research method for the evaluation of Ottoman
architecture. The subject of the study is limited to archival documents
between 1860 and 1923. The study can be summarized as a method and
evaluation study on the archival records related to the architecture of the
palace: how can they be accessed, what kind of documents can be found
and how the documents should be read.

There are several reasons why such a study is needed. The first is the
lack of such a study in the literature. The second is to provide art and
architectural historians with the right references for finding the appropriate
archival documents saving them time and resources. The third is to prepare
researchers for the problems that may be encountered. Finally, it is to raise
awareness on the methods of reading the documents. Afife Batur was the
first scholar to point out that archival documents relating to the Yildiz
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Palace had to be consulted to evaluate its architecture in her report called
“Y1ldiz Palace Some Documents and Problems of Documentation Work in
Turkey”. The author based her work on the Italian archives and stated that
the Turkish archives had operational challenges for the period (1984-5).
Nilay Ozlii’s “Center of the Center: The Y1ldiz Palace during the Reign of
Sultan Abdulhamid II” is another study which uses archival documents to
analyse the architecture of the Yildiz Palace.

It is hoped that this study will eventually reach a significant maturity. Thus,
in the light of the primary sources, the ease of understanding the technical,
aesthetic and practical criteria of Ottoman architecture will be obtained.

BASBAKANLIK OSMANLI ARSIiVINDEKiI YILDIZ SARAYI
INSAATI, TAMIRATI VE TEFRISATI iLE ILGILi BELGELERIN
DEGRELENDIRILMESI

Giiniimiizde Istanbul’a bagli Besiktas ilgesi smirlar1 igerisinde kalan
Yildiz tepesi, arsiv belgelerinde 16. yiizyil kayitlarinda da kendinden
bahsettirmektedir. O donemki kayitlarda “avlanma ve mesire alan1” olarak
nitelendirilen bolge, 18. yiizyilin sonlarina dogru bir imar alani olarak
degerlendirilmeye baslanmistir. Osmanli imparatorlugunun diisiin, siyaset
ve kiiltiir gibi birgok alaninda doniisiimiin goriildiigli evre olan 19. yiizyilda,
bolgenin kaderi de degismeye baslamstir. 11k ciddi yapilasmasimi Biiyiik
Mabeyn Koskii ile Sultan Abdiilaziz zamaninda géren bolge, 1877 yilim
miiteakip imparatorlugun yonetim merkezi olmaya baslamistir. Sultan II.
Abdiilhamid’in yonetimi altinda bélgenin kimliginde yagsanan bu degisim
fiziki goriiniisiinde de kendini hissettirmis, adeta “kent i¢inde kent” imgesi
yaratacak bir yapilagsma diizeni uygulanmistir. Y1ldiz Saray1’nin miistakil
bir yap1 olmamasi ve bir yapilar toplulugunu ihtiva etmesi, 19. yiizyil Bati
tarzl1 Osmanli saray mimarisinden yerlesim bigimlenisi agisindan kendini
ayr1 noktaya tagimasina neden olmustur.

Ge¢ donem Osmanli mimarisinin  kisa bir 0zeti olarak da
gbzlemleyebilecegimiz saray, ingaat, tamirat ve tefrisat1 (i¢ dekorasyon)
noktasinda toplu halde bir degerlendirmeye ihtiyag duymaktadir. Bu
calismada sarayla ilgili gerekli Osmanli arsiv belgelerinin belirlenmesi,
siiflandirilmasi, belgelerin dili ve okuma bigimleri iizerinde durulmasi
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hedeflenmektedir. Bu ¢calisma amacini, Osmanli mimarisini degerlendirme
oOlciitlerine yeni bir aragtirma yontemi tizerine kurgulamaktadir. Caligmanin
konusu 1860 ile 1923 yillar1 arasindaki arsiv belgeleriyle sinirlandirilmistir.
Calisma, sarayin mimarisi ile ilgili arsiv kayitlarina nasil ulagildig: hangi
tasniflerden ne tiir belgelerin ¢ikabilecegi ve elde edilen belgelerin okuma
bicimlerinin nasil olmas1 gerektigiyle ilgili bir yontem ve degerlendirme
caligmasi olarak Ozetlenebilir.

Bu tiir bir ¢calismaya neden ihtiya¢ duyuldu sorusu iizerine birka¢ neden
siralanabilir. Bunlardan ilki, literatiirde boyle bir ¢alismanin olmamasidir.
Ikincisi, sanat tarihi, mimarlik tarihi arastirmacilarin arsiv belgelerine
dogru bi¢cimde sevk edip 6zendirmek ve arastirmacilara zaman ve maddi
tasarruf saglamaktir. Ugiinciisii, arastirmacilar1 insaat, tamirat ve tefrisat
belgelerinde karsilasabilecek sorunlara hazirlikli hale getirmektir. Son
olarak, aragtirmacilarin elde ettikleri belgeleri ne sekilde okuma yapmasi
gerektigi hususunda bilinglendirmektir. Yildiz Sarayr mimarisiyle ile
ilgili arsiv kayitlaria gidilmesi gerektigini mimarisinin anlam ve bigim
boyutunun eksik kaldigini ilk vurgulayan Afife Batur olmus ve bunu “Yildiz
Saray1’na iliskin Baz1 Belgeler ve Tiirkiye’de Belgeleme Calismalarinin
Sorunlar1” adl1 bildirisinde belirtmistir. Yazar calismasini Italyan arsivleri
iizerinden sekillendirmis Tiirkiye’deki arsivlerin o donem (1984-5) icin
calisma zorluklar1 barindirdigindan bahsetmistir. Sarayin arsiv belgeleri
iizerinden ciddi bir aragtirma konusu olarak ele alindigi bir diger ¢alisma,
Nilay Ozlii’niin “Merkezin Merkezi: Sultan II. Abdiilhamid Déneminde
Yildiz Sarayr” makalesidir. Bu c¢alismada da saraym arsiv kayitlarina
dayali bir mimari ¢éziimlemesi yapilmistir.

Planlanan bu ¢alismanin, nihayetinde kayda deger bir olgunluga ulasmasi
imit edilmektedir. Boylelikle birincil kaynaklarin 1s1¢inda Osmanli
mimarisinin teknik, estetik ve uygulama olgiitlerini anlama kolaylig1 elde
edilmis olunacaktir.
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Erduman Calis, Deniz
Ilgaz, Nazan

FROM HAMBURG TO EDIRNE: TWO iZNiK TILE PANELS AND
THE SULTAN’S LOGE IN SELIMIYE MOSQUE

This paper analyzes an important [znik tile panel located on top of the
north entrance gate of the Sultan’s Loge (Hiinkar Mahfili) in the Selimiye
Mosque in Edirne, celebrated as one of Sinan’s greatest architectural
achievements. The tile panel in question presents important inconsistencies
in its compilation that have yet to be considered in scholarship. A second
and similar tile pediment preserved in Hamburg’s Museum fiir Kunst und
Gewerbe is helpful for understanding the decoration program of the Edirne
panel. Looking closely at the two tile panels, their designs, colors and
presumed architectural structure, this paper will argue that they have a
direct relationship and are supposed to come from the same context. At
the same time the Hamburg panel gives valuable hints for explaining and
understanding the anomalies of the Edirne panel.

In 1901, the Hamburg Museum fiir Kunst und Gewerbe purchased an
important Iznik tile panel made of 50 tiles for the museum’s collection.
The panel in the form of a semicircle has a crown on its top that is different
from other available examples. When it is evaluated in terms of color,
design and quality, it is thought to be one of the most beautiful examples
dating to Selim II’s reign existing outside of Turkey and indicates that it
was designed and made for the palace circles.

The Hamburg panel is one of only three comparable panels. The other two
panels decorate the Hiinkar Mahfili in the Selimiye Mosque constructed
between 1568 and 1574. One tile panel decorates the top of the northern
entrance gate of the prestigious Mahfil, and a second is above the door of
a small alcove (Itikaf Cell) located on the south facade.

A detailed examination has shown that the panel on the north fagade has
more similarities with the Hamburg panel in terms of design and color
characteristics. At the same time, some anomalies in its compilation can be
discovered: In some parts the motifs in cobalt and red don’t continue, they
seem to be disturbed. The design is interrupted due to a lack of tiles. Some
of these missing tiles were cut and trimmed and mounted to fill the gaps on

143



top of the decoration of the eastern fagade wall. Accordingly, it can be seen
that the tile panel is smaller than its original size and it is narrowed down
in both the horizontal and vertical axes. Afterwards it was mounted very
carefully to fit in the place trying not to disturb the motifs.

After realizing this intervention, we tried to reconstruct the original
design in its real dimensions. According to the shared design principles,
the tile panel at the Hamburg Museum played a key role in decoding
the Selimiye tile’s composition. We received a completely new design
scheme. According to the reconstructed design, the original measure of
the panel must have approximately been 290 x 218 cm. At the same time
this measure far exceeds the 188 cm wide portal and low ceiling of the
Mahfil. The result of our research is important for the history of Iznik tile
production as the original size of the pediment would be the largest we
know about.

HAMBURG’TAN EDIRNE’YE, SELIMIYE CAMii HUNKAR
MAHFILINDEKI BiR CINI ALINLIK UZERINE INCELEME

Arastirmamizin konusu, Mimar Sinan’in ‘ustalik eseri’ olarak anilan Edirne
Selimiye Camisi hiinkar mahfilinde bulunan bir ¢ini alinligiin analizidir.
Bu alinligin mevcut hali, karolarin birlesiminde gz ardi edilemeyecek bir
uyumsuzluga isaret ediyor. Bu farklilik giiniimiize kadar bilimsel agidan
incelenmemistir. Hamburg (Museum fiir Kunst und Gewerbe) miizesinde
sergilenen benzer bir alinlik, analizimizin yapilmasinda biiyiik rol oynamastir.
Tasarim, renk ve sekil benzerligi karsilastirildiginda, iki alinligin padisah i¢in
diistiniildiigii ihtimal dahilindedir. Ayn1 zamanda Hamburg alinligi Edirne
almhigiin sira disiliginin anlasilmasi tizerine degerli ipuglari veriyor.

Hamburg Uygulamali Sanatlar Miizesi 1901 tarihinde, 50 karodan olusan
Iznik ¢inisi bir alinlik miizenin koleksiyonuna dahil edilmistir. Yarim daire
formunda olan almligin en Ustiinde yer alan tepelik formu diger mevcut
olan drneklerden kendini ayrigtirmaktadir. Renk, tasarim ve kalite acisindan
degerlendirildiginde bu alinligin II. Selim doneminin Tiirkiye diginda
mevcut olan en giizel 6rneklerinden biri oldugu diisiiniilmektedir ve saray
icin yaptirildigina isaret eder.
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Hamburg Miizesi’ndeki bu eser arastirildiginda, karsilastirilabilecek sadece
iki alinligin glinlimiize ulastig1 anlasilmaktadir. Bunlarin ikisi de 1568-
1574 arasi insa edilen Selimiye Camii hiinkar mahfilinde bulunmaktadir.
Mabhfilin kuzey giris kapisinda ve giliney cephede bulunan, itikaf hiicresine
acilan kapinin iist boliimlerini birer alinlik stislemektedir. Saz yolu hatayi
tislubunda tasarlanmis alinliklar yanlarda yarim, en tist boliimiinde tam
bir tepelik formundadir. Bahsedilen ii¢ alinligin ortak 6zelligi olan tepelik
formu goze ¢arpmaktadir.

Detayli incelemede, hiinkar mahfili kuzey cephesindeki alinligin tasarim ve
renk 6zellikleri bakimindan, Hamburg alinligi ile daha ¢ok ortak 6zellikleri
oldugu tespit edilmistir. Detayli arastirildiginda alinlik desenlerinin
devamliliginda bir uyumsuzluk goriilebilir. Cini alinlikta gorsel biitiinliik,
kenarlar1 ¢evreleyen kobalt ve kirmizi renklerde islenmis dilimli cetvelin
disinda bozulmustur. Karolar arasinda devam etmesi gereken tasarim,
eksik karolar olmasi nedeniyle devamlilik gostermemektedir. Bunun
sebebi de olmas1 gerekenden dikey ve yatay eksende daha kiiciiltiilerek
uygulanmasidir.

Eksik karolarin bir kismi, mahfilin dogu cephe duvari st kismindaki
c¢inilerin arasina bosluk doldurma metoduyla tiraglanarak monte edilmistir.
Gortiltiyor ki ¢ini alinlik olmas1 gerekenden daha kiigiik uygulanmis ve dis
hatlarin1 bozmayacak sekilde yatay ve dikey eksende daraltilarak yerine
itina ile yerlestirilmistir. Tarafimizdan alinlik timlenerek orijinal dl¢iilerine
getirilmig ve tasarim ortaya ¢ikarilmigtir. Bu tiimlemenin yapilmasinda
ayni tasarim ilkelerine sahip olan Hamburg alinlig1 aragtirmamizin kilit
noktasini olusturmustur.

Selimiye alinligi, dogu cephe duvarina monte edilmis eksik karolart ve
Hamburg alinlig1 karsilastirildiginda yeni bir tez ortaya ¢ikiyor. Orijinal
tasarima gore ortadaki biiyiik semsenin alt yanlarda da tekrarlandig: ve iki
tarafta simetrik (su an mevcut olmayan) biiyiik saz yapraklarin bulundugu
bir kompozisyon goriinliyor. Tasarlanan bu alinligin esas olgiileri yaklagik
290 x 218 cm ebatlarinda oldugu tespit edilmesiyle beraber bildigimiz
kadariyla benzeri olmayan bir boyut ortaya ¢ikmaktadir. Bu dlgtilerde
olan bir alinlik Mahfilin 188 cm genisligindeki kapisini ve algak tavanini
fazlasiyla agmaktadir.
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Bu aragtirmayla beraber ortaya ¢ikan sorulardan birisi, alinligin neden bu
bliylik ebatta tasarlanmis olmasidir. Tiragslanma ve yerlestirme oldukca
titiz ve becerikli bir elden gerceklestirilmis oldugu kabul edildiginde
(ilk bakista gozden kagabilecek) o donemde orijinal olarak yapildigi
kanaatindeyiz.

Sundugumuz arastirma sonucunda ortaya ¢ikan orijinal tasarim tezi, II.
Selim donemi ¢ini alinliklarinin arasinda muhtemelen giinlimiize ulagmis
en biiyiik ebatta olmasindan dolay1 6nem tasimaktadir.
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Erkmen, Aslihan

CONTEMPORARY TURKISH ARTISTS INSPIRED BY
MANUSCRIPTS: THREE CASES

Many events and phenomena have inspired artistic production for ages. In
this paper, three Turkish artists from three generations will be examined
through their artworks that are inspired by manuscripts and miniatures.
The paper will also exhibit their interpretation of the high art of the past
while transmitting it to new media.

At the end of the past century, a new title, “Contemporary Islamic Art”,
was created as a classification in order to claim some contemporary
works produced in the region called MENA (Middle East, North Africa)
including Turkey. First of all, the title is problematic in terms of relating
calligraphy, illumination, etc. as arts associated directly with Islam.
Moreover, bringing all contemporary artists from the MENA region, who
often use “Islamic” motifs in their works is not very appropriate as an
art historical approach. Because, in this highly cosmopolitan region, each
country’s unique culture, tradition, history, and social structure affect
every artist differently and shape their art practices in divergent ways.
Through the Internet and social media, the sharpness of the distinction
between contemporary art and traditional art has softened. In such an
environment, it is inevitable that all forms of art can learn from each other
and the concept of “interdisciplinarity” can be observed in the art world.

Ipek (Aksiigiir) Duben (b. 1941, Istanbul), an artist, writer, and scholar,
who has adopted the principle of multidisciplinary and research-
oriented art practice in her works, can be interpreted as having a feminist
perspective. Her work Manuscript, in her exhibition titled “Ipek Duben:
A Selection 1994-2009” opened in 2009, presents an artist’s book and
installation project. Exhibiting a personal statement about her identity as a
modern woman in relation and in opposition to Islamic morality and codes
of being, Manuscript is brought together with artworks from different
media produced by the artist since 1994 in the same theme. Showing that
the values of the society we are born to are somehow connected to our
lives, Manuscript also enables the viewers to question themselves while
displaying Duben’s source of inspiration which focuses on the search for a
synthesis between Islamic and Western aesthetics.
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Inspired by Islamic art, CANAN (Senol) (b. 1970, Istanbul) is known for
her political stance and her works as a reaction to social events. In many
of CANAN’s exhibitions in the 2000s, it can be observed that she was
inspired by Islamic painting; especially from the literature of A4ja’ib al-
Mahligat and Ahwal al-Qiyamah in her works that carry elements from
the image repertoire of Islamic mythology.

Murat Palta (b. 1990, Hatay), who designs cult film scenes in composition
taken from Islamic miniatures, represents the third generation that brings
this source of inspiration to present by gathering popular culture, graphic
arts, and traditional art. Murat Palta’s computer-generated work has a
visual character that presents an accurate Islamic miniature form. The
artist has expanded his subjects from film scenes to book characters and
city illustrations.

EL YAZMALARINDAN iLHAM ALAN CAGDAS TURK
SANATCILARI: UC ORNEK

Caglar boyunca pek ¢ok olay ve olgu sanatgilara esin kaynagi olmustur.
Bu bildiride {i¢ kusaktan ii¢ Tiirk sanatginin el yazmalar1 ve tasvirlerden
ilham alan igleri iizerinden, gegmisin yliksek sanatinin giincel sanat i¢inde
ne sekilde yorumlandigi, yeni medyaya nasil aktarildigi ve gecmisle
etkilesimlerinin sonuglar1 ortaya koyulacaktir.

Gegtigimiz yiizyilin sonlarindan bu yana diinyada “Cagdas Islam Sanat1”
bashig1 altinda, Tirkiye’nin de i¢inde bulundugu Orta Dogu, Kuzey
Afrika (MENA-Middle East, North Africa) bdlgesinde iiretilen kimi
cagdas eserler icin bir siniflandirma ortaya ¢ikmistir. Baslik oncelikle,
hat, tezhip, tasvir, vb. sanatlar1 dogrudan Islam dini ile iliskilendirmesi
acisindan sorunludur. Ayrica sdz konusu “Islami” motifleri eserlerinde
siklikla kullanan ve  MENA boélgesinden ¢ikan tiim ¢agdas sanatcilart
da bu ortak noktadan yola ¢ikarak bir araya getirmek sanat tarihsel
yaklagima ¢ok uygun diismemektedir. Zira, son derece kozmopolit olan
bu bolgede her iilkenin kendine 6zgii kiiltiirii, gelenegi, tarihi, toplumsal
yapisi sanatcilari birbirinden farkli olarak etkilemekte ve sanat pratiklerini
sekillendirmektedir. Tiirkiye’de sanat, egitim formasyonu, kiiltiir
politikalari, sanat c¢evrelerinin talebi gibi faktorlerden etkilenmektedir.
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Internet ve sosyal medya araciliiyla da cagdas sanat ile geleneksel
sanat arasindaki ayrimin keskinligi yumusamistir. Boyle bir ortamda
sanatin her tiirlinlin birbirinden beslenmesi ve bilimsel alanda goriilen
“disiplinlerarasilik” kavramina sanatta da rastlanmasi kagiilmazdir.

Disiplinlerarast ve arastirma odakli sanat pratigini ilke edinmis bir
sanatc1, yazar ve akademisyen olan Ipek (Aksiigiir) Duben’in (d. 1941,
Istanbul) feminist perspektiften okunabilecek eserlerinde kendi kimligi ve
deneyimleri dnemli bir yer tutmaktadir. 2009°da agilan “Ipek Duben: Bir
Secki 1994-2009” baslikli sergisindeki Manuscript (el yazma) adli isinde
sanatc1 bir kitap ve yerlestirme projesini i¢ ice sunmaktadir. Modern bir
kadin olarak Islam ahlaki ve varlik kodlar1 ile hem iliski icinde hem de
bunlara kars1 olmasi ile ilgili kisisel bir durusu sergileyen Manuscript’te
sanat¢cinin 1994’ten bu yana ayni temada tirettigi farkli medyumlardan isler
bir araya getirilmistir. I¢cine dogdugumuz toplumun deger yargilarmin bir
sekilde hayatimiza sirayet ettigini gdsteren, izleyicinin de bu yerlestirme
ile kendisini sorgulamasina firsat veren Manuscript, Islam estetigi ile Bat1
estetigi arasindaki sentez arayisina yogunlasan Duben’in ilham kaynagini
gostermektedir.

Islam tasvir sanatlarindan ilham alan CANAN (Senol) (d. 1970,
Istanbul) politik durusu ve toplumsal olaylara tepki niteligindeki isleri
ile taninmaktadir. CANAN’ 1 2000’li yillardaki pek ¢ok sergisinde ve
eserinde Islam tasvir sanatindan esinlendigi goriilmekte; Acd 'ibii’l-
Mahlikat, Ahval-1 Kiyamet gibi Islam mitolojisinin kaynaklarina dayanan,
geleneksel tasvirlerin imge dagarcigindan Ogeler tasiyan isleri dikkati
¢cekmektedir.

Kiilt film karelerini kitap resmi kompozisyonu i¢inde kurgulayan Murat
Palta (d. 1990, Hatay), popiiler kiiltiir, grafik sanatlar ve geleneksel
tasvir sanatini bir araya getirerek, bu ilham kaynagini1 glinlimiize tagiyan
liciincli kusag1 temsil etmektedir. Murat Palta’nin eserleri bilgisayar ile
{iretilen ama sanki bir el yazmasindan ¢ikmiscasina kesin bir Islam tasvir
bicemi sunan gorsel karakterdedir. Sanatgr giiniimiizde konularini film
karelerinden kitap karakterlerine, sehir tasvirlerine kadar genisletmistir.
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Eroglu, ilbilge
ART AND CULTURE IN ANKARA: TURKIYE iS BANKASI

Tiirkiye Is Bankasi, with its 94 years of banking history is one of the biggest
financial institutions in Turkey. Its founding initiated during the Izmir
Economy Congress, where the foundations of the national economy were
laid, to establish private entrepreneurship after the War of Independence of
the new Turkish Republic.

It began service with 1 million nominal stocks, 250 TL of which belonged to
Atatlirk, and 10 employees in its first branch opened on September 9, 1924
on Istasyon Street in Ulus-Ankara. Providing commercial and individual
banking services, it soon became the first bank to encourage savings and
distributed moneyboxes. Its Istanbul Branch opened at the end of 1924 and
Izmir and Bursa Branches, in 1925, followed by branches in Hamburg-
Germany and Alexandria-Egypt and in 1932 and Lefkosa in 1955. After
the financial center moved to Istanbul, its headquarters were also moved
there in 2000. Tiirkiye Is Bankasi, with its domestic and overseas branches
and funds has become the world’s 118" largest bank, having played an
important role in the economic development of the country as well as its
cultural and artistic life as the first national bank of the Republican era.

The collective initiative by Turkish banks to provide support for art dates
back to the mid 1920’s. Ziraat Bankasi, founded in 1926, started to purchase
art works in the same year with the Turkish Central Bank following in the
1930s. Tiirkiye is Bankas1 also began providing support for the arts from
the year of its foundation in 1924 and began collecting in 1940, to create
one of the first corporate art collections along with Yap1 ve Kredi Bankas1
(1944), Garanti Bankas1 (1946) and Akbank (1948).

In 1940, the deputy director of the bank, Saim Aybar, started the first
acquisitions for the collection, with three paintings: “Ortakdy” by Hikmet
Onat, “Interior of the Rustem Pasha Mosque” by Sevket Dag and “A Boatand
Houses by Vecihi Bereketoglu. In the following years, the bank continued
to develop its collection by acquisitions from exhibitions organized by
Halkevleri (People’s Houses) and Yurt Sergileri (Provincial Exhibitions)
as well as directly from the artists themselves. With an exhibition in 1998,
131 works by 128 artists selected from the collection was exhibited at the
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Tophane-i Amire in Istanbul. According to a catalog published in 2000,
the bank’s collection included 1922 pieces by 661 artists. Today it has
approximately 2200 artworks by 800 artists.

Its art galleries, and publications, as well as the competitions it organized
and the artistic activities at its Art Center all contributed to establish Tiirkiye
Is Bankasi as one of the most important among the group of Turkish banks
that became the principal actors of the post-1970s - when art and culture
management was largely owned by the private sector.

This paper discusses the role of Tiirkiye Is Bankasi, the first national bank
of the Turkish Republic in the capital’s cultural and artistic life where
it kept its headquarters until 2000, its relations with artists there, the
conception of collecting through the artworks in its collection, as well as
the collection’s characteristics, evolution in time and contribution to the
discourse of art history.

ANKARA’DA KULTUR VE SANAT: TURKIYE IS BANKASI

Kurtulus Savasi’ndan ¢ikmus, gli¢ kosullardaki yeni Tiirkiye
Cumhuriyeti’nde 6zel girisimciligi artirmak igin kurulan Is Bankasi 94
yillik bankacilik ge¢misiyle tilkenin en biiyiik finans kurumlarindan biridir.

Milli ekonominin temellerinin atildig1 izmir Iktisat Kongresi sirasinda
alinan bir kararla 250 TL.s1 Atatiirk’e ait olan 1 milyon nominal hisse ile
26 Agustos 1924 kurulan Tiirkiye Is Bankasi, Ankara Ulus’taki Istasyon
Caddesi lizerinde 9 Eyliil 1924 tarihinde agilan ilk subesinde 10 personel ile
hizmete baslad1. Ticari, bireysel bankacilik hizmeti sunan Is Bankasi, ulusa
tasarruf fikrini asilayan ve ilk kumbara dagitan banka oldu. 1924 yilinin
sonlarinda Istanbul Subesi, 1925 yilinda ise izmir ve Bursa Subeleri acildi,
1932 yilinda Almanya’nmin Hamburg ve Misir’in Iskenderiye kentinde,
1955°te Lefkosa subeleri hizmete girdi. Finans merkezlerinin Istanbul’da
toplanmasindan sonra 2000 yilinda genel midiirliglinii Ankara’dan
Istanbul’a tasidi. Yurtici ve yurtdisi sube ag1 ve sermayesiyle diinyanin
en biiyiik 118. bankasi olan Tiirkiye Is Bankasi, Cumhuriyet déneminin
ilk ulusal bankasi olarak iilkenin ekonomik kalkinmasinda oldugu kadar
kiiltiir ve sanat yasaminda da 6nemli rol oynamustir.
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Tiirkiye’de bankalarin sanata destek vermek amaciyla koleksiyon
olusturma g¢abalar1 1920’lerin ortalarina tarihlenir. 1926’da kurulan Ziraat
Bankasi ayni y1l yapit alimina baglamig, onu 1930’larda Merkez Bankasi
izlemistir. Tiirkiye Is Bankas1 ise kurulus y1l1 olan 1924°ten itibaren sanata
destek vermeyi ilke edinmis, 1940 yilinda alinan ilk eserlerle bir sanat
koleksiyonu olusturma ¢abasi igine girmistir. Is Bankas1 da Yap1 ve Kredi
Bankasi1 (1944), Garanti Bankasi (1946) ve Akbank (1948) gibi koleksiyon
yapma gelenegini siirdiiren diger bankalarla birlikte kurumsal koleksiyon
olusumunun ilk temsilcileri arasinda yer almigtr.

Bankanin miidiir yardimcis1 Saim Aybar 1940 yilinda koleksiyonun eser
satin alimini baslatt1. [lk alinan eserler 2. Devlet Resim Heykel Sergisi’nden
Hikmet Onat’in “Ortakdy Manzaras1”, Sevket Dag’in “Riistem Pasa
Camii i¢i” ve Vecihi Bereketoglu'nun “Kayik ve Evler”i olmak iizere
ii¢ eser olmustu. Sonraki yillarda banka koleksiyon, devlet ve sanatgilar
tarafindan organize edilen Halkevleri ve Yurt Gezileri sergilerinden, sanatg1
atolyelerinden alimlarla biliyiimistiir. 1998 yilinda agilan bir sergiyle
koleksiyondan segilen 128 sanatciya ait 131 eser Istanbul’da Tophane-i
Amire’de izleyenlere sunulmustur. 2000 yilinda yayinlanan koleksiyon
kataloguna gore koleksiyonda 661 sanat¢inin 1922 eseri yer almaktadir.
Giiniimilizde yaklasik olarak 800 sanat¢inin 2200 civarinda eseri oldugu
bilinmektedir.

Zaman icerisinde diger bankalar gibi a¢tig1 sanat galerileri, yaymladigi
kitaplar, diizenledigi yarismalar, Is Sanat Merkezi’ndeki cesitli sanat
etkinlikleri ile Is Bankas1 da kiiltiir ve sanat ydnetiminin biiyiik &l¢iide
devletten Ozel sektoriin eline gectigi 1970’ler sonrasmnin en Onemli
aktorlerinden birine doniismiistiir.

Bu bildiride, Tiirkiye Cumhuriyetin ilk milli bankas1 olarak genel
miidiirliigiinii 2000 yilina kadar Ankara’da bulunduran Tiirkiye Is
Bankasi’ninbagkentinkiiltiirve sanatyasamindakirolii,Ankaralisanatgilarla
iliskileri, 6zelde ise biriktirdigi eserler tizerinden koleksiyonculuk anlayisi,
koleksiyonun niteligi, siire¢ i¢inde gecirdigi tarihsel degisim ve sanat tarihi
yazimina katkilariin ele alinmasi amaglanmaktadir.
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Ersoy, Ahmet

“NETWORK OF CURIOSITY:” ABDULHAMID II’'S VISUAL
ARCHIVES

Abdiilhamid II (r. 1876-1909) was a ruler with a strong personal predilection
for emerging technologies of modern description and representation. On the
eve of the age of mass media, the nerve center of Ottoman government, the
Yildiz Palace (which largely bypassed and overshadowed the authority of
the Sublime Porte), became more susceptible to new modes of information
collecting, control, and transmission. Here, Abdiilhamid’s regulatory
passion was nurtured by an ever-expanding archival domain (comprising
his libraries, reading rooms and offices), which maintained a reticulated and
variegated field of raw data that could be shaped, reassembled, and utilized
on demand. The broader archival field at Yildiz contained a multimedial
assortment of information including official correspondence, informers’
reports (jurnal), telegraphic dispatches, statistical data, photographs,
books, as well as a rich collection of domestic and international
newspapers and illustrated journals. Designed for the collection and filing
of information, this archival constellation turned Yildiz into a center of
what a contemporary Ottoman observer called a “network of curiosity”
(merak sebekesi). Highly cognizant of the documentary power of the
photographic image, Abdiilhamid amassed a collection of over 36,000
photographs in his palace library as part of this broader archival project.
This visual collection comprised a hybrid mélange of photographic images
that ranged from imperial monuments, landscapes, officials’ portraits,
and mug shots of convicts to illustrated astronomical albums, furniture
catalogs, and ethnographic postcards.

My research involves a thorough study of the texture and logic of this
remarkably rich and heterogeneous visual archive; it investigates the
ways in which knowledge about the empire and the world was amassed,
ordered and processed in the archive through the agency of photography
and its intense entanglement with other media. I examine the visual
archive as a fluid and fragmented field of raw information that could be
copied, reassembled, repurposed, disseminated, and utilized on demand.
Through specifically historicized case studies (such as photographic
expedition albums describing Ottoman history and geography) I explore
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the visual archive’s intense connectivity with the broader archival field
at Yildiz, as well as its continuous exchange with the broader, dynamic
media environment that stretched beyond the palace walls; There was
constant exchange between these domains — a constant flow of commercial
photography albums, journals and catalogues streamed in to the archive,
and, on occasion, photographs and newspaper clippings spilled out to be
serviced to the press.

My position, therefore, is mainly informed by the Hamidian archive’s
condition of mobility and mutability, definitive attributes of any modern
endeavor of archiving and knowledge production. Instead of embarking
on a reconstructive effort to decode the original meanings of the Yildiz
photographs through their image content, I propose to situate them
within the messiness of the modern and polyvalent environment of
medial production, dissemination and reception. Rather than approaching
the photographic material as discrete objects of purely aesthetic and
connoisseurial interest, or as self-contained and expressive witnesses to
their age, I take them as open and provisional documents that were exposed,
in their ongoing archival life and beyond, to multiple visual, textual and
material encounters.

Departing from an empirical study of specific examples of archival
performance and mobility, and informed by recent approaches in visual
culture studies, archival studies, media theory, visual anthropology, and
the nascent field of media archaeology, my study aspires to be a first in
investigating the Hamidian visual collection as a protean archival project,
with due reference to its diverse, bureaucratic and mediatic contexts of
operation.

“MERAK SEBEKESI”: SULTAN II. ABDULHAMID’IN GORSEL
ARSIVLERI

Miinzevi bir sultan olmakla beraber II. Abdiilhamid (s. 1876-1909) 19.
yiizyilin modern betimleme ve temsil teknolojilerine yakin ilgisi olan bir
hiikiimdardi. 19. yiizyil sonu ve 20. yiizy1l doniimiinde, yani kitlesel medya
cagmin hemen esiginde, Yildiz Saray1 Babiali’nin otoritesini devralip
golgeleyen bir konuma ge¢mis, donemin gelisen bilgi toplama, isleme ve
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iletim tekniklerine duyarlilik kazanmis ve imparatorluk idari yapisinin
yeni sinir merkezi haline gelmisti. Y1ldiz’daki saray kiitiiphaneleri, ofisler
ve okuma odalar1 genigleyen, katmanlanan ve Abdiilhamid’in idari kontrol
tutkusunu yansitan ¢ok odakli bir arsiv alani olusturuyordu. Bu kesif ve
yaygin arsivsel yapi1 i¢cinde ham veriler talep iizerine isleniyor, yeniden
diizenleniyor ve kullanima hazir hale geliyordu. Yildiz’daki genis arsivsel
alan, idari yazigmalar, jurnaller, telgraf c¢iktilari, istatistiksel veriler,
fotograflar, kitaplar ve ¢ok zengin, yerli veya yabanci gazete ve resimli dergi
koleksiyonlar1 gibi farkli mecralara yayilmis bilgi 6beklerini kapstyordu.
Bilgi depolamasi ve tasnifine odakli bu arsiv sistemi Y1ldiz’1, o donemde
yasamis bir gézlemcinin tanimiyla bir “merak sebekesi” haline getirmisti.
Fotograf imgesinin belgesel kudretinden fazlasiyla haberdar olan sultan,
bu biiyiikk arsivleme projesinin parcgasi olarak saray Kkiitliphanelerinde
36,000’1 askin imge iceren bir fotograf koleksiyonu olusturmustu. Bu
gorsel koleksiyon, tarihi anit imgeleri, imparatorluk manzaralari, memur,
asker, mahkum ve savag esiri portreleri, resimli gokbilim alblimleri,
mobilya kataloglar1 ve etnografik kartpostallar gibi tiirlii malzemeyi iceren
zengin ve acik uclu bir imaj alasimi olarak kurgulanmisti.

Aragtirmamda bu devingen ve heterojen gorsel arsivin dokusunu ve isleyis
mantigin1 anlamaya calisiyorum. Fotografin failligi (ve diger medya
araclariyla yogun iligkisi) iizerinden hem imparatorluga, hem de diinyaya
dair bilginin arsivde ne sekillerde biriktirilip, harmanlanip islendigini
inceliyorum. Gorsel arsive, kopyalanabilen, yeniden formatlanip yeniden
islevlendirilebilen, ¢ogullastirilip yayilabilen akiskan ve ¢ok pargali ham
bilginin alani olarak yaklasiyorum. Yakindan tarihsellestirilmis kaynak
incelemeleri lizerinden (imparatorluk tarihi ve cografyasini belgeleyen
kesif gezileri gibi) gorsel koleksiyonun hem Y1ldiz’daki genis arsiv alaniyla
baglantilarini, hem de saray duvarlarinin 6tesinde uzanan devingen medya
iklimiyle siiregiden aligverisini belgelemeyi hedefliyorum (arsiv ve medya
alanlar1 arasinda muhkem sinirlar yoktu — arsive diizenli bir akis halinde
ticari fotograf albiimleri, dergiler ve kataloglar giriyor, ve, yeri geldiginde
de, saraydan basina fotograflar veya gazete kupiirleri servis ediliyordu).

Buradaki yaklagimimi esas olarak Abdiilhamid argivlerindeki devingenlik
ve akigskanlik durumu belirliyor — bunlar da her tiir modern arsivleme
ve bilgi tiretimi siirecinin asal 6zellikleri. Amacim Yildiz koleksiyonu
fotograflarinin “ilk ve Ozgiin anlamlarin1” yalnizca gorsel igerikleri
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izerinden desifre etmek degil, onlar1 iginde var olduklart modern ve ¢ok
katmanli medyasal iiretim, yayilim ve alimlama ortaminin dagimiklig: ve
kesmekesi icinde anlamak. Fotograf malzemesine sirf estetik ilgi nesneleri
olarak, ya da kendi ¢aglarinin berrak gostergeleri, disavurumcu taniklari
olarak yaklagsmaktansa, onlar1 siiregiden arsiv yasamlarinda (ve Gtesinde),
yeniden ve yeniden islevlendirilip anlamlandirildiklar: siireglerde, bir¢ok
gorsel, metinsel ve maddi karsilasmaya maruz kalan agik ve arizi belgeler
olarak algilamay1 tercih ediyorum.

Calismam bir taraftan Yildiz gorsel arsivinin isleyis ve hareketliligine
dair somut tarihsel 6rneklere dayanmakta, diger taraftan da gorsel kiiltiir
caligmalari, arsiv ¢alismalari, medya kurami, gorsel antropoloji, ve yeni
filizlenen medya arkeolojisi alanlarindaki yeni yontemsel yaklagimlar
1s1ginda sekillenmektedir. Sultan Abdiilhamid’in gorsel koleksiyonunu,
faaliyetinin kaynagi olan cesitli bilirokratik ve medyasal baglamlari
gozeterek, biitlinclil arsivsel mantigiyla anlamaya odakli bu calisma,
alaninda bir ilk olmaya namzettir.
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AN EVALUATION OF THE PRODUCTION OF A GROUP OF
STONE PIPES FOUND IN THE EXCAVATION OF THE AGORA
OF SMYRNA AND THEIR PLACE IN THE STUDY OF OTTOMAN
PIPES

Evaluating the place of pipes found in pictorial portraits, as well as
collections and archaeological excavations in Ottoman daily life shows that
pipes were one of the most used items in Ottoman society. The material of
these pipes and accordingly their production techniques vary. Evaluating
a couple of stone pipes made of limestone and marble, and those made of
earthenware found in the excavation in the Agora of Smyrna will narrow
down both the technical and the material varieties. Ancient-period stones
found in the archaeological site and used in pipe production make the stone
pipes found in the excavation much more special.

The studies on Ottoman pipes distinguish their types only by considering
the abundance of earthenware pipes, which is because of their material and
production methods. The samples of Ottoman stone pipes are much less in
number compared to the earthenware ones, and such samples have been
determined to have similar forms with the earthenware pipes generally.
Stone pipes found in the excavation in the Agora of Smyrna differ from
the limited samples made of meerschaum from the point of material and
form. In spite of the fact that Agora samples made of limestone and marble
have a single type, pipes with tobacco reservoirs and flue that were failed
to be opened completely prove that stone pipes were produced in this site.

The mould technique which enables mass production as well as the
production of identical items is the most preferred method to produce
earthenware pipes. The mould technique was used most intensively in
Turkish art during the Seljuk and Beylik (Principality) periods. The
mould press technique began to be utilized intensively together with the
smoking pipes from the 17th century, and it was the preferred earthenware
production technique until cigarette consumption became widespread.
Production with a potter’s wheel was generally preferred in the production
of the open and close-formed-containers between the 17th and the 20th
century. While pipes with their tobacco reservoir and the flues designed
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together are extremely widespread, the pipes shaped on the potter’s wheel
increase the production techniques and form variety. Such pipes have
a more vertical form and are plainer than the ones shaped by a mould.
Furthermore, their flues are different from those in the other group which
have their flues joined in varying angles.

Another potter-work pipe type has polygonal flues and tobacco reservoirs.
These are completely different from the previous type since these pipes are
made of potter’s clay and are glazed. When the material of the stone pipes
found in the Agora Excavation is disregarded, they show close similarity
with the glazed samples produced by potters. The fact that pipes made in
both of these two different materials are plainer than the mould shaped
pipes indicates the interaction between these two types.

As a conclusion, stone pipes which are found among the Ottoman findings
in the Agora of Smyrna and which are made of local materials, have both
similarities and differences with earthenware pipes. Such samples made of
stone materials different from meerschaum are uncommon types among
Ottoman pipes.

SMYRNA AGORASI KAZISINDA BULUNMUS BiR GRUP TAS
LULENIN URETIMINE VE OSMANLI LULELERI ARASINDAKI
YERINE YONELIK DEGERLENDIRME

Resimsel betimlemeler ile koleksiyonlar ve arkeolojik kazilarda bulunan
lilelerin Osmanl giinliik yasami i¢indeki yeri degerlendirildiginde, liileler
Osmanli toplumunda en sik kullanilan esyalardan biridir. Bu lLilelerin
malzemeleri ve malzemeye bagl iiretim teknikleri farklilik gostermektedir.
[zmir Agorasi Kazilarinda bulunan bir grup kire¢ tasi ve mermerden
yapilmis tas liile ile yine ayni kazida bulunmus pismis toprak liilelerin bir
biitiin icerisinde degerlendirilmesi hem teknik ¢esitliligi hem de malzeme
cesitliligini dar alanda pekistirecektir. Agora o6ren yerinde bulunan antik
donem tag malzemelerinin bu iiretimde kullanilmis olmasi kazi ¢alismalarinda
bulunmus tas liileleri daha da 6zel kilmaktadir. Pismis toprak liilelerin
yapim malzemesi ve tiretim teknigine bagl olarak sayisal fazlaligi dikkate
alindiginda, Osmanli lileleri lizerine yapilmis g¢alismalar Osmanli liile
tiplerini kesin olarak ortaya koymaktadir. Osmanli tas liilelerinin 6rnekleri ise
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pismis toprak liilelere oranla ¢ok daha az bulunmus, bu 6rneklerin de genel
anlamda pismis toprak liilelerle benzer formlarda olduklari saptanmistir.
[zmir Agorasi kazilarida bulunmus tas liileler malzeme ve form agisindan
lile tasindan yapilmis sinirh sayidaki ornekten farklilik gostermektedir.
Kirec tas1 ve mermerden yapilan Agora drnekleri genelde tek tip sergilese
de bazi orneklerde gerek tiitiin haznesi gerekse duman yolunun tam olarak
acilamamasi, bu Oren yeri igerisinde tas liile liretiminin yapildigini kesin
olarak ispatlamaktadir.

Benzerlerinin iiretilmesinin yaninda seri iiretime de imkan saglayan kalip
teknigi pigmis toprak liile iiretiminde ¢ok tercih edilen yontemdir. Tiirk
Sanatinda bu teknigin kullanimi dikkate alindiginda, Selguklu ve Beylikler
donemi kaplarinda en yogun donemi yasadigi anlasilmaktadir. Kaliba
baski teknigi tiitiin igme malzemesi liilelerle birlikte 17. yilizyildan itibaren
yeniden yogun sekilde kullanilmaya baslanarak sigaranin yaygin bi¢cimde
kullanilmasina kadar tercih edilen bir liile tiretim teknigi olmustur. Genellikle
acik ve kapali formlu kaplarin iiretiminde tercih edilen ¢omlekei gark ile
iretim 17.-20. yiizy1l arasinda vazgec¢ilmez bir kullanim esyasi olan liilelerin
yapiminda da tercih edilmistir. En yaygin kullanilan form olan duman yolu
ve haznenin birlikte tasarlandig1 /liileci igi liriinler son derece yayginken,
carkta bi¢cimlendirilmis liilleler hem yapim teknigini hem de form cesitliligini
arttirmaktadir. Kalipta bi¢imlendirilen liilelere gore daha dikey bir form
sergileyen bu liileler daha sadedir. Ayrica diger grupta iiretilmis liileler de
govdeye farkli acilarla baglanan duman yolu bu grupta yer almamaktadir.
Comlekei isi diger bir liile tipi ise duman yolu bulunan, duman yolu ve tiitiin
haznesi ¢okgen profilli liilelerdir. Malzeme 6zellikleri dikkate alindiginda
liileci isi orneklerin kil 6zelliklerinden tamamen farklilik gdsteren bu tip,
comlekei kilinden yapilmistir ve bu Ornekler sirlidir. Agora kazisinda
bulunmus tas liileler malzeme 6zellikleri dikkate alinmazsa ¢omlekg¢ilerin
irettigi sirl orneklerle cok yakin benzerlik gostermektedir. Farkli iki
malzemeden yapilmig liilelerin kalipla bicimlendirilmis liillelere gore daha
sade olmalar1 da iki tip arasindaki etkilesimi ortaya koymaktadir.

Sonug olarak, Smyrna Agorasi, Osmanli buluntular1 arasinda yer alan, yerel
malzemelerden yapilan tas lilleler, pismis toprak liilelerle benzerlik gosterdigi
gibi farklilik da gostermektedir. Liile tasindan farkli tas malzemelerle
yapilmis bu 6rnekler Osmanli lilleleri igerisinde esine az rastlanir tiirdendir.
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Eryilmaz, Fatma Sinem

WHERE GEOGRAPHY, MYTH, AND POLITICS MEET: AN
INTERPRETATION OF THE TERRESTRIAL DISK OF THE
OTTOMAN IMPERIAL SCROLL

In my paper, I plan to analyze and interpret the terrestrial disk in the
Ottoman Imperial Scroll (Tomar-1 Hiimayun), which was initially prepared
for Sultan Siileyman (r. 1520-1566) and now preserved in the Topkap1
Palace Museum Library (A. 3599). There has not been a study of the disk
to date except for the preliminary examination in my doctoral thesis on the
works of ‘Arif and Eflatun, the shehname writers of Sultan Siileyman (7he
Shehnamecis of Sultan Siileyman: ‘Arif and Eflatun and Their Dynastic
Project, University of Chicago, 2010), where I argued that ‘Arif began
the project of the Scroll and Eflatun executed the first half including the
terrestrial disk. The conference paper will be an interpretation of the disk
based on further analysis and research. At the same time, it will be an
integral part of a larger study on the Scroll in its entirety that I plan to
publish in 2021.

For the conference, I plan to interpret the disk along three lines of analysis.
Firstly, I will treat the disk as a case study for the relationship between myth
and its visual representation. I will argue that the terrestrial disk represents
the world in relation to the mythical history of Alexander the Great. Here,
for comparison, I will prioritize the textual and visual representations of
Alexandrian stories that were more relevant for the Ottoman palace of the
mid-sixteenth century, when the Scroll was prepared.

Secondly, I will discuss the possible meanings of the disk in the context
of the Scroll and its program of symbolically representing Divine Creation
on the one hand, and the historical place and mission of the Ottoman
dynasty and its tenth sultan, Stileyman, on the other. These first two lines
of treatment will be interconnected through the significance of Alexander
in pre-modern Turco-Persian civilization as a universal ruler with a quasi-
prophet status. His association with the concept of wisdom through the
figures of Aristotle and Khidr (Hizir) will be another important element
of the discussion. Alexandrian stories were instrumental in treating the
concept of Divine knowledge and its different manifestations in the literary
culture that was inherited and further cultivated in the Ottoman intellectual
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environment. The Scroll and its Alexandrian disk can also be seen as a
natural component of the same environment.

Finally, I will problematize the viewer’s expectations and the nature of
his/her gaze with respect to treating pre-modern maps and geographic
representations. How could the expectations of the document’s original
audience have affected the production of the terrestrial disk at hand? How
do the assumptions that our own gaze carry, influence our understanding
and interpretation of it? How are we to interpret such an overly schematic
representation of the world when much more rational and realistic world
and territorial maps were already known in the Ottoman palace? Should
we, after all, treat the Scroll’s terrestrial disk as a map?

COGRAFYA, EFSANE VE SiYASETIN BULUSTUGU YER:
TOMAR-I HUMAYUN’DAKI DUNYA TEMSILI UZERINE

Bildirimde Sultan Siileyman’in hiikiimranligi sirasinda (1520-1566)
baslanan Tomar-1 Hiimayun’da bulunan disk seklindeki diinya temsilini
inceleyip yorumlayacagim. Topkapit Sarayr Miizesi Kiitliphanesi’nde
muhafaza edilen A. 3599 numarali rulo seklindeki bu eser iizerine Sikago
Universitesi i¢in 2010 yilinda tamamladigim doktora tezimdeki kisith
inceleme (The Shehnamecis of Sultan Siileyman: ‘Arif and Eflatun and
Their Dynastic Project) disinda bu giine kadar heniiz bagka bir ¢calisma
yapilmamustir. Tezimde, i¢inde bildirimin konusu olan diinya temsilinin de
bulundugu bu eserin hazirliklarina Siileyman déneminin ilk sehnamecisi
‘Arif’in bagladigini ve yine ayni padisahin doneminde tamamlandigin
digiindiiglim ilk yarisin1 ikinci sehnameci Eflatun’un icra ettigini
savunmustum. Konferansta sunmay1 planladigim c¢aligma soziinii ettigim
bu ilk incelemenin ertesinde yaptigim arastirma ve incelemenin sonucu
olacaktir. Aym1 zamanda, Tomar-1 Hiimayun’un timi iizerine yapmakta
oldugum ve 2021 yili i¢inde kitap olarak basilmasini planladigim kapsamli
caligmanin bir parcasidir.

Bildirimde 7omar’daki diinya temsilini {i¢ farkli agidan inceleyecegim.
Oncelikle, konu edecegim diski efsane ve temsili arasindaki iliskiyi ele
almak yolunda bir 6rnek olarak degerlendirmeyi planliyorum. Sunumumun
bu béliimiinde Tomar’daki diskin Biiyiik Iskender ile iliskilendirilen
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efsanelerin anlamlandirdig1 bir diinyay1 temsil ettigini iddia edecegim.
Iskender odakli kurgulanmis edebi ve gorsel temsillerden karsilastirma
amacl kullanacagim ornekleri, Oncelikle 16. yiizyil ortasinda, yani
Tomar’m hazirlandigr donemde Osmanli diisiin diinyasinda etkin olanlar
arasindan segecegim.

Yer diskinin olasi anlamlarim1 ayrica Tomar’in genel gercevesi iginde
ve belgenin bir yandan sembolik olarak temsil ettigi Yaratilis’in Islami
mitolojiye uygun oykiisii ve bir yandan da hem Osmanli Hanedan1 hem de
onuncu sultan Siileyman’a atfettigi tarihsel konum ve misyonu g6z 6niine
alarak degerlendirecegim. Kisaca 6zetledigim bu iki bakis agis1 esasen
Iskender’in modern oncesi Tiirk-Iran uygarhiginda peygamberimsi bir
diinya imparatoru olarak tanimlanabilecek ayricalikli konumu tizerinden
birbirine baglanabilir. Iskender’in bazi rivayetlerde Aristo ve bazilarinda
Hizir’in sahislar1 araciligiyla hikmet kavrami ile iligskilendirilmesi
sunumumda deginmek istedigim bir bagka 6nemli unsur olacak. Osmanl
diisiin diinyasinin miras alip gelistirdigi yazin kiiltiiriinde sik¢a islenen
flahi Hikmet kavrami ve bu kavramin farkli disavurumlari konularinda
Biiyiik Iskender ile ilgili efsanelerin ad ve ilham verdigi eserler aracilik
gorevi yapmuslardir. Tomar-i Hiimayun ve ihtivasindaki Iskender’le
iliskilendirdigim disk bu diisiin ¢evresinin dogal pargasi olarak da
gortlebilir.

Yer diskine son olarak, modern Oncesi harita ve cografi temsillerin
kullanicilarinin bu gorsellere bakisinin niteligi ve farkinda olarak ya
da olmadan barindirdigr beklentileri sorgulayarak yaklasacagim. Bu
belgenin ilk kullanicilarinin beklentileri elimizdeki diskin hazirlanigin
nasil etkilemis olabilir? Modern kullanicilar olarak bizim bakisimizin
barindirdig1 beklentiler diski anlamlandirmamiz yo6niinde bizi nasil
etkiliyor? Bu donemde ¢ok daha rasyonel ve gergekei diinya temsillerin
ve yerel haritalarin bilindigi Osmanli sarayinda boylesine son derece
sematik bir diinya temsilinin yapilmis ve kullanilmig olmasini nasil
yorumlayabiliriz? Tiim bu sorgulamanin sonunda, acaba 7omar’in disk
seklindeki diinya temsilini bir harita olarak degerlendirmek dogru olacak
midir?
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Farhad, Massumeh

CIRCULATING IMAGERY: OTTOMAN AND SAFAVID ALBUMS
IN THE 17TH AND 18TH CENTURIES

By the 17th century, the Ottomans had formulated their own distinct
pictorial language, which had shed earlier references to Timurid and
Safavid visual idioms. It was self-consciously translated into all media,
especially the arts of the book. Favoring grand dynastic and historical
texts, these illustrated manuscripts were replete with paintings of royal
military campaigns, lavish banquets, and ambassadorial receptions, which
together reinforced the dynasty’s political, military, and economic power
in the region. The new, carefully crafted visual mode distanced itself from
contemporaneous Safavid tradition of book painting, which favored more
lyrical literary works.

Historical and literary texts, however, were not the only form of manuscripts
that combined word and image. In Safavid Iran, independent drawings,
paintings, and calligraphic fragments were carefully assembled in codices,
known as muraqqa‘ (album), a term derived from the patched cloak of
Sufis. The earliest examples date back to 15th-century Timurid Iran, but
the muragqa‘ became particularly popular after the late 16th century
and spread to Ottoman Turkey and Mughal India. With its collection of
independent fragments, the format served as an alternative to the illustrated
literary text.

One of the notable characteristics of albums was that it gave its patrons
greater freedom in the selection, format, and content and allowed them to
express their personal taste and artistic preferences. Members of the royal
elite commissioned some of the earlier muragqa‘s, such as the celebrated
Gulshan Album, prepared for the Mughal emperor Jahangir in the first half
of the 17th century, or the impressive muragqa‘ created by Kalender Pasha
for Ahmed I in the early 17th century. Most later examples, however, were
made for or acquired by anonymous patrons, such as merchants, governors,
and physicians in both Ottoman Turkey and Safavid Iran.

By definition, works intended for albums are autonomous fragments,
which were often assembled and disassembled and migrated from one
volume to another. A close examination of a series of muragqa‘s in the
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Topkap1 Palace Library and the Bibliotheque Nationale de France suggest
that many Safavid drawings, paintings, and calligraphic fragments
(gita®) today appear, in fact, in Ottoman rather than Safavid albums. The
prevelance of Safavid content in Ottoman albums suggests that at least
among the intellectual elite, the taste for Persian aesthetics continued well
after the late 16th century and after the creation of an official Ottoman
pictorial language. This persistent taste is best exemplified in the more
informal and personal album format.

The presentation will consider some 17th-century and early 18th-century
muraqgqa‘s in the Topkap1 Palace Library and the Bibliotheque nationale
de France to shed light on Safavid-Ottoman aesthetic interactions and
provide a more nuanced understanding of their artistic and cultural
relations. Moreover, the heterogeneous content of these albums suggests
the growing role of artists, merchants, and middlemen, who ensured the
availability and wide circulation of Safavid images to satisfy Ottoman
(and Mughal) taste.

DOLASAN IMGELER: 17. VE 18. YUZYILLARDA OSMANLI VE
SAFEVi ALBUMLERI

17. ylzyil baglarinda Osmanlilar ¢oktan kendilerine 6zgli temsil dilini
gelistirmiglerdi. Bu temsil tarzi basta kitap sanatlar1 olmak iizere her
tiirlii malzemeye uygulaniyordu. Daha ¢ok hanedani ve tarihini anlatan
metinlerin tercih edildigi el yazmalar1 askeri seferler, gosterisli ziyafet ve
digiinler, el¢i kabulleri gibi hanedanin bolgedeki siyasi, askeri ve ekonomik
giiciinii yansitan resimlerle donatiliyordu. Bu yeni, 6zenle olusturulmus
temsil anlayisi, daha c¢ok lirik edebiyat yapitlarin tercih edildigi Safevi
resim geleneginden epeyce farkliydi.

Kuskusuz s6z ve imgeyi bir araya getiren el yazmalar1 sadece tarih ve
edebiyat metinlerinden olusmuyordu. Safevi Iran’inda murakka‘larda
(albtim) metinden bagimsiz desen ve resimler, hiisn-i hat 6rnekleri 6zenle
derlenip ciltleniyordu. En erken drnekleri 15. yiizyil Timurlu Iran’inda
hazirlanmis olmakla birlikte murakka® tiri ozellikle 16. ylizyilin
sonlarinda popiiler olmus, Osmanli Tiirkiye’sine ve Babiirlii Hindistan’ina
da yayilmistir. Murakka‘larin birbirinden bagimsiz parcalardan olusan
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formati resimli metinleri barindiran el yazmalar1 gelenegine farkli bir
alternatif olusturuyordu.

Albiimlerin en carpic1 6zelliklerinden biri, sahiplerine secki, format
ve igerigin belirlenmesinde kendi kisisel-sanatsal begenilerini ifade
edebilecekleri bir 6zgiirliik sagliyor olmasidir. 17. yiizyilin ilk yarisinda
Babiirlii hiikiimdar1 Cihangir i¢in hazirlanmis iinlii Giilsen Albiimii veya 17.
ylizyilin baginda Kalender Pasa’nin Osmanli sultani I. Ahmed’in emriyle
derledigi etkileyici albiim gibi erken yapitlar sarayl seckin sinifin tiyeleri
tarafindan siparis edilmistir. Daha ge¢ 6rnekler ise, Osmanli Tiirkiye’sinde
veya Safevi Iran’inda tiiccar, vali veya doktor gibi mesleklerden, isimleri
bilinmeyen bireylerin siparis ettigi ya da satin aldig eserlerdir.

Alblimlere yerlestirilmek tizere hazirlanan eserlerin bir kitap metninden
bagimsiz olmasi, dogal olarak, biraraya getirildigi gibi zaman
icinde birbirinden ayrilabilmelerine, bir albiimden digerine transfer
edilebilmelerine de izin verir. Topkapi Saray1r Miizesi Kiitiiphanesi ve
Bibliothéque nationale de France’da bulunan bir grup albiim, pek ¢ok
boyal1 ve boyasiz Safevi imgesi ve hat 6rnekleri barindirmasina karsin
Osmanli sahipler i¢in yapilmistir. Osmanli albliimlerinde Safevi eserlerinin
yogunlugu, seckinler arasinda 16. yiizyil sonunda tam olarak yerlesen
Osmanli tarzinin yaninda Fars estetigine olan ilginin devam ettigine isaret
eder. Bu ilgi de ¢ok daha bagimsiz ve kisisel i¢erigiyle albliimlerde yansir.

Bu bildiri, Topkapr Saray1 Miizesi Kiitiiphanesi ve Bibliothéque nationale
de France’da bulunan 17. ve 18. ylizyillarda derlenmis bazi albiimleri
Osmanli-Safevi sanatsal etkilesimini, kiiltiirel ve sanatsal iliskilerini biraz
daha ayrintilariyla anlamak iizere ele almayir amacglamaktadir. Ayrica
albiimlerin heterojen yapisinin goriiniir kildig1 gibi, Osmanli (ve Babiirlii)
ilgisini besleyen Safevi imgelerinin dolasiminin ve ulasilabilirliginin
saglanmasinda sanatcilarin, tiiccarlarin ve aracilarin giderek artan rolleri
de tartisilacaktir.
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Farhat, May

BEIRUT’S GREAT UMARI MOSQUE IN THE LATER OTTOMAN
PERIOD

The history of Beirut during the later Ottoman period has attracted much
scholarly attention. Its mosques however have yet to be studied. In this
paper, I examine the patronage of Beirut’s principal mosque, the Great
Umari Mosque located in the center of the old medieval town, during the
later Ottoman period. The mosque, a converted 12th-century Crusader
Church, is a palimpsest of additions and renovations that date from the
Mamluk period to the present. From 1850 onwards, with the rise of Beirut’s
status in the Ottoman provinces, the mosque became the focus of attention
of Ottoman Sultans and governors.

Following the building of the road that connected Beirut to Damascus in
1862, Sultan Abdul Aziz (1861-1876) donated “three hairs from the beard
of the Prophet” in recognition of the city’s position as one of the gateways
to the Ka’ba. This was commemorated by an inscription that states that
the relic (athar sharif) was gifted in 1276/1859—60 and entrusted to the
Fakhury family. In July 1886, following a visit to the mosque, the governor
general of Beirut Abd al-Khaliq Nassuhi Bek observed the narrowness of
the shrine (magam) of Prophet Yihya, located within the mosque’s prayer
hall, and directed his efforts toward having it enlarged. Expanding the
mosque and adding a minaret was also considered. Few months later, an
imperial decree by Sultan ‘Abd al-Hamid II, dated February 1887/Jamadi
1 1304, authorized the rehabilitation of the tomb. A metal-grilled aedicule
was designed and inserted into the gibla wall. The maqam had its own
caretaker (turbatdar), assigned to a Beiruti family, the Bekdash. With Beirut
becoming the capital of an expansive province, Beiruti notables became
concerned with enhancing the status of the Umari mosque, advocating for
its restoration and expansion. In 1894, a new entrance to the mosque was
inaugurated following the enlargement of the street, allowing the governor
to arrive from his palace by a horse drawn cart to meet the bureaucrats
and local dignitaries gathered at the entrance. An official document, listing
the salaries of the religious officials assigned to the Umari mosque, drawn
from the mosque’s endowments, survives in the Yildiz Palace archives.
The staff, whose appointment needed the approval of the Sultan, included
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a principal and an assistant Imam, a teacher of Hanafi Law, a preacher
(khatib), muezzins, Qur’an readers, the caretakers of the turba, i.e. Nabi
Yihya’s shrine, and a time keeper. In 1908, a committee was formed to
look again into the restoration and the expansion of the mosque. Finally, in
1909, the Administration of Religious Endowments in Istanbul authorized
the lighting of the three big mosques of Beirut with gas. Using newspaper
reports, waqf documents, and Ottoman archival material from the period,
this article retraces the history of Beirut’s principal mosque during the later
Ottoman period. It seeks to shed light on the life of a significant communal
mosque, and its changing identity against a rapidly expanding city, and an
effervescent political and social scene.

BEYRUT’TA GEC OSMANLI DONEMi UMARI CAMISi

Beyrut’'un ge¢ Osmanli donemi tarihi akademisyenlerin ilgisini ¢ok
¢ekmistir. Ancak camileri heniiz ¢alisiilmamistir. Bu bildiride, eski Orta
(Cag kasabasmnin merkezinde bulunan Beyrut Ulu Camisinin Osmanl
donemindeki patronajini incelenecektir. Cami, islevi degistirilmis bir 12.
ylizy1l Hagh kilisesidir. Memliik doneminden giiniimiize kadar uzanan,
farkli donemlerin ek ve yenilemelerini biinyesinde barindiran bir palimpsest
niteligindedir. 1850’den itibaren Beyrut’'un Osmanh illeri arasindaki
statiisliniin yiikselmesiyle, cami, Osmanli Sultanlarinin ve valilerinin dikkat
odag1 oldu. Beyrut’u 1862’de Sam’a baglayan kara yolunun insasindan
sonra Sultan Abdiilaziz (1861-1876), kentin Kabe’ye agilan kapilardan biri
olarak konumunun taninmasi i¢in “Peygamberin sakalindan ti¢ kil” hibe
etti. Bu roliklerin (asar-1 serif) 1276/1859-60 yillarinda Fakhury ailesine
hediye edildigini belirten bir kitabe ile belgelenmistir. 1886 y1linin Temmuz
aymi takiben Beyrut Genel Valisi Abdiillahid-Halid Nassuhi Bey, camiye
yaptig1 ziyarette, caminin ibadethanesinde bulunan Yahya Peygamber
makaminin dar oldugunu gdérmiis ve genisletilmesine yoOnelik cabalar
yonlendirmistir. Caminin genisletilmesi yani sira bir minare eklenmesi de
diistinilir.

Birkag ay sonra, Cemaziyelevvel 1304/Subat 1887 tarihli Sultan II.
Abdiilhamid’in makamin yeniden diizenlenmesine izin verdigine dair
bir ferman gelir. Kible duvarina metal 1zgarali bir boliim tasarlanarak
yerlestirilir. Makami korumakla gorevli bir tiirbedar da Beyrutlu Bekdas
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ailesine atanir. Beyrut’un genis bir eyaletin baskenti haline gelmesiyle,
Beyrut'un o6nde gelen aileleri arasinda Umari camisinin statiisiiniin
arttirtlmasi, restorasyonu ve genisletilmesi 6nemli bir mesele haline
gelir. 1894 yilinda sokagin genisletilmesinin ardindan, camiye valinin
sarayindan bir at arabasiyla gelerek toplanan biirokratlar1 ve yerel
eliti karsilayabilecegi yeni bir giris yapilir. Vakfiyesi uyarinca Umari
camisinde ¢alisan din gorevlilerin maaslarini listeleyen resmi bir belge
bugiin Yildiz Sarayi arsivlerinde bulunmaktadir. Sultanin onayi ile tayin
edilen personel, bir imam ve yardimcisi, bir Hanefi hukuku 6gretmeni,
bir vaiz (hatip), miiezzinler, Kur’an kiraat¢ilari, bir muvakkit, Yahya
Peygamber makaminin tiirbedarlarindan olusur. 1908 yilinda, caminin
restorasyonuna ve genisletilmesini incelemek i¢in bir komite kurulur.
1909°da ise Istanbul’daki Vakiflar idaresi, Beyrut’taki {i¢ biiyiikk caminin
gazla aydinlatilmasina izin verir.

Bu bildiride déonemin gazete haberlerini, vakfiyeleri ve Osmanli arsiv
malzemesini kullanarak ge¢ Osmanli doneminde Beyrut’un en Onemli
camisinin tarihini yeniden izlenecektir. Bildirinin ana amaci énemli bir
toplumsal caminin tarihine ve hizla genisleyen kentin canli siyasal ve
sosyal sahnesinde degisen kimligine 151k tutmaktir.
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Fellinger, Gwenaélle

INTERWOVEN HISTORIES: OTTOMAN BANNERS IN FRENCH
COLLECTIONS

This paper aims to study some Ottoman banners kept in French collections.
The first one belongs to the Musée du Louvre’s collection and was long
exhibited in the galleries during the first half of the century. It was then
kept in storage from the Second World War onward, and was recently
rediscovered. What is more, the previous exhibition in the Museum caused
its degradation and it needed to not only be studied, but also to go under a
long conservation process that revealed a number of new features, inducing
us to reconsider its dating and history before its arrival in our collection.

Banners are also found in other French Museums, including Lyon,
Rochefort (the former Pierre Loti collection) or Paris (the former Victor
Hugo collection or the Decorative Arts Museum of Paris). They will serve
as elements for comparison for the study of the Louvre banner, but will
also help to understand a group of textiles that still present quite a puzzling
question.

An in-depth study of the Louvre banner, including its technical analysis,
iconography and comparison with similar artworks, has raised some
question, both on a technical level and on the dating of the French group:
while preparing the conservation process, some new material elements
appeared that sere to increase our understanding of the technique and
textiles employed. The preliminary study showed, for example, that this
banner was of real lampas and that it employed a specific technique of
painting over the textile, in addition to the dying of fibers, but that it also
had various kinds of metallic thread. Depending on all these varieties that
came to light only now, we hope to be able to suggest a reconstruction of
the original visual aspect of the banner.

Moreover, the history of the entire group studied here may be linked to
the milieu of great French collectors of Islamic art during the second half
of the 19th and early 20th century. They are probably later than the often
studied similar textiles. The symbolic meaning and use of these banners
can also be questioned, through the use that was made of them in Europe
in the 19th century. What was their role among the objects forming the
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collection of such artists as Victor Hugo or Pierre Loti? Were they acquired
in the Ottoman Empire or through the Art Market? How were they re-used
in European public and private collections? Are they carrying a specific
symbolism for their owner? Does this include some clues for their dating?

This paper presents the history, physical characteristics and techniques of
all of these artworks. It also discusses the entire group of Ottoman banners
and the place of textiles from the 19th century, which is still puzzling
on many levels. It thus aims to complete the corpus of published work
on Ottoman banners, with the addition of the banners kept in French
collections.

BIiRLIKTE DOKUNAN TARIiHLER: FRANSIZ KOLEKSiYONLA-
RINDAKI OSMANLI SANCAKLARI

Bu bildiri, Fransiz koleksiyonlarinda bulunan bazi Osmanli sancaklarini
incelemeyi amaglamaktadir. Bunlardan ilki Louvre Miizesi’nin
koleksiyonundadir ve ylizyilin ilk yarisinda galerilerde uzun siire
sergilenmistir. Ayn1 sancak, II. Diinya Savasi’ndan bu yana sergiden
kaldirillarak miizenin deposuna alinmis, kisa bir siire Once yeniden
kesfedilmistir. Ustelik miizede sergilenirken olduk¢a yiprandigi icin
caligmak iizere ele alindiginda uzun bir konservasyon islemine de tabii
tutulmustur. Bu siirecte, daha 6nce bilinmeyen birgok niteligi de ortaya
¢ikmis, bu nitelikler sancagin iiretim tarihi ve miizemize gelmeden 6nceki
tarihine dair fikirlerimizi yeniden degerlendirmeyi gerektirmistir.

Diger bazi ornekler ise Lyon, Rochefort ve Paris Dekoratif Sanatlar
Miizesi gibi gesitli Fransiz miizelerinde bulunmaktadir. Bu 6rneklerden
Rochefort’ta bulunanlar eskiden Pierre Loti’ye, Paris’tekiler ise Victor
Hugo’nun koleksiyonuna aitti. Bu eserler Louvre sancagi i¢in karsilagtirma
malzemesi olarak kullanilacagi gibi, ayn1 zamanda hala birtakim sorular
barindiran bir grup olarak da incelenecektir.

Louvre miizesindeki sancagin teknik analizi, ikonografisi ve benzer sanat
eserleri ile karsilastirilmasi yoluyla derinlemesine yapilan bir ¢alisma,
kullanilan teknikler veya Fransiz grubunun tarihlendirilmesi ile ilgili bazi
sorularin ortaya ¢tkmasina yol agmustir. Ote yandan, konservasyon sirasinda
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ortaya ¢ikan malzemeyle ilgili yeni veriler kumaslarin yapim tekniklerinin
daha iyi anlasilmasina katkida bulunmustur. Ik ¢alismalarin gosterdigine
gore sancak, lizerine boyama yapilabilen gercek lampas tekniginde
dokunmus, iplikler boyandig1 gibi metal iplikler de kullanilmistir. Biitiin
bu nitelikleri yeni tespit edilmistir. Sancagin 6zgiin goriiniimiinii yansitmak
lizere bir rekonstriiksiyon yapilabilmesi umulmaktadir.

Genellikle daha 6nce ¢alisilmis kumas 6rneklerinden daha geg tarihli olan
ve gecmisleri 19. yiizyillin sonlarinda Fransa’da Islam sanatinin biiyiik
koleksiyonculari ile baglantili olan bu eserler kendi i¢lerinde tutarli bir grup
olarak calisilmalidir. Bu sancaklarin sembolik anlamlar1 ve kullanimlari,
19. ylizyilda Avrupa’daki kullanimlar1 incelenerek de sorgulanabilir. Victor
Hugo ya da Pierre Loti gibi sanat¢ilarin koleksiyonunu olusturan nesneler
arasindaki rolleri nedir? Osmanli Imparatorlugunda m1 satin alinmislard
yoksa sanat piyasasindan mi1? Avrupa’daki kamu ve 6zel koleksiyonlarda
nasil yeniden kullanildilar? Sahipleri i¢in belirli bir sembolik anlam
tagtyorlar miydi1? Bu sorular tarihlendirilmeleri i¢in bazi ipuglari igeriyor
mu?

Bu bildiride, bu eserlerin hepsi tarihi, fiziksel 6zellikleri ve teknikleriyle
tanitilacaktir. Ayrica biitiinliiklii bir grup olarak 19. yiizyil kumas sanati
icindeki hald tam anlamiyla bilinmeyen yerleri tartigilacaktir. Bildirinin,
Fransiz koleksiyonlarinda bulunan sancaklarin eklenmesiyle, simdiye
dek Osmanli sancaklariyla ilgili yapilmis yayinlara katkist olmasi
hedeflenmektedir.
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Gierlichs, Joachim

KATHARINA OTTO-DORN AND HER VIEWS ON PERSIAN
(SELJUK) ART IN ANATOLIA AND PERSIA

Katharina Otto-Dorn (1908-1999) studied with Josef Strzygowski (1862-
1941) in Vienna, and received her PhD (dissertation on Sasanian Silver) in
1934. She moved to Berlin, where she volunteered for a year at the “Islamische
Abteilung” under Ernst Kiihnel (1882-1964). In 1935, aged 27, she went to
Istanbul and stayed in Turkey for almost 10 years. After the Second World
War, in 1954 she was appointed Professor for Islamic Archaeology and Art
History in Ankara (Ankara Universitesi, Dil, Tarih ve Cografya Fakiiltesi).
She stayed until 1967 and established a successful institute, in which a new
generation of scholars were trained, some becoming the leading figures in
Turkish Islamic Art and Architecture in Turkey for the next decades. During
her very active “Ankara period” she researched new topics focusing on the
Seljuk period, and so contributing substantially to what is known as Anatolian
Seljuk Art.

Her important publications on the topic are: Seldschukische
Holzsdulenmoscheen in Kleinasien, in: Aus der Welt der Islamischen Kunst,
Festschrift fiir E. Kiihnel zum 75. Geburtstag. Berlin 1957, 59-88; Tiirkische
Grabsteine mit Figurenreliefs aus Kleinasien, Ars Orientalis 3, 1959, 63-76;
Darstellungen des Turco-Chinesischen Tierzyklus in der islamischen Kunst,
in: In Memoriam E. Diez. Beitrdige zur Kunstgeschichte Asiens. Istanbul
1963, 131-65; Bericht tiber die Grabung in Kobadabad 1966, Archdologischer
Anzeiger 1969 (1970), 438-506; Kunst des Islam. Baden-Baden 1964; The Art
and Architecture of Islamic World (finalized c. 1996, unpublished).

This paper will try to analyze - for the first time as far as [ know - some of her
influential articles as well as her widely used “Kunst des Islam” (1st ed. 1964)
and the unpublished 2nd revised and enlarged edition (Art and Architecture
of the Islamic World) in order to determine how she defined and described
the Art and Architecture of the Seljuk period, both in Anatolia and Persia,
and, based on this, whether and how her views shaped further generations of
Islamic art historians.
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KATHARINA OTTO-DORN VE ANADOLU-IRAN SELCUKLU
SANATI UZERINE GORUSLERI

Katharina Otto-Dorn (1908-1999) Viyana’da, Josef Strzygowski (1862-
1941) ile calistt ve 1934’te Sasani giimiisleri ile ilgili tezi ile doktora
derecesini aldi. Ayni yil tasindig1 Berlin’de Ernst Kiihnel’in (1882-1964)
yonetimi altindaki “Islamische Abteilung™’ta goniillii olarak ¢aligti. 1935
yilinda, 27 yasindayken Istanbul’a gitti ve yaklasik 10 yil Tiirkiye’de
kaldi. II. Diinya Savasi’ndan sonra, 1954’te Ankara Universitesi Dil,
Tarih ve Cografya Fakiiltesi Islam Arkeolojisi ve Sanat Tarihi kiirsiisiine
profesor olarak atandi. Ankara’da 1967 yilina kadar kaldi ve yeni nesil
bilim adamlarinin egitildigi basarili bir enstitli kurdu. Bunlardan bazilar
ileriki yillarda Tiirkiye’de Tiirk Islam sanati ve mimarisi konularinda
oncii oldu. Cok aktif olan “Ankara donemi” sirasinda Selguklu donemine
odaklanarak yeni konular arastirdi ve bu ylizden Anadolu Selguklu sanati
sahasinda bilinenlere 6nemli katkilarda bulundu.

Katharina Otto-Dorn’un bu sahada yayinladigi baslica yapitlar1 sunlardir:
Seldschukische Holzsdulenmoscheen in Kleinasien, Aus der Welt der
Islamischen Kunst, Festschrift fiir E. Kiihnel zum 75. Geburtstag. Berlin
1957, 59-88; Tiirkische Grabsteine mit Figurenreliefs aus Kleinasien,
Ars Orientalis 3, 1959, 63-76; Darstellungen des Turco-Chinesischen
Tierzyklus in der islamischen Kunst, /n Memoriam E. Diez. Beitrdge zur
Kunstgeschichte Asiens. Istanbul 1963, 131-65; Bericht iiber die Grabung
in Kobadabad 1966, Archdologischer Anzeiger 1969 (1970), 438-506;
Kunst des Islam. Baden-Baden 1964; The Art and Architecture of Islamic
World (1996 civarinda tamamlanmis ancak yayinlanmamaistir).

Bu bildiride (bildigim kadariyla ilk olarak) Otto-Dorn’un sahada etkili
olmus bazi makaleleri, yaygin olarak kullanilan “Kunst des Islam” (1. basim
1964) baslikli kitab1 ve revize edilmis, genisletilmis ancak yayinlanmamaisg
basimi (Art and Architecture of the Islamic World), Selguklu donemi
sanat ve mimarisini hem Anadolu’da hem de Iran’da nasil tanimlayip
tanittigin1 ve bu konudaki fikirlerinin nesillerce Islam Sanat: tarihgilerinin
arastirmalarini nasil sekillendirdigini belirlemek amaciyla ele alinacaktir.
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Girardelli, Paolo

OTTOMAN ELEMENTS IN NON-MUSLIM ARCHITECTURE:
AN OVERVIEW OF THE 19TH CENTURY EVIDENCE IN
BEYOGLU

This paper surveys and evaluates the appropriation of Ottoman forms in
churches and synagogues built or re-built during the 18th and 19th centuries
in Pera and Galata. Cases discussed range from the Greek Orthodox
Panaghia (1804) to the chapel of the Catholic Cenetery in Ferikdy (c.
1860), from the Ashkenazi Synagogue in Yiiksek Kaldirim (1900) to the
Greek Orthodox church of Hagia Triada in Taksim.

Architectural and decorative elements usually considered as typically
Islamic, have often crossed religious and cultural borders, to be adopted in
Christian, Jewish or Hindu sanctuaries. However, beyond famous medieval
and early- Modern cases and landmarks — from the Cappella Palatina in
Palermo to the Armenian churches of New Julfa - this phenomenon has
rarely attracted the attention of scholars focusing on more recent periods.
Notable exceptions are the studies of Orientalist synagogues from the
19th century by authors such as Rudolph Klein and Olga Bush, as well
as Alyson Wharton’s analyses of Armenian churches in Eastern Anatolia.

The literature available on non-Muslim buildings in Beyoglu seldom
acknowledges Ottoman connections and borrowings. In fact, in these cases
transcultural movement of forms from Islamic to non-Muslim spaces is
less evident and more difficult to trace and evaluate than in the above-
mentioned examples. The main reason is probably that reconstruction
and reworking of many non- Muslim structures of Beyoglu during the
19th century often followed ‘“national” styles, as in the case of Italian,
French, British, Russian and German communal churches. However, from
masonry work to vernacular timber structure, from the shape of arches
and capitals to the use of ceramic and sculptural reliefs, Catholic, Greek-
Orthodox, Armenian and Jewish communities did adopt Ottoman elements
signifying their belonging to a broader Ottoman political system. In some
cases, the absence of figural decoration, and reliance on inscriptions as
a vehicle of meaning, can also be considered as an indirect effect of the
Ottoman context. Was this belonging intentionally expressed through the
formal choices displayed in the fabric of churches and synagogues? Was it
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rather the inevitable outcome of a shared material culture? How should we
evaluate the absence or disappearance of such elements in certain periods
and contexts? These and other questions are addressed and discussed in the
paper, drawing on both archival and architectural evidence.

GAYRI-MUSLIM MIMARISINDE OSMANLI OGELERI: 19.
YUZYIL BEYOGLU ORNEKLERINE BiR BAKIS

Bu bildiride, ge¢ 18. ve 19. yiizy1l Beyoglu’sunda yeni yapilan veya
yenilenen/onarilan Hristiyan ve Musevi dini mimarisinde gdzlenen
Osmanli etkileri hakkinda bir degerlendirme sunulmaktadir. Ornekler
arasinda, Rum Ortodoks Panagia kilisesi (1804), Ferikoy’deki Katolik
mezarlik sapeli (1860), Taksim Hagia Triada kilisesi (1882) ve Galata
Yiiksek Kaldirim Eskenazi sinagogu (1901) ele alinacaktir.

Islam gérsel kiiltiiriine ait oldugu kabul goren bezeme dgeleri, gogu kez
sinirlart asarak bir¢ok yerde Hristiyan, Musevi veya Hindu kiiltiirler
tarafindan benimsenip kullanilmislardir. Ancak, Palermo’daki Cappella
Palatina veya Iran’daki Yeni Culfa Ermeni manastir1 gibi meshur Orta Cag
ve Erken Modern déonem orneklerinin disinda, bu dinamikler daha yakin
donemler iizerinde calisan sanat tarih¢ilerinin fazla dikkatini ¢ekmemistir.
Istisna olarak, Rudolph Klein ve Olga Bush’un oryantalist sinagoglar
iizerindeki caligmalarindan veya Alison Wharton’un Dogu Anadolu’daki
Ermeni kiliseleri hakkinda incelemelerinden bahsedebiliriz.

Beyoglu’ndaki gayri-Miislim yapilarla ilgili literatiirde, Osmanli gorsel
kiiltiirii ile baglantilar, Osmanli-islam yapilarindan alintilar nadiren ele
alimmistir. Gergekten de yukarida s6z edilen 6rneklerde gozlenen kiiltiirler
arast gegislilik ¢ok daha agikken, Beyoglu yapilarinda Miisliiman-
Gayri Miislim baglantisin1 takip etmek ve bu aligverisi degerlendirmek
daha zordur. Bunun en olas1 sebebi, Istanbul’da 19. yiizy1l Fransiz,
Ingiliz, Alman, italyan ya da Rus kiliselerinde, mimari anitlarin yeniden
yapilmasi veya yenilenmesi siireclerinde ¢agdas Avrupa’da da oldugu
gibi, “ulusal” iislubun izlenmesidir. Ote yandan, tas-ahsap isciliginden
kemer ve siitiin bi¢imlerine ya da dekoratif ¢ini ve kabartmalara kadar,
Katolik, Rum-Ortodoks, Ermeni ve Musevi cemaatler Osmanli siyasi
sistemine bagliliklarini da ifade eden yerel formlar ve dgeleri benimsemis
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bulunuyorlardi. Bazi durumlarda, figilirli dekorasyonun olmamasi ve
iletim arac1 olarak yazinm kullanilmas: da dolayli olarak Islam/Osmanl
etkisinin bir sonucu sayilabilir.

Bu aidiyet gostergeleri kilise ve sinagog mimarisindeki formlarla bilingli
olarak m1 yer aliyordu? Yoksa ortak bir maddi kiiltiiriinlin kaginilmaz bir
sonucu muydu? Bazi orneklerde ve donemlerde Osmanli unsurlarinin
olmamasini veya kaybolmasini nasil degerlendirmeliyiz? Bildiride bu ve
benzeri sorular mimari/gorsel verilerin ve yazili belgelerin 1s1g8inda ele
aliacaktir.
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Gnepp, A. Pinar

WOODEN MUQARNAS CAPITALS IN THE MOSQUES OF
MEDIEVAL ANATOLIA

Anatolia is home to a group of medieval mosques that has largely escaped
scholarly attention. Built in the cities of Konya, Afyon, and Beysehir
during the mid 13th and late 14th centuries, the mosques in question
appear deceptively plain and unpretentious on their exteriors. However,
on entering each mosque, a wide array of intricately carved and painted
woodwork reveals itself; all structures are supported by wooden columns
(rather than stone), while some make use of large and visually striking
composite wooden capitals and have wooden ceilings, often with
polychrome paintings. This paper analyzes the prominent use of wood
in the interior of an Islamic sacred space and investigates the technical
properties of wooden mugqarnas capitals and their production process.

Wood typically succumbs to fires, insects, and rotting, and working with
a substantial corpus of surviving medieval wooden architecture is rarely
possible. Even in Yemen, where we have the best-preserved examples
of medieval wooden mosque ceilings, there is no synthetic study of the
extant mosques. By contrast, these Anatolian mosques hold the potential
to provide a micro-history of an ephemeral medium focused on a specific
locale. Incorporating advanced digital technologies, this project is not
intended simply as a focused regional study, but as an attempt to produce a
study of a unique corpus of spectacular medieval mosques that might serve
as the model or template for future studies of this ephemeral material, so
rarely preserved as an architectural medium in the Islamic world.

Among the most distinctive features of the Afyon Friday Mosque (ca.
1272) and Beysehir Esrefoglu Mosque (1296) are their elaborate wooden
mugqarnas capitals. Unlike the monolithic stone mugarnas capitals found
in contemporary Seljuq buildings, these wooden capitals are composite,
and were constructed from several distinct wooden pieces conjoined to
form a muqarnas design. Three capitals originally from Afyon Friday
Mosque, which are the earliest surviving examples of wooden mugqarnas
capitals, were left to their destiny in the courtyard of Afyon Archaeological
Museum before their transportation to an indoors storage in 2017. While
highly damaged by weather exposure, their display on the ground makes
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them conveniently accessible for detailed analysis. Although they vary in
size and number of pieces, they were all executed in the same technique:
constructed from distinct wooden pieces conjoined to form a muqarnas
design, with each piece attached to the column and to its neighbors by
iron nails. In effect, each capital is a complex assembly of interlocking but
distinct irregularly shaped pieces, creating an enormous three dimensional
puzzle as large as 63 inches in height.

This paper investigates the production process of these capitals by using
digitalization tools such as generating a 3D model of one of these capitals,
therefore, it will demonstrate the production process in detail that has
not been examined in detail before. By analyzing this technique, I aim
to investigate the craftsmanship and workshop practices, if the mosques
in question were built by the same group of craftsmen, if the technique
already existed in Anatolia or if it was enabled by the presence of traveling
workshops/craftsmen. By doing so, I aim to situate the wooden material
that has not been studied in depth before within the medieval Seljuq studies.

ORTA CAG’DA ANADOLU’NUN MUKARNASLI AHSAP SUTUN
BASLIKLARI

Anadolu bugiine kadar akademik ¢alismalara ¢ok konu olmamis bir grup
Orta Cag camisine ev sahipligi yapmaktadir. Konya, Afyon ve Beysehir’de
13. ve 14. yiizyillarda yapilmis ve bu makaleye konu olan camilerin
ayakta duranlari, disaridan bakildiginda sade ve gosterigsizdir. Fakat
iclerine girildigi an, ince isle naksedilmis ve oyulmus genis kapsamli bir
dekoratif yelpaze kendini etkileyici bir sekilde gdstermektedir. Her bir
cami, tag yerine ahsap siitunlar lizerine oturtulmus, géze carpici ahsap
mukarnas bagliklarla taginan ahsap bir catiya sahiptir ve ¢ogu renkli
nakislarla bezenmistir. Bu bildiri, ahsabin kutsal i¢ mekanlarda sec¢kin
kullanimini, ahsap mukarnas siitun basliklarinin teknik 6zelliklerini ve
yapim tekniklerini analiz etmektedir.

Ahsap malzeme genellikle yanginlara, bdceklere ve cliriimeye karsi
savunmasizdir ve Orta Cag’dan gilinlimiize kadar gelen ahsap mimariyi
calisabilmek ¢ok nadir bir firsattir. Glinlimiize kadar gelen en iyi korunmus
ornekleri iceren Yemen’deki mimari binalar iizerine bile kapsamli bir
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caligma yoktur. Dolayistyla ¢ok kalic1 ve dayanikli olmayan ahgap malzeme
ile tretilen ve belli bir yoreye toplanmis bu camilerin Anadolu’nun bu
bolgesinin mikrotarihinin anlasilmasi i¢in biiyiik bir potansiyelleri vardir.
Ancak, dijital caligmalarla destekledigim bu arastirma, sadece bolgesel
bir aragtirma degildir. Ayn1 zamanda, olaganiistli siislemelere sahip bu
0zgiin Orta Cag camilerini inceleyen ¢aligma ahsap mimari gibi kisa sureli
oldugu diisiiniilen ve Islam diinyasinda giiniimiize ulasan ¢ok az sayidaki
ornekleri igeren arastirmalara gelecekte bir model ya da taslak olabilecek
bir girigimdir.

Afyon Ulu Cami (1272 civ.) ve Beysehir Esrefoglu Cami’nin (1296-99)
en belirgin 6geleri 6zenle hazirlanmis olan mukarnas siitiin bagliklaridir.
Doéneminin Selguklu binalarinda bulunan tastan siitun basliklarinin aksine,
bu ahsap mukarnas basliklar bir¢ok parcadan olugmaktadir. Giiniimiize
kadar gelen en erken ornek olan Afyon Ulu Camii’ne ait ii¢ slitun baslig
2017 yi1linda kapali bir depoya alinana kadar Afyon Arkeoloji Miizesi’nin
bahgesinde kaderlerine terk edilmisti. Her ne kadar biiylik 6l¢lide agik
havadan zarar gormis olsalar dahi, yerde sergilendiklerinden dolay1,
detayli analizlerinin yapilmasi i¢in ¢ok elverisli bir konumdalardi. Her biri
bitisiginde bulunan parcaya demir c¢ivi ile ¢akilarak mukarnas formunu
olusturan bu basliklarin 6l¢tileri ve pargalarinin sayilari degismekle birlikte,
her baslik ayn1 yapim teknigine sahiptir. Birbiri ile i¢ ige gegmis, listiine ve
altina kenetlenmis 6zgiin ahsap pargalarin karisik bir sistemle olusturdugu
her bir baslik, neredeyse iki metre yliksekliginde {i¢ boyutlu kocaman bir
bilmecedir. Bu bildiride, bahsi gecen siitun bagliklarinin yapim tekniklerini
arastirmak ve en iyi sekilde gosterebilmek i¢in {i¢ boyutlu dijital modeller
kullanarak, yapim teknigi daha 6nce aktarilmadigi haliyle sunulacaktir.

Bildiride s6z konusu yapim tekniginin aktarilmasindan sonra 13.ve 14.
yiizyilda yapilmis olan ahsap camilerin isgilerinin ve is¢iliklerinin nasil bir
diizene sahip oldugu tartisilacaktir. Boylece bu teknigin yeni olup olmadig,
eger disaridan geldi ise nereden geldigi ve bu camilerin ayni isgiler
tarafindan yapilip yapilmadigi sorgulanacaktir. Bu baglamda daha once
kapsamli ¢alisilmamis olan ahsap malzemenin Selguklu arastirmalarinda
heniiz olmayan yerini doldurmay1 amaglamaktadir.

179



Gok, Seving
Ko¢, Muhterem

FINDINGS ABOUT THE PRODUCTION PLACE OF A GROUP
OF LATE PERIOD (18TH-19TH CENTURIES) OTTOMAN
CERAMICS IN THE LIGHT OF ARCHAEOMETRIC ANALYSIS

The place of production of some of the ceramic groups from the late
Ottoman period (18th-19th centuries) has not yet been determined. One
of these groups is the green/yellow unicolor glazed and roulette printed
samples with curved edges. Excessive numbers of these ceramics were
found in the Sinop Balatlar Construction Group and Smyrna (Izmir) Agora
excavations. Samples from both excavation sites can be dated to the 18th or
19thcenturies depending on their stratigraphy. Our research indicates that
these samples were produced not locally but most probably at Canakkale.
This assumption, obtained through the comparison of clay and form
characteristics should be supported by methods that provide more accurate
results. Besides the work that utilized ceramic technology, glazing, lining
and clay analyses (SEM, EDX, XRD and Raman Spectroscopy) would
undoubtedly produce more accurate results in determining the place of
production of the samples discussed. For this purpose, this study compares
the green/yellow unicolor glazed and roulette printed samples with a
curled edge that were found in two significant coastal towns, izmir and
Sinop excavation sites with Canakkale ceramics.

Samples of'this group comprising bowls, cups and plates in various forms are
of red clay and white lined. Only the edge of the outer surface is glazed and
lined. Additionally, the body has glazing and lining leaks. In some samples
ofthe group the plates have curved edges, and others have a roulette printed
ornament stripe on the outer surface of the broad side. There are (printed)
single or double profiled circles in the center of some of the ceramics.
There have been several suggestions for the places of production of these
samples, for example: J. W. Hayes identifies outer surface roulette printed
bowls within late period Ottoman ceramics as “Ware P2”, “Canakkale
imitation, probably local samples”. In the publication of P. Armstrong and
N. Giinsenin relating to ceramics found in Ganos (Hoskdy/Tekirdag), plate
samples with curved edges and outer surface roulette printed ceramics are
classified as 19th century Ganos production.
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This paper discusses the production place and evaluates the style
characteristics of these ceramics by comparing the analysis results of the
green/yellow unicolor glazed ceramics discovered in the abovementioned
two excavation sites and the samples with known production places.

ARKEOMETRIK ANALIiZLER ISIGINDA BiR GRUP GEC
DONEM OSMANLI (18.-19. YUZYIL) SERAMIiGININ URETIiM
YERININ TESPITI

Geg Osmanli donemine (18.-19. yiizyil) tarihlenen bazi seramik gruplariin
nerede iiretildigi konusu aydinlatilamamistir. Bu gruplardan biri de yesil/
hardal saris1 tek renk sirli, dalgali kenarli ve rulet baskili 6rneklerdir. Sinop
Balatlar Yap: Toplulugu ile Smyrna (Izmir) Agorasi kazilarinda yogun
olarak ele gecen bu gruba ait orneklerin nerede iiretilmis olabilecekleri
sorusu cevaplanmaya calisilmaktadir. Iki kazi alaninda da stratigrafiye
bagli olarak ortaya ¢ikarilan Ornekler, 18. yiizyill ila 19. ylizyila
tarihlenebilmektedir. Bu 6rneklerin yerel tiretim olmadigi kesindir. Cesitli
aragtirma ve gozlemlerimiz, bu gruba dahil 6rneklerin Canakkale iiretimi
olabilecegini gostermektedir. Ancak, hamur/biinye ile form 6zelliklerinin
karsilastirilmast sonucu elde edilen goriislerin, daha kesin sonuglar
almamizi saglayacak yontemler kullanilarak desteklenmesi gerekmektedir.
Seramik teknolojisinin imkanlarindan yararlanilarak yaptigimiz ortak
calismayla, seramiklerin sir, astar ve hamur analiz sonuglarinin (SEM,
EDX, XRD ve Raman Spectroscopy) ele aldigimiz 6rneklerin iiretim
yerleri konusunda bize daha kesin bilgiler sunacagi agiktir. Bu amagla,
iki 6nemli liman kenti olan izmir ve Sinop’taki kazi alanlarinda ortaya
cikarilan yesil/hardal saris1 tek renk sirli, dalgali kenarli ve rulet baskill
orneklerin, 6zellikle Canakkale seramikleriyle karsilastirilmasi, ¢aligma
konumuzu olusturmaktadir.

Form agisindan c¢esitlilik sunan, kase, ¢anak ve tabaklardan olusan bu
gruptaki 6rnekler, kirmizi hamurlu ve beyaz astarhidir. D1s yiiziin, yalnizca
kenar kismi sirlanmig ve astarlanmistir. Ayrica govde iizerinde sir ve astar
akintilar1 dikkati ¢ekmektedir. Bu gruptaki 6rneklerin bir kisminda tabak
kenarlar1 dalgalidir. Bir kisminda ise genis kenarin dis yiiziinde, rulet baski
siisleme seridi dikkati c¢eker. Seramiklerin bir boliimiiniin merkezinde
(baskiyla olusturulmus) tekli ya da ¢iftli, profilli halkalar vardir. Bu
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orneklerin nerede {iiretildikleri hakkinda arastirmacilar tarafindan gesitli
oneriler sunulmaktadir. Ornegin; J. W. Hayes, dis yiizeyi rulet baskili kaplari
gec donem Osmanli seramikleri grubu icerisinde, “Ware P2”, “Canakkale
taklidi, muhtemelen lokal 6rnekler” olarak tanimlar. P. Armstrong ve N.
Gilinsenin’in Ganos’ta (Hoskoy/Tekirdag) bulunan seramiklere iliskin
yayminda, tabak kenar1 dalgali hatli 6rnekler ile dis ylizeyi rulet baskili
seramiklerin bulundugu grubu 19. yilizy1l, Ganos iiretimi olarak tasnifienir.

Bildirimizde, iki kaz1 alaninda ortaya ¢ikarilan yesil ve hardal sarisi tek
renk sirli seramikler ile iiretim yeri belirli 6rneklerin analiz sonuglari
paylasilarak, bu seramiklerin iiretim yerleri ve islup o6zellikleri
degerlendirilecektir.
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Gologlu, Sabiha

ROYAL WOMEN, THE DALAIL AL-KHAYRAT, AND THE
ENUIAM-1 SERIF: PRIVATE OWNERSHIPAND ENDOWMENT OF
PRAYER BOOKS

The Dala’il al-Khayrat and the En‘am-1 Serif were two widely copied and
frequently illustrated prayer books in the late Ottoman Empire. Copies of
these prayer books were held at the Ottoman palace and in Medina libraries,
endowed to institutions, and owned by private individuals. Mahmud II (r.
1808-39) and his harem had a special interest in these prayer books. The
sultan himself, his wives (Bezmialem Valide Sultan, Pertevniyal Valide
Sultan, and Husyar Kadinefendi), his daughter (Atiyye Sultan), his son
(Sultan Abdiilmecid), his daughter-in-law (Diizdidil Kadinefendi), and his
granddaughter (Refia Sultan) owned and/or endowed copies of the Dala’il
al-Khayrat or the En‘am-1 Serif. This paper focuses on the ownership and
endowment of prayer books by late Ottoman sultans and royal women.
It aims to demonstrate the circulation and recitation of prayer books in
the public and private spheres, and the role of dynastic pedigree in their
dissemination.

Even though their earlier copies exist, the existing body of Dald’il al-
Khayrat and En‘am-1 Serif manuscripts show that these prayer books
were particularly popular in the 18th- and 19th-century Ottoman Empire.
Biographical dictionaries, library catalogues, endowment documents, and
inheritance records also point out the public and private prevalence of
prayer books, as well as the lively market for them. There are numerous
exhibition and collection catalogues and a number of theses that consist
of entries for prayer books describing manuscripts’ physical properties.
Furthermore, Hiba Abid, Alexandra Bain, Frederike-Wiebke Daub,
Christiane Gruber, Semra Giler, and Jan Just Witkam have studied copies
ofthe Dala’il al-Khayrat and the En‘am-1 Serif. They have discussed textual
and visual contents, codicological features, popularity, and uses of prayer
books. Nevertheless, they do not touch upon the ownership, endowment,
circulation, or recitation of prayer books in the Ottoman Empire.

As extant copies and corpora of the Dala’il al-Khayrat and the En‘am-i
Serif demonstrate, common and palatial demand necessitated the rapid
production of prayer books individually or as groups. Dala’il al-Khayrat
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copies were produced for a large market, endowed to mosques, libraries,
madrasas, and tombs, and recited in mosques including the Masjid al-
Nabawi in Medina. Ottoman royalty, and especially elite women had a
prominent role in the circulation of prayer books in the public and private
spheres. Personal prayer books and/or endowments of Diizdidil Kadinefendi
(d. 1845), Atiyye Sultan (d. 1850), Bezmialem Valide Sultan (d. 1853),
Husyar Kadinefendi (d. 1859), Refia Sultan (d. 1880), and Pertevniyal
Valide Sultan (d. 1883) attest to their agency in the dissemination of
the Dala’il al-Khayrat and the En‘am-1 Serif within the palace and from
Istanbul to Medina.

SARAY KADINLARI, DELAILU’L-HAYRAT VE EN'IAM-I SERIF:
BIREYSEL VE VAKFEDILEN DUA KITAPLARI

Delailii’lI-Hayrat ve En‘am-1 Serif ge¢ Osmanli doneminde yaygin bigimde
istinsah edilmis ve sik sik resimlenmis iki dua kitabidir. Bu dua kitaplarin
niishalar1 Osmanli saray1 ve Medine kiitiiphanelerinde yerlerini almis, bagka
kurumlara vakfedilmis ve bireyler tarafindan sahiplenilmistir. II. Mahmud
(1808-39) ve hareminin dua kitaplarina 6zel bir ilgisi olmustur. Padisahin
kendisi, esleri (Bezmialem Valide Sultan, Pertevniyal Valide Sultan ve
Husyar Kadinefendi), kizi (Atiyye Sultan), oglu (Sultan Abdiilmecid),
gelini (Diizdidil Kadinefendi) ve torunu (Refia Sultan) Deldilii’l-Hayrat
veya En‘am-1 Serif niishalarina sahip olmustur veya onlar1 vakfetmistir.
Bu bildiri geg donem Osmanli padisah ve saray kadinlarinin miilkiyetinde
bulunan veya vakfettigi dua kitaplarina odaklanmaktadir. Arastirmanin
amaci dua kitaplarinin kamusal ve 6zel alanlarda kiraat ve dolasimi ile
hanedanin etkisiyle yayilmasini gostermektir.

Dahaerkenniishalari mevcut olsa da giiniimiize gelebilmis Deldilii’I-Hayrat
ve En‘adm-1 Serif niishalart bu dua kitaplarinin Osmanli imparatorlugunda
ozellikle 18 ile 19. yiizyillarda yaygin oldugunu gostermektedir. Hat
tezkereleri, kiitiiphane kataloglari, vakfiyeler ve tereke kayitlar1 da dua
kitaplarinin kamusal ile 6zel alanlarda yayginligina ve hareketli bir pazarin
varligina isaret etmektedir. Dua kitaplar1 ¢ok sayida sergi ve koleksiyon
katalogu ile birkac tezde fiziksel yonleriyle incelenmistir. Ayrica Hiba
Abid, Alexandra Bain, Frederike-Wiebke Daub, Christiane Gruber, Semra
Giiler ve Jan Just Witkam metin ve gorsel igerik, kodikoloji, yayginlik
ve kullanim bakimindan Deldilii’l-Hayrdt ile En‘am-1 Serif yazmalarini
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calismistir. Ancak Osmanli dua kitaplar1 temelliik, vakif, dolagim ve kiraat
ozellikleriyle heniiz irdelenmemistir.

Miinferit veya seri halde cogaltilmis Delailii’l-Hayrdt ve En‘am-1 Serif
niishalar1 saray i¢i ve dis1 talepler dogrultusunda dua kitaplarinin geg
Osmanli doneminde hizli ve etkin bir sekilde tiretildigini gosterir. Deldilii 'l-
Hayrdt ntishalar1 biiyiik bir pazar i¢in iiretilmis; cami, kiitiiphane, medrese
ile tiirbelere vakfedilmis; Medine’deki Mescid-i Nebevi de dahil olmak
iizere camilerde kiraat edilmistir. Osmanli hanedan1 ve 6zellikle saray
kadinlarinin dua kitaplarinin kamusal ve 06zel alanlardaki dolasiminda
rolleri biiyiiktiir. Dilizdidil Kadimefendi (6. 1845), Atiyye Sultan (6. 1850),
Bezmialem Valide Sultan (6. 1853), Husyar Kadinefendi (6. 1859), Refia
Sultan (6. 1880) ve Pertevniyal Valide Sultan’in (6. 1883) kisisel dua
kitaplar1 veya vakfiyeleri bu hanimlarin Delailii’l-Hayrat ve En‘am-i
Serifin saray icinde ve Istanbul’dan Medine’ye yayilmasinda etkili
olduklarini ortaya koymaktadir.
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Giimiis, Miijde Dila

AN EARLY EXAMPLE OF THE SECOND CONSTITUTIONAL
ERA MONUMENTS: THE PROJECT OF RAYMOND PERE

The declaration of the IInd Constitutional Monarchy brought along with it a
course of significant change and it was decided that two monuments should
be built to commemorate this milestone; one in Istanbul and another one in
Thessaloniki. The first project created for Istanbul is the Hiirriyet Abidesi
(Liberty Monument), designed by Vedad (Tek) Bey. The project, planned
to be situated in Sultanahmet Square, was shelved after the 31st March
Incident. Instead, Muzaffer Bey’s Abide-i Hiirriyet (Monument of Liberty)
was built in Caglayan. Even though the foundations were laid for the project
developed for Thessaloniki, its construction was never completed. Its
project, designed by Raymond Péré, which can be found in the Ottoman
State Archives, indicates that the construction of another monument in Izmir
was also considered. This paper will explore the position of the monument
designed by Raymond Péré in regard to the design approach that symbolized
the new regime.

Péré’s project is drawn on a letterhead paper with the heading “Raymond
C. Péré. Architecte & Peintre. Smyrne (Turquie d’Asie)”, and the date - in
the form of “Smyrne, le ... 190...”- was left unfilled. There is no written
explanation, date or signature on the document. The fact that there is a
belt on the monument inscribed with the date “24 Juill[et] 1908, shows
that the monument was designed to commemorate the declaration of the
IInd Constitutional Monarchy. Péré’s design consists of a column placed
on a large-scale architectural construction serving as a pedestal. Between
the column and the pedestal, there is a rock wrapped with tattered ropes
and chains, which is flanked by a cannonball and a naval ship, intended to
highlight the state’s military power. The coat of arms of the Ottoman Empire
is placed on top of the column. The monument shows great resemblance to
the Izmir Clock Tower which was designed by the same architect. Raymond
Péré’s monument project is an eclectic one significantly influenced by an
orientalist approach, during the IInd Constitutionalism years when the
National Style was supported by the state. It is set apart from the Abide-i
Hiirriyet and Tayyare Sehitleri Aniti (Monument of the Matrys of the Aircraft
Accident) in Istanbul by its design and ornamental features.
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Although the Sam Telgraf Aniti (The Telegraph Monument in Damascus)
designed by Raimondo D’Aronco during the reign of Abdiilhamid II is
earlier, it is an exceptional case, and the Abide-i Hiirriyet is considered
the first monument of the Ottoman Empire in respect of its symbolizing a
milestone such as the change of regime. The IInd Constitution monument
projects of Raymond Péré and Vedad (Tek) Bey are remarkable in the
sense that they are dated prior to the Abide-i Hiirriyet. Since no visual
document of the project designed for Thessaloniki or Sultanahmet Square
has been found so far, Raymond Péré’s design gains importance as one of
the first examples of the earliest monuments in the history of Ottoman art
and architecture. As a result of the presentation of the project in question,
the examination of its features and its comparison with other examples
from the period, Raymond Péré’s design will find a place in the literature
of the history of late Ottoman art and architecture.

II. MESRUTIYET DONEMIi ANITLARINA ERKEN TARIHLI BiR
ORNEK: RAYMOND PERE’NIN PROJESI

II. Megrutiyet’in ilani, Osmanli Devleti’nde biiyiik bir degisim siirecini
beraberinde getirmis; bu déniim noktasini simgelemek amaciyla, Istanbul
ve Selanik’te birer anit insa edilmesine karar verilmistir. Istanbul icin
hazirlanan ilk proje, Mimar Vedad (Tek) Bey’in Hiirriyet Abidesi’dir.
Sultanhamet Meydani’nda yer almasi planlanan bu proje, 31 Mart
Vakasi’nin ardindan rafa kalkmis ve Caglayan’a, Muzaffer Bey’in tasarimi
olan Abide-i Hiirriyet inga edilmistir. Selanik i¢in hazirlanan projenin
temeli atilmissa da insasi tamamlanamamistir. Cumhurbaskanligi Devlet
Arsivleri’nde bulunan, Raymond Péré’ye ait II. Mesrutiyet Anit1 projesi,
diger bir anitin Izmir’de yapilmasmin giindeme geldigini gostermektedir.
Bildiri kapsaminda, bu anit onerisinin, yeni rejimi temsil eden tasarim
anlayisi i¢inde nasil konumlandig: tartigilacaktir.

Péré’nin projesi, “Raymond C. Péré. Architecte & Peintre. Smyrne
(Turquie d’Asie)” antetli bir kagida ¢izilmis olup, sag iist kosede bulunan
“Smyrne, le ... 190...” yazil tarih kism1 bos birakilmistir. Evrak tizerinde
herhangi bir acgiklama, tarih veya imza bulunmamaktadir. Anitin iizerinde
“24 Juill[et] 1908 yazan bir kusak bulunmasi, II. Megrutiyetin ilanini
simgelemek amaciyla hazirlandigin1 gostermektedir. Péré’nin tasarimi,
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kaide olarak biiyiik 6lgekli bir mimari diizenlemenin iizerine yerlestirilmis
bir siitundan olusmaktadir. Siitun ile mimari diizenleme arasinda, etrafi
pargalanmis halat ve zincirlerle sarili bir kaya; bu kayanimn iki yaninda
ise devletin askeri giicline vurgu yapmak {izere bir top ve bir savas
gemisi heykeli bulunmaktadir. Siitunun iizerine ise Osmanli armasi
yerlestirilmistir. Stitunun altindaki mimari diizenleme, ayni mimarin eseri
olan Izmir Saat Kulesi ile biiyiik benzerlikler tasimaktadir. Milli Mimari
islubunun devlet katinda tercih edildigi II. Mesrutiyet yillarinda Raymond
Péré ‘nin projesi, oryantalist yaklasimin agir bastig1 eklektik bir tasarimdir.
Bu bakimdan, Istanbul’da insa edilmis olan Abide-i Hiirriyet ile Tayyare
Sehitleri Aniti’ndan ayrilmaktadir.

II. Abdiilhamid doneminde mimar Raimondo D’Aronco tarafindan
tasarlanmis olan Sam Telgraf Aniti’nin istisnai durumu tartismaya agik
olmakla beraber, yonetim biciminin degismesi gibi bir doniim noktasini
simgelemesi bakimindan Abide-i Hiirriyet; Osmanli devletinde insa edilmis
ilk anit olarak kabul edilmektedir. Raymond Péré ile Vedad (Tek) Bey’in
II. Mesrutiyet Anit1 projeleri, Abide-i Hiirriyet’ten onceye tarihlenmeleri
bakimindan dikkat ¢ekicilerdir. Selanik i¢in hazirlanan projeye ve Vedad
Bey’in projesine iliskin herhangi bir gorsel belgeye heniiz ulasilamamasi
g6z oOniinde bulunduruldugunda, Raymond Péré’nin tasarimi, Osmanli
mimarlik ve sanat tarihindeki erken tarihli anit 6nerilerinden biri olarak
onem kazanmaktadir. S6z konusu projenin tanitilmasi, tasarim 6zelliklerinin
incelenmesi ve donem 6rnekleri ile karsilagtirilmasi sonucunda; Raymond
Péré’nin tasarimi, ge¢ donem Osmanli mimarlik ve sanat tarihi yazininda
yer bulacaktir.
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Giingoren, Aysegiil

FROM CRETE TO SOKE, A POPULATION EXCHANGE STORY:
THE AHMET HIiLALI UZBEK FAMILY COLLECTION

Until the beginning of the 20th Century, S6ke had two neighbourhoods
one of which was mainly inhabited by Turkish and the other, Greek
families. Soke Stream acted like a border between the two ethnicities and
the relationship between these neighbourhoods were through two bridges
for a while. During the exchange, many Cretan families moved to the
Greek neighbourhood then named Kemalpasa Neighbourhood and were
placed in homes left vacant by the Greek families. These stone structures
with varying typologies have been dilapidated to the point of becoming
ruins, however their basic frames have survived to this day as a group.
Streets, avenues and houses were restored by the municipality, and the
residences thus included in the city life via public works started to give
Soke a distinguished allure. Now, the old residents of Soke find themselves
unwilling to leave the neighbourhood when they visit because they find
touchstones of their childhoods and stories adorn the neighbourhood. One
of those adornments, restored to its former elegance by the municipality,
holds an interesting story and a collection that enriches this story.

This mansion, which was designed by an Athenian architect, was
commissioned by Kalengo, one of the landowners of Soke during the
Greek era, as a wedding gift for his daughter in the last quarter of the
19th century. After the Greek family left Soke as per the exchange act
signed on 30th January 1923 during the Lausanne negotiations, it was
taken by Ahmet Hilali Bey, the last sheikh of the Halveti Sect, an exchange
immigrant from the Kandiye (Iraklion) city of Crete. Ahmet Hilali Bey
was born in 1892 in Crete, Kandiye. He attended the Muslim School in
Kandiye before taking special education from the period’s distinguished
teachers to ultimately become well rounded both in religious and scientific
disciplines. He spoke seven languages including English, French, German,
Ottoman Turkish, Arabic, Greek and Turkish. It is known that he had a
large library including literature pieces in these languages and he placed
this library in his residence in Soke. According to the family, only a few
hundred of the thousands of books in this library survived.
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Ahmet Hilali Bey, took the surname of “Uzbek” upon the passing of the
family name law. He continued his mentorship work in Soke after the
exchange and got involved in many social services. Uzbek Family, have
brought artefacts of both the Halveti Sect of Crete and the hidden history
of Crete itself in a rich assortment and as complete as possible. Most of
the artefacts moved from Crete to Anatolia during the exchange are being
preserved by the family today.

Information uncovered during the restoration of the mansion as well as the
collection we were able to locate made it possible to arrange an opening
for the mansion including an exhibition of artefacts that was part of the
mansion’s history at a time. This exhibition was prepared in order to make
the opening of the Uzbek Mansion located in the Kemalpasa neighbourhood
of Soke with its colourful history from 19th century to this day more
meaningful and revitalise a section of history by reuniting memories with
artefacts. The aim here, which was supported by the authorities, is to take
a step towards establishing a museum that will keep the story and the name
of the mansion alive and preserve its artefacts.

The story of the Uzbek Mansion brings traces of many cultures and
geographies to the present day and in turn uncovers the common values
of the people of Soke, who experienced the concept of immigration at an
internalised level and reflect this in their culture.

GIRIT’'DEN SOKE’YE BIR MUBADELE OYKUSU: AHMET
HIiLALI UZBEK AIiLE KOLEKSIiYONU

Soke’nin 20. yiizy1l bagina dek agirlikli olarak biri Tiirk, digeri ise Rum ailelerin
yasadig iki mahallesi vardir. Soke Cayi, iki etnik grup arasinda adeta bir sinir
olusturmus ve iki mahallenin birbiriyle iletisimi bir zamanlar iki kopriiyle
saglanmistir. Miibadele siirecinde Kemalpasa Mahallesi olarak adlandirilmig
olan Rum mahallesine ¢ok sayida Giritli aile gelmis ve pek cogu Rum ailelerden
bosalan konutlara yerlestirilmistir. Birbirinden farkli tipte kagir konutlar
gliniimiize harap da olsa bir grup halinde ulasmistir. Belediye tarafindan yollar,
sokaklar ve evler onarilmis ve kamusal iglevlerle kent hayatina dahil edilmis
konutlar Soke’yi ayr1 bir cazibe haline getirmeye baglamigtir. Giliniimiizde
Eski Sokeliler mahalleye geldiklerinde artik ayrilmak istememekte her birinin
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cocukluk anilarinda bir mihenk tas1 karsilarina ¢tkmakta ve hikayeler mahalleyi
donatmaktadur. Iste bunlardan belediye tarafindan restore edilen biri, oldukca
ilging bir dykiiye ve o Oykiiyii zenginleyecek bir koleksiyona sahiptir.

Soke’nin Rum donemi toprak zenginlerinden Kalengo’nun, 19.ylizyilin son
ceyreginde kizina diiglin hediyesi olarak insa ettirdigi, projesini Atinali bir
mimarin yaptirdigi konaga Lozan miizakereleri sirasinda imzalanan, 30 Ocak
1923 tarihli miibadele anlagsmasi geregi Rum aile Soke’den ayrilinca, Girit’in
Kandiye (Iraklion) kentinden beldeye gd¢miis miibadillerden, Halveti Tarikat:
son Seyhi Ahmet Hilali Bey’e ev sahipligi yapmistir. Ahmet Hilali Bey, 1892
yilinda Kandiye’de diinyaya gelmistir. [lkdgretimini Kandiye>de Miisliiman
mektebinde tamamlamis, daha sonra donemin se¢kin hocalarinin esliginde 6zel
dersler alarak hem bilimsel hem de dini egitimi ile takdir edilecek bir donanim
sahibi olmustur. Ingilizce, Fransizca, Almanca, Osmanlica, Arapca, Rumca ve
Tiirkce olmak tizere yedi dil bilen A. Hilali Bey’in bu dillerde yazilmig genis
bir kiitiiphanesi oldugu ve bu kiitiiphanenin Soke’deki konuta yerlestirildigi
bilinmektedir. Ailenin verdigi bilgiye gore binlerce kitaptan giiniimiize birkag
yiiz kadar1 ulasabilmistir.

Ahmet Hilali Bey, soyadi kanunu ile “Uzbek” soyadini almigtir. Kendisi
miibadele sonrasi Soke’de miirsidlige devam etmis, bir¢ok sosyal hizmette
bulunmustur. Uzbek Ailesi Girit’ten hem Halveti Tarikati’nin hem de Girit’in
glin yliziilne ¢ikmamis objelerini giiniimiize zengin ¢esitlilikte ve bir biitiin
halinde ulagtirmislardir. Miibadele siirecinde, Girit’ten Anadolu’ya gemiyle
tasinan pek ¢ok eser, gliniimiizde ailenin korumasi altindadir.

Konagin restorasyonu sirasinda elde edilen bilgiler ve karsimiza cikan
koleksiyon konagin acilisinin konagin bir doneminde yer alan eserlerden
olusan bir obje sergisi ile ger¢eklestirmeyi miimkiin kilmigtir. Sergi; Soke nin
Kemalpasa Mahallesi icerisinde yer alan ve yerlesimin 19. yilizy1ldan giiniimiize
uzanan tarihinin bir 6zetini sunan renkli bir dykiiye sahip Uzbek Konagi'nin
acilisin1 anlamli kilmak, hatiralar1 objelerle bulusturarak tarihin bir kesitini
canlandirmak i¢in hazirlanmistir. Amag, konagin adini, dykiisiinii yasatan ve
eserlerini barindiran bir miize olmasi i¢in adim atmaktir. Bu goriis tarafimizca
yetkili mercilere iletilmis ve kabul gormiistiir.

Uzbek Konag1’nin dykiisii, pek cok cografyanin ve kiiltiiriin izlerini giinlimiize
aktarmaktadir ki bu Oykii go¢ olgusunu yasayan ve Kkiiltiiriine aktaran
Sokelilerin ortak degerlerini gilin yiizline ¢ikartmaktadir.
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Giirkan Anar, Damla

SULTAN AHMED MOSQUE’S DECORATIVE PROGRAM AND
FURNISHINGS

The Ottoman sultans’ mosques constitute one of the main topics of the
history of Ottoman architecture, and have been the subject of sustained
scholarly attention. Several scholars of Ottoman architectural, cultural,
socio-economic and political history handled different aspects of the
Ottoman sultanic mosques in diverse studies. These royal mosques have
been mostly studied in terms of their architectural, formal, spatial, and
decorative aspects, and the majority of the existing studies focus on the
complexes that were built during Sinan’s tenure. Despite the intensity of
academic interest, there is still work to be done on this topic. Focusing on
one of the less studied Ottoman sultanic mosques, this talk aims to make
a modest contribution to the academic literature on the Ottoman sultanic
mosques.

The purpose of this study is to describe and contextualize the decorative
program and furnishings of the Sultan Ahmed Mosque (b. 1609-1616),
which was built by Ahmed I (r. 1603-1617). The inscriptions, ceramic
tiles, woodworks and furnishings decorating the edifice will be analysed
in terms of their formal and material aspects, as well as their functional and
symbolic facets. The scope of this research is limited to the 17th century. It
aims to portray the decoration and furnishings of the mosque in its original
form. Changes in the decorative texture that occurred in the centuries
following the mosque’s construction is beyond the limit of this research.
It relies on a variety of sources including the mosque’s decorations that
remained intact; registers of workmen and construction apparatus; the
foundation deed (vakfname); a series of royal orders in mithimme defters,
and accounts of vernacular and foreign observers. Relevant information
derived from various primary sources will be presented in a comprehensive
interpretative framework, which centres on a couple of questions including
‘How does the mosque’s decoration coalesce with its spatial, formal
and material facets?’; ‘How does it reflect the patron’s religio-political
concerns in terms of the symbolic attributes and references that are
implicit in the decorative repertoire?’; ‘How do its material and symbolic
aspects represent the patron’s piety, wealth, and glory?, and ‘How do its
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decoration and furnishings relate with various social and religious usages
of the sanctuary?’.

The present study attempts to describe and interpret the decoration of the
Sultan Ahmed Mosque with a holistic approach that does not prioritize
either its formal aspects, or a contextual interpretation of the mosque’s
decoration. Rather, it aims to investigate the mosque’s decorative program
as an integral part of the building’s architectural and ritualistic facets, and
to assess its materials, repertoire, and formal aspects as a whole.

SULTAN AHMED CAMIi’NiN TEZYINAT VE MEFRUSATI

Selatin camileri, Osmanli mimarlik tarihinin ana konularindan birini teskil
etmektedir ve siiregelen bir bilimsel ilginin odagi olmustur. Osmanli
mimarlk, kiiltiir, sosyoekonomik ve siyasi tarihiyle ilgilenen pek cok
arastirmaci, selatin camilerini farkli yonleriyle cesitli ¢alismalarda ele
almistir. S6z konusu yapilar en ¢ok mimari, bigimsel, mekansal ve tezyini
ozellikleri agisindan incelenmistir ve var olan ¢alismalarin ¢ogu, Mimar
Sinan devrinde insa edilmis selatin camilerine odaklanmaktadir. Var olan
yogun bilimsel alakaya ragmen, konu hakkinda c¢alismalar hala eksiktir.
Digerlerine nazaran daha az arastirilmis bir selatin camiine odaklanan
bu konusma, Osmanli selatin camileri hakkindaki literatiire miitevazi bir
katkida bulunmay1 amaglamaktadir.

Bu calismanin amaci, I. Ahmed (s. 1603-1617) tarafindan insa ettirilmis
olan Sultan Ahmed Camii’nin (i. 1609-1616) tezyinat ve mefrusatini
tasvir etmek ve baglamsal bir cergevede yorumlamaktir. Bu camiyi
stisleyen kitabeler, ¢iniler, ahsap isleri ve mobilyalar, bicimsel olarak ve
malzemeleri acgisindan incelenecek; ayni zamanda bunlarin sembolik ve
islevsel ozellikleri de ele alinacaktir. Bu ¢alismanin kapsami, 17. ylizyil
ile simirlidir. Amaci, caminin tezyinat ve mefrusatini, yapildig: haliyle
incelemek ve tasvir etmektir. Caminin ingasini takip eden asirlarda
tezyini dokuya yapilan miidahaleler, bu incelemenin gercevesinin sinirlari
disindadir. Caminin degisime ugramamis siislemeleri, ingaatta calisan
is¢iler ve kullanilan malzemeyi gdsteren arsiv kayitlart (insaat defterleri),
caminin vakfiyesi, mithimme defterlerinde bulunan bir dizi hiikiim ile
17. yiizyilda yasamis pek ¢ok yerli ve yabanci gdézlemcinin anlatilari,
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bu calismanin temel kaynaklarini olusturmaktadir. Cesitli birincil
kaynaklardan devsirilen malumat, su sorular etrafinda sekillenen bir
yorumsal ¢erceve i¢inde sunulacaktir: ‘Caminin tezyini dokusu, yapinin
mimari ve bi¢imsel 6zellikleri ve malzemeleri ile nasil biitiinlesmektedir?’,
‘Caminin siisleme repertuvarinda ickin olan sembolik anlam ve referanslar,
baninin dini-siyasi kimligi ve ajandasini nasil yansitmaktadir?’, ‘Siisleme
ve mobilyalar, baninin dindarlik, gii¢ ve zenginligini yansitmada nasil bir
rol oynamistir?’, ve ‘Caminin mefrusat ve tezyinatinin, mabedin cesitli
sosyal islevleri ve ev sahipligi yaptig1 ayin ve ritiiellerle iliskisi nedir?’

Bu ¢alisma, Sultan Ahmed Camii’nin tezyinat ve mefrusatini biitlinsel bir
yaklasimla, bigimsel 6zellikleri veya baglamsal ¢ergeveyi oncelemeden
betimlemeyi ve yorumlamayr amaclamaktadir. Caminin siislemesi,
yapinin mimari ve sosyal/islevsel yapisinin bir parcgasi olarak ele alinacak,
malzeme, bi¢im ve repertuvar bir biitiin olarak incelenecektir.
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Hepworth, Paul

THE SHAH TAHMASP ALBUM AND ITS POTENTIAL
INFLUENCE ON OTTOMAN ALBUM-MAKERS

The Shah Tahmasp Album in the Istanbul University Rare Books Library
is of great interest to scholars. It was probably also of interest to the
members of the Ottoman workshops when it entered the Ottoman imperial
collections in the 16th or 17th century. This paper poses the question
about what the Ottomans may have thought of its features. Did the album’s
contents, their formatting and organization serve as a model for Ottoman
album-making efforts?

To address this issue, the paper examines how much the album in its present
state resembles what it looked like when the Ottomans first received it. The
evidence suggests that significant changes were made, for example, to the
ordering of the leaves. As will be discussed, this seems to show that the
Ottomans critically assessed the album and made changes to it according
to their own standards and criteria. So, at least partially, they saw it not as
a set reference but something to be adapted and modified.

The paper then considers some features of the album that were clearly
Safavid in origin and seem peculiar to a modern sensibility. For example,
the introductory text is partially dispersed in the album and covers
miniatures that must have been intended to be seen at one time. Also, on
several consecutive pages, some of the artwork has been mounted upside
down relative to the orientation of the artwork in the rest of the album.
Would these organizational inconsistencies have been something that the
Ottomans emulated or accepted in their own albums?

In order to fit some of the calligraphic artwork in the album, it was
dramatically reformatted. The reformatting also affected the narrative
meaning carried by the writing and would have created challenges for
someone looking at the album who actually wanted to read and follow the
text. A parallel reformatting of many of the miniatures in the album also
exists. The paper considers the narrative meaning that these miniatures
would have carried as illustrations of a popular and well-known cycle of
stories. This contrasts with the possible meaning most of them could have
had when recombined and reordered in the album. In the reformatting
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of both calligraphy and illuminations for the album, the Safavids seem to
have been creating new qualities in the album’s contents. Did the Ottomans
artistically and intellectually engage with this effort and undertake comparable
reformatting of artwork for their albums?

Although these questions remain open, the paper begins the process of
determining how Safavids and Ottomans defined their albums: not only what
contents were deemed appropriate to include, but what implicit rules were
used in their organization and modification.

SAH TAHMASP ALBUMU VE OSMANLI ALBUM YAPIMCILA-
RINA OLASI ETKISi

Istanbul Universitesi Nadir Eserler Kiitiiphanesinde bulunan Sah Tahmasb
Albiimii, bilim insanlarinin daima ilgisini ¢ekmistir. 16. veya 17. yiizyilda
Osmanli saray koleksiyonuna girdikten sonra da nakkashanedeki ustalarin
ayni sekilde ilgisini ¢ekmis olmalidir. Bu sunumda Osmanlilarin albiimiin
ozellikleri hakkinda neler diisiindiikleri ve alblimiin igeriginin, diizenleme
ve formatmin Osmanli alblimleri i¢in bir 6rnek olusturmus olma ihtimali
sorgulanacaktir.

Bu soruyu cevaplamak i¢in, sunumda albiimiin Osmanli sarayimna ulastigi
zamanki durumuyla simdiki hali kiyaslanacaktir. Albiim, verilerin gosterdigine
gore mesela yapraklarin siralamasinda oldugu gibi onemli degisiklikler
gecirmistir. Bu veriler Osmanlilarin kendi standartlart ve kriterlerine gore
alblimii ciddi bir sekilde degerlendirmeye ve degistirmeye calistiklarini
kanitlamaktadir. Yani hi¢ degilse kismen, albiime bir referans-model seti
olarak degil, uyarlanacak ve degistirilebilecek bir eser olarak bakmiglardir.

Bu nedenle, bildiride albiimde Safeviler tarafindan yaratilan ama modern
duyarlilik i¢in tuhaf olan ozellikler géz 6niinde bulundurulacaktir. Mesela
onsdz metninin bir boliimii albiimiin farkl sayfalarina dagilmstir, bazilart
Ozgiin halinde goriilmek {izere yerlestirilmis olan resimlerin iizerine
yapistirilmistir. Ayrica, ardisik birkag sayfada sanat eserlerinin diger 6rneklere
gore bas asag1 yapistirildigr goriilmektedir. Osmanlilar kendi albiimlerinde,
bu tarz diizensizlikleri veya tutarsizliklar taklit edecek veya kabul edecekler
miydi?
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Alblime hat sanati iiriinlerini sigdirmak i¢in eserlerin formatlar1 epeyce
degistirilmistir. Bu format degisiklikleri yazinin igeriginin anlagilmasini da
zorlagtirmis ve okuyanlara sorun yaratmistir. Benzer format degisiklikleri
alblimdeki resimlere de uygulanmistir. Bu sunumda, popiiler ve iyi
taninan hikayelerden c¢ikarilan resimlerin anlatilarinin anlamlarinin yeni
diizenleme ve siralamada nasil degistirildigi irdelenecektir. Hem hat hem
resim Orneklerinin formatlar1 degistirilirken Safevi sanat¢ilarin albiimiin
icerigine yeni nitelikler katma istekleri gézlenebilmektedir. Osmanlilarin
da kendi albiimlerini olustururken hem entelektiicl hem de sanatsal agidan
benzer bir ¢abalar1 var miydi?

Bu tarz sorular1 kesin olarak yanitlayamamakla birlikte, bu sunum
Safevilerin ve Osmanlilarin albiimlerini nasil olusturduklarini belirlemeyi
hedeflemektedir. Sadece uygun icerigin nasil secildigi degil, hangi iistii
kapali kurallarin, igeriklerin diizenlenmesinde ve degistirilmesinde
kullanildig1 da sorgulanacaktir.
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Ionescu, Stefano
Boz, Levent

TRANSYLVANIAN RUGS AND THEIR RELATION TO ISLAMIC
ARCHITECTURE

The so-called ‘Transylvanian’ rugs, totalling about 760 surviving examples,
is the largest and best researched group of 17th century western Anatolian
prayer rugs. The name of the group, which is currently used in carpet
literature and trade, derives from their massive presence in Transylvania
(especially in the churches of the Saxon community), where they survived in
sizeable numbers. These rugs are not the products of organised workshops,
but have most probably been woven by women on their home looms,
mostly for trade. In the 17th century they have been intensely exported to
Transylvania as well as to other countries where sometimes they survived
in situ (Sweden) or where they can be found in 17th century paintings:
Netherlands, Italy, Poland and England. In 1699 Transylvania became part
of the Habsburg Empire and the local taste changed. Soon the production
of ‘Transylvanian’ rugs ceased completely. Until recent times the theory of
the extra-Anatolian origin of these rugs had several supporters and among
them CG Ellis was the most influential. This misleading theory, which
is not supported by technical evidence or by historical facts, disoriented
many scholars.

On the background of the studies of Emil Schmutzler, Michael Franses,
Ferenc Batari, Jon Thompson, Alberto Boralevi, Walter Denny and John
Mills, Stefano lonescu proposed for the first time a full classification
of the ‘Transylvanian’ group and variants. On the other hand Levent
Boz conducted a research of the rugs of this type in Turkish museums
which are of the same type as those found in Transylvania. Exhaustive
information from carpets in paintings, mostly from the Dutch Golden Age,
combined with data from inventories and inscribed examples donated by
the parishioners allow accurate dating to a quarter of a century, which
is remarkable in carpet studies. According to the general layout, the
‘Transylvanian’ group can be divided into four main types, which have
distinctive spandrels, borders and minor borders. This clearly points to
different production areas in Western Anatolia. In some cases the design
can be traced to earlier Ottoman court prototypes.
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This paper will try to explore the relation of the different types of
‘Transylvanian’ rugs with Islamic architecture. The design of the Single-
niche ‘Transylvanian’ group, as the TIEM inv. 401 with a decorated mihrab
topped by a religious script (the call for the Friday prayer), framed by a
star and cartouche border and reciprocal minor borders recalls the inner
Ottoman stained-glasses. Certain types of plain niche ‘Transylvanian’
rugs recall the Seljuk cusped mihrabs decorated with muqarnas. Finally
the triple-arched ‘Transylvanian’ column-rugs can be seen as the gates of
mosques. The peculiar motif of the columns, with Corinthian capitals and
stepped faceted bases is a clear architectural motif borrowed by the carpets
but the origin of this design is still not clear and will be discussed.

TRANSILVANYA HALILARI VE IiSLAM MIiMARIiSi iLE
ILISKILERI

“Transilvanya” tipi olarak tanimlanan ve diinya ¢apinda yaklasik 760
ornegi bulunan halilar, 17. ylizy1l Anadolu halilar1 i¢indeki en biiytlik ve
en iyi arastirtlmis grubu meydana getirmektedir. Hali arastirmalarinda
oldugu kadar ticaret hayatinda da kabul gormiis olan “Transilvanya” ad1 bu
halilarin biiytik oranda Transilvanya’da, 6zellikle de Sakson kiliselerinde
bulunmalarindan kaynaklanmaktadir. Bu halilarin organize bir iiretimin
rtinii olmaktan cok, biiyiik olasilikla koylii kadinlar tarafindan ticari
amacl olarak ev tezgahlarinda dokundugu diisiiniilmektedir. 17. ylizyilda
Transilvanya’ya yogun sekilde ihrag edilen bu halilarin érneklerine Isveg
gibi uzak iilkelerde de rastlanmakta, ayrica Hollanda, Italya, Polonya ve
Ingiltere resim sanatinda da betimlendikleri gozlenmektedir. 1699 yilinda
Transilvanya Habsburg Imparatorlugu’nun bir pargasi haline gelmis ve
ardindan estetik tercihlerde farklilagma baslamis, hali modasi gerilemeye
baglamis, kisa siire sonra ise “Transilvanya” tipi halilarin iiretimi son
ermigstir. Yakin zamana kadar bu halilarin Anadolu disinda dokundugu
teorisi, C. G. Ellis basta olmak {izere birkag kisi tarafindan desteklenmistir.
Fakat pek cok arastirmaciy1 yaniltan bu yanlis teori giinlimiizde teknik
kanitlarla ve tarihi gerceklerle ¢iiriitiilmiistiir.

Emil Schmutzler, Michael Franses, Ferenc Batari, Jon Thompson,
Alberto Boralevi, Walter Denny ve John Mills’in ¢alismalarini devam
ettiren Stefano Ionescu, ilk kez “Transilvanya” tipi hali grubunun tam bir
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siniflandirmasini olusturmustur. Ayrica Levent Boz, Tiirkiye miizelerinde
bu tiir halilarin 6rneklerini arastirmis ve mevcut drneklerin Transilvanya’da
bulunanlarla ayn1 oldugunu degerlendirmistir. Basta Hollanda olmak {izere
Avrupa resim sanatindaki hali tasvirlerinin, glimriik/envanter kayitlarinin
ve halilarin iizerindeki bagis notlarmin degerlendirilmesi neticesinde
halilarin bir yiizy1lin ¢eyregi hassasiyetinde tarihlendirilebilmesi miimkiin
olmustur ki bu hali ¢alismalar1 i¢in dikkat ¢ekici bir basaridir. Genel
tasarimlar1 degerlendirildiginde “Transilvanya” tipi halilar birbirinden
farkli mihrap koseleri ve bordiirleriyle dort ana gruba ayrilmaktadir.
Bu bilgi bize s6z konusu halilarin Bati Anadolu’nun farkli noktalarinda
tiretilmis olabilecegini gostermektedir. Baz1 6rneklerin tasarim 6zellikleri
ise Osmanli saray halis1 prototiplerini hatirlatmaktadir.

Bu c¢alismada farkli gruplara ait “Transilvanya” tipi hali tasarimlarinin
Islam mimarisiyle olan baglantilar1 degerlendirilecektir. Tek mihrapl
“Transilvanya” tipi halilarin tasarimi, Tiirk ve Islam Eserleri Miizesi’nde
bulunan 401 envanter numarali halida oldugu gibi, dekoratif bir mihrap
iizerinde yazit alani, yildiz ve kartus varyasyonlu bordiirii ve karsilikli
yerlestirilmis kii¢iik bordiirleriyle Osmanli vitraylarii hatirlatmaktadir.
Seccade formlu bazi “Transilvanya” tipi halilarin tasarimi sivri uglu
ve mukarnaslhi Selcuklu mihraplarin1 diisiindiirmektedir. Ug¢ kemerli
“Transilvanya” tipi halilarin tasarimindaki mimari etkilesim ise bazi
camilerin kapilarinda izlenebilmektedir. Korinth baslikli ve basamak taban
stitunlu halilarin tasarimlari agik¢a mimari bir 6geden esinlenilmistir, fakat
bu tasarimin kdkeni tam olarak ortaya koyulamamistir ve ¢alismamizda
degerlendirilecek hususlardan biri olacaktir.
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Islam, Zohirul

TURKISH ART, ARCHITECTURE AND LANGUAGES IN
BANGLADESH (PAST BENGAL): A HISTORICAL AND
ANALYTICAL STUDY DURING THE MEDIEVAL PERIOD

During the South Asia Sultanate and the Mughal periods (1200-1800),
with the rise of the Islamic states as the dominant powers in India, the
Indian Sub-Continent (India, Pakistan and Bangladesh) and Indian art
were subjected to Islamic influence. This resulted in a hybrid aesthetic as
well as Indo-Islamic art, which flourished to varying extents across south
and south east Asia. Bangladesh (past Bengal), situated in South Asia, is
the world’s third largest Muslim majority country and the nation’s main
identity is defined through mosque architecture and language. Traditional
history placed the Mughal and Ottoman states in the center of the trade and
considered them as the “Middle Man” due to their access to water routes
between Asia and Europe. Although the Ottomans and the Mughals share
common ethnic roots, their approach to Islamic art and architecture, from
paintings to architecture, is different in the Indian subcontinent, Turkey
and eastern Mediterranean.

Turkish commander Ikhtiyar Uddin bin Muhammad Bhaktiyer Khilji
captured Bengal with his Turkish followers in 1204 A.D. and began ruling
the region. Besides these many sufi saints like Khan Jahan Ulugh Khan,
Burhan Khan, came there spreading Islam and Turkish culture together
with Turkic languages. The Ilyas Shahi dynasty, founded in 1342 by
Shamsuddin Iliyas Shah, was the first independent Turkic Muslim dynasty,
which ruled Bengal during the 14th and 15th centuries. Many Turkish
words like Barood, Nishan, Chaku, Bahadur, Begum, Chadar, Surma,
bavarchi, kiyma, Korma are still used in Bengali language. The Adina
Masjid (1368) and Eklakhi mausoleum at Pandua; the Shah Rukn-e Alam
tomb in Multan, the Sixty Domed Mosque at Bagherhat in Bangladesh etc.
are from this period. These demonstrate the Turkish contribution to the
Bengali culture and language, as well as art and architecture.

This paper analyzes the connections between the Turkish world and
Bangladesh through Islamic art, architecture, languages and culture. It will
also discuss the Turkish tribal leaders in Bangladesh during the 13th— 15th
centuries. Its main focus concentrates on the importance of the role of the
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Turkish or Turkic groups on the art and culture of the Indian sub-continent
and Bangladesh.

BANGLADES’TE TURK SANATI, MIMARIiSi VE DILLERI:
TARIHSEL VE ANALITIK YAKLASIM

Gliney Asya Sultanlig1 ve Babiirlii donemlerinde (1200-1800) Hindistan
ve Hindistan alt kitasinda (Hindistan, Pakistan ve Banglades) Islam
yonetimlerinin yiikselmesiyle Islam sanatinin etkisiyle karsilasan Hint
sanatinda melez bir estetik olusmaya ve giiney ve giiney dogu Asya’da
farkli sekillerde uygulanmaya baglar. Banglades (eski Bengal) Giiney
Asya’da Miisliman ¢ogunluk bakimindan diinyada {igiinciidiir, cami
mimarisi ve dil, bu toplulugun kimliginin ana gostergeleridir. Geleneksel
tarih Babiirlii ve Osmanlilar ticaretin merkezine koyar ve Asya ve Avrupa
arasindaki su yollarina erisimleri dolayisiyla “araci” olarak niteler.

Ayni etnik kokenden gelmelerine ragmen, Osmanli ve Babiirliilerin
resimden mimariye dek Islam sanat ve mimarisine yaklasimlar1 bakimindan
Hindistan alt kitasi, Tiirkiye ve dogu Akdeniz’deki izleri farklidir.

Tiirk komutan1 ihtiyaru’d-din bin Muhammad Bahtiyar Hilci ve Tiirklerden
olusan askerleri Bengal’i 1204°te aldiktan sonra bu bolgeyi yonetmeye
baslarlar. Ayrica Han Cihan Ulug Han, Burhan Han gibi sufi seyhleri
bolgeye gelerek Islam ve Tiirk kiiltiirii ve dillerinin yayginlastirilmasina
katkida bulunmuslardir. 1342°de Semsiiddin ilyas Sah tarafindan kurulan
Tiirk kokenli Ilyas Sahi siilalesi 14 ve 15. yiizyillar boyunca Bengal’i
yonetmistir. Barud, nigan, ¢aku, bahadur, begum, ¢adar, surma, bavargi,
kiyma gibi pek cok Tiirk¢e asilli sdzciik bugiin hald kullanilmaktadir.
Pandua’daki Adina mescidi (1368) ve Eklakhi tiirbesi, Multan’da Sah
Rukn-i Alam tiirbesi, Bagherhat’da 60 Kubbe Camisi gibi yapilar da
bu dénemin izlerini tasir. Biitiin bu veriler, Tiirklerin Bengal dillerine,
kiiltiriine, sanat ve mimarisine katkilarini1 kanitlar.

Bu bildirinin odagimi Osmanli- Tiirk diinyasiyla Banglades arasindaki
Islam mimarisi, sanati ve diller aracihigiyla kurulabilecek baglantilar
olusturur. Bu baglantilarin tarihsel analizi yapilacaktir. Ayrica, 13-15.
ylizyillar arasinda Banglades’teki Tiirk asiret liderleri ele alinacaktir.

202



Bildirinin ana tartismas1 Tiirk ya da Tiirki 6gelerin Islam tarihi boyunca
Hint alt kitas1 ve Banglades’te kiiltiir ve sanat alaninda oynadiklar1 6nemli
rol lizerinde yogunlasacaktir.
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Ibrahimgil, Ammar

EXAMPLES OF TOMBS WITH GRAVE CHAMBERS (CRYPT) IN
EARLY OTTOMAN SKOPJE: THE TOMBS OF PASA YiGiT BEY
AND ISHAK BEY

The Prime Ministry Ottoman Archives contain the records for 113 tombs
from the Ottoman period in Macedonia. Most of these were destroyed due
to natural disasters, new zoning plans and political works to eliminate the
Turkish identity. Some of them have lost their original architectural and
aesthetic values because of misguided restorations. From the surviving 26
tombs, 5 were built adjacent to mosques and dervish lodges, while 21 are
free standing structures. 5 of these standing tombs were registered under
the protection of the Macedonian Cultural Heritage Protection Board, 7
of them were given the status of cultural assets (not protected), while the
remaining 14 are not registered even though they have artistic architectural
features from the period they were built in. They are generally built by
founders of mosques and tekkes, state administrators, important local
administrators, or in the name of commanders who died during the
conquest, the veterans, the dervishes, etc.

This study focuses on the excavation, restoration and architectural features
of the 15th century Yigit Bey and Ishak Bey tombs in Skopje. In 2014, the
houses of the occupiers, who settled in the region in 1963, were purchased
by the late Sarik Tara, the founder of the ENKA holding, and archaeological
excavations were initiated under the control of the Skopje City Museum,
which brought to light the grave chambers (crypts) belonging to Pasa Yigit
Bey, Meddah Baba and Hoca Salahuddin, the water well called Ayazma,
and the basic traces of the tekke and madrasa. Together with the written
documents in Turkey and Macedonia state archives new information on
these structures could be reached.

Before the excavation, there was only a single archival photograph of
the Pasa Yigit Bey Tomb. Works for its restitution and restoration were
conducted according to the data obtained during the excavation, as well as
the study of archival photographs and coeval tombs. The tombs of Meddah
Baba and Hoca Salahuddin Bey were not known at all. They are examples
of tombs built in the tumulus style called “Akit” in Anatolia. Both have
a square-planed, one-room burial cell (krypta), partially buried in the
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ground, and not with a monumental tomb on top, but a simple pyramid-
shaped structure. Similar examples of these types of tombs were not found
in Macedonia and the Balkans. Examples of similar tombs of this type were
found only in Anatolia in several tombs belonging to the Seljuk period in
Ahlat. In this paper, comparison and evaluation of this type of tombs will
be done.

The tombs as well as their restitution and restoration drawings will be
discussed in detail in the light of archaeological excavations and archival
documents. The two tombs with grave chambers in Skopje, the Kral
Kiz1 and Alt1 Ayak tombs and the Lala Sahin Pasha in Kazanlak, will be
compared with the Hizir Baba in Harmanli in Bulgaria and the Evrenos
Bey tombs in Yenice Vardar (Giannitsa) in Greece, as well as the shrines
in Anatolia and Nakhchivan. In addition, their plans, covering systems and
material will be discussed to reveal their places and importance in Turkish
art and architecture.

USKUP’TE ERKEN OSMANLI DONEMI MEZAR ODALI (KRiPTALI)
TURBE ORNEKLERI: PASA YiGiT VE iSHAK BEY TURBELERI

Osmanli Arsivlerinde, Makedonya’da Osmanli Dénemine ait 113 tiirbenin
arsiv kaydi bulunmaktadir. Bu tiirbe yapilarinin biiyiikk bir kismi tabii
afetler, yeni imar planlar1 ve sehirlerde Tiirk kimligini ortadan kaldirmaya
yonelik yapilan siyasi c¢alismalar sonucunda yikilmistir. Bir kismi da
gecen zaman iginde gerceklestirilen bilingsiz onarimlarla 6zglin mimari
ve estetik degerlerini kaybetmislerdir. Ayakta kalan 26 tiirbeden 5’1 cami
ve tekke yapilarina bitisik, 21°1 ise miistakildir. Ayaktaki tiirbelerden 5’1
Makedonya Kiiltliir Varliklarin1 Koruma Kurulu tarafindan tescil kaydi
yapilarak koruma altina alinmis, 7’°sine kiiltiir varlig1 statiisii verilmis
(koruma altinda degil), kalan 14 tiirbenin ise donemsel ve sanatsal
mimari Ozellikleri olmasina ragmen ilgili resmi kurum tarafindan tescil
kayd1 yapilmamistir. Tiirbeler genellikle cami ve tekke kuruculari, devlet
yoneticileri, onemli mahalli idareciler, fetih esnasinda sehit diisen 6nemli
komutanlar, gaziler, veliler, dervisler, halk arasinda itibarli zengin kisiler
adina insa edilmistir.
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Bu calismada, Makedonya’da Osmanli déneminde 15. yiizyilda Uskiip’te
insa edilen, mezar odali/kriptali Pasa Yigit Bey ve Ishak Bey tiirbe
yapilarinin kazi, restorasyon ve mimari ozellikleri lizerine durulacaktir.
2014 yilinda ENKA Holding kurucusu merhum Sarik Tara tarafindan
isgalcilerin evleri satin alinarak bolge bosaltilmis ve ardindan Makedonya
Uskiip Sehir Miizesi denetiminde arkeolojik kazi calismalari finanse
edilerek Pasa Yigit Bey, Meddah Baba ve Hoca Salahuddin’e ait mezar
odalar1, ayazma adiyla anilan su kuyusu ile tekke ve medrese yapilarina
ait temel izlerinin giin 1s181na ¢ikmasi saglanmistir. Kazi calismalari
ile Tirkiye ve Makedonya Devlet arsivlerindeki belgeler 1s18inda yeni
bilgilere ulasilmistir.

S6z konusu kazidan 6nce sadece Pasa Yigit Bey Tiirbesine ait bir arsiv
fotografi mevcuttu. Restorasyonu da kazida ortaya ¢ikan veriler, arsiv
fotografi ve ayni donem tiirbe Orneklerine bakilarak yapildi. Meddah
Baba ve Hoca Salahuddin Bey’e ait mezar yapilari ise hi¢ bilinmiyordu.
Kazida ortaya ¢ikan bu iki mezar yap1 6rnegi Anadolu’da “Akit” denen
tiimiiliis tarzinda yapilmistir. Her ikisi de kare planl ve tek odali birer
mezar hiicresinden olusan kismen topraga gomiili, {istte ayrica anitsal
bir tiirbe govdesi bulunmayan, iist yapis1 piramit seklinde nihayetlenen
basit kurulusa sahiptir. Akit tarzindaki bu tiir mezar tiirbe Ornekleri
Makedonya’da ve Balkanlar’da tespit edilememistir. Bu tipte benzer tiirbe
orneklerine Anadolu’da sadece Ahlat’ta Selcuklu donemine ait birkag
tiirbe yapisinda rastlanmaktadir. Bildirimizde bu tarz tiirbe 6rneklerinin
karsilastirilmasi ve degerlendirilmesi yapilacaktir.

Tiirbeler kazi sonuglari ve arsiv belgeleri 15181nda detayl bir sekilde
ele alinacak, restitlisyon ve restorasyon cizimleri ile desteklenerek
tartistlacaktir. Uskiip’te kriptali diger iki tiirbe olan Kral Kiz1 ve Alt1 Ayak
tiirbe 6rnekleri Bulgaristan Kizanlik’taki Lala Sahin Pasa ve Harmanli’daki
Hizir Baba ile Yunanistan Yenice Vardar (Gieenitsa)’da Evrenos Bey
tirbeleri ile ve Anadolu’da, Azerbaycan Nahgivan’daki kriptast olan
tiirbelerle plan, ortii sistemi, malzeme gibi mimari 6zellikleri bakimindan
karsilastirilarak Tiirk sanat1 ve mimarisindeki yerleri saptanacaktir.
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Ibrahimgil, Mehmet Zeki

CRETE, CHANIA SEYYIT SULEYMAN SEMSETTIN DEDE
MEVLEViIi HOUSE (MEVLEHIHANE)

In the works carried out in mainland Greece as well as the Greek islands
within the scope of the Ottoman Period Foundation Works Projects
between 2012 and 2020, a total of 750 works were investigated. In this
context, 124 Turkish works were listed only in the island of Crete. Of
these 17 dervish lodges, including 7 in Chania (Hania), 5 in Heraklion
(Iraqi), 3 in Rethymno (Rethimno) and 2 in Lachidi were examined. Those
in Chania are Konakg¢1 Ali Pasha Bektasi Tekke, Hact Ahmet Baba Kadiri
Tekkesi, Hiinkar Mosque District Naksibendi Tekke, Hac1 Mustafa Efendi
Halveti Tekke, Haseki Ahmet Aga Halveti Tekke, Kubas Halveti Tekkesi
and Seyyid Siilleyman Semseddin Dede Mevlevi Tekke.

This report provides some general information about dervish lodges,
and discusses the Seyyid Siileyman Semseddin Dede Mevlevi Tekke in
detail. It also analyzes two documents from the archives of the General
Directorate of Foundations: the foundation document of the building (D.
988) dated 1297 (1880) which gives valuable information about the lodge
and its outbuildings, and an appendix to the building’s foundation document
(D. 1819) dated 1302 (1885), which lists the lodge’s goods, books and
valuables in its library. In addition, it will focus on the founder of the
Tekke, Seyyid Siileyman Semseddin Dede, his life, education in Konya
Mevlevi Tekkes and transfer to Chania, as well as listing the foundation
goods belonging to the Semseddin Dede Mevlevi Tekke.

The foundation document names Seyyid Siileyman Semseddin Dede
Efendi el-Konevi bin Osman as the founder of the Chania Mevlevi Tekke,
and states that he was raised in the Konya Mevlevi Tekke, and that a
dervish lodge, mosque, various outbuildings, a fountain and a tomb were
built in a large area outside of Chania surrounded by a wall. The Tekke
continued its activity until 1924.

Today only the two-story dervish lodge, fountain and tomb remain from
the Chania Mevlevi Dervish Lodge. All other structures mentioned above
have been demolished. The remaining two-story dervish house consists
of 6 rooms with a lower deck and a dervish square. The building survived

207



without much change and is now used as an orphanage. For this function
change made by the Municipality of Chania, bunk beds were placed in the
rooms and the dervish square was transformed into a painting workshop.

The foundation document states that Seyyid Siileyman Semseddin
Dede Efendi al-Konevi bin Osman built tombs for himself and his sons.
Nowadays, the standing tomb is covered with a dome that sits on four feet
in the form of a baldachin with an octagonal base. The tomb, which is built
of stone, does not have a sarcophagus or the trace of a tombstone.

The extant fountain of the tekke was moved to a park in the city center.
The hexagonal fountain is made up of six marble slabs, has a pool within
it with a tap and a trough at its base. The surfaces of the marble slabs have
baroque-style vegetal ornaments.

The dervish house, tomb and fountain of the Chania Seyyid Siileyman
Semseddin Dede Tekke, which have survived until the present day, will be
discussed using archival photographs and drawings. Detailed information
about the collapsed tekke buildings will be provided based on archival
documents. In addition, the immovable and movable properties of the
tekke will be described in detail.

GIiRiT, HANYA SEYYIiT SULEYMAN SEMSETTIN DEDE
MEVLEVIHANESI

Yunanistan’in gerek ana kara gerekse Ege ve Akdeniz adalarinda2012-2016
yillart arasinda farkli kurum ve kuruluslar adina yiiriittiiglimiiz Osmanl
Donemi Vakif Eserleri Projeleri kapsaminda arazide yapilan ¢alismalarda
takriben toplam 750 eser yerinde incelenmistir. Bu baglamda sadece Girit
Adasinda 124 Tiirk eserinin tespiti yapilmistir. Bu eserlerden Hanya’da 7,
Kandiye’de 5, Resmo’da 3 ve Lachidi’de 2 olmak iizere toplam 17 tekke
yapist yerinde incelenmistir. Hanya sehrinde tespit edilen Konak¢1 Ali
Pasa Bektasi Tekkesi, Hac1 Ahmet Baba Kadiri Tekkesi, Hiinkar Camisi
Mabhallesi Naksibendi Tekkesi, Hact Mustafa Efendi Halveti Tekkesi,
Haseki Ahmet Aga Halveti Tekkesi, Kubas Halveti Tekkesi ve Seyyid
Siileyman Semseddin Dede Mevlevi Tekkesi yapilaridir.
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Bu bildirimizde Hanya’daki tarikat ve tekke yapilar1 hakkinda genel
bilgi verdikten sonra giiniimiize kadar tiim ihtisami ile ayakta kalmig
Seyyid Siileyman Semseddin Dede Mevlevi Tekkesi lizerine detayli bilgi
verilecektir. S6z konusu tekke ile ilgili Vakiflar Genel Muidiirligii Arsivinde
988 numaral1 defterde 1297 (1880) tarihli bani vakfiyesi incelenerek gerek
tekke gerekse miistemilat olarak insa edilen yapilar hakkinda degerli
bilgilere ulasilmistir. Ayrica 1302 (1885) tarihli ayni numarali defterin
vakfiye zeylinde ise tekkeye ait vakif mallari, kiitiiphanedeki kitaplar ve
degerli esyalar hakkinda ayrintili bilgi verilmistir. Tekkenin kurucusu
olan Seyyid Siileyman Semseddin Dede’nin hayati, Konya Mevlevi
Tekkesindeki egitimi ve Hanya’ya gidisi lizerinde durulacaktir. Hanya’da
Semseddin Dede Mevlevi Tekkesine ait vakif mallarinin tasnifi liste
halinde verilecektir.

Vakfiyede, Hanya Mevlevi Tekkesinin kurucusu olarak gdsterilen Seyyid
Siileyman Semseddin Dede Efendi El- Konevi Bin Osman’in, aslen Konya
Mevlevi Tekkesinde yetistigi ve Hanya sehrinin disinda Topalti adl1 yerde
etrafi duvarlarla ¢evrili genis bir arazide dergah, cami, semahane, imaret,
seyh meydan evi, dervis evi, sadirvan ve tiirbe yapilariin insa edildigi
belirtilmistir. Tekke 1924 yilina kadar faaliyetini siirdiirmiistiir.

Hanya Mevlevi Tekkesinde, giiniimiizde sadece tekke dervislerinin
iskan edildigi iki katl dervis evi (dervigshane), tiirbe ve sadirvan ayakta
kalmistir. Yukarda saydigimiz diger yapilar yikilmistir. Ayakta kalan iki
katl dervis evi (dervishane) alth iistlii 6 odadan ve dervis meydanindan
ibarettir. Ozgiin halini korumus yapi, giiniimiizde kimsesiz ¢ocuklar yurdu
olarak kullanilmaktadir. Hanya Belediyesi tarafindan yapilan bu fonksiyon
degisikliginde odalara ranzalar yerlestirilmis, dervis meydani ise resim
atolyesine doniistiirilmiistiir.

Vakfiyede, Seyyid Siileyman Semseddin Dede Efendi El- Konevi bin
Osman kendisinin ve evlatlarinin defnedilecegi bir tiirbe ve hazire insa
ettigi ifade edilmistir.

Giliniimilizde ayakta olan tiirbe baldaken tarzinda dort ayaga oturan ve
iizerinde sekizgen kasnaga oturan kubbe ile ortiiliidiir. Kesme tas ile insa
edilmis tiirbenin i¢inde sanduka veya mezar tasi izi yoktur.
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Tekkeden geriye kalan sadirvan ise tekke avlusundan tasinarak sehir
merkezindeki parka yerlestirilmistir. Altigen sadirvan altt mermer levhadan
olusmaktadir. Iginde havuz ve fiskiyesi olan sadirvanin alt yiizeyinde
cesme ve yalagi vardir. Mermer levhalarin dis yiizeylerinde barok tarzi
bitkisel siislemeler bulunmaktadir.

Hanya Seyyid Siileyman Semseddin Dede Mevlevi Tekkesinden gliniimiize
kadar ayakta kalan dervis evi (dervishane), tiirbe ve sadirvan yapilari arsiv
fotograf ve cizimlerle desteklenerek anlatilacaktir. Tekkede yikilan yapilar
hakkinda ise arsiv belgelerine dayanarak detayli bilgi verilecektir. Ayrica
bildiride, her iki vakfiyedeki tekkenin gayri menkulleri ve tasinir mallar
iizerinde durulacaktir.
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Ipek, Selin

DIPLOMATIC GIFTS TO OTTOMAN SULTANS: PORTRAITS OF
MUGHAL SHAHS

Topkap1 Palace Museum Painting collection contains a rich collection of
“Sultans’ portraits” including those of all thirty-six Ottoman Sultans. After
the palace became a museum in 1924, the collection was enlarged with
donations, purchases and transfer of portraits from other later-era palaces
such as Yildiz and Dolmabahg¢e. The latest addition to the collection,
representing the enthronement of Sultan Osman II, was acquired in 2016
through the Ministry of Culture. The collection, representing the works of
a rich variety of artists, mainly has the portraits of sultans, royal women,
princes, important statesman, artists and intellectuals of the Republican
era. The works are in various media such as oil paint, watercolor, ivory,
pastel, pen-and-ink drawings as well as engravings.

This paper introduces and evaluates a special group of 23 portraits made in
oil paints on ivory depicting the Mughal dynasty. These portraits are placed
in velvet pouches within wooden cases. The portraits have been situated
on a footed pedestal within an oral flame ornamented with floral motifs.
The same style of frame can be seen on the reverse of the paintings; the
center of a tilted square framed by floral motifs contains, in Arabic script,
the name, date of birth, death and reign, and the place of burial. The name
of the shah is repeated in Latin script below it. Mughal Shahs are depicted
in three quarter profile or full face bust portraits, seated on a bejeweled
throne, in resembling patterns; they wear jeweled crests known as ciga,
weapons, jeweled medallion necklaces, silk or fur garments embellished
with strips of silver embroidery and hold the seals of their sultanate; above
their heads are one or more ornately decorated parasol-like symbols of
their sovereignty. Small details distinguish them from one another: Shah
Jahan holds a flower in his hands; Ahmet Shah holds a rose, Evrengzip
Alemgir I, a book, and Shah-1 Alem, prayer beads.

The Mughals ruled India from 1526 to 1858, considering themselves the
legitimate heirs to the Timurids, and depicted their ancestors all the way
back to Timur in genealogical scrolls illustrated with miniatures that have
been dated to the 17th century. This series, which has been dated to the
mid-19th century, is a continuation of the tradition, portraying the shahs
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seated on the sovereign throne together with their ancestors from Sheikh
Omar, father of Babur Shah, founder of the state, all the way back to
Timur. The iconography of the genealogical scrolls or single-page portraits
of the dynasty clearly continues in the portraits in this series. Portrayed in
three-quarter profile up until seventeenth century, the Mughal rulers were
depicted full-face from the era of Jihangir Shah (r. 1605-1627) onwards,
which explains why some of the sovereigns are depicted in this manner.
The floral motifs ornamenting the frames of the portraits are the late-era
version of the saz style that appears in 17th-century Mughal miniatures.

The present paper aims to introduce the above mentioned Mughal Shah
portraits and discuss how and why they may have entered the Palace
Collection.

OSMANLI SULTANLARINA DiPLOMATIK BiR HEDIiYE: BABUR
SAHLARININ PORTRELERI

Topkap1 Sarayr Miizesi Resim koleksiyonu, Osmanli devletinin
kurulusundan itibaren hiikiim siiren otuz alt1 padisahin ¢esitli tekniklerle ve
farkli donemlerde yapilmis portrelerini icermekte ve “padisah portreciligi”
acisindan zengin bir koleksiyon olusturmaktadir. Koleksiyon, sultanlarin
kendilerine veya atalarina ait portreleri Saray hazinesinde korumalar1 ve
biriktirmeleriyle olusmustur. Sarayin 1924 yilinda Gazi Mustafa Kemal
Atatiirk’iin emriyle miize haline getirilmesinden sonra, bagis ve satin alma
yoluyla koleksiyon biiylimiis, zamanla Dolmabahge ve Y1ldiz gibi ge¢ donem
saraylarindan gelen resimlerin de eklenmesiyle daha da zenginlesmistir.
Koleksiyona en son olarak 2016 yilinda Bakanhigimiz tarafindan
kazandirilan eser, Sultan II. Osman’in tahta ¢ikisin1 gosteren yagliboya
tablodur. Koleksiyondaki yagliboya, suluboya, pastel, karakalem ile fildisi
ve graviir gibi cesitli tekniklerle yapilmis olan eserler; padisahlarin, hanedan
kadinlariin, sehzadelerin, 6nemli devlet adamlarinin, Cumhuriyet déonemi
sanatg1 ve aydinlarmin portreleri ile peyzaj, téren, glinliik yasam konulu
resimlerden olugsmaktadir. Konu ve tislup ¢esitliliginin yani sira, farkl kiiltiir
ve disiplinlerden gelen sanatg1 ¢esitliligi agisindan da zengindir ve portre
alanindaki en eski ve 6nemli koleksiyonlardandir.

Bu bildiri, Resim koleksiyonunda yer alan bir grup resmi tanitmak ve
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degerlendirmek amaciyla hazirlanmistir. Resim koleksiyonunda fildisi
lizerine yagliboyayla yapilmis, Babiir hanedanini tasvir eden kiiciik
boyutlu, 23 portreden olusan bir seri bulunmaktadir. Kadife keseler i¢ine
yerlestirilmis olan portrelerin ahsap bir mahfazasi daha vardir. Mahfaza
icine yerlestirilmis olan levhalardaki portreler, ayakli bir kaide iizerinde
yiikselen bitkisel bezemeli oval ¢erceveler igine alinmistir. Resimler en dista
enli bir pervaz halinde halkari bezeme ile ¢evrelenmistir. Ayn1 tarz gerceve,
resimlerin arka kisminda da yer alir. Ortadaki salbekli dortgen semsede
resimlenen sahsin ismi, dogum, 6liim ve saltanat tarihleri ile defnedildikleri
yer belirtilmistir. Sahlarin isimleri semsede Arap harfleriyle, altina ise
Latin harfleriyle yazilmigtir. Babiir sahlari, dortte ii¢ profilden veya tam
profilden, biist olarak, miicevherli bir tahtta oturur vaziyette, birbirine benzer
kaliplarda resimlenmislerdir; ciga denilen miicevherli sorguclari, silahlari,
miicevherli madalyon kolyeleri, sirma islemeli seritlerle bezeli ipekli veya
kiirklii giysileri vardir, ellerinde saltanat miihiirleri tutarlar, baslarinin
hizasina islemeli sayeban gibi hiikiimdarlik alametlerinden biri veya birkac1
yerlestirilmistir. Elinde bir ¢icek tutan Sah Cihan, giil tutan Ahmed Sah,
kitap tutan I. Evrengzip Alemgir ve tespihi olan Sah-1 Alem, bu ayrmtilarla
digerlerine gore kiiciik bir farklilik yaratir.

Hindistan’da 1526-1858 yillar1 arasinda hiikiim siiren Babiirliiler, kendilerini
Timurlu soyunun mesru varisi olarak kabul etmisler ve bunu 17. yiizyila
tarihlenen resimli rulo secerelerinde atalarinin portrelerini Timur’a kadar
gotlirerek gorsellestirmiglerdir. 19. yilizyilin ikinci yarisina tarihlenen bu
seride de ayn1 gelenek devam ettirilmis, tahtta oturmus sahlarin portreleri ile
birlikte devletin kurucusu olan Babiir Sah’in babas1 Seyh Omer’den Timur’a
kadar uzanan atalarinin portreleri de betimlenmistir. Ayn1 sekilde serideki
portrelerde rulo secerelerindeki veya tek sayfa hanedan portrelerindeki
ikonografinin devam ettirildigi gorilmektedir. 17. yiizyila kadar dortte
iic profilden betimlenen Babiir hanedani, Cihangir sah (s.1605-1627)
doneminden itibaren tam profilden betimlenmistir, bu da serideki kimi
hiikiimdarlarin neden tam profilden betimlendigini agiklamaktadir. Resimleri
kusatan bitkisel bezemeli ¢ercevelerin iislubu, 17. yilizy1l Babiir resimlerinde
goriilen hatayi ve yaprak desenli ¢ercevelerin ge¢ donem uygulamalaridir.

Bu bildiride, Babiir sahlarinin portrelerinden olusan ve yukarida kisaca
bahsedilen seri tanitilacak, Saray koleksiyonuna nasil ve ne sebeple girmis
olabilecegine dair veriler tizerinde tartigilacaktir.

213



Jackson, Cailah

THE KARAMANIDSAND THEIRILLUMINATED MANUSCRIPTS
IN 14th-CENTURY KONYA

Scholarship concerning the artistic landscapes of medieval Anatolia has
made encouraging progress in recent years. Published research to date,
however, has not considered the production of the Islamic arts of the
book in this period in its fullest cultural contexts. Several illuminated
Anatolian manuscripts remain from the late 13th and 14th centuries. Many
of these feature lavish ornamentation and contain rich historical details
concerning their scribes, illuminators and patrons. However, this material
remains relatively neglected in broader surveys of Islamic art. This paper
partially addresses this gap in scholarship by discussing two illuminated
manuscripts produced for the Karamanid dynasty (1256-1474) who were
based in Larende (Karaman), Ermenek and, eventually, Konya in the
medieval period.

These two Arabic manuscripts are a Qur’an dated to 1314-15 and an
almanac (tagwim) produced in 1369-70. The two-volume, monumental
Qur’an was produced in Konya in 714/1314-15 for Khalil ibn Mahmud
ibn Qaraman. The manuscript is now in the Mevlana Museum collection
(no. 12). It was copied in large-scale muhagqag by Isma’il ibn Yusuf and
skillfully illuminated by Ya’qub ibn Ghazi al-Qunawi. The almanac was
recently discovered by A.C.S. Peacock in the University Library of Leiden
(MS.Or.563). It was produced for ‘Ala’ al-Din ibn Khalil ibn Mahmud ibn
Qaraman, probably in Konya, in 771/1369-70. The manuscript contains
several (quite damaged) illustrations. Due to these illustrations, it is a rare
surviving example of a securely-identified illustrated manuscript from
late medieval Anatolia. I will also present another manuscript (a mirror
for princes) produced in 1228 (625 AH) that contains an illuminated
fourteenth-century reading note. This manuscript was originally produced
for ‘Ala’ al-Din Kaykubad I in Alanya but was later owned by Ibrahim
ibn Mahmud ibn Qaraman. It probably acquired its additional illumination
in early fourteenth-century Konya. It is now in the collection of the
Siileymaniye Library (Asir Efendi 316).

[ argue that the manuscripts display visual links to the Ilkhanid and Mamluk
arts of the book demonstrating that manuscript production in Konya was
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not an isolated undertaking. However, I will also highlight certain motifs
that are unique to the town and (taken with additional evidence) suggest
that there was a local tradition, or ‘school’, of illumination. The paper will
also discuss the manuscripts’ production contexts, including the cultural
and artistic activities of their Karamanid patrons. Looking at the patrons in
more depth reveals some perhaps unexpected characteristics. For example,
all three were on friendly terms with the Persian-speaking Mevlevis and
there are even Persian interlinear translations in one of the manuscripts.
In their choices of reading material, it would appear that the three beys
were also interested in emulating archetypal Islamic princes by consuming
advice literature and astrological manuals. I argue that these aspects
complicate any simple assumptions about the ‘Turkish’ (i.e. non-Persian)
and ‘frontier warrior’ identity of the Karamanids and also challenges
approaches that treats the beyliks as homogenous groups.

14. YUZYIL KONYA’SINDA KARAMANOGULLARI VE TEZHiP-
Li EL YAZMALARI

Orta Cag Anadolu’sunun sanat diinyas: iizerine son yillarda yapilan
arastirmalar cesaret verici bir sekilde artis gostermektedir. Bununla
birlikte, giiniimiize kadar yaymnlanmis ¢aligmalar, Orta Cag’daki kitap
sanatlar1 tiretimini biitlin kiiltiirel baglami icerisinde degerlendirmemistir.
13. yiizy1l sonlar1 ve 14. yilizyilda Anadolu’da tiretilmis pek ¢ok tezhipli el
yazmasi eser giiniimiize ulasmistir. Cogu zengin bir sekilde siislenmis bu
eserler, miistensihleri, miizehhipleri ve sanat hamileri ile ilgili pek ¢ok tarihi
veri de igerirler. Buna ragmen, bu yazmalar islam sanatlar1 arastirmalar
icerisinde nispeten ihmal edilmistir. Bu bildiri, alandaki bu boslugu
kismen doldurma hedefiyle Orta Cag’da Larende (Karaman), Ermenek ve
nihayetinde Konya’da ikamet etmis olan Karamanogullar1 (1256-1474)
icin Uretilen iki tezhipli el yazmasini incelemeyi amaglamaktadir.

Bahsi gecen iki Arapca el yazmasindan biri 1314-15 tarihli bir Kur’an,
digeri ise 1369-70’te iiretilen bir takvimdir. Anitsal boyutlarda iki ciltlik
Kur’an-1 Kerim, Halil Ibn Mahmud Ibn Karaman i¢in Konya’da 714 (1314-
15)’de istinsah edilmistir Bugiin Mevlana Miizesi’'nde (n. 12) bulunan
Kur’an Ismail ibn Yusuf tarafindan iri muhakkak ile yazilmis ve Yakub ibn
Gazi el-Konevi tarafindan ustalikla tezhiplenmistir. Leiden Universitesi
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Kiitliphanesinde bulunan (MS.Or.563). Takvim ise A. C. S. Peacock
tarafindan yakin zamanda kesfedilmistir. 771 (1369-70) yilinda olasilikla
Konya’da Alaeddin ibn Halil ibn Mahmud ibn Karaman’in istinsah ettigi
el yazmasi epeyce tahrip olmus ¢ok sayida resim igerir. Kesin tarihiyle Geg
Orta Cag Anadolu’sundan giinlimiize ulagmis resimli el yazmalarinin ¢ok
nadir bir 6rnegini olusturur. Ek olarak, 1228 tarihli bir Nasihatname’nin
14. yiizyila ait tezhipli okuma notlar1 da ayrica degerlendirilecektir. Bugiin
Siileymaniye Kiitiiphanesinde bulunan (Asir Efendi 316) el yazmasi
Alanya’da I. Alaeddin Keykubad igin istinsah edilmistir, sonraki sahibi
ise Ibrahim ibn Mahmud ibn Karaman’dir. Tezhiplerinin, 14. yiizyilin
baslarinda Konya’da eklenmis olmas1 muhtemeldir.

Bildiride yukarida kisaca bahsedilen el yazmalarin dekoratif ve kodikolojik
ozellikleri ana hatlariyla analiz edilecek ve Memliik ve Ilhanli kitap
sanatlar1 ve Konya’daki diger tezhipli yazmalar ile olan gorsel iliskilerini
ortaya konulacaktir. Ana argiiman ise bildirinin konusu olan yazmalar ile
Memliik ve Ilhanli kitap sanatlar1 arasinda onemli gorsel benzerliklerin
bulundugu, dolayisiyla Konya yazmalarmin ayni begeniye ait iriinler
oldugu yoniindedir. Ote yandan, baz1 motiflerin Konya’ya 6zgii oldugunun
alt1 ¢izilecek, baska verilerle desteklenerek bu motifierin yerel bir gelenege
ya da tezhip ekoliiniin varligina isaret ettigi one siiriilecektir. Bildiride
ayrica, bu yazmalarin {iretim baglamlar1 igerisinde Karamanogullar
hamilerinin kiiltiirel ve sanatsal etkinliklerini de tartisacagim. Bu sanat
hamilerini derinlemesine incelemek bizi bazi beklenmedik sonuglarla
kars1 karstya birakmaktadir. Ornegin, her {ic haminin de Fars¢a konusan
Mevlevilerle yakin bir iliskisi oldugunu ve hatta yazmalarin birinde satir-
arast Fars¢a cevirilerin bulundugunu goriiyoruz. Bu ii¢ beyin, okuma
aligkanliklar1 agisindan, nasihat edebiyatini ve astroloji kilavuzlarini tercih
ettiklerini, dolayistyla Islam diinyasinin prototip emirlerine benzemeye
calistiklarim1 goriiyoruz. Kisacasi, bu bildiri, Karamanogullarinin, ‘Tiirk’
(Fars-karsit1) ve ‘gazi’ olduklar1 yoniinde fazlasiyla basitlestirilerek
yapilmis varsayimlardan daha karmasik bir kimlige sahip olduklarinm
ve Anadolu beyliklerinin genel itibariyle homojen bir grup olmadiginm
savunmaktadir.
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Jacotin, Mireille

A RECENTLY CREATED COLLECTION FOR TURKISH ART
FOR A NEW FRENCH NATIONAL PUBLIC MUSEUM, THE
MUCEM (MARSEILLES, FRANCE)

From 2002 onwards, the French national ministry for Culture decided to
create in Marseilles a new museum devoted to European and Mediterranean
civilizations. A part of the Musee de ’Homme collections devoted
to Europe were transferred to this new museum, as well as the French
ethnological collections of the Paris Musée national des arts et traditions
populaires which was closed in 2006. During the preparation of this new
project, which finally opened in June 2013, new pieces were acquired in
order to be able to display ethnographic and artistic pieces coming from
the Mediterranean area, and especially from Anatolia and the Ottoman
Empire.

Some pieces were acquired in public sales in Paris, some others as donations
from private collections. The MuCEM is thus able to present some under
glass Anatolian paintings from Ali Katranci’s workshop, a well-known
Iznik ware from the former Soustiel collection, as well as a piece of textile
from the former Dikran Khan Kelekian collection and an embroidery
from the Ottoman period. The museum also focused on popular Islam and
fraternities from the Ottoman period, and acquired some pieces related to
the Egyptian sufi Ahmad al Badawi and some others to Hajji Bektash.

In relation with an exhibition devoted to coffee, named Café In, and put
on display from October 2016 to January 2017, some Ottoman pieces
of art such as a Bohemian crystal narghile used in Istanbul at the end of
the Ottoman period and some wares from the Tophane workshops were
acquired.

This presentation will first discuss how a new collection can be created
for a new public museum, and how the relationships with other French
national museums, such as the Musee du Louvre, the Musee du Quay
Branly and public collections devoted to Ottoman Iznik wares, such as the
Musee national de la Renaissance-Chateau d’Ecouen were managed. The
aim for these efforts was to produce a new museological creation, different
from those that had been created during the 19th and early 20th centuries.
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The second part of this presentation will deal with the question of
ethnography, and the choices which could be made regarding the
existing collections for ethnography especially in Turkey today. How can
ethnography be a kind of “mirror” for a civilian society during a particular
period in history? Can it be possible to select some pieces of material
heritage linked to a specific Turkish “character”?

The final part of this paper will be devoted to the ways of sharing our
collection with the widest public audience. For this purpose Mucem
decided to use social networks to extend public attendance, and the whole
collection is now digitalized. It has been available on the Mucem website
from 2013 onward. The museum loans to other museums and private
foundations all over the world, and we put on display in our galleries
certain parts of the collections. For instance the Iznik ware was on display
for the exhibition “Aventuriers des Mers” in 2016, held both in the Institut
du Monde Arabe in Paris and in MuCEM. This ware is now presented in
our permanent galleries since fall 2017.

YENi FRANSIZ ULUSAL MUZESIi MUCEM’DE YENI
OLUSTURULAN TURK SANATI KOLEKSIiYONU (MARSIYA,
FRANSA)

2002’te, Fransiz Kiiltiir Bakanligi Marsilya’da Avrupa ve Akdeniz
uygarliklarina odaklanan bir miize olusturmaya karar verdi. Avrupa
sanatiyla ilgili Musee de I’Homme koleksiyonunun bir boliimii ve 2006’ da
kapatilmasina karar verilen Paris’teki Musée national des Arts et Traditions
populaires’in Fransiz etnoloji koleksiyonu bu yeni miizeye aktarilmasi
kararlastirildi. 2013’te agilan bu miizenin hazirlik ¢alismalari siirecinde
Akdeniz, dzellikle Anadolu ve Osmanli Imparatorlugunu temsil edecek
bazi etnografik ve sanatsal eserlerin de gdsterilmesi amaciyla yeni yapitlar
satin alind1.

Bu eserlerin bazilar1 Paris’teki miizayedelerden alindi, bazilar1 da 6zel
koleksiyonlardan bagis olarak elde edildi. Boylelikle MuCEM’de Ali
Katranci’nin bazi cam alti resimleri, Soustiel koleksiyonunun iinlii Iznik
eserleri, eskiden Dikran Khan Kelekian’da bulunan bir kumas pargasi
ve Osmanli doneminden bir islemenin gosterilebilmesi miimkiin oldu.
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Miizede ayn1 zamanda popiiler islam ve Osmanli dénemi tarikatlarima da
yer ayrildi, bu amagla Misirlt mutasavvif Ahmed el-Bedevi ve Hac1 Bektas
tarikatlariyla iliskili baz1 objeler de satin alindu.

Ekim 2016-Ocak 2017 tarihleri arasinda diizenlenen kahve ile ilgili
Café In baslikli sergi i¢cin Tophane isi eserler ve ge¢ Osmanli doneminde
Istanbul’da kullanilmis Bohemya kristalinden yapilmis bir nargile de
alind1.

Bu bildiride ilk olarak yeni bir miize i¢in yeni bir koleksiyonun nasil
yaratilabildigi tartisilacak, Musee du Louvre ve Musee du Quay Branly gibi
diger ulusal Fransiz miizeleriyle ve iznik seramiklerine adanmis Musee
national de la Renaissance-Chateau d’Ecouen gibi koleksiyonlarla nasil
baglant1 kuruldugu aktarilacaktir. Bu girigimler, 19. yiizy1l sonlar1 ve 20.
ylizyilin baslarinda yapilmis olandan farkli, yeni bir miizecilik yaratisini
saglamak amaciyla gergeklestirilmistir.

Bildirinin ikinci boliimii etnografya kavramiyla ilgili olacaktir, bu alanda
nasil se¢im yapildig: tartigilacaktir. Bu baglamda etnografya belirli bir
tarih araliginda belirli bir topluluga nasil ayna tutabilir veya belirli bir
Tiirk 6zelligini yansitan maddi kiiltiir 6gelerinin saptanmasi miimkiin
miidiir gibi sorgulamalar yapilacaktir.

Son boliim ise miizenin koleksiyonunu miimkiin olan en genis izleyici
kitlesiyle paylasabilmenin yollarini tartismaya ayrilmistir. MuCEM bu
kitleyi genisletmek i¢in sosyal medya aglarini kullanmaya karar vermis ve
2013’ten beri tiim koleksiyonu dijital olarak MuCEM’in internet sitesinden
erisime acmustir. Ozel vakif ve miizelere ddiing eser verdigimiz gibi
koleksiyonun bazi par¢alarii da sergiliyoruz. Ornegin, Iznik eserleri 2016
yilinda hem Paris’teki Institut du Monde Arabe’da, hem de MuCEM’de
diizenlenen “Aventuriers des Mers” baglikli sergide gdosterilmistir. Bu
yapitlar 2017 Sonbaharindan beri siirekli sergimizde yer almaktadir.
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Kafescioglu, Cigdem

CITY AND NATURE IN ISTANBUL’S WATERWAY MAPS IN THE
EARLY MODERN ERA

Among the products of Ottoman cartography of the early modern era
are a set of waterway maps, depicting aspects of the water supply and
distribution of Istanbul through a varied set of conventions. Regardless
of their different formats (sketches, planar maps and rolls), these maps
typically contain information on the sources, the course of the conduits, the
aqueducts and underground channels, former and newly added sections,
and the buildings (whether public or private, urban or courtly) that received
water from the system.

Istanbul’s waterway maps were published and utilized, most thoroughly
by the late Kazim Cegen, in inquiries and surveys of the water supply of
Istanbul. With the exception of a few works, on the other hand, analyses
of their visual and pictorial aspects, the changes in their representational
conventions between the 16th and the 19th centuries have not been made
topics of scrutiny. Observations on their links to Ottoman book painting
and architectural drawing, and for later maps, some of their westernizing
stylistic properties have been noted, however a closer scrutiny of their
pictorial and representational aspects, and attention to their functions, I
contend, would reveal further dimensions of their meanings and uses.

Attending to issues of authorship, representational strategies, functions
and audiences of these maps, I would like to address the ways in which the
cartographic conventions of the waterways changed between the 16th and
the early 19th centuries. It is striking (and hardly noted in the scholarship)
that the earliest extant maps of Istanbul’s water supply, connected to the
chief architect Sinan’s work on the expansion of the extant system, are
planar maps, that is images that depict the system within a planar depiction
of the topography that they trespassed. A sketch plan of the Kirkgesme
system that has been associated with Sinan (currently held at the Topkap1
Palace Museum Archives), and a wellknown but little analyzed map
attached to a history of the reign of Sultan Siilleyman (7arih-i Sultan
Stileyman, Dublin Chester Beatty Library) remain the only examples of
their kind until the early 19th century. My paper will present an analysis of
the DCBL map through a comparison to the Topkap sketch, and through
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a GIS-based analysis of the map which will establish its connection to the
actual course of the Kirk¢esme system. The study will reveal aspects of
the making of this map, and interventions it underwent at the time it was
adapted to be placed in the Tarih-i Sultan Siileyman. Later waterway maps
of Istanbul, prepared between the turn of the 17th century and the early
19th, are all preserved in rolls rather than codices, and depict the course
of the system in the form of linear itineraries. The passage from the planar
map to itineraries preserved in rolls (a form of cartographic representation
more widespread in the ancient and medieval eras), the visual conventions
and pictorial aspects of the itineraries are also points of interest for the

paper.

Turning to the expanded use of rolls and the representational conventions
of itineraries, the paper will also address the following questions: How was
the Byzantine water distribution system, which remained the foundation
of Ottoman Istanbul’s water supply, represented in these images; did
mapmakers accent, or silence the “ancient” (kadim) remains at particular
historical junctures? What do the emphases and the silences of these
maps convey about water rights, changes in water use practices, and more
generally, about the dynamics of private vs. public, court vs. city regarding
access to and use of natural resources in the early modern city? What do
the maps convey regarding the conceptualization and visualization of
the city and its hinterland, the city’s built fabric and its natural habitats,
whether intra- or extra-muros; in what ways did modes of imagining and
representing the city’s natural environment changed in the early modern
era?

ISTANBUL’UN ERKEN MODERN DONEM SU YOLU
HARITALARINDA SEHIR VE DOGA

Erken modern déonemden giiniimiize ulagmis Osmanl1 haritalar1 arasinda
Istanbul’un suyollari farkl1 tekniklerle betimleyen bir grup harita vardar.
Taslaklar, alan haritalar1 ve rulolar, sehrin su kaynaklari, suyollarinin
giizergahi, kemerler ve yeralti kanallari, savaklar ve kuleler, restore
edilen, genisletilen ve yeni insa edilen su yapilar1 ve suyun sehir icinde
ulagtig1 saraylar, kamusal ve 6zel yapilar hakkinda bilgi barindirirlar.
Bu haritalarin biiyiik béliimii ézellikle Kazim Cecen’in Istanbul sulari
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hakkindaki etrafli ¢aligmalar1 igerisinde yayinlanmistir. Bu haritalarin
gorsel ve temsili Ozelliklerini irdeleyen, 16. ve 19. yiizyillar arasinda
temsil tekniklerindeki dontisiimler lizerinde duran ¢aligmalar ise nispeten
az sayidadir. Temsili 6zelliklerinin Osmanl kitap resmi ve mimari ¢izim
teknikleri ile baglantilar1 ve daha gec tarihli haritalarin bati resmi tarzina
yaklasan oOzellikleri iizerinde durulmus olsa da, suyolu haritalarinin
gorsel ve teknik Ozellikleri ile igeriklerinin detaylariyla incelenmesi, bu
belgelerin kullanimlar1 ve barindirdiklar: anlamlar {izerinde yeni sonuglara
ulagsmamizi saglayacaktir.

Bu tebligde, haritalar1 hazirlayan mimar ve nakkaglar, haritalarin gorsel
temsil agisindan ozellikleri, islevleri ve kullanicilar1 ve farkli betimleme
tekniklerinin kullanimlar1 iizerinde durmayi planliyorum. Istanbul’a
ait en erken tarihli ve Mimar Sinan’in suyollarinda gergeklestirdigi
genisletme projeleri ile baglantilandirilan suyolu haritalarinin rulolar
iizerinde gerceklesmis c¢izgisel betimlemeler degil, topografyayr da
iceren alan haritalar1 olmalari, iizerinde durulmamis fakat carpici bir
noktadir. Kirkgesme sistemine ait, Sinan’a atfedilen ve halen Topkap1
Saray1 Miizesi Arsivi’nde bulunan bir taslak harita ve Sultan Siileyman’in
hiikiimdarligina ait bir tarih yazmasi i¢cinde bulunan harita (7arih-i Sultan
Stileyman, Dublin Chester Beatty Library), Osmanli suyolu haritalar
arasinda 19. yiizyila kadar baska 6rnegi bulunmayan alan haritalaridir.
Tebligim, iyi bilinen fakat heniiz etrafli bir incelemeye konu olmayan
DCBL haritasim1 GIS tabanli bir analize tabi tutarak Kirkgesme su
sisteminin gercek planmi ile iliskilendirecek, ayrica Topkapi arsivindeki
taslak harita ile de karsilastirarak, bu haritanin yapimi ve halen igerisinde
bulundugu tarih yazmasina uyarlanirken gecirdigi degisiklikler iizerine
gozlemler sunacaktir. 17. ylizyil bas1 ve 19. ylizyil basi arasina tarihlenen
suyolu haritalarinin tlimii rulolar {izerine resm edilmislerdir ve su sistemini
cizgisel birer menzilname formatinda betimlerler. 16. yiizyilin ikinci
yarisinda yapilan alan haritalarindan menzilname tarzi haritalara gegis (ki
menzilname agirlikli olarak eski ve ortagaglarda kullanilan bir haritacilik
teknigi ve betimleme tarzidir), ve rulo haritalarin gorsel ve temsili
ozellikleri tebligimde tlizerinde duracagim konular arasindadir.

Rulo seklindeki haritalar ve temsili 6zelliklerini tartisirken su sorular
iizerinde durmay1 planliyorum: Osmanli Istanbul’unun su sisteminin
temelini olusturan ve haritalarda ‘kadim’ olarak isaretlenen Bizans su
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yapilarinin temsil Ozellikleri, erken modern donemin geg¢mis algilart
hakkinda ne tiir gozlemler sunar? Bu haritalarin igerikleri, erken
modern donem Istanbul’unda su kullanimindaki doniisiimler, su haklari,
farkli sosyal kesimlerin suya erisim imkanlar1 ve daha genel anlamda
sehirde dogal kaynaklarin kullaniminda 6zelkamusal, miri-sehri alanlar
arasindaki dinamikleri ne 6l¢iide yansitirlar? Sehrin ve dogal ¢evresinin,
yapili cevrenin ve dogal habitatlarin nasil kavramsallastirildigr ve
gorsellestirildigi konusunda ne tiir perspektifler saglarlar? Sehir ve dogal
cevresine dair tahayytiller ve temsiller erken modern donem boyunca ne
tiir dontistimler gecirmistir?
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Karaaslan, Muzaffer

FOLLOWING AN ECOLE IN THE OTTOMAN WALL PAINTINGS
IN KOSOVO

Wall paintings, which began to be widely seen in the late Ottoman period,
were first seen in the Ottoman Palace and its surroundings, followed by
edifices in Anatolia, the Balkans and the Middle East from the 18th century
onward. They spread over a wide territory within a short time, and became
an important branch of art thanks to the ayans (landed proprietors in
Ottoman Empire), city governors, wealthy merchants and leading figures
of the city.

This study is about four of the buildings with wall paintings in Kosovo, that
are in similar styles and subjects: The Sinan Pasha Mosque, Emin Pasha
Mosque, Ilyas Kuka Mosque in Prizren and the Fatih (Bayrakli) Mosque
in Peja. The paper introduces the wall paintings and painted decorations
and examines them in terms of subject and style. It also dwells upon the
spread of this painting école by traveling artists and their contribution to
its development.

Wall painting spread over different regions of the Ottoman territories from
the 18th century onward. The differences in the wall paintings found in
different regions such as Istanbul, Anatolia, Balkans and the Middle East
that are due to the influence of various ethnic groups and artists form the
schools.

Ottoman period wall paintings can be considered as a whole from their
technical aspects. However, recent studies have postulated different
schools. Inci Kuyulu states that there is a common école in the Aegean
region while Pelin Sahin Tekinalp and Stefan Weber emphasize that it is
possible to talk about an artist group or a school around Gaziantep, Hatay
and Damascus. Although some think that there may be a Balkan école as
well, there are few studies to support this view.

The main focus of this study is to determine whether or not there is a specific
way of expression in the paintings and painted decorations in Kosovo.
Three of the above mentioned four buildings are located in Prizren and the
last one in Peja. The distance between these two cities is approximately 70
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kilometers. This fact supports the idea of the existence of an artist group in
the region. In addition, the date differences among the buildings show that
there is also an embraced decoration repertoire aside from the existence of
the same artist or artist group.

The subjects, colors, styles, filled and unfilled portions in the decorations
of the mentioned buildings strengthen the idea of the existence of an école
in Kosovo. In addition, the presence of wall paintings in two different
cities shows that there could have been travelling artists.

Another problematic of the study is the identification of the artists who
worked in the buildings. Artist names are not encountered much in wall
paintings. Therefore, these decorations mostly remain anonymous. There
are no signatures in any of the four buildings included in our study, but the
name Vasilije Kristic is mentioned in some publications of an artist who
is claimed to have worked in the decoration of the Sinan Pasha Mosque in
Prizren- is quite important. This paper will discuss the identity of this artist
and whether or not he worked within a group of artists. In addition, the
wall paintings in the four buildings will be compared with the identified
works of the mentioned artist.

KOSOVA’DAKI OSMANLI DUVAR RESIMLERINDE BIiR
EKOLUN TAKIBI

Osmanli Devleti’nin ge¢ doneminde yayginlasan duvar resimleri 18.
ylizyildan itibaren ilk olarak Saray ve ¢evresinde ardindan Anadolu,
Balkanlar ve Ortadogu’da goriilmeye baslamistir. Kisa bir siire igerisinde
genis bir cografyaya yayilan duvar resimleri 6zellikle ayanlar, kent
yoneticileri, zengin tiiccarlar ve kentin ileri gelenleri sayesinde 6nemli bir
sanat tliriine dontiismiistiir.

Calismanin kapsami Kosova’da tespit edilen duvar resimli yapilarin
arasinda benzer iislubun ve konularin goriildiigii dort yapidir. Bu yapilarin
{icii Prizren kentindeki Sinan Pasa Cami, Emin Pasa Cami ve Ilyas Kuka
Camisi’dir. Diger yapi1 ise Peja sehrindeki Fatih (Bayrakli) Camisi’dir.
Bildirinin amaci ad1 gegen yapilardaki duvar resimlerini ve boyali nakislari
tanitmak, bunlar1 konu ve iislup acisindan incelemektir. Bir diger amag ise
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ele alman Orneklerin sanatcilarini ve ekollerini degerlendirirken gezgin
sanat¢1 gruplarmin ekolleri nasil farkli bolgelere tasidiklar1 ve duvar
resminin gelisimine nasil katki sagladiklarini incelemektir.

Duvar resimleri 18. yiizyildan itibaren Osmanli cografyasinin farkl
bolgelerine yayilan ve benimsenen seckin bir siisleme sanatidir. Mimarinin
onemli 6gesi haline gelen bu sanat tiiriiniin zaman iginde yapiyla organik bir
bag olusturdugu goriilmektedir. istanbul, Anadolu, Balkanlar ve Ortadogu
gibi birbirinden ayr1 bolgelerde gesitli etnik gruplarin ve sanat¢ilarin da
etkisiyle duvar resimlerinde farkliliklar meydana gelmistir. Bu farkliliklar
ise ekolleri olusturmaktadir.

Osmanli donemi duvar resimleri teknik agidan bir biitiinii ifade etmektedir.
Ancak yapilan arastirmalar sonucu bu biitiiniin, farkli pargalara veya
ekollere ayrildig1 anlasilmaktadir. Inci Kuyulu, Ege bolgesindeki duvar
resimlerinde ortak bir ekoliin oldugunu ifade ederken Pelin Sahin Tekinalp
ve Stefan Weber ise Gaziantep, Hatay ve Sam dolaylarinda yer alan duvar
resimlerinde yine bir sanat¢1 grubu veya ekolden bahsetmenin miimkiin
olabilecegini vurgulamaktadirlar. Aragtirmacilarin Balkanlar’daki duvar
resimlerinde de bir ekoliin olabilecegi yoniinde goriisleri bulunsa da bu
goriisii destekleyecek calismalar oldukca azdir.

Calismanin ana tartismasi Kosova’daki duvar resimlerinin ve boyali
nakislarin kendine 6zgii bir ifade bi¢iminin olup olmadigidir. Calismanin
kapsamindaki dort yapmnin {i¢li Prizren’de biri ise Peja kentinde
bulunmaktadir. Kentler arasindaki mesafe asag1 yukar1 70 km’dir. Bu durum
bolgede bir sanat¢i grubunun varligr yoniindeki fikri desteklemektedir.
Bunun yani sira yapilar arasindaki farkli tarihler ayni sanatci veya sanatgi
grubunun diginda benimsenmis bir bezeme repertuarinin da oldugunu
gostermektedir.

Ele alinan yapilardaki bezemelerin konulari, renkleri, tisluplari repertuardaki
doluluk ve bosluk oranlarinin birbirine yakin olmas1 Kosova igerisinde bir
ekoliin varlig1 fikrini giigclendirmektedir. Ayrica duvar resimlerinin iki farkli
kentte yer almasi sanatgilarin gezici oldugunu gostermektedir.

Calismanin bir diger sorunsali ise yapilarda calisan sanatcilarin tespitidir.
Duvar resimlerinde sanat¢i isimleriyle ¢cok karsilagilmamaktadir. Bundan
dolay1 bu bezemeler ¢ogunlukla anonim kalmaktadir. Konumuza dahil
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edilen dort yapida da yazili herhangi bir imza yoktur fakat bazi yayinlarda
gecen ve Prizren’deki Sinan Pasa Camisi’nin bezemelerinde ¢alistigi iddia
edilen Vasilije Kristic ismi olduk¢a 6nemlidir. Bu sanat¢inin kim oldugu ve
herhangi bir sanat¢1 grubuyla calisip calismadigr lizerinde de durulacaktir.
Ayrica ad1 gegen sanatginin tespit edilen eserleriyle ¢alismaya konu edilen
duvar resimlerinin karsilastirilmasi yapilacaktir.
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Kavalci, Fiisun

FROM 1980S TO PRESENT: THREE GENERATIONS OF AVANOS
POTTERY PRODUCTION AND TRANSFORMATION

This study documents the modes of production of the Avanos potteries
from the 1980s to the present. It aims to illustrate forms, decoration, and
firing techniques used in the region during three generations of pottery
production. The old generation potters produced unglazed pottery with
red burnishing. The new generation craftsmen use traditional production
techniques with glazed, colorful, decorated forms, not only with Avanos
clay, but also with a variety of clay in different firing techniques that result
in abstract, modern surfaces on pottery. In the past, only red clay extracted
from this region was used, but now clay from Kinik and Kiitahya regions
are also used.

The drip slipped pottery produced during the 1980s in Kinik was sold in
Avanos, but not produced in Avanos since electric kilns were not used back
then. Kiitahya ceramics were in such high demand at the end of the 1980s
that the traditional Avanos red clay production almost came to an end.
Since the 2000s Avanos potteries started to produce glazed pottery with
decoration under the influence of Kiitahya pottery, and called it family
tradition.

While vertical forms were always produced in Avanos pottery, in the
1980s, the traditional red clay was used for the first time for the production
of horizontal forms (plate) by the Kavalci workshop using traditional
Anatolian motifs with seal printed decoration. At the same time, embossing
with seal printed technique was also applied on vertical forms by the
Kavalc1 Workshop for the first time. Today seal printed plates, and plates
with a varied decoration are produced using electric ovens.

Until the 1990s the traditional black furnace was used for firing stacked
pottery. Since in this type of stacking, the firing of the forms is difficult,
the pots were stacked above the bricks in the tunnel kilns of the brick
factories after the bricks were loaded, and fired under difficult conditions.
During the firing, the ceramics turned from black to red as random coal
dust settled over the pots. Since the early 1990s, electric and gas ovens
were used for firing. Although limited in number, black furnaces are still
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used today, but are mostly replaced by electric kilns. Raku and sagar
production needs a different firing technique, which results in original,
and diverse abstract effects on the surface bringing Avanos pottery to the
contemporary era. In the past to obtain a black surface, the product was
buried in a pithos with coal dust, and fired. Today these effects are created
by the raku technique.

Hacettepe University, Faculty of Fine Arts, Ceramics Department and
Avanos Municipality have initiated the first International Ceramics
Symposium in 2000. This Symposium has pioneered a transformation
of the traditional production by design, decoration and firing techniques.
After 2000, the young generation of artists, who graduated from fine arts
ceramics departments, came to live in Avanos and produced pottery under
the influence of the work of traditional potters.

The main goal of this study is to document the development of Avanos
pottery in the last 30 years as an extension of ancient times, as well as
documenting the tradition of the potter-families, and transferring it to
future generations.

1980’LERDEN GUNUMUZE AVANOS COMLEKCILIiGi: UC KUSAK
SERAMIK URETIMi VE DEGIiSiMi

1980’lerden giiniimiize Avanos bdlgesi ¢comlekeiliginin degisimi ile ilgili
bir belgeleme niteliginde olan bu ¢aligma, bdlgede yapilan ve kullanilan
form, bezek, yapim ve pisirme teknigini, ¢comlekgilerin ii¢ kusagini ele
alarak belgeleri ile sunar. Eski kusak comlekgiler sirsiz, siislemesiz kirmizi
perdahli formlar iiretmislerdir. Yeni kusak ustalar geleneksel tarzin yani
sira sirl, renkli, bezekli, sadece kirmizi kil degil ¢ok cesitli kil kullanarak
farkli pisirim ve teknikte soyut ve modern iiriinleri de c¢aligmaktadir.
Eskiden sadece bu bolgeden ¢ikarilan kirmizi kil kullanilirken simdi Kinik,
Kiitahya gibi farkli bolgelerin killeri de kullanilmaktadir.

1980’lerde Kinik’da iiretilen kirmizi kil {izerine akitma teknigi ile yapilan
dekorlu firtinler Avanos’da satiltyordu. Burada elektrikli firin olmadigi
icin sirli calismalar yapilmamistir. Avanos’da 1980’lerin sonlarina dogru
da talep edilen ve gittikge yayilan Kiitahya seramiklerinin satilmasi
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atolyelerde kirmizi kille iiretilen Avanos ¢omlekgiligini bitirme noktasina
getirmistir. 2000’lerin bagindan beri Avanos’un biiyiik atolyeleri renkli sirlt
Kiitahya seramiginden esinlenerek farkli motifli, sirli, ¢ok renkli tirtinler
tiretmislerdir ve buna da aile gelenegi demislerdir.

1980’lere dek Avanos ¢omlekgiliginde hep dikey formlar yapilirken, ilk
kez Kavalci atdlyesi tarafindan bu yorenin kili ile yatay form (tabak)
iiretilmis, tizerine Anadolu motifieri ile mihiir baski teknigi yapilmistir.
Ayni1 zamanda miihiir baski teknigi ile siisleme dikey formlara da Kavalci
Atolyesi tarafindan ilk kez uygulanmistir. Bugiin hala sadece elektrikli
firinda pisirilen tabaklarda miihiir baski teknigi kullanilmakta, farkli
teknikte siislemeli tabaklar da ¢alisilmaktadir.

1990’ lara kadar geleneksel kara firinda birbiri iizerine yigilarak pisirme
teknigi uygulanmistir. Bu tarz istiflemede yatay formlarin pigirimi zordur.
Bunedenle tabaklar tugla fabrikasinda tiinel firinlarda tuglalar yiiklendikten
sonra en lste dizilerek zor kosullarda pisirilmektedir. Pisme esnasinda
rastgele komiir tozu kaplarin iistiine sigradigi icin siyahdan kirmiziya
donen hareli seramikler ¢ikmistir. 1990’larin basindan itibaren elektrikli
ve gazli firin ile pisirim yapilmigtir. Bugiin kara firin sayisi ¢ok az olsa da
kullanilmaktadir, yerini elektrikli firina birakmistir. Cok farkli bir pigirim
teknigi olan raku ve sagar Avanos ¢omlekgiligini cagdasa tagimigtir. Bu
pisirim teknikleri form ylizeyinde 6zgiin, cesitli, soyut efektler yaratir.
Eskiden siyah bir ylizey elde etmek i¢in, iiriin bir kiip icinde kdmiir tozuna
gomiiliip pisirilerek yapilirken, raku pisirim teknigi ile yapilmaktadir.

2000 yilinda Hacettepe Universitesi, Giizel Sanatlar Fakiiltesi, Seramik
Boliimii ile Avanos Belediyesi’nin birlikte baglattigi, ilk kez yapilan
Uygulamali Seramik Sempozyumu Tiirk ve yabanci sanatcilarla ustalari
bir araya getirmistir. Bu paylasim geleneksel {iretimin tasarim, bezeme,
pisirim teknigi bakimindan degisimine dnciiliik etmistir. Bu bdlge civarinda
kurulan tiniversiteler tarafindan halen bdyle sempozyumlar yapilmaktadir.
2000 y1lindan itibaren bu bolgeye sehirlerden giizel sanatlar fakiiltelerinden
mezun ¢ok sayida seramik¢inin yerlesmesiyle, gen¢ kusak ustalar onlarin
tirettiklerinden daha ¢ok etkilenmis ve bu da iiretimlerine yansimustir.

Bu otuz yillik siirecte Avanos ¢omlekg¢iliginin gelisiminin antik caglar
uzantisi ile belgelenmesi, usta-aile geleneginin uzantilar1 ve tiretim modu
bilgilerinin gelecek nesillere aktarilmasi bu ¢alismanin ana hedefidir.
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Kaya, Misra

ARTISTIC CONTINUITY IN TRANSCULTURAL CONTEXTS:
THE GREEK DANCE

The recycled representation of Ottomans in Western art was perpetual
throughout the centuries, where artists used images executed by previous
artists. The distinctive type of motifs can be traced within the costume
albums and travel accounts, and these certain motifs which dominated the
works of art can be tracked down to the 16th century. The circulation of
certain motifs and compositions is very well-known, especially in the 18th
century between European and Ottoman artists. However, the interaction
between different artistic styles and schools seems to have an even broader
and greater effect on the artistic milieu of the time. This paper will focus
on one specific imagery known as the “Greek Dance.”

After the 1683 Vienna defeat and the 1699 Karlowitz agreement, there
was a period of peace and a balance of power for Europe and the Ottoman
Empire. During this period, instead of waging war, both the Ottomans
and the Europeans chose to get acquainted with one another through
diplomatic and trade relations. The newly strengthened ties between the
nations caused an increase in cultural interactions, and thus the eighteenth
century became the peak of interconnectedness.

The interactions between eastern and western cultures are one of the most
studied and discussed topics of the history of art; nonetheless, if we were
to focus on the topic of the “Greek Dance,” research needs to go further.
However significant the earlier scholarship on the subject of borrowings
and blendings may be, the aim of this paper is to bring forth new examples
and expand the current knowledge to even more distant corners of history.

The particular motif called the “Greek Dance” is used for the specific type
of dance associated with the Greek population of the empire. Even though
there are various ways of depicting this type of dancing, some artists chose
extremely similar, almost identical, compositions in their artworks. This
paper will present nine images in order to examine the relationship between
the artworks, to trace the movement of the motif through the centuries.
Starting from Baudier’s Histoire générale du Serail, et de la cour du Grand
Seigneur empereur des Turcs in the 17th century, the visual material will
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be introduced in chronological order until the late 19th century. The visual
materials belong to a diverse range of artists, both Ottoman and foreign,
including Konstantin Kapidagli and his “The Dancing of the Greek
Women,” currently in The Collection of Stanislaw August Poniatowski,
The University of Warsaw Library. The corresponding European image for
this example, by Jean-Baptiste Hilair, is an engraving taken from Ignatius
Mouradgea D’Ohsson’s Tableau Général de I’Empire Othoman.

This paper will argue for the further development of artistic fluidity and
interconnectedness of the art circles of the Ottoman Empire and Europe.
Examples of artistic continuity will shine a light on the intricate nature of
art production in the Ottoman Empire and Europe, and the way in which
both cultures and artistic milieus were complementing each other. The
provided visual material will highlight the occurrence of interactions and
borrowings in both ways, east, and west.

KULTURLERARASI BAGLAMLARDA SANATTA SUREKLILIK:
RUM DANSI

Batili sanatgilar, Osmanli topraklarini ziyaret eden sanat¢ilarin yarattig
belli imgeleri yiizyillar boyunca tekrar tekrar kullanmislardir. Belirgin
motiflerin baslangic noktalari, kostiim alblimlerinden ve seyahatnamelerden
izlenebilir ve sanat eserlerinde baskin olan belli bagl motiflerin 16. yiizyila
kadar uzanan ge¢mislerinin izi siiriilebilir. Ozellikle 18. yiizy1lda Avrupa
ve Osmanli sanatgilarinin belirli motifleri ve kompozisyonlar1 ortak
kullanmalar1 olduk¢a asina oldugumuz bir konudur. Ancak, farkli tislup
ve ekollerin kendi aralarindaki iliskilerin, donemin sanat ortamina daha
biiyiik ve genis bir etkisi oldugu gozlemlenmektedir. Bu ¢alismanin odak
noktasi, “Rum Dansi1” olarak bilinen 6zgiin bir tasvir olacaktir.

17. ylizyilin son ¢eyreginde vuku bulan Viyana yenilgisi ve Karlofca
Antlasmasi’ndan sonra, Avrupa ve Osmanli imparatorlugu, gii¢ dengesinin
saglandig1 ve barigin hiikiim siirdiigii yeni bir doneme girdi. Bu donemde,
hem Osmanlilar hem de Avrupalilar artan diplomatik ve ticari iligkiler
sayesinde birbirlerini daha yakindan tanima firsati buldular. Gii¢lenen
diplomatik iligkilere paralel olarak 18. yiizyil kiiltiirel etkilesimin ve
aligverisin doruk noktas1 oldu.

232



Bat1 ve dogu kiiltiirleri arasindaki iligkiler sanat tarihinin ilgiyle incelenen
arastirma konularindan birisi olmustur. Buna karsin, “Rum Dans1”
konusunun daha derin bir sekilde arastirilmaya ihtiyact vardir. Simdiye
kadar kiiltiirel aligveris konusu iizerine yapilmis arastirmalar her ne kadar
kapsamli olsa da bu ¢alismanin amact yeni Ornekleri ortaya sunmak ve
mevcut bilgi birikimini tarihin uzak koselerine uzatmaktir.

“Rum Dans1” olarak adlandirilan bu motif, Yunan halklarina 6zgii bir
dansi temsil etmektedir. Bu dansi tasvir etmenin birden farkli yolu oldugu
halde, sanatcilar birbirine son derece benzeyen hatta neredeyse birbiri
ile aynm1 kompozisyonlar kullanmiglardir. Sanat eserlerinin arasindaki
baglantinin incelenmesi ve motifin yiizyillar igerisindeki hareketlerinin
anlagilabilmesi i¢in dokuz farkli gorsel Tlizerinde odaklanilacaktir.
Baudier’in 17. ylizyilda yayinladig1 Histoire générale du Serail, et de la
cour du Grand Seigneur empereur des Turcs kitabindan baslayarak, 19.
ylizyilin sonuna kadar uzanan gorsel materyaller kronolojik bir sirayla
takdim edilecektir. S6zii gecen bu resimler hem Osmanli sanat¢ilarina hem
de yabanci1 sanatgilara atfedilmektedir ve bu resimlerin arasinda Kostantin
Kapidagli’nin Varsova Universitesi Kiitiiphanesi’ndeki Stanislaw August
Poniatowski Koleksiyonu’nda yer alan “Yunan Kadinlarinin Dans1” adli
eseri de bulunmaktadir. Bu 6rnege karsilik gelen Avrupali resim, Jean-
Baptiste Hilair tarafindan yapilan ve Ignatius Mouradgea D’Ohsson’un
Tableau Général de I’Empire Othoman kitabindan alinan bir graviirdiir.

Kargilagmalardan yola c¢ikarak sanatsal akiskanligin ve Osmanli ile
Avrupa sanat cevrelerinin kiiltiirel aligverislerinin birbirlerine biraktigi
izlerin derinligi savunulacaktir. Sanatsal dolasimin o6rnekleri, Osmanl
ve Avrupa’daki sanat liretimine 151k tutarken, kiiltlir ve sanat ¢evrelerinin
birbiriyle nasil ortlistiiglinii gosterecektir. Gorsel drneklerle hem bati hem
de dogu i¢in etkilesimlerin ve alintilarin olusumu tartisilacaktir.
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Kazan, Hilal

SOME WORKS OF WAQFS OF OTTOMAN PHILANTHROPIST
WOMEN IN THE BALKANS: THE CASE OF GREECE

Throughout history women as well as men were concerned with art,
science, and cultural activities and have not only shown success but have
established charitable institutions that have been dedicated to the service of
people. Women could not become prominent in Islamic societies including
the Ottoman society. Waqfs have played a major role in women occupying
a place in society and being mentioned in connection with charitable
works. Wagqfs, at the same time, became the tool for women motivated with
devoutness, humbleness, charitableness, to serve the society by using their
legal rights just like any Muslim. This paper analyses examples of women
philanthropists’ charities such as fountains, schools, baths, mosques,
dervish lodges (tekke) within the mainland and the Greek islands. The
aim of this paper is to analyse the contribution of Ottoman women who
devoted their financial assets to public interest, as well as contribute to the
women’s studies and Ottoman architecture by introducing their works. It
also aims to provide a positive contribution to the widespread negative
perception of women in Ottoman society.

The studies carried out in this field are as follows; Hatice Sultan by
Lucienne Thys-Senocak, Giilnus Valide Sultan by Muzaffer Ozgiiles and
Betiil Argit, Uskiidar Hanim Sultanlarm Kiilliyeleri, a Master Thesis by
Sinem Arcak. In addition, some regional works were carried out by Ekrem
Hakki Ayverdi, Filiz (Calislar) Yenisehirlioglu, Heath W. Lowry and SETA.
Moreover, some records published by institutions such as IRCICA, the
publications of the Ministry of Culture of Greece, and some of the earlier
studies deal with Ottoman women philanthropists and their works. In
addition to these works, this study aims to use archival documents from the
Ottoman Archives, the Archives of the Foundations General Directorate,
Historical Archives of Macedonia, photographic archives of Albert Khan,
British School of Athens and Sultan Abdulhamid. Additionally, on site
monitoring is planned in some cities on mainland Greece and islands such
as Rhodes, Crete, Mytilene. As was mentioned above, works of women
philanthropists which are found in various publications, archives and
photographic albums will be analysed in a single paper. The social status
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and demographic structure of these women will be explored and thus,
the studies carried out up to the present will be covered with a broad and
comprehensive research.

HAYIR SAHIiBi OSMANLI KADINLARININ BALKANLARDAKI
VAKIF YAPILARI: YUNANISTAN ORNEGI

Tarih boyunca erkeklerin yani sira kadinlar da kiiltiir, sanat, ilim/bilim ile
ugrasip basarili olduklar1 gibi maddi imkanlari el verdikge hayir kurumlari
insa ettirip bunlar1 insanlarm hizmetine adamislardir. Ozelde Osmanl,
genelde Islam toplumunda Miisliiman kadin sosyal hayatta ¢ok fazla 6ne
ctkmamistir. Miisliiman kadinin kendi mahremiyet sinirlarinin 6tesinde bir
hay1r yapisiyla anilmasinda ve sosyal hayatin bir parcasi haline gelmesinde
vakiflarin biiyiik payr olmustur. Vakiflar ayrica, herhangi bir Miisliiman
icin gecerli oldugu gibi, kadinin hukuki haklarini kullanarak hayirseverlik,
alcak goniilliiliik, dindarlik gibi motive edici bir gii¢le, maddi varligini
sosyal hayata yansitmasinin ve toplum hizmetine sunmasinin araglarindan
biri haline gelmistir. Bu bildiride Osmanli kadininin tarihi siire¢ igerisinde
sadece ana kara degil adalar da dahil edilerek Yunanistan Orneginde
Baklanlardaki cesme, mektep, hamam, tekke, camii gibi irili ufakli mimari
hayrat1 {izerinde orneklendirilerek durulacaktir. Bu bildirinin amaci
hem kendi maddi varliklarin1 toplumun faydasina harcayan Miisliiman
Osmanli kadinini ve onun insa ettirdigi yapitlar1 tanitarak Osmanli-
Tiirk mimarisine, cinsiyet/kadin ¢aligmalarina katkida bulunmanin yani
sira Islam devletlerinde kadinlarm kamusal alana erisimlerini kisitlayan
mahrem olgusu nedeniyle gii¢siiz olduklar1 yoniindeki yaygin olumsuz
diisiinceye pozitif bakis acis1 getirmektir.

Alanda yapilan miistakil caligmalar Lucienne Thys-Senocak’in Hatice
Sultan, Muzaffer Ozgiiles ve Betiil Argit’in Giilnus Valide Sultan, Sinem
Arcak’in Uskiidar’da Hanim Sultanlarin Kiilliyeleri, (Yiiksek Lisans Tezi),
gibi yayina donlisen arastirmalart Osmanli hanim sultanlar1 ile dogrudan
ilgilidir. Ancak Ekrem Hakki Ayverdi, Filiz (Calislar) Yenisehirlioglu,
Health W. Lowry ve SETA gibi bolgesel olarak yapilan bazi envanter
caligmalari, IRCICA gibi bazi1 kurumlar tarafindan yayimlanan vakif
kayitlari, Yunanistan Kiiltiir Bakanlig1 yayinlar1 gibi ve bazi aragtirmacilarin
makalelerinde Osmanli bani kadinlar1 ve eserleri yer almaktadir. Bu
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bildiride bahsedilen ¢alismalara ek olarak Bagkanlik Devlet Arsivleri,
Vakiflar Genel Midiirliigli Arsivi ve Selanik Makedonya Tarih Arsivi gibi
arsiv belgeleri ve Albert Khan, BSA (British School of Athens), Sultan
Abdulhamid Han ve benzeri fotograf arsivlerindeki kayitlar da taranarak
konunun daha genis bir ¢ergevede ele alinmasi planlanmaktadir. Ayrica
Rodos, Girit, Sakiz ve Midilli gibi adalara ve ana karadaki bazi sehirlere
gidilerek yerinde tespitler yapilmasi diistintilmektedir.

Yukarida da bahsedildigi gibi muhtelif yayinlarda ve fotograf albiimlerinde/
arsivlerinde daginik halde bulunan ve yeni tespit edilen Yunanistan’daki
Osmanli kadin banilerine ait yapilar bu bildiride tek bir yayin altinda ele
alimmis olacak, bu yapilarin banileri/patronlari olan kadinlarin sosyal
statiileri, demografik yapilari ile maddi varliklar1 arastirilip ortaya konmaya
caligilacak boylece simdiye kadar yapilan ¢aligmalar bir {ist arastirmanin
konusu olacaktir.
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Khan, Shahbaz Nadhra

LAHORE FORT PICTURE WALL: FANTASTICAL CREATURES
IN MUGHAL, TURKISH AND PERSIAN IMAGINATIONS

The Lahore Fort’s Picture Wall carries faience mosaic decoration generally
known as kashikari, a term that denotes a link to the Persian city Kashan from
where the technique is understood to have originated. Dated between 1611
to 1640s, it carries aesthetic impressions of two important Mughal emperors:
Jahangir (r. 1605-1627) and Shah Jahan (r. 1628-1658). Its visual vocabulary
heavily relies on fantastical creatures such as horned and winged quadruped
dragons, male and female winged figures, the mythical Simurgh, harpies and/
or cherubs and demons, to both allure and alarm the viewers. Blended with
astronomical signs and human figures that include a male figure clad in Ottoman
headdress and costume, these narrative panels present an extraordinary visual
treat spread over five-hundred yards on the exterior of Lahore Fort’s northern
and western walls.

What appears to be a unique example in the entire Subcontinent of ceramic
architectural decoration employing figural themes, has strangely attracted very
little scholarship. It is not only missing from the Mughal court chronicles but
has also attracted very little attention in other contemporary or later local or
foreign accounts of the fort or the city. Not surprisingly, therefore, it has never
been studied in light of its parallels in Turkish and Persian traditions. One of the
most thematically relevant earliest examples consists of the star-shaped tiles
of the Kubadabad Palace on Lake Beysehir, in Konya, founded by ‘Ala-ud
Din Kayqubad in 1227. Figural representations of dragons, griffins, harpies,
sphinxes and double-headed eagles along with birds, animals and human figures
in glazed tiles rendered in eight-pointed star shapes invite direct comparisons
of these images to the iconography of the Lahore Fort Picture Wall.

This paper aims to compare visual and textual connections of some of these
fantastical creatures included in the Picture Wall iconography with similar
Turkish and Persian examples to see the extent of adoptions and adaptations.
My special focus will be dragons and human heads with wings found on the
Picture Wall and in Mughal miniature paintings as more than any other, these
two icons offer the most complicated and contrasting interpretations from
different cultural perspectives. Dragons are vanquished in the Shahnameh but
are represented as prophylactic symbols in Turkish and Central Asian material
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culture. Here they appear on royal portals and numismatics and not only carry
astronomical and astrological significance but also “a celestial quality”. The
winged heads have been labelled as putto or cherubs in Western commentaries
on Mughal allegorical imagery overlooking the possibility of their identity as
harpies. This again presents another twist. What are referred to in classical
and late antiquity as “voracious monsters, with the faces of women, the bodies
of vultures, and the claws of dragons,” are used as signs of kingly glory and
investiture in Sasanian imaginary.

The Mughals as Timurid refugees created both real and imaginary symbols in
India to define themselves. They adopted the Persian courtly culture, complete
with the Persian language (instead of Chaghatai or Azerbijani Turkish), art and
architectural practices. This paper will approach fantastical creatures on the
Picture Wall, especially dragons and harpies/putti along with Mughal court
chronicles, panegyrics and imperial manuscripts to investigate their social,
cultural and political undertones. This reading argues for a more nuanced
understanding of these symbols in Mughal material culture and promises deeper
corollaries of Turkish and Persian iconographic vocabularies than fathomed so
far.

LAHOR KALESI RESIMLi DUVARI: BABURLU, TURK VE FARS
IMGELEMINDEN DOGAUSTU YARATIKLAR

Lahore Kale’sinin Resimli Duvari genellikle kdsikari olarak bilinen ¢ini mozaik
tekniginde yapilmustir. Bu terim, teknigin bulunus yeri olan Iran’daki Kasan
sehri ile baglantisini belirtir. 1611-1640 yillar1 arasina tarihlenen duvar, iki
onemli Babiirlii hitkiimdar1 Cihangir (s. 1605-1627) ve Sah Cihan’in (s. 1628-
1658) estetik tercihlerini yansitir. Gorsel igerigi, agirlikli olarak, izleyenleri
hem cezbedecek hem de korkutacak, boynuzlu ve kanatli fantastik yaratiklar,
dort ayakli ejderhalar, erkek ve disi kanatli figiirler, efsanevi simurglar, harpiler
ve/veya melek ve seytanlardan olusur. Astronomik semboller ve aralarinda
Osmanli tiirban1 ve kostiimii giymis bir erkek figiirlinii de igeren insan
figiirleriyle harmanlanmis bu Oykiicii panolar, Lahor Kalesi’nin kuzey ve bati
duvarlarinin dis cephesinde, yiizlerce metreye yayilan olaganiistii bir gorsel
sOlen sunarlar.

Bir ¢ini duvar kaplamasi olarak Giiney Asya’da benzersiz bir 6rnek olan, figiirli
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tasvirler de iceren bu dekoratif duvar nedense ¢ok az akademik ilgi toplamustir.
Babiirlii saray tarihlerinde yer almadig1 gibi, yapildig: yillarda veya daha sonra
yazilmis yerel veya yabanci anlatilarda da ¢ok az bahsedilmistir. Bu nedenle
de Tirk ve Fars geleneklerindeki paralelleriyle karsilastirilarak calisilmamig
olmasi hig sasirtici degildir. Tematik olarak en yakin erken 6rnekleri Konya’da,
Beysehir Golii kiyisinda 1227 yilinda Alaeddin Keykubad tarafindan yaptirilmig
olan Kubadabad Saray1’nin ¢inileridir. Sekiz kdseli yildiz seklindeki sirli giniler
tizerinde, ejderhalar, grifonlar, harpiler, sfenksler, cift basl kartallar, kuslar,
cesitli hayvanlar ve insan figiirleri tasvir edilmistir. Bu imgeler, Lahor Kalesi
Resimli Duvari ikonografisi ile dogrudan karsilagtirma yapmaya olanak verir.

Bu bildiri, Resimli Duvarin ikonografisinde yer alan bu fantastik yaratiklardan
bazilarinda benzer Tiirk ve Fars drneklerinden gorsel ve yazinsal agilardan
yapilmig alintt ve uyarlamalar1 belirlemek {izere karsilastirma yapmayi
amagclamaktadir. Ozel olarak, Lahor Duvarinda ve Babiirlii minyatiirlerinde
bulunan, farkli kiiltiirlerde en karmasik ve zit yorumlar yansitan ejderha
ve kanath insan basi imgelerine odaklanacagim. Ejderhalar Sehname’de
kahramanlara maglup olan yaratiklardir, ancak Tiirk ve Orta Asya maddi
kiiltiirlerinde koruyucu semboller olarak temsil edilirler. Burada sultani
portallerde ve paralar lizerinde goriiliirler ve sadece astronomik ve astrolojik
onem tasimakla kalmazlar, ayni zamanda “goksel nitelik”leri de vardir.
Kanath baglar, Babiirliilerin alegorik imgeleminin Batililar tarafindan yapilan
yorumlarinda Harpi kimlikleri goz ardi edilerek “putto” ya da “kerubim” olarak
tanimlanmistir. Harpiler bizi bagka bir yere daha gotiirtir. Klasik ve ge¢ antik
donemde “kadin bagli, akbaba bedenli ve ejderha pengeli, doymak bilmez
canavarlar” olarak tanimlanan bu yaratiklar, Sasani gorsel kiiltiiriinde krali
ihtisam ve tanrisal gliclin simgesi olarak kullanilmistir.

Timurlu kokenli Babiirliller, Hindistan’a yerlestiklerinde kendilerini
tanimlayacak hakiki ve hayal iiriinii semboller yarattilar. iran’mn saray
kiiltiiriinii, sanat ve mimarlik uygulamalarini, Cagatay veya Azerbaycan
Tiirkgesi yerine Farscay1 benimsediler. Bu bildiri, Resimli Duvar tizerindeki
fantastik yaratiklara, 6zellikle ejderhalar ve harpi/puttilere odaklanacak, Babiir
saray kronikleri, kasideler ve saray el yazmalar1 bu imgelerin sosyal, kiiltiirel
ve politik anlamlarini ¢ikarsamak i¢in kullanilacaktir. Boylece Babiirlii maddi
kiiltiiriinde bu sembollerin 6zgiin, farkli niteliklerinin anlagilmasi ve Tiirk ve
Fars ikonografik dagarcigiyla baglarinin simdiye dek tespit edildiginden daha
derin oldugunun gosterilmesi amaglanmaktadir.
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Koshenova, Gulbanu
Zhiyenbayev, Yerlan

AN EXAMPLE OF MOSQUE ARCHITECTURE FROM
KYZYLORDA REGION, KAZAKHSTAN: GANI BAY MOSQUE

Kyzylorda is one of the largest regions of Kazakhstan, a vast country located
in the steppes of Central Asia. Never losing its centrality and importance in
history, Kyzylorda became the center of many cultures and civilizations as it is
situated in Mavenaunnehir between Sirderya (aka Seyhun) and Amuderya (aka
Ceyhun) Rivers. It was also the home of the Oghuz Turks before their migration
to Anatolia. Situated in Sirderya Basin where trade routes intersect, many wars
were waged to control this strategic region and cities, which passed from one
conqueror to another.

Thus, from the 19th century on, Kokand Khanate and Tsarist Russia built
defensive structures on the right and left banks of Sirderya River in order to
gain control over the region. Caravans leaving Tashkent, Bukhara, Samarkand
and Khiva were going from Atbasar to West Siberia, from Turgay to Troisk, and
Orenburg Gubernia. Majority of the trade routes established by Tsarist Russia in
the 19th century passes through Kazakhstan, and especially through Kyzylorda
region. As the number of caravans increased, Tsarist Russia built a castle in
Kazali District (Raiym) which is located on the Khorezm-Russia trade route, and
Muslim Tatars living in the neighboring areas and Orenburg city were deported
to Kazali. In 1847, Tsarist Russia established a small settlement called Kazali
under the pretext of protecting local Kazakh people against Kokandians and
Khiveans but with the real purpose of establishing control over the region. Kazali
developed into a city with time.

Constructions increased in Kazali district when Tartar Turks arrived in 1854.
Historical sources tell us that four mosques were built in 1872, 1894, and 1905.
After five decades, only the one built by Tartar tradesmen at the city center in

1894 survived. Most likely the other mosques collapsed because they were made
of adobe.

Gildiy Husaynov, who is of Tartar origin, had a mosque and a caravansary built
next to each other during the early years of the establishment of Kazali city (or
bastion back then) with the aim of satisfying the religious and commercial needs
of travelers.
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It is known that it was designed and built by Architect Musinov in 1894 with the
financial support of Gani Galiyevi¢ Husaynov during the establishment years of
Kazalu.

The building has a rectangular design. Its mihrap niche located on the western
side (kiblah direction) is semicircular and bulges outside the building, which is in
the east-west direction and consists of three sections. The design of the Gani Bay
Mosque is a uniform one used throughout Kazakhstan and Kyzylorda region.

In this paper, we will examine the Gani Bay Mosque in detail with a focus on its
design and materials using its restoration documents and drawings. We will also
compare it with the other mosques in the same district such as Nogay, Kojanazar
Isan, and Merjani mosques, highlighting the unique features of the architecture
of Ganibay Mosque.

KAZAKISTAN, KIZILORDA BOLGESINDE CAMI MIiMARISi
ORNEGI: GANIBAY CAMISi

Orta Asya’nin bozkir cografyasinda genis bir arazi iizerinde yer alan
Kazakistan’in biiyiik illerinden biri olan Kizilorda, tarih boyunca énemli merkezi
konumunu ve 6zelligini kaybetmemistir. Bolgeye hayat veren Sirderya Nehri ve
verimli arazileri sebebiyle degisik donemlerde farkli kiiltiir ve medeniyetlerin
miicadelesine sahne olmustur. Sehrin gegmisten giiniimiize bu siireg igerisindeki
onemi tarihi kaynaklardan 6grenilmektedir. Kizilorda, Sirderya (Seyhun) ve
Amuderya (Ceyhun) Nehirleri arasindaki Maveraiinnehir olarak adlandirilan
bolgede bulunmasi nedeniyle bir¢ok kiiltiir ve medeniyetin merkezi olma
ozelligini stirdiirmistir. Oguz boyu Tiirklerinin Anadolu’ya go¢ etmeden dnce
yurt edindikleri bolge olmasi hasebiyle de biiyiik onem arz etmektedir.

Bu baglamda Kokand Hanlig1 ve Carlik Rusya, bolgede kendi hakimiyetini
saglamak icin Sirderya Nehrinin sag ve sol sahillerinde 19. yiizy1l baglarindan
itibaren savunma yapilari inga etmislerdir. Tagkent, Buhara, Semerkant ve Hive
bolgelerinden ¢ikan bir kervan, Atbasar’dan Bati Sibirya’ya, Turgay’dan ise
Troisk, Orenburg Guberniyasi’na (Vilayetine) ulastyordu. Carlik Rusya’nin,
19. yiizyillda komsu iilkelerde gerceklestirdigi kara, nehir deniz gibi ticaret
yollarinin 6nemli bir kismi Kazakistan sinirlart igerisinden, 6zellikle de Kizilorda
bolgesinden gegmektedir. 19. yiizyilda kervanlarin artmasi ile Horezm-Rusya
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arasindaki kervan yolu giizergadhinda Carlik Rusya tarafindan Kazal ilgesinde
(Raiym) bir kale insa edilmis, ¢cevre bolgelerden ve 6zellikle Orenburg sehrinden
Miisliman Tatar Tiirkleri zorunlu goge tabi tutularak Kazali’ya yerlestirilmisti.
1847 yilinda Carlik Rusyasi, Orta Asya’da kendi hakimiyetini saglamak siyaseti
cercevesinde yerli Kazak halkini Kokandlilar ve Hivelilerin saldirilarindan
korumak gerekgesiyle kiiciik bir yerlesim yeri olan Kazali’nin temellerini atmigtir.

1854°te Tatar Tiirklerinin Kazali ilgesine gelmesiyle sehirde imar faaliyetleri
artmistir. Kaynaklardan burada 1872, 1894 ve 1905 yillarinda dort caminin inga
edildigini 6greniyoruz. Bu 50 yillik donemde Tatar tiiccarlar tarafindan insa
edilen camilerden sadece Kazali merkezde yapilan 1894 tarihli cami giiniimiize
ulagabilmistir. Biiyiik ihtimalle diger camiler kerpigle insa edildiginden gecen
zaman i¢inde yikilmislardir.

Tatar asilli tiiccar Gildiy Husaynov, Kazali sehrinin (Kazali savunma kalesi)
kuruldugu yillarda sehrin merkezinde misafirlerin dini ve ticari ihtiyaglarini
karsilayabilmek i¢in yan yana bir cami ve kervansaray insa ettirmistir. Kazali
Tlgesi Kazali sehri merkezinde bulunan Ganibay Camisi giiniimiizde M. Gorkiy
kiitliphane binasi olarak kullanilmaktadir. Kazali’nin kurulmasi sirasinda Gani
Galiyevi¢c Husaynov’un maddi destekleriyle mimar Musinov tarafindan caminin
projesi hazirlanmig ve 1894 yilinda insa edilmistir.

Dogu batt yoniinde dikdortgen planlt cami ii¢ boliimden olusur. Bati cephesinde
(kible yoniinde) yer alan mihrap nisi yarim daire seklinde disa taskindir. Ganibay
Camisi’nde goriilen plan semas1 Kazakistan ve Kizilorda bolgesinde tek 6rnek
olarak karsimiza ¢ikmaktadir. Cami, dogu cephesindeki asma kati, harim
mekaninin kars1 cephesinde ‘U’ seklindeki iist kat mahfili ve ¢ift sira pencereler
barindirmast gibi 6zellikleriyle diger cami &rneklerinden ayrilmaktadir.
Gilinlimiizde kiitiphane binasi olarak kullanilmakta olan yapi, 2011 yilinda
onarimdan gecirilmistir.

Bu bildirimizde, Ganibay Camisi plan, ortii, malzeme, cephe diizenlemesi gibi
ozellikleri, onarim belge ve ¢izimleri ile birlikte ayrintili bir sekilde ele alinacaktir.
Ayni ilgede bulunan Nogay, Kojanazar isan ve Merjani gibi camilerle mukayeseli
bir sekilde degerlendirmesi yapilacaktir. Ganibay Camisi’nin kendine 6zgiin
mimarisi izerinde durulacaktir.
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Kut, Naz Defne

ICONOGRAPHY OF A CATHOLIC VICTORY: THE BATTLE OF
LEPANTO IN ITALIAN PAINTING

This paper examines the symbolic significance of the Battle of Lepanto
for the Catholic world by focusing on the artistic outcome of the battle,
particularly on the depictions of the Battle of Lepanto in Italian painting.
It aims to contribute to the existing literature in art history on Lepanto,
which is a relatively understudied subject compared to the abundance
of the relevant artistic material, through the iconographic analysis of the
Catholic “victory” narrative.

The Battle of Lepanto, which took place on October 7, 1571, was a naval
encounter between the Ottoman Empire and the Holy League, an alliance
between Venice, the Papal States, and Spain. Although the battle itself was
a brief encounter in a series of battles during the Fourth Ottoman-Venetian
War (1570-1573), which eventually resulted in favor of the Ottomans, the
symbolism attributed to the Holy League’s victory at Lepanto, exceeded
its real military significance and extended well beyond the time and place
it occurred.

Their victory became a global victory for Catholicism, which helped
the re-establishment of the Catholic Church’s authority in the face of
the “heretical” challenges posed by the Protestant Reformation and the
Ottoman advancement in the Mediterranean in the sixteenth century.

In this paper, I present the findings of my on-site research, consisting of
descriptive and iconographic analysis of Italian religious paintings, as well
as other forms of art related to the battle, to demonstrate the extent of the
symbolic significance of the battle.

For the purposes of this study, the artistic outcome of the battle is
categorized thematically under two main sections: secular and religious.
The secular artworks mainly serve to document the battle through maps
and engravings by its contemporaries or appear in later periods as examples
of history or maritime paintings as genres. On the other hand, the religious
outcome appears either in tangible or intangible form. The tangible form
includes paintings with religious attributions, monuments, tiles and stained
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glass decorations in churches, whereas the intangible includes various social
activities to celebrate the victory at Lepanto.

The analysis of 85 religious paintings from different Catholic regions and
periods reflect a common characteristic in the form of an emphasis on a
belief in divine intervention, which ultimately led to a Christian victory. The
assumed divine intervention appears in numerous paintings in several forms.
Many depict saintly figures, such as the Madonna of the Rosary, appearing
on top of the naval battle scenes and guiding the fleet of the Holy League,
thus implying that the Holy League is believed to have won the battle against
the Ottoman Empire thanks to their Catholic faith.

Overall, this study presenting paintings and other forms of visual accounts,
argues that the victory of the Holy League was instrumentalized as a means
for Catholic propaganda at the start of the Counter-Reformation period in the
Italian peninsula and then became a symbol of the strength of Catholicism
around the world for centuries to come.

BIR KATOLIK ZAFER iKONOGRAFIiSi: iTALYAN RESMINDE
INEBAHTI MUHAREBESI

Bu calisma, Inebahti Muharebesi’ni konu alan sanat eserlerini, 6zellikle de
Italyan sanatcilar tarafindan yapilmis dini konulu resimleri analiz ederek, bu
muharebenin Katolik diinyasi i¢in ifade ettigi sembolik dnemi incelemektedir.
Bu sekilde, Katolik “zafer” anlatisini ikonografik analizler yontemiyle
inceleyerek konu hakkindaki sanatsal materyalin bolluguna kiyasla sanat
tarihgileri tarafindan oldukga az ¢alisilmis Inebaht Muharebesi’nin sanattaki
yansimalar1 konusunda mevcut sanat tarihi literatiiriine katkida bulunmay1
amaglamaktadir.

Inebahtt Muharebesi 7 Ekim 1571 tarihinde Osmanli Devleti ve Venedik,
Papalik Devleti ve Ispanya’dan olusan Kutsal Ittifak Donanmas: arasinda
meydana gelmis bir deniz muharebesidir. Bu muharebe Osmanlilarin
galibiyetiyle sonug¢lanan Dérdiincii Osmanli-Venedik Savasi’nin (1570-1573)
cok sayidaki muharebelerinden biri olmasina ragmen, Katolik diinyasinda
Kutsal Ittifak’mn Inebaht1 zaferine atfedilen sembolizm, hem savasin gercek
anlamda askeri sonucunu hem de meydana geldigi zaman ve cografyay1 asan
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bir boyuta ulagmaistir.

Kutsal ittifak’mn bu deniz zaferi Katolik mezhebinin 16. yiizyilda “kafir”
olarak nitelendirdigi Osmanlilarin Akdeniz’deki ilerleyisi ve “sapkin”
olarak nitelendirdigi Protestanlarin hizla yayilan Reform hareketine karsi
kendi otoritesini yeniden saglamasina yardimci olmustur.

Bu bildiri, yerinde gozlemlenen malzemeden elde edilen bulgular1 ve
Inebahti1 Muharebesi temali Italyan dini resimleri ile diger sanatsal
caligsmalar1 betimsel ve ikonografik analiz yontemleriyle incelemektedir.
Calismanin amagclar1 dogrultusunda, muharebe {izerine yapilan sanatsal
iretim, sekiiler ve dini olarak iki tematik baslik altinda toplanmustir.
Sekiiler sanat eserleri boliimiinde esas olarak savasin ¢agdaslari tarafindan
belgeleme amaci ile hazirlanmais harita, desen ve graviirler ile daha sonraki
donemlerde Tarih resmi veya Deniz resmi gibi sanat akimlarinin 6rnekleri
yer almaktadir. Ote yandan, dini temali sanatsal {iretim maddi ve maddi
olmayan olarak ortaya ¢ikmaktadir. Maddi 6rnekler arasinda dini temal
resim ve fresklere ek olarak, kiliselerde bulunan heykeller, vitraylar,
goblenler ve fayanslar yer alirken, maddi olmayan kiiltiiriin icerisinde
Inebaht1 zaferini kutlamak i¢in okunan dualar ve giiniimiize kadar
devam eden anma torenleri ve kutlamalar gibi ¢esitli sosyal faaliyetler
bulunmaktadir.

Inebahti Muharebesi’ni konu alan, farkli donemlerde ve farkli Katolik
bolgelerde yapilmis dini temali konulu 85 resmin analizinin gosterdigi
lizere, bu sanatsal calismalarin geleneksellesmis bir sekilde 6n plana
cikan ortak 6zelligi, muharebenin kazanilmasini saglayan olgunun ilahi
miidahale oldugu inancidir. Bahsi gecen resimlerde de genellikle Tesbihli
Meryem gibi aziz figiirlerinin savas tasvirlerinin iizerinde belirerek Kutsal
Ittifak donanmasmi yonlendirdigi, boylelikle Kutsal ittifak’in Osmanl
devleti karsisinda elde ettigi zaferin Katolik inanci sayesinde gerceklestigi
izlenimi verilmektedir.

Ozet olarak bu ¢alisma, Kutsal Ittifak’mn kazandigi Inebahti zaferinin
oncelikle Katolik Kars1 Reform siirecinde Italyan yarimadasinda Katolik
propagandasi yapmak iizere etkin bir ara¢ olarak kullanildigini, sonra
da ytizyillar boyunca Katolik giiciinlin gostergesi olan bir sembol haline
geldigini sanat tarihinden orneklerle aciklamaktadir.
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Mahi, Khalida

PROBLEMS OF IDENTIFICATION OF THE “MASTERS OF
TABRIZ”

The paradox of the “Masters of Tabriz” is that they are both famous and
enigmatic. On one hand they are well-known because they are associated
with the splendor of the architectural ceramics for which the ottoman
edifices are renowned: on the other hand, they remain mysterious and very
little is known about these ceramists.

The name is itself a problem. The majority of the sources refer to them as
the masters of Tabriz because of the signature Ustadan-i Tabriz found in
the Yesil Cami in Bursa (1424). However, this same name refers to four
groups of ceramists who worked mainly in Bursa, Edirne, Istanbul and
Jerusalem from the beginning of the 15th century to the middle of the 16th
century. They are called by this name because most of them are directly
or indirectly linked to Tabriz. But this designation leads to confusion as it
implies that they all come from Tabriz whereas for some, it is difficult to
prove a link with this Iranian town.

It is not only their geographical origin that is controversial, but also several
aspects of their history. Certain architectural tiles which they have not
signed give rise to problems of attribution and consequently lead to further
questions concerning their artistic route through the Ottoman Empire and
neighboring principalities. Furthermore, even their trade as ceramists can
be contested since it is not easy to prove. These problems of identification
are essentially due to the absence of biographies. In concrete terms, these
ceramists are only known from their names inscribed in the buildings and
from the Ottoman chancellery documents.

“Masters of Tabriz” have interested specialists since the beginning of the
29th century. Studies since then have brought to light precious information
on the historical and artistic context of this period and convincing hypotheses
have been formulated on the history of these craftsmen. But the problem
is that the number of theories concerning their geographical origins, their
artistic career or their trade, are undoubtedly confusing. The lack of tangible
proof and the fragility of the identification methods allow different points
of view. Hence, it becomes increasingly difficult for the reader to draw
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a distinction between reliable arguments and those which are uncertain.
Furthermore, extrapolation and hasty interpretation of ancient texts lead to
false deductions. Yet they are considered as convincing indications. This
approach is problematic because it spreads incorrect notions and naturally
falsifies the identification of the ceramists.

This present study proposes to analyze once again the elements of
identification, in particular by rereading the Ottoman, Arabic and Persian
sources. The objective is to bring to light tangible notions about the “Masters
of Tabriz” and to dismiss unfounded hypotheses. This clarification of their
identification will give a clearer vision of these craftsmen and will put
an end to misconceptions, as their enigmatic history tends to give rise to
imaginary stories.

TANIMLANMA PROBLEMLERI iLE “TEBRIZLi USTALAR”

“Tebrizli Ustalar” paradoksu, bu ustalarin ayni zamanda hem iinlii hem
de gizemli olmalarindan kaynaklanmaktadir. Bir yandan ¢ok iyi taninirlar
¢linki biiyiik Osmanli yapilarindaki meshur ¢inilerle baglantilidirlar. Diger
yandan, gizemli bir sekilde bu ¢ini ustalarmin kimlikleri ve haklarinda
bilinenler ¢ok azdir.

Bu ¢ini ustalariin isimleri bagl bagina bir problemdir. Kaynaklarin biiytik
cogunlugunda 1424 tarihli Bursa Yesil Cami’de yer alan imza nedeniyle
Ustadan-i Tabriz (Tebrizli ustalar) adiyla anilirlar. Ancak, bu isim aslinda
15. yiizyilin baglar1 ile 16. ylizyilin ortalarina kadar ¢cogunlukla Bursa,
Edirne, Istanbul ve Kudiis’te calismis dort farkli grubu kapsamaktadir.
Boyle anilmalarinin nedeni ise bu ustalarin ¢ogunlugunun dogrudan ya
da dolayl olarak bir sekilde Tebriz ile baglantili olmalaridir. Ancak bu
tanimlama tiim seramik ustalarinin Tebrizli oldugu varsayimina yol agarak
karisikliga sebep olur, aslinda giiniimiiziin iran sehriyle baglantilarii
ispatlamak oldukc¢a zordur.

Tartigmal1 olan yalnizca cografi kdkenleri degil, hikayelerindeki cesitli
bosluk ve celiskilerdir. Aslinda, imzalamadiklar1 baz1 yapilar, bu ustalara
yapilan atiflarla ilgili sorunlara yol agar ve Osmanli Imparatorlugu ve
komsu bolgelerdeki sanatsal giizergahlar ile ilgili yeni sorulara neden
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olur. Ustelik mesleklerinin ¢inicilik oldugu bile kolay kanitlanabilen bir
sey degildir. Bu ustalarin tanimlanmalarini sorunlu kilan en 6nemli neden
biyografi kaynaklarindaki yetersizlik ve eksikliktir. Kesin veriler sadece,
bu ustalarin isimlerinin baz1 Osmanl kaynaklarinda gegmesi ve binalardaki
imzalarindan saglanmaktadir.

“Tebrizli Ustalar” 20. yiizyilin baslarindan itibaren uzman-arastirmacilarin
ilgisini ¢ekmistir. Bu arastirmalar hem tarihsel hem de sanatsal olarak
kesin bilgiler formiile etmis, hem de zanaatla ilgili ikna edici hipotezler
Oone slirmiislerdir. Ancak bu yaymlarla ustalarin cografi kokenleri,
sanatsal kariyerleri ve meslekleriyle ilgili ortaya ¢ikan ¢ok sayida teori
karmasik bir noktaya ulasmistir. Elle tutulur giivenilir kanitlarin kisitlilig
ve tanimlama metotlarinin kirilganlig1 yiiziinden birbirinden farkli bakis
acilart tiremistir. Dolayisiyla bir okuyucunun giivenilir tartigmalar ile
kesin olmayan verilerle yapilanlar arasindaki smir1 fark etmesi giderek
zorlasmistir. Ustelik arsiv dokiimanlarinin yanlis degerlendirilmesi yanlis
¢ikarimlara yol agmis olmasina ragmen dogru olarak kabul gérmiistiir. Bu
yaklasimin sorunu yanlis bilginin dagilmasina ve ustalarin tanimlanmasini
yanlis yonde etkilemesidir.

Bu ¢alisma, Osmanlica, Arapga ve Farsc¢a eski kaynaklarin tekrar incelenip
bu ¢ini ustalarinin tanimlanmalariyla ilgili daha detayli bilgiler vermeyi
hedeflemektedir. Temel amag ise “Tebrizli Ustalar” ile ilgili kanitlanabilir
bilgiler verip kanitlanabilirligi olmayan hipotezleri c¢lirtitmektir. Bu
bilgiler, ustalarin sanatlar1 ve tanimlanmalari ile ilgili ikilemleri ortadan
kaldiracak ve bizlere daha berrak bir bakis acis1 sunacaktir.
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Maury, Charlotte

SOME INSCRIPTIONS IN NASTA’LIQ SCRIPT ON OTTOMAN
DAMASCUS TILES AND THEIR HISTORICAL SIGNIFICANCE

Nasta ‘lig script developed in Iran for the copy of poetical texts in Persian
in the course of the 14th century and gradually acquired a distinctive and
standard shape. In the next century this new script witnessed a formal
evolution that made it suitable for other uses than the mere copying of
texts. Thus, by the end of the 15th century nasta ‘lig made its appearance
in Iran and Central Asia on monumental inscriptions as well as on objects,
though its presence was still occasional. One century later, on the eve of
the 17th century, the situation had totally changed and the fashion for
nasta ‘lig reached the Indian subcontinent as well as Ottoman Lands. Some
practitioners of nasta ‘lig emigrated or travelled from Iran to neighboring
regions and contributed to its diffusion in a broader geographical area
of the Islamic world. In keeping with these developments and from the
second half of the 16th century onward, nasta ‘lig began to appear on the
buildings of Ottoman Damascus, whether on stone slabs or on locally
produced ceramic panels, giving a distinct look to the epigraphic program
of newly erected buildings.

This presentation will focus on some nasta ‘lig inscriptions painted on
ceramic panels produced in Ottoman Damascus, examples of which
are disseminated in Museum collections or preserved in their original
architectural settings. Nasta ‘liq is used here to convey religious, historical
or poetical messages, expressed alternately in Arabic, Ottoman or Persian.
This variety of languages also bears testimony to the multilingual culture
of local Ottoman elites as well as their receptivity to novel graphic trends.
Often in conjunction with other scripts, nasta ‘lig is seen in important
religious buildings founded by Ottoman officials, including the famous
mosque erected around 1574-1579 by the Ottoman governor Darwish
pasha, or the complex sponsored in the city by Koca Sinan Pasha (1520-
1596), who only briefly held a position in Damascus. Inside the mausoleum
of Saladin, nasta ‘lig also assumes a prominent role, through an inscription
commemorating a restoration from the reign of Osman II, in the year 1017
(1617-1618).
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Apart from the noticeable adoption of nasta ‘lig, some of the inscriptions
in question bear a clear historical significance, so far neglected in modern
literature dedicated to Ottoman Damascus, possibly because ceramic
material was viewed as a potential source of information for the history
of architecture less often than stone. They were not included in Gaube’s
book Arabische Inschriften Aus Syrien and not mentioned or overlooked
in academic articles and studies dedicated to Ottoman Damascus tiles, the
latter being more concerned with anepigraphic decoration and patterns.
However, the study of some ceramic inscriptions reveals names of
individuals involved in the erection of buildings and in the conception
of its epigraphic design (architect, supervisor, calligrapher, author of the
inscription), providing us with crucial historical data on building activities
in Ottoman Damascus. It supplements the existing bio-bibliographical
literature and suggests that ceramic decoration should never be treated as
a mere decoration.

OSMANLI DONEMINDE SAM CINILERINDE BAZI TA‘LiK
KiTABELER VE TARIHSEL ONEMLERI

Ta‘lik yazi ilk olarak iran’da 14. yiizyilda Farsca edebiyat metinlerini
kopyalamak icin gelisti ve giderek belirgin ve standart bir form kazandi.
Ertesi ylizy1l boyunca ise bu yeni yazi tiirii kagit-kitap disinda bagka
malzemelerde de kullanilmasina izin verecek bir bigimsel doniisiim yasadi.
15. yiizyilin sonlarindan itibaren nesta‘lik iran ve Orta Asya’da amitsal
yazitlarda ve objelerde nadiren de olsa goriilmeye basladi. Bir yiizy1l sonra,
16 ylizy1l sonlarinda ise bu durum biitiinliyle degisti ve nesta‘lik modasi
Hindistan Alt Kitasi’na ve Osmanli topraklarina ulasti. Nesta‘lik ustalari
da Iran’dan komsu bolgelere giderek ya da go¢ ederek Islam diinyasinda
genis bir cografyada bu yazinin yayilmasina katkida bulundular. Biitiin bu
geligsmelerle paralel olarak nesta‘lik yazi, 16. ylizyilin ikinci yarisindan
itibaren Sam’daki Osmanli yapilarinin ¢inileri lizerinde tas levhalar veya
yerel iiretim ¢ini karolar lizerinde de goriilmeye basladi ve yeni inga edilen
binalarin epigrafik programina ayr1 bir goriiniim kazandirdi.

Bu bildiri Osmanli Sam’inda iiretilmis, bugiin ¢esitli miizelerin
koleksiyonlarina dagilmis, veya 6zgiin yerinde, yapilarin i¢inde bulunan
ciniler lizerindeki nesta‘lik yazitlara odaklanir. Arapga, Farsca veya
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Osmanl Tiirkgesiyle yazilmis bu nesta‘lik yazitlarin igerigi dini, tarihi veya
edebi olabilir. Dil ¢esitliligi yerel Osmanli elitlerinin ¢ok dilli kiiltiirlerine
isaret ederken yeni grafik egilimleri benimseyici bir yaklagimlari olduguna
da taniklik eder. Nesta‘ligin diger yazi tiirleriyle yan yana, birlikte
kullandig: kitabeler Osmanli yoneticilerin yaptirdig: ¢esitli dini yapilarda
goriiliir. Bunlardan biri Osmanli valisi Dervis Pasa’nin 1574-79 arasinda
yaptirdig1 Uinlii cami, digeri Sam’da kisa bir siire gorev yapan Koca
Sinan Pasa’nin (1520-1596) yaptirdig: kiilliyedir. Selahaddin Eyyubi’nin
tiirbesinde II. Osman déneminde 1017 (1617-18) yilinda yapilan onarimi
anlatan kitabenin nesta‘lik yazis1 da tiirbenin bezemesinde 6ne ¢ikan bir
konumdadir.

Nesta‘lik tiiriiniin  benimsenmesi ve kullanilmasinin dikkat c¢ekici
olmasimin yaninda, bu yazitlarin bazilar1 6nemli tarihi veriler de igerir.
Tarihi yazitlarin seramikten ¢ok tas malzemeyle iliskilendirilmesi egilimi
nedeniyle olmali, bu veriler Osmanli doneminde Sam’la ilgili modern
mimarlik tarihi ¢alismalarinda ihmal edilmistir. Muhtemelen yine ayni
nedenle, bu yazitlara Gaube’nin Arabische Inschriften Aus Syrien adl
kitabinda da yer verilmemistir. Daha ¢ok epigrafik olmayan siisleme
ve kompozisyonlar iizerine yogunlasan Osmanli Sam ¢inileriyle ilgili
bilimsel makale ve aragtirmalarda ise hi¢ ele alinmamistir. Oysa bazi
orneklerde, mimar, bina emini, hattat ve kitabenin yazar1 gibi bina ve
dekorasyonundan sorumlu olan kisilerden de bahseden bu yazitlar mevcut
biyo-bibliyografya literatiiriine katkida bulunur ve Osmanli doneminde
Sam’da ger¢eklestirilen ingaat faaliyetleri hakkinda yeni veriler saglar. Bu
nedenle de ¢ini bezemeler sadece dekoratif niteligi ile ele alinmamalidir.
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Naza Donmez, E. Emine

A NEW DISCOVERY IN AMASYA HARSENA FORTRESS:
YILDIRIM MOSQUE

The fortress of Amasya was began to be built in the Hellenistic Period on
the Harsena Mountain, which spans the high slopes of the northern city
towards Yesilirmak. The Hellenistic walls stand before the area known as
the “Maiden’s Palace” in front of the royal rock-tombs. The walls by the
riverside are dated to the Roman Period. The fortress, which was repaired
and rebuilt by many civilizations, consists of three sections. These, from
up to down are: upper fortress called the Harsena Fortress; the fortress
terrace in front of the royal tombs called the Maiden’s Palace and the
contemporary Hatuniye neighbourhood, which was called the Lower
Palace in earlier times.

Amasya Hargena Fortress and Maidens’ Palace Excavations began in 2009.
In 2017 work began in the Mosque Area at the entrance of the fortress, on
the south side of the watch tower. In this area where Amasya Museum
has done salvage excavations in 2008, some walls were discovered in the
archaeogeophysics studies implemented in 2010. The pedestal traces of
a sacred fire altar dated to the Roman Period was located to the north of
the area. The idea of a fire altar located here comes from a depiction of
Harsena Mountain on a silver coin from the reign of Emperor Alexander
Severus (222-235 AD). On this coin the temples located in the fortress and
the fire rising from the fire altar at the top can be identified. It is believed
that the pedestal hole of the fire altar was utilized as the foundation of the
minaret of Yildirim Mosque located in the fortress. Evliya Celebi mentions
the Yildirirm Han Mosque in the fortress. In the aerial photographs of the
area, square shaped foundation walls and the foundation traces of the fire
altar that was considered as the base of the minaret to the north west of the
structure can be clearly identified. These results support our deduction that
the aforementioned walls belonged to the remains of the Yildirim Mosque.

Amasya came under Turkish control in the Danishmenid Period (1072-
1178). An old Byzantine church that was turned into the Fethiye Mosque
by Fetih Gazi in 1116 is the first mosque of Amasya. Log Minaret Mosque
that was built as the Grand Mosque later in the lower fortress, which is
the contemporary Hatuniye neighbourhood, could not serve this purpose
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because of the topography of the city. The Burmali Minaret Mosque that
was thought to have been built by Giyaseddin Keyhiisrev (1237-1247) had
served as the Grand Mosque for a long time.

In the chronicle of his travels, Evliya Celebi mentions the Yildirim Han
Mosque in Amasya Fortress by saying its “ceiling reaches the heavens”.
When Yildirnm Bayezid (1389-1403) conquered the city, Log Minaret
Mosque stood in the lower fortress inside the city while the Burmali
Minaret Mosque was located in the urban centre outside the fortress. The
fortress and the mosque built here suggest that this was where Ottoman
dominance was first proven. It is known that cult places continue through
the centuries in spite of religious changes. The site of the fire altar was also
a sanctuary, and constructing a mosque in a site overlooking the whole city
also seems plausible.

All the evidence suggests that the first Ottoman mosque in Amasya,
Yildirirm Han Mosque, was built in the fortress and was uncovered by the
present excavations. The building is square shaped and its minaret stands
at the western side. It probably had wooden columns and roof. The large
number of nails, tacks and door parts that were uncovered proves that
it had wooden components. It is our aim to present the evidence of this
important discovery of Ottoman archaeology to the scientific community.

AMASYA HARSENA KALESI’NDE YENI BiR BULGU: YILDIRIM
CAMiIi

Amasya kalesi Helenistik donemde insa edilmeye baglamistir. Kale,
kentin kuzeyindeki yiiksek yamagclardan, dik bir sekilde Yesilirmak’a
uzanan Harsena Dagi’na kurulmustur. Helenistik doneme ait sur duvarlari,
kral kaya mezarlarinin oniindeki yerde “Kizlar Saray1” olarak bilinen
mevkiinin 6niinde ylikselmektedir. Nehir kenarindaki sur duvarlart Roma
donemine tarihlenmektedir. Insa edildiginden beri birgok uygarhigin,
tamiratlar ve yeni eklemelerle kullandig1 kale, li¢ ana bdliimden olusur.
Yukaridan asagiya dogru Harsena Kalesi denen Yukar1 Kale, altta kral kaya
mezarlariin 6niindeki alan Kizlar Saray1 denilen kale teras ve Asagi Saray
olarak adlandirilan glinlimiizde Hatuniye Mahallesi’nin oldugu yerdir.
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Amasya Harsena Kalesi ve Kizlar Saray1 Kazisi, 2009 yilindan beri devam
etmektedir. Kazilar iki alanda yiiriitiilmektedir. Bunlardan biri “Harsena”
olarak adlandirilan yukari kale de digeri ise kral kaya mezarlar1 oniinde
yer alan “Kizlar Saray1r” mevkiidir. 2017 yili kaz1 ¢aligmalar1 Harsena
Kalesi’nde Cami Alani olarak adlandirilan kaleye giriste Gozetleme
Kulesi’'nin gilineyinde yer alan alanda yapilmistir. 2008 yili Amasya
Miizesi’nin kurtarma kazisi yaptig1 bu alanda, 2010 yilinda ytiriitiilen
arkeojeofizik ¢aligmalarinda bazi duvarlar tespit edilmistir. Alanin
kuzeyinde Roma doneminden kalma bir ates sunaginin kaide boslugu yer
alir. Burada bir ates sunag1 oldugu diisiincesi Amasya’da basilan imparator
Alexander Severus (MS 222-235) Doénemi’ne ait bir glimiis sikke tizerindeki
Harsena Dag1 betimlemesinden kaynaklanir. Sikkede kalede tapinaklar ve
tepede ates sunagindan yiikselen alevler goriilmektedir. Ates sunaginin
kaide boslugunun Kalede bulunan Yildirim Camii’nin minaresinin kaidesi
olarak kullanildig1 diigiiniilmektedir. Evliya Celebi kalede Yildirim Han
camiinden s6z etmektedir. Kazi doneminin sonunda gerceklestirdigimiz
hava fotografi ¢ekiminde bu alanda kare planli bir temel duvari ve kuzey
batisindaki minarenin kaidesi oldugu diisiiniilen ates ¢ukuru temel boslugu
net olarak goriilmektedir. Bu degerlendirmeler s6z konusu duvarlarin
Yildirim Camii kalintilart olabilecegi diisiincemizi kuvvetlendirmektedir.

Amasya Tiirk hakimiyetine Danismentliler (1072- 1178) zamaninda
gecmistir. Danigsmentli Fetih Gazi’nin 1116 yilinda eski bir Bizans
kilisesinden bozularak camiye ¢evirttigi Fethiye Camii de Amasya’nin ilk
camisidir. Daha sonra asagi kalede giiniimiizde Hatuniye mahallesine insa
edilen giinlimiize ulagmayan Log Minare Camii, Ulu Camii olarak insa
edilse de kentin topografyasi yiiziinden bu amaca hizmet edememistir.
Selguklu Sultan1 II. Giyaseddin Keyhiisrev (1237-1247) tarafindan insa
edildigi distliniilen Burmali Minare Camii uzun yillar Ulu Camii olma
ozelligini tagimistr.

Evliya Celebi Seyahatnamesi’nde Amasya Kalesi’nde Yildirnm Han
Camii’nden soz ederek “tavanlarinin goge yiikseldigini” belirtmistir.
Yildirim Bayezid (1389-1403) kenti fethettiginde asagi kalede Log Minare
Camii ve kalenin disinda kentin merkezi konumunda Burmali Minare
Camii yer almakta idi. Buradan yola g¢ikarak Osmanli hakimiyetinin
varligint ilk gosterdigi alan kale ve burada yer aldig1 diistiniilen camidir.
Kiilt alanlarmin siirekliligi dini degisikliklere ragmen yiizyillar boyunca
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devam ettigi bilinmektedir. Kaledeki alan da ates sunaginin da yer aldig1
kutsal bir alandir. Kente hakim bir noktada cami yapilmasi da uygun
goziikmektedir.

Bu veriler dogrultusunda Amasya’nin ilk Osmanli camisi Yildirirm Han
Camii kalede insa edilmis, kalintilar1 tarafimizdan yiiriitiillen kazida
ortaya ¢ikarilmistir. Yap1 kare planlidir kuzey bati yoniinde ise minaresi
yer alir. Muhtemelen ahsap dikmeli ve catilidir. Kazidan ele gegen c¢ok
sayidaki ¢ivi, mih ve kap1 aksamlari, s6z konusu caminin ahsap elemanlari
oldugunu diistindiirmektedir. Osmanl1 arkeolojisi i¢cin 6nemli bir kesif olan
bu bulgularin bilim ¢evresine tanitilmasi amaglanmaktadir.
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O’Kane, Bernard

PLACEMENT, DESIGN AND CONTENT: EARLY OTTOMAN
FOUNDATION INSCRIPTIONS

One of the main aims of any architectural patron is to advertise his or her
munificence by means of a foundation inscription. This paper analyses
the choice of location on buildings for such inscriptions, as well as their
format and their content, to see the evolution of the ways in which patrons
successfully, or otherwise, communicated this message.

Unlike Saljuq or Beylik architecture, early Ottoman structures were
frequently fronted by a portico rather than an entrance iwan. One might
have thought that the band above the arches of a portico would be an
ideal place for a large eye-catching inscription, but surprisingly the much
smaller area around the door into the mosque itself was always preferred.

Early awkwardness is revealed in the design of the panel of the Orhan Gazi
Cami in the citadel at Bursa. Its square panel has four larger horizontal
lines containing Quran 112 (surat Ikhlas) followed by the date 738 (1337-
8), surrounded by the foundation inscription that begins at the bottom right
but continues so that the line on the bottom, which contains the name of
the patron, is upside down. Just slightly later at the intramural Orhan Cami
at Bursa (1339-40) is a more successful inscription in five lines above the
tympanum.

The Eski Cami at Edirne (1414) has a conventionally designed foundation
inscription in three lines on a rectangular panel, but at the Bayezid Pasha
Cami at Amasya (1414) we see another popular tendency in Ottoman
foundation inscriptions, to divide them into three panels, right, center and
left of the main door. In this case there are three identical frames in the
form of cartouches, each with two lines.

The Bursa Yesil Cami (1419) does feature a rectangular frame with a post
and lintel inscription (largely Quranic), but it was intended to be obscured
by the (unbuilt) portico. Its foundation inscription is also in panels to the
right center and left, above the main door, but exceptionally they are not
split into separate panels. Instead, its three lines are to be read continuously
in each of the three registers, carelessly (or fearlessly) bending many
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words around the corners. But some misgivings at the wisdom of this
may have resulted in the foundation inscription (849/1445) of the next
major Ottoman mosque, the Ug Serefeli at Edirne, being on one line on
the central panel above the door, leaving the calligraphic innovation to the
two side vertical panels which have religious inscriptions in a stunning
mirror-image design.

At the Fatih Cami at Istanbul (1470) we also find three panels at the
entrance door, arranged, like the Ug Serefeli, as a central horizontal one
(here in two lines) and two vertical side panels (each in seven lines), but
here they form one continuous inscription. But interestingly the last word
of the central panel, Osman, is tilted 90 degrees, so that its a/if could be
extended horizontally through the whole length of the panel.

However, it is very rare in later Ottoman monuments to find examples
where a word is bent around a corner. A common trend in later foundation
inscriptions, as in the Selimiye at Edirne, for instance, is to frame them
within cartouches. Surprisingly, this example, arranged in eight cartouches
on two lines, is located not over the main door to the prayer hall, but on the
door to the courtyard.

But the advantages of the single panel were still apparent, nowhere more
than at the Istanbul mosque of Sultan Ahmed (the Blue Mosque), where
the central panel shows only the genealogy of the reigning sultan, a perfect
visual embodiment of his royal descent within a long-lived dynasty, and
one even more effective in that it would read the same in Turkish, Persian
or Arabic.

The paper will explore these and many related examples to trace the
evolution of Ottoman foundation inscriptions.

YERLESTIRME, TASARIM VE ICERIK: ERKEN OSMANLI INSA
KITABELERI

Mimarlik alaninda vakif yapan bir kisinin temel amaglarindan biri, bir yap1
kitabesi ile comertligini duyurmaktir. Bu bildiri bu kitabelerin yapilarin
iizerindeki yerlerini, bigimlerini ve igeriklerini belirleyerek, vakif yapan
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kisilerin mesajlarini iletmekteki basarilarin1 ve bu konudaki gelismeleri
analiz etmektedir.

Selguklu ve Beylikler Donemleri mimarisinden farkli olarak, erken donem
Osmanli yapilarinin giris cephelerinde eyvan yerine siitunlu ve kemerli bir
son cemaat yer alir. Bunun kemerleri iizerindeki bant igerisine genis, goz
alic1 bir kitabe yerlestirmenin en uygun yer oldugu diisiiniilebilir, ancak
sagirtict bir sekilde, kitabe ic¢in, caminin giris kapisinin yaninda daha
kiiclik bir alan tercih edilmistir.

Erken donemin yerlestirme bakimindan tuhaf olarak nitelenebilecek bu
tutumu, Bursa Kalesi’ndeki Orhan Camisi’nin kitabesinde de izlenir.
Kare panel icerisine dort yatay satir halinde Kuran’dan ihlas Suresi (112),
ardindan da 738 (1337-38) tarihi yazilmistir. Bunu gergeveleyen yapi
kitabesi sag alt kdseden baslar, yukari devam eder, ancak en alt sirada
vakifin adinin bulundugu satir ters doner. Kisa siire sonra yapilan Bursa’da
Kale igerisindeki Orhan Camisinde (1339-40), alinligin {ist kisminda, bes
satirlik, daha bagarili bir kitabe yer almaktadir.

Edirne ‘deki Eski Cami’de (1414), dikdortgen panel iizerinde {i¢ satirlik
yap1 kitabesinin daha geleneksel bir tasarimi vardir, ama Amasya’daki
Bayezid Pasa Camisi’nde (1414) rastlanan ve Osmanli dénemi yap1
kitabelerinde sik rastlanan bir diger egilim, kitabeyi ii¢ panele ayirarak ana
girisin sagina, listiine ve sol tarafina yerlestirmektir. Bu durumda ii¢ tane
birbirinin benzeri, hepsinde kartus i¢inde ikiser satirlik kitabe bulunan ti¢
panel bulunmaktadir.

Bursa’da Yesil Cami’de (1419), kitabe (¢ogunlukla Kur’an metni),
dikdortgen panel igerisine yerlestirilmistir. Oniine gelecek olan son cemaat
boliimiiniin kitabeyi ortecegi diisiiniilmiis, ancak insa edilmemistir. Yap1
kitabesi ana girisin lizerinde, yine sag, orta ve sola yerlestirilmis {i¢c levha
icindedir. Ancak, olaganiistii sekilde, kitabe metni bu {i¢ levhaya ayr1 ayr1
yazilmamustir, li¢ satir ardarda gelir. Koselerdeki birgok kelime dikkatsizce
(ya da korkusuzca) kivrilmistir. Bir sonraki onemli Osmanli Camisi
Edirne Ug Serefeli’de (849-1445), kitabe tek satir olarak kapinin iizerine,
merkeze yerlestirilmis levhanin i¢indedir. Hat sanatindaki yenilikleri
yansitan yazilar iki kenardaki dikey levhalardadir, bu dini igerikli metinler
miikemmel bir aynali yaziyla yazilmistir.
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Istanbul Fatih Camisi’'nde (1470) yine giris kapisinda, Edirne Ug
Serefeli’de oldugu gibi, ortada yatay yonde (iki satir) ve kenarlarda dikey
yonde (yedi satir) olmak iizere ii¢ levha yer alir. Ancak burada siirekliligi
olan tek bir kitabe metni olustururlar. ilging olan, ortadaki paneldeki
“Osman” kelimesi 90 derece dondiiriilmiistiir, boylece elif harfi tiim kitabe
boyunca yatay olarak uzatilabilmistir.

Daha sonraki Osmanli kitabelerinde bir kelimenin kdsede dondiiriilmesiyle
pek karsilagilmaz. Edirne Selimiye’de oldugu gibi bu orneklerde insa
kitabeleri genellikle kartuslarin igine yazilir. Sasirtict olan, sekiz kartus
icindeki iki satirlik bu kitabenin esas kapi iizerinde degil, avluya agilan
kapinin lizerinde yer almasidir.

En ¢ok Istanbul’da Sultan Ahmed camisinde belirgin oldugu gibi kitabenin
tek levhaya yazilmasi ¢ok daha kullanighdir. Burada ortadaki levhada
Sultan I. Ahmed’in seceresi yazilidir. Tiirkce, Farsca ve Arapga okunabilen
bu soy agaci sultanin uzun siire yasamis siilaleyle baglantisinin ve soylu
geemisinin mitkemmel bir gorsel ifadesidir.

Bu bildiri bunlar ve benzeri bircok Ornegi inceleyerek Osmanli inga
kitabelerinin zaman i¢indeki gelisimini izleyecektir.
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Ohta, Alison

ANOTHER SMALL PIECE IN THE PUZZLE: USING TOOLED
IMPRESSIONS ON OTTOMAN AND MAMLUK BINDINGS
OF THE 14TH AND 15TH CENTURIES AS A MEANS OF
ESTABLISHING DATING AND PROVENANCE

Tooling in the blind or in gold for the decoration of book covers forms the
basis of the bookbinders’ craft. Unfortunately, to date no detailed record
has been made of the small tools used on Islamic bindings apart from those
recorded by Margais and Poinssot on the bindings at Qayrawan and by
Ursula Dreibholtz on the bindings at San’a which date between the 9th
and 13th centuries. The decoration of early Islamic bindings was achieved
by using small tools in the shape of arcs, circles, dots and punches which
were often used together to create composite designs. The use of these
simple tools was widespread throughout the Islamic world making it
difficult to assign with any certainty dates or provenances to bindings
that no longer included their original manuscripts. By the end of the 15th
century advances in technology allowed for the production of large stamps
which were used for borders, corner-pieces and the central design element
of the main panel. This development made it possible to apply a complete
decorative unit in a single strike without resorting to the time-consuming
practice of creating composite designs through tooling them by hand or the
use of individual small tools to create a pattern. Small tools were, however,
never completely abandoned. This paper proposes to examine the tools that
appear on Mamluk and Ottoman bindings of the 15th and 16th centuries
and discuss whether they might provide a valid approach to establishing
the date and provenance of bindings without their original manuscripts.

The main argument of the paper is to show that the study of tools/stamps
used on Ottoman and Mamluk bindings of the 15th and 16th centuries may
be of help in the determination of a date or provenance on those bindings
which no longer include a dated original manuscript.
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BULMACADA YENIi BIR PARCA: 14-15. YUZYILLARDA
OSMANLI VE MEMLUK CIiLTLERINDE ALETLE YAPILMIS
BASKILARIN TARIH VE YAPIM YERI TESPITi AMACIYLA
KULLANILMASI

Yaldizlanarak veya dogrudan deri lizerine aletle yapilmis bezemeler
miicellidin sanatinin ana yontemini olusturur. Ne yazik ki, bu giine dek
9. ve 13. yiizyillar arasinda yapilmis eserlerden Marcais ve Poinssot’un
Kayrevan ciltleri ve Ursula Dreibholtz’un San’a ciltleriyle ilgili ¢aligmalar:
disinda Islam cilt sanatinda kullanilan kiigiik aletlerle ilgili detayl bilgi
ve tarih iceren yayin bulunmamaktadir. Erken Islam dénemi ciltlerinin
bezemelerinde kiigiik aletler kemerler, daireler, noktalar ve zimba izleri
gibi motiflerden olusan kompozisyonlar1 yapmak i¢in kullanilmistir.

15. ylizyilin sonlarindan itibaren teknolojideki gelismeler pervazlarda,
koseliklerde ve ortadaki ana boliimiin merkezindeki siisleme Ogesini
olusturacak biiyiik baski aletlerinin iretilmesini saglamistir. Bu gelisme
bir desen olusturmak i¢in tek tek her bir motifin elle veya ayr1 ayr kiigiik
aletlerle yapilmasi selindeki zaman alic1 pratigin yerine tiim siisleme
kompozisyonunun tek bir seferde basilarak uygulanabilmesini saglamistir.
Ote yandan, kiigiik aletlerin kullanilmasinin hi¢ bir zaman tiimiiyle
terkedilmedigi de bilinmektedir. Bu bildiride 15. ve 16. yiizyillarda
Memliik ve Osmanli 6rneklerinde goriilen aletle yapilmis baskilarin izi
stiriilecek ve bu bezemelerin kapladiklar1 6zgiin el yazmalarindan ayrilmis
ciltlerin tarih ve yapim yerlerinin belirlenmesinde saglam birer veri olarak
nasil kullanilabilecegi tartisilacaktir.

Bagka bir deyisle bildirinin ana tartigmasi 15. ve 16. ylizyillarda yapilmis
Osmanli ve Memliik cilt kapaklarindaki alet/baskilarin arastirilmasinin,
Ozgiin el yazmasindan sokiilmiis ciltlerin tarih ve yapim yerine dair bilgi
verebilecegini gostermektir.
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Oral, Biilent

REFORMIST APPROACHES IN MOSQUE ARCHITECTURE IN
RELATION TO ARTIST-ARCHITECT IDENTITY

Diverse approaches were influential on mosque architecture during the
republican era. The structural concepts of these buildings were in line
with their era’s social, political, and economical developments. They
were defined as classical, modern, conservative, type project, kitsch etc.
Mosques with modern plans and designs were classified with various
descriptions such as modern linear approach, artist’s unique approach and
both modern linear and artist’s unique approach.

Until the 2000s, modern/reformist designs could not create diversity within
continuity in mosque architecture. At the beginning of the 21st century,
as a result of the political developments in Turkey, the number of newly
constructed mosques increased and there was a quantitative expansion of
buildings with modern designs, with the result that such structures are now
found in many of the Anatolian cities. The most famous are the Sancaklar
and Yesil Vadi Mosques in Istanbul. Modern design is visible in both these
structures. Other examples of modern mosques are the Kayisdagi Medine
Mescidi Mosque, Kadikdy Mehmet Cavus Mosque in Istanbul as well as
the Izmir Egekent Mosque, Ankara Yasamkent Mosque, Ankara Mogan
Lake Mosque, Kocaeli GOSB Mosque, Malatya Abdurrahmani Erzincani
Mosque and etc. Although modern linear approach comes forward in the
planning and design of these mosques, in some of the structural elements
and details, different approaches may well be present. In addition, both the
wishes of the patron or the sponsoring institution and the identity of the
architect can be felt in these buildings.

Both Kemal Kutgiin Eyiipgiller’s article “20th Century Mosque Architecture
in Turkey,” and Nesibe Akbulut-Alev Erarslan’s paper “Reformist
approaches in Modern Mosque Architectural Design in Turkey” discuss
modern mosque architecture. In addition, modern planning and design of
various buildings that were affected by the socio-political and economic
developments of the period, as well as their reflections and the architect’s
own reactions to these, were analyzed with a new perspective comprising
a reformist viewpoint of the architect.
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This paper analyzes the use of modern design in mosque architecture;
examines the factors affecting modern plan and designs in religious
architecture; and discusses the place of the republican period mosques
built with a modern linear approach to mosque design.

SANATCI MIMAR KIiMLiGi BAGLAMINDA CAMi
MIMARISINDE YENILIKCi YAKLASIMLAR

Cumhuriyet doneminde cami mimarisini etkileyen farkli birgok yaklasimin
hakim oldugu goriilmektedir. Donemin sosyo-siyasal ve ekonomik
geligsmelerine paralellik gosteren bu mimari anlayistaki yapilar modern,
klasik, muhafazakar, tip proje, kitsch vb. kavramlarla tanimlanmaktadir.
Modern planlama ve tasarima sahip camilerin gergeklestirilme siire¢leri
birbirinden bagimsiz yargilar ortaya ¢ikarmistir. Bunlar1 ¢agdas cizgileri
temel alan yargilar, tamamen sanat¢inin 6zgiin yorumlarinin belirleyici
oldugu yargilar ve hem ¢cagdas ¢izgilerin hem de 6zgiin sanat¢1 yorumlariin
birlikte ele alindig1 yargilar seklinde siniflandirabiliriz.

2000’11 yillara degin iilkemizdeki cami mimarisinde yenilik¢i/modern
tasarimlar belirli bir devamlilik gosterecek cesitlilik yaratamamuistir.
Ancak, 21. ylizy1l baslarinda iilkemizde ortaya ¢ikan politik gelismelerin
sonucunda cami yapimina hiz verilmesi ile birlikte yer yer yenilik¢i
tasarimlariyla goriinilir olan yapilarda nicel bir biiylime ortaya ¢ikmuistir.
Anadolu’nun bir¢ok kentinde bu tlirden yapilarla karsilagsmak miimkiindiir.
Bunlarin en bilinenleri Istanbul’daki Sancaklar ve Yesil Vadi camileridir.
Her iki cami de modern yaklasimlara sahiptir. Bunlarin yani sira modern
planlama ve tasarima sahip camilere Istanbul’da Kayisdagi Medine
Mescidi Camisi, Kadikdy Mehmet Cavus Camisi, izmir Egekent Camisi,
Ankara Yasamkent Camisi, Ankara Mogan Golii Camisi, Kocaeli GOSB
Camisi ve Malatya Abdurrahmani Erzincani Camisi 6rnektir. Camilerin
plan ve tasariminda modern ¢izgisel yaklasim 6ne ¢cikmakla birlikte, kimi
yap1 elemanlarinda ve yapmin detaylarinda yer yer farkli yaklagimlarin
da ortaya ¢iktig1 goriilmektedir. Bu camilerin planlama ve tasariminda
yaptiran kurum veya kisilerin goriislerinin yani sira genellikle mimarin
sanatc1 kimligi belirleyici olmustur.
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Kemal Kutgiin Eyiipgiller’in ‘Tiirkiye’de 20. yiizyill Cami Mimarisi’,
Nesibe Akbulut-Alev Erarslan’in ‘Tiirkiye’de Cagdas Cami Mimarisi
Tasariminda Yenilik¢i Yaklasimlar’ baslikli makalelerindeki ¢agdas cami
mimarisine vurgu yapan yaklagimlara ek olarak bu ¢aligmada yapilarin
gerceklestirme silirecindeki sosyo-siyasal ve ekonomik gelismeler ile
donemin politik yaklagimlarinin yansimalar1 ve bu yansimalar karsisinda
mimarin 6zgilin bakis agisiyla ortaya ¢ikan modern planlama ve tasarim
farkli 6rnekler tizerinden yeni bir perspektifle ele alinmigtir.

Bu ¢alismada cami mimarisinde yenilik¢i yaklagimlarin ortaya konmasi,
dini mimari yapilardaki modern plan ve tasarimlar ile bunlar1 etkileyen
unsurlarin irdelenmesi ve Cumhuriyet Donemi cami tasarimlarindaki
cizgisel yorumlar sonucu ortaya ¢ikan yapilarin cagdas mimarideki yerinin
belirlenmesi amacglanmustir.
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Oksiiz, Aysun Aydin
Kiiciik Karakas, Bahar
Seymen, Gizem

THE INSTRUMENTALIZATION OF ARCHITECTURE IN THE
EARLY REPUBLICAN PERIOD HISTORIOGRAPHY : THE CASE
OF THE JOURNAL OF ILLUSTRATED HISTORY OF TURKISH
LITERATURE

In the early republican period (1923-1950), the newly established state of
the Republic of Turkey entered into a political, intellectual, cultural and
physical building process. This process is generally considered as nation-
building. To reach the level of contemporary civilizations was indigenized
as the ideology of the newly established state and the nation-building
process was constructed in this direction. All the apparatuses of the state
worked in accordance with the indigenized official ideology and gave
products for this purpose.

In the early republican period, the desired goal of the political power
elite, which was achieving the level of a modern civilization, and could be
defined as nation-building, needed to be set on a solid basis. In this context,
a culturally rooted and solid historical process of the new state needed to
be written. In other words, it was thought that the cultural basis of the new
state, which was intended to be constructed/fictionalized/imagined, had to
be rooted in a solid foundation.

For example, the establishments of government departments such as the
Turkish Historical Society and the Turkish Language Association caused
the formation of the cultural leg of the nation building process by the state
and with state ideology. In this context, in 1948, the Turkish Ministry of
Education published a literary journal entitled the Illustrated Journal of the
History of Turkish Literature, which consisted of 12 fascicles. The journal
traces the oral and written literature of the Turkic nations in chronological
order beginning from the period defined as the epic period of the pre-
Christian era till the publication of the journal in 1948.

The journal can be read as the shaping of the national culture section of the
Early Republican Period nation-building project. This action can be seen as the
formation of a new state, which was established at the beginning of the 20th

265



century, through the usual nationalist discourse.

At this point, the part that is interesting and constitutes the problematic of this
study, is the use of architectural knowledge in the writing of the history of
national literature. In this context, at first stage, all 12 volumes of the Illustrated
Journal of the History of Turkish Literature (Resimli Edebiyat Tarihi Dergisi)
were scanned to search for data related to architecture and the number of words
like “architect-architecture-architectonic” were counted. In the second stage,
usage formats of the same words “architect-architecture-architectonic” were
examined. After the architectural structures that were used within the text of the
12 volume History of Literature were identified, it was possible to establish how
architectural knowledge was instrumentalized for the writing of the history of
literature.

In the constructing stages of the history of Turkish Literature, it is also possible
to implicitly observe the construction of Turkish architecture. In this context,
the purpose of this study is to reveal how architectural history was used for
literary history during the early years of the Turkish Republic between 1923-
1950, when the cultural and artistic historical references of the new state were
being established. The questions of how architectural history was used for a
national literature to be built, and how architecture was implicitly produced
through national concepts, form the basic examination framework of the study.

ERKEN CUMHURIYET DONEMIi TARiH YAZIMLARINDA
MIMARLIGIN ARACSALLASTIRILMA BiCiMLERi: RESIMLI
TURK EDEBIYATI TARIiHi DERGIiSi ORNEGi

Tiirkiye cografyasinda erken Cumhuriyet donemi olarak adlandirilan 1923-
1950 yillar1 araliginda yeni kurulmus olan Tiirkiye Cumhuriyeti Devleti,
siyasal, zihinsel, kiiltiirel ve fiziksel olarak bir insa siirecine girmistir. S6z
konusu siirecin adi genel olarak ulus ingasi olarak nitelendirilebilmektedir. Yeni
kurulan devletin ideolojisi muasir medeniyetler seviyesi olarak benimsenmis
ve ulus insa siireci bu yonde kurgulanmistir. Devletin tiim aygitlari kabul edilen
resmi ideoloji dogrultusunda ¢alismis ve bu amagta iirlinler vermistir.

Erken Cumhuriyet déneminde iktidarin tahayyiil ettigi ve ulus insas1 olarak
tanimlanabilecek muasir medeniyetler hedefinin koklii ve dogru temellere
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oturtulmasi gerekmektedir. Bu baglamda yeni devletin kiiltiirel anlamda kokli
ve saglam bir tarihsel siirecinin yazilmasi gerekmektedir. Bir bagka deyisle inga
edilmek istenen/kurgulanan/tahayyiil edilen yeni devletin kiiltiirel verilerinin
koklii saglam bir temele oturtulmas: gerektigi diisiiniilmiistiir. Ornegin, Tiirk
Tarih Kurumu, Tirk Dil Kurumu gibi devlet dairelerinin kurulmasi, ulus
inga siirecinin kiiltiirel ayaginin devlet eli ile sekillenmesine ve devletin
sahip oldugu ideoloji ile bigimlenmesine sebep olmustur. Bu baglamda 1948
yilinda Milli egitim Bakanlig1 tarafindan 12 fasikiilden olusan Resimli Tiirk
Edebiyati Tarihi adli edebiyat dergisi yayinlanmistir. Dergide milattan dnce
bir zamandan baglanip ki bu destanlar devri olarak tanimlanmistir, derginin
yayimlandig1 yil olan 1948 yilina kadar olan genis bir tarih araliginda Tiirk
milletine ait s6zlii ve yazili edebiyat kronolojik olarak anlatilmaktadir.

Dergi erken Cumhuriyet donemi ulus insas1 projesinin milli kiiltiir ayaginin
bicimlenmesi olarak okunabilir. Bu eylem, 20. yilizyilin basinda kurulmus
yeni bir devletin olagan milliyet¢i sdylemi {izerinden bigcimlenmesi olarak
goriilebilir. Bu noktada ilging olan ve bu ¢alismanin problematigini olusturan,
milli edebiyat tarihi yazma eyleminde mimarlik bilgi alaninin kullanilma
bi¢imidir. Bu baglamda 6ncelikle 12 ciltten olusan Resimli Edebiyat Tarihi
dergisinin her bir cildinde mimarlik bilgi alan1 ile ilgili veriler aranmustir.
Her bir cilt i¢erisinde birinci asamada mimar-mimarlik-mimari kelimelerinin
say1s1 tespit edilmistir. Tkinci asamada tespit edilen mimar-mimarlik-mimar
kelimelerinin kullanim bi¢imlerine bakilmistir. 12 ciltten olusan Edebiyat
Tarihi metni igerisinde hangi mimari yapilarin kullanildig1 ve edebiyat tarihi
yazimi i¢in mimarlik bilgi alaninin nasil aragsallastirildig tespit edilmistir.

Tiirk edebiyat1 bilgi alaninin tarihsel siirecini inga etme asamasinda ortiili
bir bigimde Tiirk mimarliginin da insa edilme bi¢imi gozlenebilmektedir. Bu
baglamda bu ¢alismanin amaci, Tiirkiye Cumhuriyeti devletinin erken yillari
olarak kabul edilen 1923-1950 yillar1 araliginda, kurulan yeni devletin kiiltiirel
ve sanatsal tarihsel referanslarinin yazildigi donemde edebiyat bilgi alani
icin mimarlik bilgi alanindan nasil faydalanildiginin ortaya koyulmasidir.
Insa edilmek istenen milli edebiyat bilgisi altinda mimarlik bilgi alanindan
nasil faydalanilip, ortiik bir bigimde mimarlik bilgi alaninin da nasil milli
kavramu iizerinden iiretildigi sorular1 ¢caligmanin temel inceleme gergevesini
cizmektedir.
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Ozaltin, Zeynep

SUUT KEMAL YETKIN AND ART CRITICISM: WRITING ON
ART AND INSTITUTIONALISATION OF THE CULTURE OF ART
CRITICISM 1950-1980

The continuing institutional and cultural structures formed by the leadership
of Prof. Dr. Suut Kemal Yetkin (1903-1980) show his important impact in
art life. This paper aims to show the importance of Yekin’s studies to
make Turkish art visible in the international arena and the contemporary
interactions in the foundation of our criticism culture.

Suut Kemal Yetkin was among the participants of the first Board Meeting
of UNESCO (founded in 1945) at the National Library in Ankara in 1949.
The parallel and interconnected structures of international processes in the
fields of art and politics are important to see to understand the interconnected
progress of social and cultural elements. For example, “International
Association of Art Critics” (Association Internationale des Critiques d’art-
AICA), founded in Paris in 1950, is a UNESCO organization. Almost three
years after its foundation, Suut Kemal Yetkin was among the founders of
the Turkish branch. One of his contributions that should be remembered as
an important development in this process is his speech at the prestigious
AICA Congress in Dublin in 1953, which brought together the important
art critics of the period. As a result of his speech and the discussions
initiated on Eastern and Western art, the congress was moved to Istanbul
the next year. Thus, an area was opened for Turkish critics where they
could follow international developments directly and develop global ideas
and actions simultaneously. The fact that important critics such as Herbert
Read (1893-1968), LionelloVenturi (1885-1961), one of the founders of
AICA, came to Istanbul for the congress shows the existence of a profound
history of contemporary interactions in terms of art history and criticism
culture.

As one of the originators of the 16th International Turkish Art Congress,
which will be held in 2019, it will be important to remember these precious
efforts in the past and to inspire new ideas as well as to discuss Suut
Kemal’s contributions to the field of art and criticism.
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The purpose of the paper is to make visible the type of art criticism
developed and proposed by Suut Kemal Yetkin himself, who says “It is
possible to observe a work of art with the excitement it awakens and to
speak not of our own adventure but its aesthetic adventure.” In this way,
it tries to show that competent criticism can examine an art work through
social, historical, political, aesthetic and philosophical processes and make
it more understandable by supporting its judgement through personal
feelings. Suut Kemal’s critical approach which is parallel to Spinoza’s
(1632-1677) idea: “It’s not about contempt, it’s about understanding” as
well as his role, works and activities undertaken as a person of culture will
be examined together with the components of the culture of art criticism to
determine the position of criticism in the art world.

SUUT KEMAL YETKIN VE SANAT ELESTIRIiSi: SANAT UZE-
RINE YAZMAK VE ELESTIRI KULTURUNUN KURUMSALLAS-
MASI 1950-1980

Prof. Dr. Suut Kemal Yetkin (1903-1980) onciiliigiinde olusturulmus
kurumsal ve kiiltiirel yapilarin giiniimiizde devam etmesi, sanat hayatindaki
onemli etkisini gostermektedir. Bu yaklasim kapsaminda, bildirimizde
Yetkin’in ¢alismalarinin Tiirk sanatinin uluslararasi alanda konumlanisi
ile elestiri kiiltiiriimiiziin temellerindeki cagdas etkilesimlerdeki 6neminin
gosterilmesi amacglanmistir.

1945’te  kurulmus olan UNESCO’nun, 1949°da Ankara’da Milli
Kiitiiphane’de yapilan ilk Y 6netim Kurulu toplantisinda, Suut Kemal Yetkin
de yer almistir. Sanat ve siyaset alaninda milletlerarasi siireglerin paralel
ve birbiri i¢inden ¢ikan yapilari, toplumsal ve kiiltiirel olanin birbirine
bagl ilerleyisini gormek adina énemlidir. 1950 yilinda Paris’te kurulan
Uluslararas1 Sanat Elestirmenleri Dernegi (Association Internationale des
Critiques d’Art-AICA), UNESCO biinyesinde yapilanan bir olusumdur.
Kurulusundan hemen ii¢ yil sonra Tiirkiye subesi acilirken yer alan isimler
arasinda Suut Kemal Yetkin de vardir. Bu siirecte 6nemli bir gelisme olarak
hatirlanmas1 gereken c¢alismalardan biri Yetkin’in de yer aldigi, 1953
Dublin AICA Kongresi’nde yaptig1 konugsma ve dogu-bati sanati iizerine
baslatilan tartismalar neticesinde, donemin 6nemli sanat elestirmenlerini
bir araya getiren bu prestijli kongrenin ertesi yil Istanbul’a tasmmis
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olmasidir. Béylece Tiirk elestirmenleri i¢in de bu gelismeleri dogrudan takip
edebilecekleri ve de es zamanli olarak fikir ve hareket gelistirebilecekleri
bir alan agilmistir. AICA’nin kurucular1 arasinda yer alan Herbert Read
(1893-1968), Lionello Venturi (1885-1961) gibi 6énemli elestirmenlerin,
Tiirkiye’de yapilacak kongre vesilesi ile Istanbul’a gelmesi, sanat tarihi ve
elestiri kiiltiirii agisindan ¢agdas etkilesimlerin oldugu koklii bir gecmisi
de gosterir.

2019 yilinda on altincis1 gergeklestirilecek olan Uluslararasi Tiirk Sanatlar
Kongresi’nin fikir sahiplerinden biri olarak da Suut Kemal’in kongrenin
gergeklestirilmesinin yani sira sanata ve elestiri alanina yaptigi katkilarinin
birlikte ele alinmasi gegmiste ortaya konmus bu ¢ok kiymetli ¢abalarin
hatirlanmas1 ve yeni fikirlere ilham olabilmesi agisindan 6nemli olacaktir.

Bildiri, “Sanat eserini bizde uyandirdigr heyecan ile yoklamak ve kendi
seriivenimizi degil onun estetik seriiveni anlatmakla miimkiindiir.” diyen
Suut Kemal’in bizzat gelistirdigi ve de dnerdigi tarzdaki sanat elestirisini
yeniden goriiniir kilmak maksadi tasir. Boylece, zengin ve yetkin bir
elestiri metninin bir eseri, toplumsal, tarihi, siyasi, estetik ve felsefi
stireglerle nasil inceleyebildigi ve elestiri yaziminda kisisel duygulanimin
ifade edilebilmesinin tiretilen yargiy1 desteklemesi yoluyla nasil daha
anlagilabilir olacagi ortaya konmak istenmektedir.

Spinoza’nin (1632-1677) “Mesele yermek degil, anlamaktir.” ifadesiyle
birlesen Suut Kemal’in elestirel yaklasimi ve bir kiiltlir insan1 olarak
tstlendigi rol, eserleri ve faaliyetleriyle sanat elestirisi kiiltiiriiniin
bilesenleri, elestiri olgusunun sanat diinyasindaki konumunu belirlemek
lizere irdelenecektir.
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Ozkul Findik, Nursen

THE DIVERSITY OF DECORATING TECHNIQUES IN ARTUQID
UNGLAZED CERAMICS

Ceramic art, throughout its historical development, has been open to cultural
interaction in terms of forming, decorating and production techniques.
The similarity of known and available production methods does not cause
great confusion; however, it seems possible to investigate and analyze the
mobility area of ceramic products as a commodity, looking especially at
regional and period characteristics, styles and decorative elements. From
this perspective, this paper concentrates on different decorative techniques
in unglazed ceramics of the Artuqid period within the context of finds
discovered in the excavations in Hisn Kayfa (Hasankeyf), which is an
important medieval town in Anatolia.

Hisn Kayfa was ruled by the Artuqid Dynasty, which was founded in
1102 by Artuq Bey following the tradition of the Great Seljuq Empire and
survived until the reign of the Ayyubid Dynasty in 1232. Architectural and
small finds have revealed that the city grew as an important political centre
during the Artuqid period and retained its role also during the Ayyubid
period.

Ceramics were produced in the city during both the Artuqid and Ayyubid
periods. Ceramic production in Hisn Kayfa adhered to traditions during
Artukid period (12th and 13th centuries), which was a small principality
under the control of the Seljugs. The production in the region bear traces
of the territory (Iran, and especially much closer Syria) of the Great Seljuq
Empire, with which the Artukid rulers necessarily communicated since it
was the centre of the sovereignty.

This paper analyses ceramic pots used as an indispensable part of daily
life for cooking, serving and storing foods and liquids. Considering the
finds discovered, there was a wide range of products that can appeal to
any type of buyer depending on their buying power. Most of these vessels
are unglazed and decorated with plants, figures, and scripts using the
impressing technique.
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Unglazed ceramics of the Artuqid period are quite remarkable for imitating
metalwork. This interaction is reflected by the neck rings of the Hisn Kayfa
unglazed ceramics, conic shapes on their mouths and necks, polygonal
necks, raised and depressed areas contrary to the traditional ceramic
production, sharp bends, and protruding handles.

While prominentdecorations includeradial lines and ornamental strips along
the body, marquetry is also used in addition to the scratching, carving, and
impressing techniques that are commonly used in both metal and ceramic
decoration. Applique and openwork decorations are the most interesting
examples. This paper will introduce neck rings decorated by openwork
and assembled as a separate piece to pitch necks, and low-relief pieces
affixed as an appliqué to the vessel surface by the impressing technique. It
will also discuss the origin and proliferation of such decorations.

ARTUKLU SIRSIZ SERAMIKLERININ BEZEME TEKNIiKLE-
RINDEKI CESITLILIK

Seramik sanati, tarihsel gelisimi boyunca form, bezeme ve iiretim
teknikleri bakimindan kiiltiirel etkilesme ac¢ik olmustur. Bilinen ve bulunan
iiretim yontemlerinin benzerligi ¢ok fazla zihinsel karmasa yaratmasa da;
bilhassa bolgesel veya donemsel 6zellikler, tisluplar ve bezeme unsurlarini
izleyerek, seramik iirliniiniin ticari emtia olarak hareketlilik alan1 tizerinde
analiz ve c¢Oziimlemeler yapabilmek miimkiin goriinmektedir. Keza bu
bildiride Anadolu’da 6nemli bir Orta Cag kenti olan Hasankeyf kazilarda
ele gecen buluntular baglaminda, Artuklu Donemi sirsiz seramiklerinde
goriilen farkli bezeme teknikleri iizerinde durulacaktir.

Bilindigitizere Hasankeyf, Artuk Bey tarafindan Biiyiik Selguklu gelenegine
baglt olarak 1102 de kurulan ve 1232’deki Eyyubi egemenligine kadar
varligint siirdiiren Artuklularin elinde kalmistir. Gerek mimari gerekse
kiiciik buluntulariyla 6nemli bir merkez 6zelligi yansitan sehrin, Eyyubi
doneminde de bu durumunu siirdiirdiigii ortaya ¢ikarilmistir.

Siyasi merkez olan sehirde hem Artuklu hem de Eyyubi doéneminde
seramik tiretimi gerceklestirilmistir. Selguklu glidiimiinde kii¢tik bir beylik
olan Artuklular déneminde (12-13.yiizyillarda) Hasankeyf’te geleneklere
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bagli bir liretim yapilmistir. Bolgedeki liretim, Artuklu emirlerinin saltanat
merkezi olarak zorunlu bir iletisim kurdugu o6zellikle Biiyiik Selguklu
egemenlik sahasindan (Iran- 6zellikle daha yakin olan Suriye’den ) izler
tagimaktadir.

Burada, giinliik yasamin vazgecilmezi olan yeme-igme-saklama amagh
seramik kaplar lizerinde degerlendirme yapilmistir. Ele gecen buluntulara
bakildiginda alim giicliyle baglantili olarak, her gruba hitap edebilecek,
genis bir {irlin yelpazesinde iiretim gergeklestirildigi goriilmektedir. Bu
kaplarin biiyiik boliimii sirsiz olup, kalip bask1 tekniginde bitki-figiir-yazi
bezemelidirler

Artuklu donemi sirsiz seramiklerinde yogun olarak, madeni kap
taklidi uygulamalar dikkat ¢ekmektedir. Hasankeyf sirsiz seramiklerin
boyunlarinda goriilen bilezikler, agiz ve boyunlarda cokgen ve konik
bicimlendirmeler, seramik yapim gelenegine ters gelen ¢okertme ya da
yiikseltmeler, keskin kirilmalar, ¢ikintili kulplar bu etkilesimi yansitirlar.

Bezemede govdelerde radyal hatlar, seritler halinde diizenlemelere ek
olarak, hem metal hem de seramik siislemesinde ortak kullanilan kazima,
oyma, kalip baski ve kakma tekniklerinde siislemeler de dikkat cekmektedir.
Aplike ve ajur tekniklerindeki 6rnekler en ilging gruplari olusturmaktadir.
Testi boyunlarina ayr1 bir aparat olarak takilan ajur tekniginde bezenmis
bilezikler, ayrica kalip baski tekniginde ¢ok ince hazirlanarak kap yiizeyine
aplike gibi yapistirilan parcalar tanitilacaktir. Bildiri kapsaminda bu tiir
bezemelerin ortaya ¢ikisi ve yayginlagmasinin siireci de tartisilacaktir.
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Ozsu, Arda Can

THE PORTRAIT OF SEKER AHMED ALi PASHA AT THE
NATIONAL ART GALLERY COLLECTION IN GREECE AND
SIMEON SAVVIDIS, AN ARTIST OF ANATOLIAN ORIGIN

This study deals with Seker Ahmed Ali Pasha (1841-1907) who presents
a multi-faceted cultural profile as an artist, art teacher, art consultant and
exhibition organizer, the interpretation of his self-portrait by Simeon
Savvidis (Sabbides) (1859-1927), a Greek artist of Anatolian origin, and
the artistic production of the latter with Ottoman-Turkish influence. The
purpose of the study is to show that Seker Ahmed Ali Pasha, while shaping
modern Turkish art, was also influential outside of the local sphere and to
point out that there are also non-Muslim artists, who can be evaluated within
modern Turkish art by taking into account the special nature of Savvidis,
who kept organizing trips to Istanbul, Samsun, and his birthplace, Tokat,
many years after his immigration from Anatolia. In addition to these, this
paper examines the differences in style through the same portrait by two
local artists - Seker Ahmed Ali Pasa’s self-portrait and its interpretation
by Simeon Savvidis, while at the same time comparing the School of
Paris, where the Pasha was educated, and the Academy of Munich, where
Savvidis went.

Research for the paper has focused on the artistic developments between
Tanzimat through which the Ottoman Empire adopted innovation and
modernization policies announced to the whole country (1839) and the
establishment of the Republic of Turkey, built on secular bases (1923).
A literature survey was conducted to understand the sociological and
anthropological background of the art circles. Apart from the publications
on modern Turkish art as a source, museum catalogues, and trade annuities,
information about Seker Ahmed Ali Pasha and Simeon Savvidis included
in national and international archives were examined. In the light of this
information, the question of the two artists’ possible acquaintance during
the period when Abdiilaziz (1830-1876) asked the Pasha to create a
collection of paintings in the palace is posed. However, it was not possible
to confirm this information. These questions and problems brought about
the originality of the subject of the study and the fact that it was the first
research conducted on the uniqueness of the Pasha’s self-portrait.
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The main discussion of the paper is to examine the transition period of
modern Turkish art from empire to nation-state in a historical framework,
to look at the subject from the point of view of the problems surrounding
art like “representation®, “identity* and to try to clarify the role of Seker
Ahmed Ali Pasha in Ottoman-Turkish art. In this way, through a pioneering
artistic figure like Seker Ahmed Ali Pasha, the study aims to reveal the
story of a Greek artist of Anatolian origin like Simeon Savvidis, which
is about to disappear, within the framework of Turkish art, and to make it
visible through artistic and scientific methods as a document as well as to
pinpoint the problems. In addition to that, Savvidis’ importance in terms
of his contributions to Turkish painting which was developed during the
process of renovation of the Ottoman Empire will be examined. The paper
also aims to look at an important artist of Ottoman painting, who is widely
known and discussed, and who was the subject of many publications,
theses and even symposiums such as Seker Ahmed Ali Pasha through the
eyes of Savvidis, who had a different ethnic and religious background but
who shared the same culture (Anatolia). In addition to this, the emergence
of Modern Turkish art as a synthesis of different nationalities such as
Turkish, Greek, Armenian and Levantine, and their role in its cultural
richness is going to be highlighted by the example of Savvidis. The Turkish
influence in the works of the Greek painter is observed from his Turkish
Bath, Turkish Woman, Turkish Woman with Coffee Time, Turkish Woman
with Hookah, Turks Playing Backgammon, Excursion on the Bosphorus
and Boats in the Bosphorus.

YUNANISTAN ULUSAL SANAT GALERISI KOLEKSiYONU’NDA
YER ALAN SEKER AHMED ALi PASA PORTRESi VE ANADOLU
KOKENLI RESSAMI SIMEON SAVVIDIS

Bu bildiri, sanat¢1, sanat hocasi, sanat danigmani ve sergi diizenleyicisi
gibi ¢ok yonlii bir kiiltiir insan1 profili sunan Seker Ahmed Ali Pasa’y1
(1841-1907), Pasa’nin otoportre ¢alismasini kendi tarziyla yorumlayan
Anadolu kokenli Rum sanat¢i Simeon Savvidis’i (Symeon Savvidis/
Sabbides) (1859-1927) ve bu sanatginin Osmanli-Tiirk etkisi tagiyan
sanatsal tiretimlerini ele almaktadir. Calismanin amagclari ise, Seker Ahmed
Ali Pasa’nin modern Tirkiye sanatini bi¢cimlendirirken yerel Olcekte
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kalmadigin1 gostermek, modern Tiirkiye sanati igerisinde gayrimiislim
sanatcilarin da var oldugunu Savvidis 6zelinden yola ¢ikarak belirtmek ve
Anadolu’dan gog edeli uzun yillar gegse de Istanbul, Samsun ve dogdugu
yer olan Tokat’a geziler diizenleyen bu sanatciy1, ¢alisma igerisinde Tiirk
kiiltiir referansi tagiyan tiretimleri bazinda degerlendirmektir. Ayrica, Seker
Ahmed Ali Pasa ve Simeon Savvidis gibi Osmanli’da dogan iki sanat¢iy1
ayni portre iizerinden -Seker Ahmed Ali Pasa Portresi- irdeleyerek tislup
farkliliklarini, Pasa’nin egitim aldig1 yer olan Paris Okulu ile Savvidis’in
gittigi akademi olan Miinih Okulu karsilastirmasiyla belirginlestirmektir.

Bubaglamda, arastirmada Osmanli Devleti’nin yenilesme ve modernlesme
politikasin1 benimsedigi ve tiim iilkeye duyurdugu Tanzimat Fermani
(1839) ile Osmanli’nin ardili olan ve laik temeller iizerine insa edilen
Tirkiye Cumbhuriyeti’nin kurulusu (1923) arasina tarihlenen dénem
icerisindeki sanatsal gelismelere odaklanilmis, arastirmaya dénemin
sanat cevrelerinin sosyolojik ve antropolojik arka planin1 anlamaya
yonelik literatiir taramasiyla baslanmistir. Kaynak olarak baslica modern
Tiirkiye sanati iizerine yazilan yayinlar disinda miize kataloglar, ticaret
yilliklar1, ulusal ve uluslararasi arsivlerde bulunan Seker Ahmed Ali Pasa
ve Simeon Savvidis ile ilgili bilgiler incelenmistir. Bu bilgiler 1s181nda
iki sanat¢inin olasi tamisiklik durumu, Abdiilaziz (1830-1876) tarafindan
Pasa’ya verilen sarayda resim koleksiyonu olusturulmasi gorevi sirasinda
gergeklesip gerceklesmedigi sorusunu akillara getirmistir. Ancak bu bilgiyi
dogrulayacak herhangi bir veriye rastlanmamaistir. Bu soru ve sorunsallar
caligma konusunun Ozgilinliigline ve Pasa’nin ofoportre calismasinin
tekilligi tizerine bir ilk arastirma olmasini beraberinde getirmistir.

Bildirinin ana tartismasi ise, modern Tirkiye sanatinin imparatorluktan
ulus devlete gecis donemini, sanat tarihsel bir g¢ergeve icerisinde ele
alarak, konuya “temsil”, “kimlik” gibi sanati kusatan problematikler
agisindan bakmak ve Seker Ahmed Ali Pasa’nin Osmanli-Tiirk sanatindaki
roliinii belirginlestirmeye caligsmaktir. Boylelikle, Seker Ahmed Ali Pasa
gibi oncli bir sanatsal figiir 6zelinden Simeon Savvidis gibi Anadolu
kokenli bir Rum sanat¢inin kaybolmaya yiiz tutmus hikayesini, genis
bir Tiirkiye sanati ekseninde diisiinerek bir belge niteliginde sanatsal ve
bilimsel yontemlerle goriintir kilmak ve sorunsallari ortaya koymaktir.
Ayrica, Osmanli Devleti’nin yenilesme siirecinde gelisen resim sanatina
Savvidis’in ne derecede katki sundugu sorusuna da yanit bulmaya
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calismaktir. Bu kapsamda c¢alisma konusu, Osmanli-Tiirk resim sanati
cer¢evesinde Seker Ahmed Ali Pasa gibi ¢okea bilinen, lizerine konusulan,
yaymlar ¢ikartilan, tezler yazilan, sempozyumlara konu olan vb. birgok
malzemenin bulundugu bir sanatciya farkli etnik ve dini kokenden gelen
ancak ayni kiiltiire (Anadolu) sahip olan ressam Savvidis’in gdziinden
bakmaktir. Bunun yaninda modern Tiirkiye sanatinin Tiirk, Rum, Ermeni
ve Levanten gibi farkli milletlerin sentezinden ortaya ¢iktig1 diisiincesinden
hareketle, kiiltlirel zenginligimizdeki rollerine tekil bir 6rnek olan Savvidis
ile belirginlestirmektir. Rum ressamin yapitlarinda gézlenen Tiirk etkisi
Tiirk Hamami, Tiirk Kadini, Kahve Zamani Tiirk Kadini, Nargileyle Tiirk
Kadmi, Tavla Oynayan Tiirkler, Bogaz’'da Gezinti ve Bogaz daki Kayik
adli yapitlariyla gozlemlenmektedir.
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Parladir, Sebnem
AN ILLUSTRATED MECMUA FROM ASUFI’S BOOKTREASURE

Misriyye branch founded by Niyazi-1 Misri (d. 1694) of the Khalwatiyya
Sufi order which was widespread in Anatolia in the 15th century, became
one of the leading Sufi orders in 17th century Bursa. The subject of this
paper is a manuscript, a poem compilation which was bought by Ahmet
Erdonmez when the Niyazi-i Misri Lodge in Bursa was about to be
demolished in the second half of the 20th century. The manuscript which
consists of 384 folios in ta’liq script opens with a narrative taken from
the epic called Mehseti and Emir Ahmed written by a 13th century poet,
Cevheri Tebrizi. It contains poems from 443 poets who lived from the
10th to the 17th century including poems of some of the Ottoman sultans
in Turkish and Persian. It does not have a colophon or a personal record
except a seal reading “el-fakir Mansur Shah” on fol. 132r. It is possible to
date the manuscript to the 17th century by means of the life records of some
of the poets, whose poetry it contains. The subjects of most of the poems
are related to the genre of tasawwuf. It is therefore possible to assert that
the taste of the compiler of the manuscript coincided with the principles of
the circle to which he belonged and that the target group of the manuscript
was the disciples of the lodge. The marginal notes and those written on
the empty pages within the manuscript contain prescriptions regarding
some pharmaceuticals, prayers, talismans and some money calculations
indicating that the manuscript was read and passed from hand to hand in
the course of everyday life.

A prominent quality of the manuscript is its illustrations. Although there
are illustrated 17th century Ottoman anthologies, especially those from the
Sufi circles are scarce. This arrangement contains 6 flower illustrations in
saz style (consisting of single and a bunch of hatayi and rose motifs with
large hangeri leaves), a cloud and a figure of a giant. The common quality
of the illustrations colored in light green, orange, blue and yellow indicates
that their illustrator was the same individual. There are no correlations
between the illustrations and the poems but some notes such as “well done
to the illustrator brothers”, “say a prayer to the soul of the illustrator”
indicate that these illustrations reflect an aesthetic taste and drew attention

at the time. The flower illustrations in the manuscript bear mystical
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meanings that are reflections of the sufi culture. The figure of a giant is also
a part of “vahdet-i viicut” (unity of the existence) doctrine of the circles
in which Niyazi-i Misri moved. It seems that the Sufi illustrator, maybe
in accordance with the compiler of the manuscript, wished to develop a
visual symbolic narration language in order to transfer these doctrines to
the readers. In this paper, which can be taken as a humble contribution to
the growing field of anthology research in Ottoman art and literature, all
the aforementioned information is considered together with the manuscript
production of the era. The paper aims to evaluate the manuscript in relation
to other cultural and artisan activities of the Khalwati and other Sufi orders
and to stress the common and distinctive characteristics shared among
them.

BiR SUFI’NIN KiTAP HAZINESINDEN TASVIiRLi BIR MECMUA

15. yiizyildan itibaren Anadolu’da yayilan Halvetiye tarikatinin Niyazi Misri
(6.1694) tarafindan kurulan Misriyye kolu 17. yiizyilda Bursa’da etkindir.
Bu caligmanin konusu olan el yazmasi, 20. yiizyilin ikinci yarisinda yikilan
Bursa’daki Misri dergahindan koleksiyoner Ahmet Erdénmez tarafindan
alman bir mecmuadir. 384 varak olan ve talik hatla kaleme alinan eser, 13.
yiizyilda Cevheri Tebrizi’nin yazdig1 Mehseti ve Emir Ahmed isimli destandan
bir boliimle acilir. 10. yiizyildan 17. yilizyila kadar bir¢ok taninmis sairin
yani sira baz1 Osmanl padisahlarinin Fars¢a ve Tiirkge siirlerini de iceren bu
elyazmasi toplamda 443 farkli sairin siirlerinin bir derlemesidir. Kitabin ketebe
kayd1 yoktur, yazma tarih diisiilen sahsi bir kayit da tasimaz ancak vr. 132a’da
“el-fakir Mansur Sah” isimli bir sahsin miihrii yer alir. Dolayisiyla kitabin ne
zaman ve kim i¢in hazirlandig1 gibi sorularin yanitlari, mecmuada siiri bulunan
sairlerin yagsam araliklarindan hareketle 17. yiizyil olarak belirlenir. Bir kism1
Halveti tarikatina mensup 443 sair ile oldukca zengin bir icerik sergileyen
mecmuay1 olusturan siirler konularina gore incelendiginde siirlerin genellikle
tasavvufla ilgili oldugu goriiliir. Bu baglamda mecmuaya dahil ettigi sairlerin ve
siirlerin se¢iminde belli bir l¢ii gozettigi anlasilan derleyicinin edebi zevkinin
ve ilgi alaninin, dahil oldugu ¢evrenin 6gretilerini iceren siirlerden olustugu,
bu derlemeyi belki de bu 6gretileri yaymak istedigi belli bir okuyucu kitlesine
-ki bu kitle dergah c¢evresindeki miiridandir- hitaben hazirladig1 sdylenebilir.
Nitekim mecmuanin bos sayfalarina, derkenarlara yazilan cesitli ilag terkip ve
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tarifleri, dualar, tilsimlar ve para hesaplar1 giindelik hayati yansitan belgeler
sunmasinin yaninda, yazmanin elden ele dolasan, siirekli okunan bir kitap
oldugunu diistindiiriir.

Kuskusuz bu siir mecmuasinda irdelenecek en onemli 6zellik eserin
resimli olusudur. 17. yiizy1l Osmanl1 tasvir sanati gelenegi i¢inde resimli
mecmulara rastlanmakla birlikte siir mecmualarinin -6zellikle Sufi
cevrelerde iiretilenlerin- bilinen resimli 6rnekleri az sayidadir. incelenen
bu mecmuada siirler arasina serpistirilmis resimler saz iislubunda alt1 adet
cicek -ki bunlar iri hangeri yaprakli tek ya da demet halinde hatayi ve
giil motifleridir- bir bulut ve bir dev (?) figiirlinden olusur. Yer yer agik
yesil, turuncu, mavi, sar1 renklerle boyanan resimlerin sergiledigi ortak
islup birligi bunlarin tek bir sanat¢inin elinden ¢iktigii distindiiriir.
Resimlerden onceki ve sonraki sayfalarda yer alan siirlerden resimlere
yansiyan bir ifade olmamakla birlikte ¢igek resimlerinden iigiiniin yanina
diisiilen “Aferin olsun bu resmi isleyen kardaslara”, “Isleyen usta ruhu
icin Fatiha™ gibi ibareler ve bunlara bakip nazar edenin bir Fatiha okumay1
esirgememesini salik veren climleler dergahta elden ele dolasan bu eserin
tasvirlerinin okuyucular1 tarafindan begeni ile karsilandigini, onlarin
estetik zevkine hitap ettigini gosterir. Bu eserde resimlere yansiyan ¢igekler
tasavvuf kiiltiirtinde sozlii ifadelere de yansiyan mistik bir anlam tasir. Yine
yazmada yer alan dev figiiri Niyazi Misri’nin de i¢inde yer aldig1 tarikat
cevrelerinde hakim vahdet-i viicud 6gretisinin bir parcasidir. Muhtemelen
bu Sufi nakkas, belki eseri derleyenin de tercihleri dogrultusunda tasavvuf
konulu siirlerle donatilmis bu mecmuanin ig¢ine okuyuculara bu 6gretileri
aktaracak gorsel bir sembolik anlatim dili de ekler. iste Osmanli edebiyat:
arastirmalar1 i¢inde son yillarda 6nemi gittikge artan caligma alanlarindan
biri olan mecmua arastirmalarina interdisipliner bir yaklasimla kitap
sanatlar1 agisindan kii¢iik bir katki yapmay1 amaclayan bu ¢aligmada tiim
bu bilgiler eserin hazirlandig: tarihsel donemin kitap sanati tiretimleri ve
Halveti dergahlarinin ve diger Sufi ¢evrelerin baskaca kiiltiirel ve sanatsal
faaliyetleri ile birlikte degerlendirilecek ve yazmay1 bunlardan ayiran ya
da yaklastiran yonleri vurgulanacaktur.
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Perin¢ek Karavit, Kiraz

WHERE DID PIERRE BONNARD MEET MEHMET SIYAH
KALEM?

Musée des Arts Decoratifs in Paris hosted an exhibition titled Miniatures
Persanes between June and October 1912. Among the miniatures collected
from the important collections of the period, two works attract attention.
These works, numbered as 59 and 60 in the catalogue of the exhibition
published in 1913 by Bibliotheque d’Art et d’Archaélogie in only 150
copies, are in many terms very much similar to the works of the so-called
Mehmet Siyah Kalem, now in the Yakup Bey albums in Topkap1 Palace
Library, Hazine 2153 and Hazine 2160.

Figure 59 represents two people showing respect to a white bearded seated
figure. In figure 60, which also has three figures, a demon is captured by two
peasants. On the upper right and lower left of the work, the words “divs”
are remarkable. In the catalogue, they are inclined to attribute the two
“miniatures” to the lands of western Kipchak, i.e. Crimean or Astrakhan
Khanates, Timurid period, 14th or 15th century. The style is considered
“very peculiar”, never seen before, other than in these two miniatures.

The “miniatures” were from the collections of Claude Anet and Charles
Vignier, two prominent figures in the Paris literary and artistic milieu at the
turn of the 20th century. In this presentation, Pierre Bonnard is a symbolic
figure chosen to represent a Parisian artist of that period. He was a close
and longtime friend of Claude Anet. He had painted the portrait of Anet’s
wife, Leila twice in 1910 and in 1930, while Anet’s book Notes sur [ ’amour,
published in Paris in 1922, was illustrated by Bonnard. The introduction of
the catalogue of Bonnard’s exhibition, which opened in New York during
April 6-28, 1928 by Hauke & Co., is then written by Anet. There are
also many more such examples concerning Charles Vignier too. Picasso
paintings were among the works he traded, and he had his portrait painted
by André Derain.

These two pieces, which have both technically and thematically great
similarities with Mehmet Siyah Kalem paintings, had presented a question
mark during the exhibition in Paris in 1912. The publications about the
exhibition show that the collection owners and authors of the catalogue
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talked about and discussed these works, and consulted with other experts.
It wouldn’t be wrong to think that they have shown these peculiar and
unique works to the artists and experts of their acquaintance, and shared
their ideas. One of these persons must have been Pierre Bonnard. Looking
at this network of relationships, it is very likely that Pierre Bonnard had
seen at least one of these paintings, the one in the collection of his friend
Anet, if not visited the exhibition which was much talked about during the
five months that it ran in Paris.

Following the track of these two paintings, this “symbolic encounter”
and other possible occasions reveal important hints about the origin,
appreciation and circulation of these two pieces exhibited in Paris, as well
as the ones in the Topkap1 Palace Library, and probably more we haven’t
discovered yet.

PIERRE BONNARD, MEHMET SiYAH KALEM’E NEREDE
RASTLADI?

Paris’teki Musée des Arts Decoratifs, 1912 yilinin Haziran-Ekim aylar
arasinda Miniatures Persanes baglikli bir sergiye ev sahipligi yapar.
Donemin 6nemli koleksiyonerlerinden alinan minyatiirler arasinda, iki
eser dikkati ¢eker. 1913 yilinda Bibliotheque d’Art et d’Archaélogie
tarafindan Paris’te yalnizca 150 kopya basilan sergi katalogunda 59 ve 60
numarali bu eserler, Istanbul Topkap: Saray1 Kiitiiphanesi’ndeki Hazine
2153 ve Hazine 2160 Yakup Bey albiimlerinde yer alan Mehmet Siyah
Kalem resimleriyle gerek teknik gerekse konu agisindan biiyiik benzerlik
gostermektedir.

59 numarali resimde, beyaz sakalli bir beye hiirmetlerini sunan iki kisi
betimlenmistir. Yine ti¢ kisilik bir sahne olan 60 numarali resimde ise, iki
koyli tarafindan zaptedilmis bir cin goriilmektedir. Bu eserin sag list ve
sol alt tarafinda, “devler” yazilar1 dikkat ¢ekmektedir. Katalogda her iki
eser de 14-15. ylzyil Timur donemine atfedilmis, ancak diger Timurlu
eserlerine gore kokenlerinin daha Bati’da oldugu, “biiyiik olasilikla Kipgak
bolgeleri, yani Kirim veya Astragan Hanliklar1” oldugu diigtiniilmiistir.
Ancak her iki resmin de “bu ikisinden baska 6rnegi bilinmeyen ¢ok 6zel
bir karaktere sahip oldugu” belirtilmistir.
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“Minyatiirler”, 20. yilizyi1lin basinda Paris edebiyat ve sanat diinyasinin énde
gelen isimlerinden olan Claude Anet ve Charles Vignier koleksiyonlarindan
sergilenmistir. Bu sunumda Pierre Bonnard, donemin Parisli sanatcisini
temsil etmek iizere secilmis sembolik bir isimdir. Bonnard ve Anet’nin
arkadasliklar1 genglik yillarina dayanmaktadir. Bonnard, yakin dostu
Claude Anet’nin esi Leyla Anet’nin portresini 1910 ve 1930 yilinda
olmak ftizere iki kere yapmistir. Anet’nin 1922°de Paris’te basilan Nofes
sur [’amour kitabinin desenlerini Bonnard ¢izmistir. 6-28 Nisan 1928’de
Bonnard’in New York’ta de Hauke&Co. tarafindan agilan sergisinin
katalog yazisini ise Claude Anet yazmustir. Charles Vignier icin de benzer
bir¢ok 6rnek vardir. Alip sattiklar: arasinda Picasso resimleri yer almakta,
André Derain tarafindan portresi yapilmaktadir.

Gerek teknik a¢idan gerekse konu agisindan Mehmet Siyah Kalem ekoliiyle
cok biiyiik benzerlikler gdsteren bu iki resim, 1912 yilinda Paris’te agilan
s0z konusu sergide soru isaretleri dogurmustur. Sergi hakkinda yapilan
yayinlara bakildiginda, koleksiyon sahiplerinin ve katalog yazarlarinin
bu eserler hakkinda konustuklar1 ve tartistiklari, ¢evrelerine danisarak
fikir yurtttikleri anlasilmaktadir. Bu ilgi gekici eserleri, ¢evrelerindeki
sanat¢1 ve uzman dostlarima gostermis olduklarini, fikir ve diisiincelerini
paylasmis olduklarini diistinmek yanlis olmaz. Bu kisilerden biri de ¢ok
biiyiik olasilikla Claude Anet’nin gengliginden beri yakin dostu olan
Pierre Bonnard olmalidir. Tiim bu iliskiler agina bakildiginda, Pierre
Bonnard’in, Paris’te bes ay boyunca agik kalan ve biiylik yanki uyandiran
sergiyi gezmemis olsa bile, 6zellikle yakin arkadasi Claude Anet’nin
koleksiyonunda yer alan bu eseri gormiis olma olasiligi ¢cok yiiksektir.

Bu iki resmin izini siirdiiglimiizde, bu “sembolik rastlagsma” ve olasi
baska kesismeler, hem Paris’te sergilenen iki eser, hem de Topkap1 Saray1
Kiitliiphanesi’nde yer alan digerlerinin kokeni, gordiigii ilgi ve dolagimi
hakkinda 6nemli ipuglar1 tagimakta, heniiz rastlamadigimiz bagka eserler
olabilecegi fikrini de dogurmaktadir.
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Pfeiffer Tas, Sule

THE TURKISH IMAGE IN THE ERA OF MARIA THERESIA:
ART, POLITICS, PROPAGANDA

In this paper, the Turkish image in the era of Maria Theresia (1740-1780),
known as ‘Empress of Austria” will be examined in terms of its reflections
on politics and art. Maria Theresia was a great strategist, who initiated
major reforms in the fields of education, army and diplomacy, and used art
for the purposes of propaganda. This paper seeks to answer the question
of whether Maria Theresia, who had pictures of herself and her family
members dressed in Turkish clothes, did so because of the popularity of
the Turkish fashion in Europe, or for the purposes of propaganda and
diplomacy.

Maria Theresia was the first woman ruler from the Habsburg dynasty after
her father Emperor Karl VI. (died 1740), who did not have a male heir. The
fact that she was not recognized by some European states as the rightful
heir, led to a War of Succession. The Belgrade Peace Agreement with the
Ottoman Empire in 1739 allowed the Empress to devote all her power to
the wars within her own empire.

To celebrate her 1743 conquest of Prague, she organized horse cart races
for women, a first for the Court Riding School in Vienna. Wooden or
cardboard Turkish heads were used as sword targets during the game. The
captured head had always played an important role between the Habsburgs
and the Ottomans. The game represents victory; a work depicting this play
is seen in the Schonbrunn Palace.

In 1743, Maria Theresia was crowned as the Queen of Bohemia and hosted
a spectacular celebration in the Schonbrunn Palace. The subject was once
again the Turks; guests were asked to come in Turkish costumes. Opera
artists with oriental costumes performed a ballet in the hall.

The court painter Martin van Meytens portrayed Maria Theresia after a
masked ball, dressed in Turkish costume. There are several more paintings
of Maria Theresia and her husband Franz Stephan I, who became the
Roman-Germanic Emperor in 1745, dressed in Turkish costumes. They
are undated and the artist is unknown. The famous painter Jean-Etienne
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Liotard also depicted Maria Theresia and her family in Turkish costumes.

It is also noteworthy that Maria Theresia, who had 16 children of her
own, kept her adopted Circassian Christian daughter, Anna Maria, who
was known as ’Maria Theresia’s Turkish daughter,” together with her in
Turkish costumes.

Maria Theresia has used diplomacy for the development of Eastern
trade and had the Maria Theresia Levantin Taler minted specifically for
this purpose. The Ottoman ambassadors in Vienna were often invited to
Turkish themed balls and opera performances at the Schonbrunn Palace to
strengthen the relationship between the two countries. Maria Theresia also
founded the Orient Akademie (1754), (the Eastern Academy of Sciences;
nowadays Diplomatische Akademie Wien) to educate her own citizens as
foreign representatives by teaching Eastern culture and languages.

After her death in 1780, the Austria-Ottoman relations began to deteriorate
and turned into war between 1787-1792. This change reveals the strategic
importance of Maria Theresia’s position on this issue.

This paper evaluates the visual data, stored in various Austrian museums
and libraries, as well as the German and Ottoman written sources, together
with the developments in domestic and foreign policies to be able to
interpret the Turkish image during this period.

MARIA THERESIA DONEMINDE TURK IMGESi: SANAT,
POLITIKA, PROPOGANDA

Bu bildiride, ‘Avusturya Imparatorigesi’ olarak bilinen Maria Theresia
donemindeki (1740-1780) Tiirk imgesi mercek altina alinacaktir. Bildirinin
amaci, bu donemde, Tiirk imgesini, politika ve sanata yansimalari
acisindan sorgulamaktir. Biiyiik bir stratejist olan, egitim, ordu, diplomasi
konularinda 6nemli reformlar gergeklestiren Maria Theresia’nin, sanat
ve mimarlik alaninda etkisi ve sanati, yogun bir sekilde propaganda araci
olarak kullandig1 bilinmektedir. Bildirinin sorunsali, kendisinin ve aile
fertlerinin Tiirk giysileri icinde resimleri bulunan Maria Theresia’nin,
yalnizca, bu dénemde Avrupa’da oldukga yaygin olan Tiirk modasina m1
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uydugu yoksa bu eserleri de bir propaganda ve kiiltiirel diplomasi aract
olarak m1 kullandig1 sorusuna yanit aramaktadir.

1740 yilinda babas1 Imparator VI. Karl’in ardindan erkek varis olmadig
icin Habsburg hanedanliginin bagina gecen ilk kadin olan Maria Theresia,
bazi Avrupa devletleri tarafindan varis olarak tanimmamis ve Veraset
Savasi baslamistir. Bu siiregte, Osmanli Imparatorlugu ile 1739°da Belgrad
Baris1’nin imzalanmis olmasi, biitiin giliclinii kendi imparatorlugu i¢indeki
savaglara ayirmasina olanak saglamistir.

Diger taraftan, Maria Theresia, Prag’t ele gecirmesini kutlamak igin
1743’te Binicilik Okulunda diizenledigi kadimnlar icin bir ilk olan
Kadinlararas1 Atarabast Oyunu sirasinda ahsap veya kartondan yapilmis
Tiirk baslarina kili¢lar ile vururken goriilmektedir. Ele gegirilen kafa,
Habsburg ve Osmanlilar arasinda her zaman 6nemli bir rol oynamistir.
Zaferi temsil eden bu oyunun resmedildigi bir eser Schonbrunn Sarayi’nda
bulunmaktadir.

Maria Theresia, Bohemya Kraligesi olarak ta¢ giydikten sonra 1743’te
Schonbrunn Sarayi’nda gosterigli bir kutlama diizenler. Konu yine
Tiirklerdir, davetlilerden Tiirk kostiimleri i¢inde gelmeleri istenir. Opera
sanatcilar1 oryantal kostlimler i¢inde bir bale gosterisi yaparlar.

Saray ressami Martin van Meytens, 1744°te Maria Theresia’y1 bir maskeli
balo sonrasi, Tiirk kostiimii i¢inde tuvale aktarmistir. Maria Theresia’nin
ve 1745 yilinda Roma-Cermen Imparatoru olan esi Franz 1. Stephan’in
Tirk kostiimleri i¢inde tarihsiz ve sanatgist bilinmeyen resimleri de
bulunmaktadir. Meshur ressam Jean-Etienne Liotard’in da Maria Theresia
ve ailesini Turk giysileri i¢inde tuvale aktardigi eserleri bulunmaktadir.

16 6z ¢gocugu olan Maria Theresia’nin, yaninda stirekli ‘Maria Theresia’nin
Tiirk kiz1” olarak bilinen evlathig Cerkez asilli Hristiyan Anna Maria’y1
bulundurmasi da dikkat ¢ekicidir.

Maria Theresia, Dogu ile olan ticaretin gelismesi i¢in de diplomatik a¢idan
biiyiilk caba gostermis ve Dogu ticareti i¢in Maria Theresia Levantin
Taler’ini bastirmistir.

Osmanlilar tarafindan Viyana’ya gonderilen sefirler, iki iilke arasindaki
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iligkilerin gliclenmesi i¢cin Schonbrunn Sarayi’nda diizenlenen ve Tiirk
temasinin iglendigi balolara, opera gosterilerine davet edilmisledir. Maria
Theresia, kendi vatandaslarina Dogu kiiltiirii ve dillerini 6greterek dis
temsilciliklerde gorevlendirmek i¢in Orient Akademie’yi (1754), (Dogu
Bilimleri Akademisi; giliniimiizde Diplomatische Akademie Wien)
kurmustur.

Maria Theresia’nin 1780°de Oliimiinden sonra bozulmaya baslayan
Avusturya-Osmanli iligkileri 1787-1792 yillar1 arasinda savasa doniisiir. Bu
degisim, Maria Theresia’nin tavrinin stratejik 6nemini ortaya koymaktadir.

Bildiride, Avusturya’da ¢esitli miizelerde ve kiitiiphanelerde muhafaza
edilen gorseller, Almanca ve Osmanlica yazili kaynaklar, i¢ ve dis
siyasetteki gelismeler ile birlikte degerlendirilerek, Maria Theresia
doneminde Tiirk imgesi konusunda yorumlar yapilacaktir.
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Pittui, Ilenia

PAOLO GIOVIO AND THE REPRESENTATION OF THE
TURKISH POWER: SOME CASE STUDIES

This proposal aims to deepen Paolo Giovio’s idea of the Turkish world
by means of an iconological commentary on some Ottoman portraits
preserved in his historical Museo. Particularly, the analysis will take
account of the word and image relationship on which Giovio based
the Museo’s structure in order to understand the correct meaning of
these images according to Giovio’s point of view. Linda Susan Klinger’s
Ph.D. dissertation (Princeton University, 1991) represents an important
contribution to the field. Her study contextualises Giovio’s collection
and highlights its roots and evolution as well as representing an artistic,
historical and critical research, which was later carried on by Sonia
Maffei and Franco Minonzio’s works. Nevertheless, the focus on viri
illustres’ portraits seems a partial one since it does not fully develop the
real structure of the Museo: a combination of imprese — which represent
characters’ soul — and portraits — which show characters’ features —
governed by the word and image relationship. Her interest, as she claims
in the dissertation’s conclusion, is in “the nature of portraiture as a type
of visual image”, mainly focusing on the relationship between portraits
and viewers and trying to identify Giovio’s role in the history of the art
collection.

Even in the more recent Ph.D. dissertation by Nassim Rossi
(Columbia University, 2013) we can find an artistic interest in these
portraits, especially in Veronese’s production, whose purpose appears to
be a figurative comparison among different copies. The first objective of
my proposal is to apply the mechanism promoted by Giovio to analyse the
portraits of Ottoman Sultans. Some case studies will be presented
according to a philological methodology focused on textual sources
used by Giovio to create these written elogia. The portraits will be put in
connection with two of his texts, the Commentario de le cose de’ Turchi
and the Elogia, which Giovio composed as a £ékppactg: the aim will be
to identify the physiognomic sources, taking into consideration Giovio’s
education. He was a medical doctor, he studied in Pavia and Padua with
prominent academics — such as Marcantonio della Torre — at a time when
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medicine also included the practice of physiognomy. Why would Giovio
consider one character a kind and generous person and another an evil
and cruel one?

Moreover, Florentine copies, preserved at the Uffizi Galleries of
Florence and part of the collection known as Gioviana Series, serve as
an interesting figurative example of the elogia because they show some
particular astrological signs on the back. These signs were discovered in
1993 by Stefano Tasselli and constitute the subject of a first essay written
by Stefano Tasselli and Valentina Conticelli, including their transcript,
in a catalogue of an exhibition in 2010. They raise the problem of the
connection between medicine, physiognomy, and astrology during the
Renaissance. What astrological signs have been chosen to describe the
Turkish power?

Subsequently, the analysis will include comparisons between Ottoman
and Persian portraits: as it is suggested by Giampiero Bellingeri’s
studies, Venetian sources appear to describe Ottoman portraits by means
of contrastive comparisons with Persian ones, it would then be
interesting to understand whether similar stances exist in Giovio’s work.
In this case, Giovio’s words would authenticate the painted image and
contribute to construe the representational profile of Islamic power.

PAOLO GIOVIO VE TURK KUDRETININ TEMSILi: BAZI
ORNEKLEMELER

Bu tebligde tarihi Museo’sunda bulunan Osmanli portrelerinden
bazilarinin ikonolojik yorumlariyla Paolo Giovio’nun Tiirk diinyasina
dair algisinin anlasilmasit amacglanmaktadir. Bu analiz, imgelerin
Giovio’nun bakis agisindan anlasilmasini saglamak iizere, Museo’sunun
temelini de iizerine kurdugu metin-resim iliskisi g6z Oniine alinarak
yapilacaktir. Linda Susan Klinger’in doktora tezi (Princeton University,
1991) alana onemli bir katki saglamistir. Bu arastirma Giovio’nun
koleksiyonunu baglam i¢inde irdeler, kokenlerini ve gelisimini ortaya
koyar. Ayn1 zamanda sanatsal, tarihsel ve elestirel bir yaklagim sergileyen
bu calisma daha sonra Sonia Maffei ve Franco Minonzio’nun
arastirmalartyla ileri gotlirilmiistiir. Ancak, viri illustres’nin portrelerine
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yogunlagmak Museo’nun temel kurgusunu tam olarak anlamaya yetmez.
Museo, metin ve imge arasindaki baglantinin belirledigi, bireylerin
karakterlerini temsil eden imprese ile dig goriinlimlerini temsil eden
portrelerin kombinasyonundan olusur. Klinger, tezinin sonucunda belirttigi
gibi esas olarak “gorsel bir imge tiirii olarak portre’nin dogas1” ile ilgilidir.
Yazar, portreler ve seyircileri arasindaki iligkiye yogunlasarak Giovio nun
sanat koleksiyonu tarihi ig¢indeki roliinii saptamayir amaglar. Nassim
Rossi’nin daha yakin tarihli doktora tezinde de (Columbia University,
2013) portreler sanatsal acidan ele alinmis, 6zellikle Veronese nin iirettigi
portrelerin kopyalar1 karsilastirilmigtir.

Bu bildirinin ilk amaci Osmanli sultanlarinin portrelerini Giovio’nun
yontemiyle analiz etmektir. Bu amacgla bazi 6rnekler Giovio’nun
Elogia’yr yazarken kullandig1 yazili kaynaklar {izerine odaklanan
filolojik bir yontemle ¢Oziimlenecektir. Portreler bir €kgpaocig olarak
tasarlanmis Commentario de le cose de’ Turchi ve Elogia adh
eserleriyle iliskilendirilecek ve Giovio’nun egitimi dikkate alinarak
hangi fizyonomi kaynaklarini kullanmis olabilecegi sorgulanacaktir.
Giovio, fizyonominin tip egitiminin bir pargasi oldugu yillarda Pavia
ve Padova’da Marcantonio della Torre gibi onemli akademisyenlerin
Ogrencisi olmus bir tip doktorudur. Giovio neden bir karakteri iyi ve
cOmert, digerini kotli ve acimasiz olarak nitelemis olabilirdi?

Portrelerin bugiin Floransa Uffizi Galeri’de bulunan Giovio serisine ait
Floransa isi kopyalar1 elogia’nin simgesel 6rnekleri olarak goriilebilir,
clinkii bunlarin arka yiizlerinde ¢esitli astrolojik semboller bulunur.
Bu simgeler 1993’te Stefano Tasselli ve Valentina Conticelli tarafindan
kesfedilmis ve 2010°da hazirlanan bir sergi katalogunda yaymlanmistir.
Yazarlar Ronesans diinyasinda tip, fizyonomi ve astroloji arasindaki
baglantilar1 sorunsallastirmislardir. Tiirk Kudretini tasvir etmek i¢in hangi
astolojik semboller kullanilmistir? Analiz Osmanli ve Fars portreleri
karsilastirarak yapilacaktir. Giampiero Bellingeri’nin ¢aligmalarinin
gosterdigi gibi, Venedik kaynaklari Osmanli portrelerini Iranlilarm
portreleriyle karsilagtirarak tasvir ederler. Bu nedenle Giovio’nun eserinde
de bu tiir bir karsilastirma yer alip almadigini irdelemek ilging olacaktir.
Boylece, Giovio’nun metinleri, resmedilmis imgenin gercekligini
onaylayarak Islam diinyasmin giiciiniin gorsel profilinin anlasilmasia
katkida bulunacaktir.
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Radway, Robyn Dora

ALBUM NETWORKS FROM THE GERMAN HOUSE IN
CONSTANTINOPLE: CIRCULATING PAPERS, IMAGES, AND
ARTISTS FROM 1568-1593

During a period of relative peace serving in the retinue of a
Habsburg ambassador to the Ottoman court or stopping over on their way
to the Holy Land, subjects of the emperor found food, wine, shelter, and
good company in the confines of the Habsburg ambassador’s residence.
This multi-lingual and religiously diverse group of noblemen, humanists,
artists, cooks and messengers living in close quarters left behind over fifty
albums of decorative papers, signatures, costume images, genre scenes,
and city views. During gatherings at the Nemge Hani (also called the El¢i
Hani), ambassadors, humanists, pilgrims, priests, secretaries, couriers,
and even cooks collected commemorative inscriptions to memorialize
their fleeting personal networks. The pages that made up these albums
were frequently examples of lavishly decorated silhouette, marbled,
dripped, sprinkled, and monochrome pages in a wide range of sophisticated
forms, styles, and color combinations. This paper aims to introduce this
diverse corpus of materials and show how they relate to each other and to
the archival materials from the German House using a network analysis of
signatures, watermarks, and images.

I argue for a reevaluation of the overlapping genres of costume book,
album amicorum, and European collection of ebru papers. These objects
were part of a trans-imperial manuscript tradition in the 16th century. By
using trans-imperial, I mean to invoke the arguments of historian Natalie
Rothman whose book on trans-imperial subjects looks at go-betweens such
as merchants, brokers, and translators to argue that they are both imperial
boundary crossers and imperial boundary markers who helped shape notions
of alterity. These objects are also crossers and markers. They were produced
collaboratively and yet they became known, almost immediately as foreign.
Several documents explicitly call them “Turkish Papers.” In fact, residents
of the house experimented with Ottoman paper arts to create objects that
appealed to the mannerist tastes of the Habsburg courts back home.
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ISTANBUL’'DAKI ALMAN EVI’NDEN ALBUM SEBEKELERI:
1568-1593 YILLARINDA DOLASIMDA OLAN KAGITLAR,
TASVIRLER VE SANATKARLAR

16. ylizy1l sonlarinda iki rakip imparatorluk arasinda hiikiim siiren nispi
baris doneminde Osmanli sarayina giden Habsburg el¢i heyetinde ¢alisan,
ya da Kutsal Topraklara yolculuklar1 sirasinda Istanbul’da konaklayan
imparatorun tebaasindan bireyler, Habsburg elgisinin ikametgahinda
barinip, yiyecek, sarap bulup, giizel dostluklar kurarlardi. Yakin
mekanlarda kalan, ¢esitli dinlere mensup, ¢esitli diller konusan, soylular,
hiimanistler, sanatkarlar, asc¢ilar ve habercilerden olusan bu kisilerden
bugiine iclerinde dekoratif kagitlar, imzalar, kiyafet tasvirleri, gilinliik
yasam konulu resimler ve sehir manzaralari bulunan ellinin {izerinde
albiim kalmistir. Elgi Han1 veya Nemg¢e Hani olarak taninan mekandaki
bulugmalarda elgiler, hiimanistler, hacilar, din adamlari, katipler, haber
tastyanlar, hatta ascilar, kisa siireli-gecici olarak kurulan bu bireysel
baglantilarin1 hatirlatacak yadigarlar topluyorlardi. Bu albiimler degisik
bicimler, tisluplar ve renk cesitlemeleriyle yapilmis ebrularla, damlatilmais,
puskiirtiilmiis ya da kalipla yapilmis bezemelerle siislenmis veya tek renge
boyanmis kagitlardan olusuyordu. Bu bildiri, ¢esitli malzemelerden olusan
bu kiilliyati tanitmay1 amaglarken, kendi aralarindaki ve Alman Evi’ndeki
belgelerle baglantilarini kurarak; imzalar, su damgalar1 ve imgeleri bu
iligki ag1 i¢inde yorumlamay1 hedeflemektedir.

Konugsmamda kiyafet albiimleri, dostluk albiimleri denilen tiirlerin ve
Avrupalilarin ebru kagit toplama egilimlerinin Ortiismesini yeniden
degerlendirmek iizere tartisacagim. Bu eserler 16. yiizyil trans-emperyal
el yazmasi geleneginin bir parcasidir. Trans-emperyal terimini kullanirken
tarth¢i Natalie Rothman’in tiiccarlar, simsarlar ve ¢cevirmenler gibi trans-
emperyal bireylerin hem smirlar1 gecen, hem de simirlar1 belirleyen,
boylelikle farklilik kavramlarini sekillendiren rolleri konusundaki
tartismalarindan ilham aliyorum. Bu eserler de hem sinirlar1 asan hem
de sinirlar1 belirleyen objelerdir. Ortak bir {iretimleri olmasina ragmen,
yabanci olarak tanmimlanmiglardir. Pek c¢ok belgede bu eserler “Tiirk
Kagitlar1” olarak gecer. Alman Evi’nin sakinleri bu Osmanli kagit sanati
orneklerini Habsburg saraylarindaki maniyerist begenilere hitap eden
objeler olarak algilamislardir.
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Redford, Scott
SELJUK CANDLESTICKS AND THEIR ESOTERIC WRITING

This paper addresses the role of esoteric writing on inlaid medieval Islamic
candlesticks, some of which are attributed to Seljuk Anatolia. This writing
consists of a band of Kufic letters, repeating 4 or 5 letter sequences, and
usually located at the base of the candlestick. This paper proposes an
esoteric interpretation of the contents of these epigraphic bands, many
of which bear similar if not identical letter sequences. The interpretation
proposed in this paper could be related both to the circular form of the
candlesticks themselves, and their decorative program, as well as their
function of providing light.

These Kufic letter bands have usually either been ignored or treated as
“pseudoepigraphic” in art historical treatments of medieval Islamic
candlesticks and their inlaid decoration. The one exception to this
generalization is the catalogue of the Iranian metalwork in the Victoria
and Albert Museum in London, written by Souren Melikian-Chirvani and
published in 1982. Melikian-Chirvani tentatively proposed a mystical
explanation for these letter sequences, possibly related to the zikr of
dervishes in Sufi convents, and the use of candlesticks there. Since then,
the issue of a possible meaning, esoteric or otherwise, of these bands has
not, to my knowledge, been raised in the scholarly literature.

This paper will argue that it is possible to relate the Kufic letter sequences
found on these bands to the medieval Islamic esoteric fascination with
the initial letters that are found at the beginning of some Qur’anic suras.
The esoteric meaning of these Qur’anic letters or letter sequences formed
part of the teachings of Sufi masters such as al-Shadhili and Ibn Arabi.
Given their importance for these and other medieval Sufi masters, and the
interest in esoteric meanings of letters in general at this time, it cannot be
coincidental that the same letters found at the beginning of suras were also
found on candlesticks. Melikian-Chirvani’s proposal of their use as zikr,
or as parts of prayers is one possibility, but it is also possible to think of
their location (usually) at the bottom of candlesticks as pertaining to the
rest of the decorative program, in cosmic terms, and possibly in relation to
the light issuing from the tops of these candlesticks in the form of candles.

293



These bands usually lie at the bottom of the candlestick, below a decorative
band that often consists of roundels encircling the middle of the body of
the candlestick. These roundels contain representations of signs of the
zodiac or other scenes of the princely cycle of hunting, feasting, music
playing, and other activities. There are also enthronement scenes. All of
these representations, whether in or outside roundels, play on the circular
form of the candlestick. It may be, then, that the form (circular) and
function (illuminating) of candlesticks contributed to their being chosen as
a locus for this kind of esoteric writing. To my knowledge, no other form
of inlaid metalwork from the medieval eastern and central Islamic lands
consistently bears this kind of writing.

SELCUKLU SAMDANLARI VE GIZEMLI YAZILARI

Bu bildirinin konusunu bazilar1 Selguklu Anadolu’suna atfedilen Orta
Cag Islam devri kakma bezemeli maden samdanlar ve iizerlerindeki
gizemli (ezoterik) yazilarin ¢o6ziimlenmesi olusturmaktadir. Soz
konusu yazilar Kufi harflerle yazilmig seritler halinde diizenlenmistir.
4 ya da 5 harfin tekrarindan ibaret olan bu seritler, samdanlarin en alt
boliimiine yerlestirilmistir. Birgok samdanda ayni1 harf siras1 goriilmektir.
Bildiride bu Kufi harf geritleri gizemli (ezoterik) anlamlar1 baglaminda
yorumlanmaktadir. Bu seritler, samdanlarin dairesel formlariyla ve bezeme
programlariyla, hatta aydinlatma islevleriyle iliskilendirilebilir.

Giimiis kakma desenli samdanlar1 konu eden sanat tarihi literatiiriinde,
cogu zaman bu Kufi yazitlardan bahsedilmemektedir, ya da “pseudo-
epigrafik bezeme” olarak yorumlanmaktadir. Bu genellemenin disina
cikan yegane sanat tarih¢isi Souren Melikian-Chirvani’dir. 1982 senesinde
yayinlanan Victoria & Albert Miizesinin Iran maden eserleri katalogunda,
Melikian-Chirvani bu Kufi harf dizilerinin dervislerin zikir ibadetleriyle
baglantili oldugunu ileri siirmektedir. Ayrica, Sufi dergahlarinda samdan
kullanimina deginmektedir. Melikian-Chirvani bu yorumunun bir hipotez
oldugunu belirtirken, savin1 kanitlamak i¢in somut delil sunmamaktadir.
Bundan sonraki yillarda, bildigim kadariyla, konuyu arastiran olmamastir.

Bu bildiride samdanlarda bulunan Kufi harf dizileri, Kuran’in bazi
ayetlerinin basindaki harflere ve gizemli anlamlarina kars1 Orta Cag Islam
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diinyasinda gelisen ilgiyle iliskilendirilecektir. Ibn Arabi ve al-Shadhili
gibi donemin mutasavviflar1 ve genel olarak harflerin gizemini arastiran
yazarlara gore, bu harfler kdinatin temel unsurlaridir. Bilindigi gibi, Orta
Cag Islam diinyasinin bir parcasi olarak Selguklu Anadolu’sunda tasavvufa
karsi ilgi biiyiiktii. Bu samdanlarin tizerindeki Kufi seritlerde baz1 Kuran
ayetlerinin bag harflerinin bulunmasi basit bir rastlanti olmasa gerektir.
Melikian-Chirvani’nin harfleri zikir-dua iliskisiyle agiklayan savi kabul
edilebilir gériinmekle birlikte, bu seritlerin (cogu zaman) samdanlarin en alt
boliimiinde bulunmasi baska bir 6nermeye izin vermektedir. Samdanlarin
bezeme programlariyla ve genellikle hemen {istlerinde betimlenmis
burg tasvirleriyle birlikte bir biitlinlin pargasi olarak goriildiiglinde, bu
Kufi harfler samdanin 151k verme isleviyle de baglantili, kozmolojik bir
baglamda tartisilabilir.

Bu harflerle bezeli seritler kaidenin en altinda bulunur, {izerinde de
madalyonlardan olusan ve genellikle samdanin tim govdesini dolanan
dekoratif bir diger serit bulunur. Ustteki bu yuvarlak madalyonlarm
icinde bur¢ sembolleri, taht sahneleri ve av, eglence, miizik dinleme veya
benzeri saray etkinliklerinin tasvirleri bulunur. Yuvarlak madalyonlarin
icinde ya da disinda olsun biitiin bu tasvirler kandilin yuvarlak bedeniyle
uyum i¢inde dairesel bicimde dagilirlar. O yiizden de belki, samdanlarin
bigimleri (dairesel) ve islevleri (151k verme) bu tlirden gizemli harfler
tagimalariyla dogrudan baglantilidir. Bildigim kadariyla, bu harfler-yazilar
Islam diinyasinin merkezinde ve dogusunda yapilmis baska formdaki Orta
Cag maden eserlerinde goriilmez.
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Rendlova, Kristyna

THE TOPKAPI PALACE PORTRAYED IN SIXTEENTH-
CENTURY OTTOMAN ILLUSTRATED MANUSCRIPTS:
BETWEEN IMPERIAL IDEOLOGY AND PICTORIAL AND
ARCHITECTURAL MODELS

When the architectural monuments in Kostantiniyya’s Atmeydani, which
were pictured as part of a rather uniform scaenae-frons-like background
in the repetitive scenes of processions are discounted, the Topkap1 Palace
was the most frequently portrayed actual structure in 16th-century
Ottoman illustrated historical manuscripts. Such a pictorial representation
of the actual imperial palace was unprecedented in Islamic manuscript
tradition. The Topkap1 Palace was also repeatedly depicted with a great
measure of accuracy, considering the standards of contemporary Ottoman
painting. This paper argues that this phenomenon resulted from a unique
and intricately developing interplay between pictorial and architectural
models, and imperial ideologies. Thus, using the paramount case of the
visual representation of the Topkap1 Palace in the 16th-century Ottoman
illustrated manuscripts, this paper aims to illustrate the intricate historical
reality of the transcultural and cross-media artistic exchange within the
framework of the historical-ideological background of the early-modern
Ottoman Empire.

While considering the pictorial representation of architecture, two basic
approaches to the subject are prevalent. The first one uses architectural
depictions as a primary source, through a research concerned primarily
with the issue of architectural and urban history. The other holds the
perspective of book painting history itself, and this is the approach
employed throughout this paper. The primary research question, therefore,
is: What do the portrayals of the Topkap1 Palace tell us about 16th-century
Ottoman book painting?

This paper addresses the following questions: What were the significance
and functions of the pictorial representations of the Topkapi1 Palace at
various points in time? To what extent did the book illustrations reflect
the actual architectural elements and decorative features and their shifts
through time (i.e. to what extent can a formal mimesis be considered as
accurate in picturing actual buildings and undergoing stylistic shifts)?

296



How did the portrayals of the Topkap1 Palace contribute to the formation
of the royal and imperial image, and to the communication of this image?

To answer these questions this paper juxtaposes the illustrations of
particular venues and buildings within the palatial complex, and compares
them not only with one another and with actual structures, but also with
additional contemporary textual and visual sources, in order to trace their
16th-century appearances when layers of palimpsest were already present.

Bearing these broader questions in mind, many specific issues arise, such
as: the visual translation of the ceremonial role and the spatial hierarchy
of the Topkapi Palace into the medium of painting; the conception of
space (e.g. the notions of separation, transfer, enclosure, continuum and
extension of the Sultan’s body as an expression of kingship); the impact of
the shifts in the Sultan’s lifestyle (from joining campaigns to being settled
in the Palace) and manuscript patronage (from royal patronage to the
participation of the bureaucratic-military class and household servants) on
the portrayals of the Topkap1 Palace; the employment of pictorial templates
and short-cuts; and finally, the broader consequences resulting from the
above-mentioned issues for the Ottoman visual idiom and aesthetics.

16. YUZYIL OSMANLI EL YAZMALARINDA TOPKAPI SARAYI
TASVIRLERi: IMPARATORLUK IiDEOLOJiSi VE GORSEL-
MIiMARIi MODELLERI

16. ylizyilda Osmanli tarih konulu el yazmalarinda toren alaylarimin
tekrarlanan sahnelerinin sceanae-frons benzeri, tekdiize ve arka planin
parcasi olarak ¢okca resimlenen Kostantiniyye Atmeydani’ndaki mimari
anitlarsayilmazsa, tasvirine en sik rastlanan yapi Topkap1 Saray1’dir. Mevcut
bir imparatorluk saraymn boylesi bir resimsel temsili, Islam el yazmasi
gelenegi icinde daha dnce goriillmemistir. Ayrica, cagdas Osmanli resminin
standartlar1 goz oniine alindiginda, Topkap1 Saray1 biiyiik bir dogrulukla
defalarca betimlenmistir. Bu arastirma, bu fenomenin, gorsel ve mimari
modeller ile imparatorluk ideolojileri arasindaki kendine has ve karmagik
bir sekilde gelisen etkilesimin sonucunda ortaya ¢iktigini tartismaktadir.
Dolayistyla, bu arastirma, 16. yilizy1l Osmanli el yazmalarindaki Topkap1
Sarayinin resimsel temsili gibi onemli bir 6rnegi kullanarak, kiiltiirler
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ve medyalar arasi sanatsal aligverisin karmasik ve tarihsel gergekligini,
erken modern Osmanli imparatorlugunun tarihsel-ideolojik baglaminda
gbstermeyi amaglamaktadir.

Mimarligin resimsel temsili s6z konusu oldugunda, konuya iki temel
yaklasim one ¢ikmaktadir. Birincisi, mimari tasvirlerin, baslica ilgi alam
mimarlik ve kentsel tarih olan arastirmalarda birincil kaynak olarak
kullanilmasidir. Digeri ise, dogrudan kitap resmi sanati tarihi bakis agisina
dayanmaktadir ve bu arastirmada bu yaklagim izlenmistir. Boyle olunca,
bu arastirmanin en kapsamli sorusu sudur: Topkap1 Sarayi tasvirleri, 16.
ylizy1l Osmanli kitap resim sanat1 hakkinda bize ne soyler?

Bu soruya bagli olarak, bu arastirma su alt sorular1 ele almaktadir: Topkap1
Saray1 resimsel temsillerinin degisik zamanlardaki anlami ve islevi
neydi? Kitap resimleri, gercek mimari unsurlar1 ve dekoratif ozellikleri
ve bunlarin zaman i¢indeki degisimini ne dl¢iide yansitiyordu? Diger bir
deyisle, bu resimlerde mevcut binalar ve stiregelen tslupsal degisimler
ne derece dogru tasvir edilebilir? Topkap1 Saray1 tasvirleri imparatorluk
imajinin olugmasina ve bu imajin yayilmasina nasil bir katki saglamigtir?
Bu sorular1 cevaplamak i¢in Saray kompleksi i¢indeki belirli mekan ve
binalarin tasvirlerini yan yana koyarak, bunlar1 sadece kendi aralarinda
ya da mevcut yapilar ile degil, ¢agdas yazili ve gorsel kaynaklarla da
‘palimpsest’ katmanlarmin olustugu 16. ylizyill goriiniimlerinin izini
stirmek amaciyla, karsilastirmaktadir.

Konuya bu genel sorular i¢inden bakarken, karsimiza daha belirgin
tartisma konular1 ¢ikmaktadir: Topkapr Sarayi’ndaki mekan hiyerarsisinin
ve tesrifatin gorsellige doniismesi; mekan kavrami (Saray mekanlarinin
ayrilmasi, devredilmesi, devamlilig1 ve sultanin her yerde izlenebilmesiyle
belirginlesen hiikiimdarlik ifadesi); sultanin yasam tercihlerindeki
doniistimiin (seferlere katilmaktan ziyade Saray’da ikamet etmesi) ve el
yazmas1 hamiliginin degisiminin (saltanat hamiliginden ¢ikip biirokratik-
askeri sinifa ve saraya mensup Kkisilere yayilmasi) Topkapi Sarayi
tasvirlerine etkisi; gorsel modeller ve kisaltmalarin kullanimi; ve biitiin
bunlarin Osmanli gorsel-diline ve estetigine daha genel tesirleri.
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Rettig, Simon

ANNOUNCING VICTORY: AN EARLY SIXTEENTH-CENTURY
COPY OF SURA AL-FATH SENT FROM ISTANBUL TO CAIRO

The manuscript Revan 18 in the collections of the Topkap1 Palace Museum’s
Library has attracted little, if any, scholarly attention. First mentioned in
Fehmi Edhem Karatay’s catalogue, it was later the focus of a one-page
essay by Ugur Derman. Composed of only ten folios, Revan 18 consists
of the Qur’anic chapter sura al-Fath (The Victory) preceded by sura al-
Fatiha (The Opening). A lengthy colophon and dedicatory text written in
naskh by Hamza al-Sharqi in Istanbul in 909 AH (1503) stipulates that the
volume was intended for the Mamluk sultan Qansuh al-Ghuri (1. 1501-16).

The work stands out by two unprecedented features. First the Qur’anic text
is entirely written in a form of script based on the ancient angular Kufic.
By the early 16th century, this old script had long been relegated to the
decorative sphere, sporadically used for minor inscriptions on architecture
or on portative objects as well as for title headings in manuscripts. Here,
it is further adorned with a stupendous repertoire of motifs which include
elaborate flowers and leaves, stylized whirling clouds, and geometric forms
with complex knots. Second, the whole volume is made of lacquer on paper.
Lacquer technique is thought to have originated from the Timurid realm
in the late 15th century, not long before the completion of the manuscript
in the Ottoman capital. The first three pages and the colophon on the last
folio present large veneers in painted lacquer whereas the rest of the copy
has the text of sura a/-Fath made letters under varnish.

In this paper [ will first present the stylistic characteristics of both the script
and the letters’ decoration. By comparing with various examples from the
second half of the fifteenth century, I will attempt to demonstrate how the
volume encapsulates the development of an aesthetic specifically Ottoman
further reinforced by the use of novel decorative techniques. Then I will
investigate the visual and symbolic meaning as well as the historical and
religious significance of the manuscript in the context of relations between
the Ottoman and Mamluk sultanates around 1500.
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BiR ZAFER ILANI: FETiH SURESININ iSTANBUL’DAN
KAHIRE’YE YOLLANAN BiR ERKEN 16. YUZYIL NUSHASI

Topkap1 Saray1 Miizesi Kiitiiphanesi’nde Revan 18 envanter numarasiyla
korunan bir el yazmasi, bilim insanlarinin yeterince dikkatini gekmemistir.
[k kez Fehmi Edhem Karatay’in katalogunda tanitilan kitap, daha sonra
Ugur Derman’in bir sayfalik bir yazisinda ele alinmigtir. Fatiha Suresi ile
acilan ve Fetih Suresiyle devam eden Revan 18 sadece dokuz yapraktan
olusur. Hamza el-Sarki tarafindan nesih ile yazilmis uzun ketebesi ve ithaf
metnine gore, yazma Memluk sultan1 Kansu Gavri’ye (s. 1501-16) hediye
edilmek iizere Istanbul’da 909 (1503)’te istinsah edilmistir.

Eser daha once goriilmemis iki 6zelligiyle 6ne ¢ikar. Bunlardan birincisi
Kur’an metninin tiimiiniin kadim Kufi karakterlere benzeyen bir yaziyla
istinsah edilmis olmasidir. 16. yiizyilin baslarina gelindiginde bu kadim
yazi tiirli artik sadece silisleme sahasinda, mimari kitabelerde, tasiabilir
objelerde ve el yazmalarindaki baslik boliimlerinde kullaniliyordu. Revan
18’de yazi, ¢esitli ¢igekler, yapraklar, kivrimli bulut motifleri ve karmasik
digiimler iceren geometrik oOrgelerden olusan c¢ok zengin bir motif
dagarcigiyla bezenmistir. Eserin ikinci 6zelligi ise tiim yapraklarin kagit
iizerine lake/rugan ile kaplanmis olmasidir. Lake tekniginin kullanilmasiin
Revan 18’in Osmanli bagkentinde iiretilmesinden kisa bir siire 6nce, 15.
ylizyilin sonlarindan itibaren Timurlu diinyasindan kaynaklandig: kabul
edilir. Eserin ilk {i¢ sayfas1 ve sondaki ketebe boliimii tiimiiyle boyali
lakeyle kaplanmis, geri kalan kisminda yer alan Fetih suresinde ise lake
sadece harflerin {lizerine siirtilmiistiir.

Bu bildiride, yaz1 ve harflerin bezemesinin iislup O6zellikleri ilk kez
tanitildiktan sonra, 16. ylizyilin ikinci yarisinda yapilmis ¢esitli 6rneklerle
karsilagtirilarak eserin giderek geliserek yerlesen Osmanli estetigini
icerdigi ve tlimiiyle yeni bir siisleme teknigiyle bu estetigi pekistirdigi
tartisilacak ve eserin gorsel ve sembolik nitelikleri, tarihi ve dini 6nemi
1500 civarinda Osmanli-Memluk iligkileri baglami ig¢inde tartisilacaktir.
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Riistem, Unver

MODERN MAKEOVERS: LATE OTTOMAN COSTUME ALBUMS
AND THEIR LEGACIES

In the late 18th and early 19th centuries, the well-established tradition
of Ottoman costume books underwent profound changes reflecting the
empire’s own sociopolitical transformation. Albums containing painted
images of variously clothed Ottoman denizens had abounded since the 17th
century, produced by local artists for European travelers who treated such
compendia as windows onto the empire’s character. Catering to Western
tastes in Islamic pictorial terms, these albums relied upon stock types that
were incrementally modified with shifting sartorial and artistic fashions,
all the while responding to, and in turn reshaping, European visions of the
“Turk.” The patterns of repetition and circulation defining the genre grew
more pronounced from the late 18th century onward, as modern conditions
of image making brought greater aesthetic and thematic homogeneity. Now
rendered naturalistically, the albums were plagiarized in printed European
copies that made no acknowledgment of their Ottoman authorship.
Within this increasingly uniform visual category, Ottoman and Western
(re)producers vied, with varying success, to distinguish their portrayals
as authentic and original. Exacerbating the tension between topicality
and cliché were the sweeping reforms to Ottoman dress instituted in the
1820s, after which costume books gave way to new modes of sartorial
representation--including photography and costume museums--that more
effectively served the empire’s modernizing image.

MODAYLA MODERNLESME: GEC DONEM OSMANLI KIYAFET
ALBUMLERI VE MiRASLARI

Varolagelen Osmanli kiyafet albiimii gelenegi, ge¢ 18. ve erken 19.
ylizyi1lda imparatorlugun sosyopolitik donilisiimiinii de yansitan biiyiik
degisimlere ugradi. 17. yiizyildan beri Istanbul’un carsi ressamlari,
imparatorlugun kiyafet diizenini Osmanl kimliginin bir gostergesi sayan
Batili seyyahlar i¢in Osmanli toplumunu ¢esitli kiyafetleriyle gosteren
resimlerle dolu albiimleri ¢ok sayida tiretmekteydi. Batili zevklere hitap
edecek sekilde yerel resim anlayisina uygun olarak hazirlanan bu alblimler,
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giyim modalar1 ve gorsel sanatlardaki degisimlerle beraber zamanla adim
adim giincellestirildi. Albiimler boylece Avrupa’da Tiirk imgesini hem
beslemis hem de yeniden bi¢imlendirmis oldu. 18. yiizyilin sonuna dogru
Osmanli sanatinin Uislubundaki gelismelerden dolay1 albiimlerin Bati
gorsel kiiltiiriiyle iliskisi daha karmagik bir hal almaya basladi. Osmanl
ressamlarinin bu donemde natiiralist bir tarz benimsemeleri, el boyamast
alblimlerin Avrupa’da yayinlanan resimli basma kitaplarda intihal
edilmesine yol ac¢ti. Osmanli ve Bati1 sanatkarlar1 gittikce daha yeknesak
hale gelen bu gorsel ¢erceve i¢inde, kendi eserlerini bazen basarili bazen
basarisizca Ozgiin ve giivenilir kilmaya calisarak birbirleriyle rekabet
ettiler. Bu yolla giincellik ile klise arasinda kalan albiim sanati, 1820’lerde
baslayan kiyafet reformunun getirdigi standardizasyon yiiziinden daha da
kisith bir duruma geldi. Bundan sonra albiimlerin yerini alan fotograf ve
kiyafet miizesi gibi yeni temsil bi¢imleri, imparatorlugun modernlesme
stirecinin daha yerinde ve etkili bir sekilde ifade edilmesine imkan
sagladilar.
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Sarag, Elif

WATERMARKS IN THE MANUSCRIPTS OF THE ANKARA
ETHNOGRAPHY MUSEUM COLLECTION

Watermarks are signs of various shapes, texts or numbers, which are found
in the texture of the papers that can only be seen when they are held against
transmitted light. Made of thin wires and attached to the sieves for paper
making, these marks are within the tissue of the paper and are considered
to be indicative of European handmade paper. They consist of symbols of
the factory of production, the place of production, the place of export, or
different figures that are independent of all these elements.

In Turkish archives, paper is classified as being from an eastern or western
origin or as domestic production. Eastern papers can be identified from
the commercial data in the archives and definitions but western papers
can only be determined from watermarks. Many examples with the three-
crescent figure, which is considered the symbol of Islam in Europe, exist
in Turkish archives.

The scope of the study is to introduce the watermarks found in the
manuscripts from the collection of the Ethnography Museum in Ankara.
These manuscripts range from Qur’an copies to medical books and were
produced from the 15th to the 19th century.

The purpose of this paper is to introduce the watermarks that can be detected
in the manuscripts that the museum considered appropriate to examine.
Another aim is to examine how watermarks, revealing clues about their
history, production centre, etc., can be used to date documents and books.
In this paper the production centres of the papers with watermarks, their
production dates and their use in the dating of undated documents or books
will be discussed.

Watermark catalogues show the dates of the books or documents bearing
the watermarks, giving approximate information about the period in which
they were used. To be able to use watermarks to date a document or a
manuscript, all written material with watermarks must be scanned, and
paper production centres must have complete catalogues. For this reason,
when the holdings of more archives and libraries are studied and their
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watermarks recorded, the possibility of dating undated watermarks and
manuscripts will increase.

Undated documents and books are often dated through their illumination,
miniatures, calligraphy or bindings. In Europe, however, when this type of
information is insufficient the history of watermark information becomes
important. This paper investigates whether the historical manuscripts
of Ankara Ethnography Museum can be dated through the catalogues
created as a result of watermark scans conducted in European libraries and
archives. In some cases, various data can be obtained about the production
centres of certain watermarks.

The aging of the sieves used during the production of the fevils or the
deformation of the wires forming the watermark cause the watermark
figures to change over time. Therefore, it is sometimes not possible to find
identical watermark figures in the catalogues. In such cases, determining
whether the most similar figure is valid or not is one of the problems of
this study. Furthermore it is not known whether a catalogue of watermarks
from the holdings of the museum would help date the holdings of various
museums, archives or collections in Turkey.

ANKARA ETNOGRAFYA MUZESI KOLEKSIiYONUNDA YER
ALAN EL YAZMALARINDA BULUNAN FiLiGRANLAR VE
DUSUNDURDUKLERI

Filigran; kagitlarin dokusunda bulunan, ancak 1s1ga tutulduklarinda
goriilebilen, ¢esitli sekil, yaz1 ya da rakamlardan meydana gelen
isaretlerdir. Ince tellerden yapilan ve kagit yapimi sirasinda elekler {izerine
tutturulan bu isaretler, kagidin dokusuna igler ve Avrupa el yapimi kagidin
gostergesi olarak kabul edilir. Filigranlar, tiretimin yapildigi fabrikanin
sembolii, kagidin tiretildigi yeri ve tarihi gosterir yazilardan, kagidin ihrag
edilecegi yerin adindan ya da tiim bu unsurlardan bagimsiz olarak degisik
figiirlerden olugsmaktadir.

Ulkemiz arsivlerinde yapilan ¢alismalarda kagitlarin dogu ve bati kaynakli
ve yerli iiretim olanlar seklinde siniflanabilecegi ortaya ¢ikmistir. Dogu
kaynakli kagitlar arsivlerdeki ticari verilerden ve tanimlamalardan
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tespit edilebiliyorken bati kaynakli kagitlar ancak filigranlarindan tespit
edilebilmektedir. Avrupa’da Islamiyet’in sembolii olarak kabul edilen iig
ay figiirlii pek ¢ok drnege arsivlerimizde rastlanmaktadir.

Calismanin kapsam1 Ankara Etnografya miizesi koleksiyonunda yer alan
yazmalarda bulunan filigranlardir. S6z konusu el yazmalar1 Kur’an’dan tip
kitabina kadar genis bir yelpazededir ve 15. ylizyildan 19. yiizyila uzanan
siirecte tiretilmislerdir.

Bildirinin amaci, miize tarafindan incelemeye uygun goriilen el
yazmalarinda tespit edilen filigranlari tanitmaktir. Tarih, iiretim merkezi
gibi bilgilerine ulagilan filigranlarin belge ve kitaplarin tarihlendirilmesinde
nasil kullanilabileceginin incelenmesi de bir diger amactir. Filigranlarin
kagit tiretim merkezleri, liretim tarihlerinin tespiti ve tarihsiz belgelerin
ya da kitaplarin tarihlendirilmesinde nasil kullanildigina da deginilecektir.

Filigran kataloglar1 olusturulurken bulunduklar1 kitap ya da belgelerin
tarihleriyle birlikte kaydedilir. Bu dafiligran i¢in kullanildiklar1 doneme dair
yaklasik bilgi vermektedir. Filigranlar araciliiyla tarihleme yapilabilmesi
icin lizerinde tarih yazili tim yazmalarin, belgelerin taranmasi ve ayni
zamanda da kagit liretimi yapmis merkezlerin trettikleri tiim kagitlarin
kataloglarinin tamamlamis olmasi gerekir. Bu nedenle ne kadar ¢ok arsiv
ya da kiitiiphanede calisma yapilir ve ne kadar ¢ok filigran kaydedilirse
bagvuru kaynagi ve tarihsiz filigran ve yazmalarin tarihlendirilebilme
ithtimali o kadar fazla artacaktir.

Ulkemizde tarihsiz belge ya da kitaplar tezhip, minyatiir, hat ya da cilt sanat:
araciligiyla tarihlendirilmeye ¢alisilmaktadir. Oysa Avrupa’da bu tiirden
bilgilerin tarihlendirmenin yetersiz kaldig1 durumlarda filigran bilgilerine
basvurulmaktadir. Calismanin tartismasi daha dnce Avrupa kiitiiphane ve
arsivlerinde yapilan filigran taramalar1 sonucunda olusturulan kataloglar
1s1¢1inda Ankara Etnografya Miizesi koleksiyonundaki tarihi bilinmeyen el
yazmalarinin tarihlemesinin yapilip yapilamayacagidir. Baz1 durumlarda
filigranlardan yola ¢ikarak kagitlarin tretildigi merkezler hakkinda da
cesitli verilere ulasilabilmektedir.

Filigranlarin {iretimleri sirasinda kullanilan eleklerin eskimesi ya
da filigran1 olusturan tellerin deformasyonu ayni figiirlin zamanla
farklilagmasina neden olmaktadir. Bundan dolay1 bir filigranin tipki
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benzerinin kataloglarda bulunmasi kimi zaman miimkiin olmamaktadir. Bu
gibi durumlarda en benzer figiiriin gecerli olup olmadiginin belirlenmesi
bildirinin sorunsallarindandir. Calismanin bir diger sorunsali miize
koleksiyonundaki yazmalarda goriilen filigranlardan olusturulan katalogla
tilkemizdeki arsiv, kiitiiphane ya da 6zel koleksiyonlarda bulunan tarihsiz
belge veya kitaplarin, uzmanlar tarafindan tarihlendirilebilmesi i¢in bir
kaynak olusturup olusturmayacagidir.

306



Say, Simin

TRACES OF NAMIK iSMAIL IN ANKARA’S CHILD
PROTECTION ORGANIZATION

The building of the Child Protection Organization, formerly known as
Himaye-i Etfal Cemiyeti, was begun by architect Arif Hikmet Koyunoglu
in 1925, and was inaugurated on March 3, 1927. It was designed in the
First National Architecture style and was planned as a multifunctional
structure, with its meeting hall similarly designed to be used for various
functions from educational purposes to concerts. The second story meeting
hall was planned around a square and today maintains its original form.

The meeting hall reflects the period in which it was built, with specially
designed furniture and ceiling ornaments. Its photographs taken on the
opening day show that the interesting painting that includes the hall
entrance door was hung on the same wall then as it is now. The painting
was made to totally cover the area between the ceiling and the wooden
wall panelling as well as incorporating the pendentive-like elements at
the wall joints and the double doors. Recent research suggests that Namik
Ismail was the artist of this painting on canvas.

Namik Ismail was an important representative of the 1914 generation. He
worked at the State Academy of Fine Arts, both as an educator and as a
manager. The report he presented to the Ministry of Education during his
tenure as the manager, and the educational innovations he introduced at
the Academy reveals him as an art theoretician. He had various ideas about
the concept of art of the Young Republic, and discussed the relationship
between a work of art and its place/space.

The painting, which has stayed in situ for almost a century, is directly
and continuously affected by the use of the hall and the conditions of its
environment. The primary aim of the study is to introduce this unknown
painting of Namik Ismail and to examine both its style and the relationship
of the work and space from the perspective of the Young Republic. Another
aim 1s to list the measures that should be taken in order to preserve the work
by indicating its condition of conservation, and to provide conservation -
restoration proposals. In this context the national site conservation group
of the building will be examined in terms of the painting.

307



Both Arif Hikmet Koyunoglu, who built the building and the artist in
question were relatively unknown. Assoc. Prof. Dr. Zeynep Yasa Yaman of
Hacettepe University stated that the signature on the painting may belong
to Namik Ismail, whose name was mentioned in Giirbiiz Tiirk Cocugu
magazine which gave comprehensive information about the opening
ceremony of the building. Experts have expressed their doubts about
Namik Ismail, whose understanding of figure was very strong, having
been the artist of the painting and suggested that his assistants may have
carried out his designs. The main discussion of the paper is whether the
work was done by Namik Ismail or not.

ANKARA COCUK ESIRGEME KURUMU’NDA NAMIK
ISMAIL’IN iZLERIi

Cumhuriyet Ankara’sinin insasi sirasinda yapilan binalar arasinda Cocuk
Esirgeme Kurumu eski adiyla Himaye-i Etfal Cemiyeti’nin binasi da
yer almaktadir. Mimar Arif Hikmet Koyunoglu tarafindan 1925 yilinda
insasina baslanan bina ve 3 Mart 1927°de biiyiik bir torenle agilmistir. Yap1
Birinci Ulusal Mimari anlayisina gore tasarlanmistir. Cok islevli olarak
planlanan yapida tipki yapinin kendisi gibi egitimden konsere kadar ¢esitli
islevler icin kullanilmak iizere bir toplant1 salonu bulunmaktadir. ikinci
katta bulunan ve yaklasik kare planli olan bu salon yapildigi giinden
bugiine dek 6zgiinliiglinli korumustur.

Yapildigi donemi oldugu gibi yansitan toplanti salonunda 6zel olarak
tasarlanmig mobilyalar ile tavanda ve tavan eteginde bezemeler
bulunmaktadir. Ayn1 zamanda buradaki bir baska ilgi ¢ekici unsur ise
salon giris kapisinin da bulundugu duvardaki resimdir. Acilis giinii ¢ekilen
fotograflardan da anlasildig1 lizere resim bina faaliyete gectigi giinden
itibaren s6z konusu duvarda yer almaktadir. Resim ¢ift kanathi kapinin
acikligina ve duvarlarin birlesim yerlerindeki pandantif benzeri 6gelerin
egimine uygun olarak yapilmistir ve tavan ile lambri arasini boydan boya
kaplamaktadir. Yapilan aragtirmalar sonucunda tuval iizerine yagliboya
teknigindeki resmin sanatcismin Namik Ismail oldugu anlasilmistir.
Namik Ismail 1914 kusagmin 6nemli temsilcilerindendir. Devlet Giizel
Sanatlar Akademisi’nde hem egitimci hem de yonetici olarak gorev
yapmustir. Yoneticilik yaptigi donemde Milli Egitim Bakanligina sundugu
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rapor ve Akademi’deki egitimde yaptig1 yenilikler sanat diigiiniirii yontinii
gostermektedir. Gen¢ Cumbhuriyet sanat anlayis1 ile ilgili de cesitli
diistiinceleri bulunan ressam, mekan ve sanat eserleri iligkisi {izerinde
durmustur.

Nerdeyse bir asirdir yapildig1 yerde bulunan resim, salonun kullanimindan
ve bulundugu ortamin kosullarindan dogrudan ve siirekli olarak
etkilenmektedir. Ayrica yapiin tescil grubu da resim ile ilgili bir bagka
sorunu giindeme getirmektedir.

Bildirinin dncelikli amact Namik Ismail’in pek bilinmeyen bu resmini
tanitmak ve hem tlislup hem de mekan — eser iliskisini Geng Cumhuriyet
bakis acistyla incelemektir. Bir diger amaci ise eserin korunma durumunu
yani kondisyonunu ortaya koyarak varligini siirdiirebilmesi i¢in alinmasi
gereken tedbirleri siralamak ve koruma — onarim Onerileri vermektir. Bu
baglamda binanin tescil grubu da resim agisindan irdelenecektir.

Arif Hikmet Koyunoglu’nun bu yapiy1 insa ettigi ¢ok az kisi tarafindan
bilinmekteydi ve toplanti salonu da ancak binayr kullanan kurum
calisanlar1 ve az sayida arastirmaci tarafindan goriilmiistii. S6z konusu
resmin sanatcisi da bilinmemekteydi. Hacettepe Universitesi Edebiyat
Fakiiltesi Sanat Tarihi Bolimii 6gretim elemanlarindan Dog. Dr. Zeynep
Yasa Yaman’dan resim ile ilgili goriis alindiginda imzanin Namik Ismail’e
ait olma ihtimalini belirtmistir. Bu beyandan yola ¢ikilarak gerceklestirilen
arastirma sonucunda binanin agilig toreni ile ilgili kapsamli bilgi veren
Giirbiiz Tiirk Cocugu dergisinde de ressamin adinin gegtigi tespit edilmistir.
Figiir anlayis1 ¢ok kuvvetli olan Namik Ismail’in s6z konusu resmi yapip
yapmadig1 konusunda sanat tarihi uzmanlar1 siiphelerini belirtmislerdir.
Eserdeki figiirlerin primitif olusu ve fir¢a darbeleri gibi tislup 6zellikleri
siipheyle yaklasmalarina neden olmustur. Istanbul’daki atdlyesinde
asistanlariin yaptig1 sanat¢inin sadece tasarimini gergeklestirdigi ortaya
atilan iddialardandir. Bildirinin ana tartismasi eserin ressam tarafindan
yapilip yapilmadigidir.

Ayrica donemin Ozelliklerini, sanat¢inin goriislerini yansitan ve neredeyse
bilinmeyen resmin korunma durumu da bir diger tartisma konusudur.
Salonun kullanom sekli ve yapiin tescil grubu da bu baglamda
irdelenecektir.
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Serim, Mehtap

THOMAS ALLOM’S ISTANBUL AND CHINA ENGRAVINGS: A
HOMOGENIZED IMAGE OF TWO BAROQUE WORLDS

The knowledge of the world reproduced through practices of representation
in the first half of the 19th century involves more contradictions than the
second half of the century. The reason is that it was still too early for the
new instruments of knowledge production and representation brought about
by the Enlightenment and the Industrial Revolution to take on a symbolic
form. This unending strife in representation techniques is the very circle of
displacement that opens up practices of production and meaning to infinity.
One being relatively older than the other, engraving and photography are
two exemplary media that can help us explore the changing relations of
representation at the turn of the century. This study will analyze the interaction
between the two media in the context of Thomas Allom’s engravings and the
album books in which they were used.

Thomas Allom, a topographical painter and architectural perspectivist, was
an important artist who produced visual materials for albums that were
particularly intended for tourists in the first half of the 19th century. The
drawings he produced for various books on Istanbul and China played an
important role in constructing an image of these places, which had not yet
met with photography, in the 19th century. Allom produced his drawings
of the Ottoman geography during a 10-month stay in Istanbul. However,
he made his drawings of China without ever going there. Although Allom’s
drawings were not based on an extensive knowledge of the regions like the
ones before him, they were nevertheless reproduced in large quantities. The
wide availability of his works thanks to the reproduction of his drawings
by engravings partly explains his success, but his effort to develop a simple
language to transmit the imperial discourse to the average spectator of the
time also contributed to it.

Using a technique based on printing, engravings were seen as the perfect
transfer of reality for a long time. They record things and events in the way
the eyes witness them, thereby saving the world from the caprice of the artist
through the illusion of objectivity. However, De Certau distinguishes between
the cases in which printed images, which he considers to be the constitutive
element for the production of ethnographic knowledge from the 16th to the
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19th century, are a complementary component from the cases in which they
are the main component. For him, the text conforms to the requirements
of an authority through a system of references, while the images are ‘the
white pebbles’ waiting for the discourse that would keep them together.
The explanatory texts in the album books therefore become as visual and
discursive as the pictures themselves. The imperial power consolidates the
image that it would like to construct for the 19th-century world with the help
of these image hieroglyphs that are distributed under its control.

Photograph printing technology, however, undermines this meta-discourse
by multiplying the number of pictures, which could previously be reproduced
only under the control of the dominant discourse. In this way, engraving as
a medium of image production is stripped of its character as the constitutive
element of the discourse.

THOMAS ALLOM’UN CiIN VE ISTANBUL GRAVURLERI: iKi
BAROK DUNYANIN AYNILASAN GORUNTUSU

19. yiizyilin ilk yaris1 biitiin temsil pratikleri i¢inden yeniden f{iretilen
diinyanin bilgisinin, yiizyilin ikinci yarisina gore daha ¢ok celiski barindirdigi
bir donemdir. Bunun sebebi Aydinlanma Cag1 ve Sanayi Devrimi’nin {irettigi
yeni temsil ve bilgi iiretim araglarinin sembolik bir forma doniismesi i¢in
gereken zamanin heniiz gegmemis olmasinda yatmaktadir. Kaldi ki bu yeni
mecralar, katilagarak sembolik forma doniismiis olan eski mecralarin zeminini
de sarsmistir. Bu bitimsiz ¢ekigme, liretim pratiklerini ve anlami sonsuza
acan yerinden etme dongiisiiniin kendisidir. Biri gorece yeni, digeri daha eski
olan fotograf teknolojileri ve graviir, bahsedilen temsil iligkisini ¢oziimlemek
acisindan yiizyil basi s6z konusu oldugunda iki 6nemli 6rnek mecradir. Bu
calismada bahsi gecen iki mecranin etkilesimi Thomas Allom’un graviirleri
ve yer aldiklar1 alblim kitaplar {izerinden incelenmeye calisilacaktir.

Bir topografya ressami ve mimari perspektivist olan Thomas Allom,
19. yiizyilin ilk yarisinda basilan ve bilhassa turistlere hitap eden albiim
kitaplara gorsel malzeme saglayan bir sanatgidir. Istanbul ve Cin igin
hazirlanan kitaplara yaptigi ¢izimler, fotograf makinasinin heniiz girmedigi
bu iki cografyanin 19. yilizy1l imgesini olusturmakta énemli bir yere sahiptir.
Allom, Osmanli cografyasmi resmettigi cizimleri, Istanbul’da on ay
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kalarak yapmistir. Cin’e ait resimleri ise o cografyaya adim bile atmadan
gerceklestirmistir. Allom’un bu ¢izimleri, daha 6nce Cin’e gitmis olan
seyyahlarin ¢izimlerinden yararlanarak yapmis oldugunu, torunu Diana
Brooks’tan dgreniyoruz. Sanat¢imin bu iki cografya hakkinda oncellerine
nazaran derin bir bilgisi olmasa da yapti1 ¢izimler ¢ogaltilarak biiyiik bir
yayginlik kazanmistir. Cizimlerin graviir teknigi ile ¢ogaltilarak 1yi dagitilmis
olmasina ek olarak, Allom’un basarisi donemin emperyal sdylemini ortalama
izleyiciye ulagtiran okunakli dili kurma c¢abasinda yatmaktadir. Bu caba,
ayni zamanda Allom’un islerinin mesaj degerini artirarak, onlar1 sanat yapiti
olmanin digina ¢ikarir.

Gravlir, baskiya dayanan teknik 6zelligi bakimindan uzun bir stire gercekligin
eksiksiz bir aktarim araci olarak goriiliir. Adeta seyleri ve olaylar1 goziin
tanik oldugu sekli ile kaydederek diinyay1 sanat¢inin kaprisinden kurtarir.
Gergekligin goze kazinmasina benzer bir pratik i¢inden yiizeyini kalipladigi
diinyaya iliskin bir nesnellik yanilsamasi iiretir. Nesnellik yanilsamasi bu
mecranin teknik 6zelligi ile 6zneyi kendi kaprisinden (yaraticilik) arindiran
sembolik dil arayis1 sayesinde ortaya ¢ikar. Ancak De Certeau 16. yiizyildan
baslayarak 19. yiizyila kadar etnografik bilginin iiretilmesinde kurucu unsur
olarak gordiigii baski imgelerinin, metnin tamamlayicis1 olmasi ile ana
unsur olusu arasinda temel bir fark gozetir. De Certeau’e gore metin alinti
sistemi lizerinden bir otoriteye baglidir. Ne zaman ki resimler metinden
bagimsizlasarak sa¢ilmis beyaz cakil taslarina doniisiir, o zaman onlar1 bir
arada tutacak sOylemin icat edilmesi gerekir. Bu sayede metin de gorsel bir
karakter kazanir. Yukarda bahsedilen albiim kitaplardaki aciklayici yazilar,
tam da bu yilizden resimler kadar gorsel ve soylemseldir. Bu kitaplarda
emperyal gli¢, kurmaya calistigi 19. yiizy1l diinya imgesini, denetimli olarak
yayginlastirdig1 imge hiyeroglifleri sayesinde katilagtirmistir.

Fotograf bask: teknigi ise iist sdylemin denetimi altinda kisitli olarak
yayginlasan resim say1sin1 sonsuzlastirarak baskin sdylemi asindirir. Ornegin
1860 Afyon Savaslari sonrasi Cin’e giren fotograf makinasi sempatik/kole
Cinli, uygar/efendi Batili soylemini kdkiinden sarsar. Sonug olarak graviir bu
sayede sOylem kurucu karakterini terk etmek zorunda kalan bir imge tiretim
mecrasina doniisiir. Ancak imgelerin, i¢inden iretildigi mekanizmalarin,
onlart stirtikledigi ortak zemin, hiinerleri farklart acik etmek olan imgeleri
biiyiik birer aynilagtirict makinaya doniistiirtir.
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Simavi, Zeynep

EXHIBITING OTTOMAN ART IN THE U.S. CAPITAL:
CONTEXTUALIZING THE AGE OF SULTAN SULEYMAN THE
MAGNIFICENT

On January 25, 1987 the National Gallery of Art (NGA) in Washington,
DC opened the exhibition the Age of Sultan Suleyman the Magnificent (the
Age of Suleyman) curated by Esin Atil. It was the first major international
loan exhibition dedicated to Ottoman art in the United States and was
visited by almost 400,000 people throughout its 4-month duration (122
days). Later in the year, travelling to the Art Institute of Chicago in the
Summer and the Metropolitan Museum of Art, New York in the Fall, the
Age of Suleyman spent a full year in the U.S. gathering raving reviews
from the American press on the magnificence and splendor of Ottoman art
and its cultural heritage in modern Turkey.

Through archival sources, museum exhibitions and publications, this paper
aims to contextualize the significance of the Age of Suleyman exhibition in
the history of Islamic art in general and Turkish art in particular in the U.S.
It will discuss Esin Atil’s pioneering vision and contribution to the field
through her scholarship and curatorship by looking into the exhibition’s
content, curatorial choices and organization - such as the objects and
labels, the exhibition narrative and layout - as well as the media attention
the exhibition received and the public reception.

Esin Atil, a Turkish born and U.S. trained Islamic art historian, was the
curator of Near Eastern Art at the Freer Gallery from 1970 to 1993. Before
the Age of Suleyman, she had organized another major international loan
exhibition called Renaissance of Islam: Art of the Mamluks in 1980.
Along with many other smaller scale exhibitions she curated at the Freer
Gallery, she also authored and/or edited several pioneering and significant
publications on Islamic art such as Art of the Arab World (1971), Turkish
Art (1980) and Islamic Metalwork in the Freer Gallery of Art (1985) just
to name a few.

However, among At1l’s many accomplishments in the field of Islamic art,
it was the Age of Suleyman exhibition that created a great public interest in
Ottoman art in particular and Islamic art in general. She spent two years as a
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visiting curator at NGA to organize the exhibition though it took 10 years in
the making from the conceptualization to the opening of the Age of Suleyman.
Among the Islamic art historians of today, the Age of Suleyman is still
regarded as the first blockbuster exhibition of Islamic art in the U.S. Despite
this reputation, there has never been a comprehensive study and assessment
of this exhibition and its impact on the field of Ottoman and Islamic art in the
U.S.

This paper, by addressing this gap and providing a long overdue assessment
of this exhibition, will present the reasons behind the success of the Age of
Suleyman to find out what made it distinct from the exhibitions that preceded
it and what impact it had on the exhibitions of Islamic and Ottoman art coming
after.

AMERIKA’NIN BASKENTINDE OSMANLI SANATINI
SERGILEMEK: MUHTESEM SULEYMAN DONEMI SERGISI

Esin Atil kiiratorliiglinde hazirlanan the Age of Sultan Suleyman the Magnificent
(the Age of Suleyman) sergisi Washington’da bulunan National Gallery of
Art’ta (NGA) 25 Ocak 1987°de agildi. Amerika Birlesik Devletleri’nde
Osmanli sanatin1 ilk defa bu kadar biiyiik capta teshir eden bu uluslararasi
sergi Washington’daki 4 aylik siiresi (122 giin) boyunca neredeyse 400,000
ziyaretciye ulasti. Yaz doneminde Art Instiute of Chicago ve sonbaharda
ise New York’ta bulunan Metropolitan Museum of Art’ta sergilenerek
Amerika’da gecirdigi 1 y1l boyunca Amerikan basinindan Osmanli sanatinin
ve Tiirkiye’deki Osmanli mirasinin ihtisamindan bahseden ¢ok sayida dvgii
topladi.

Bu ¢aligma arsiv kaynaklari, miize sergileri ve yaymlarindan yararlanarak
the Age of Suleyman sergisinin Amerika’daki Islam sanat1 ve Osmanl1 sanati
tizerine olan etkisini incelemeyi amaglamaktadir. Serginin kiiratorliigiini
iistlenen Esin At1l’1n 6ncii vizyonu ve Islam sanat1 disiplinine olan katkilari the
Age of Suleyman sergisinin sanatsal icerigiyle beraber basinin ve ziyaretgilerin
sergiye gosterdigi ilgi de goz oniinde bulundurularak incelecektir.

Esin Atil Islam sanati egitimini Amerika’da Michigan Universitesi’nde
almigtir. 1970 ile 1993 yillar1 arasinda Washington’da bulunan Freer

314



Gallery’de Islam sanati kiiratorii olarak gorev yapan Atil, the Age of
Suleyman sergisinden once 1980 yilinda bagka bir biiytik uluslararasi sergi
olan Renaissance of Islam: Art of the Mamluks sergisini diizenlemistir.
Kiiratorliiglinii tistlendigi daha kiiclik ¢apli ¢cok sayida serginin yani sira,
bircok onemli Islam sanati tarihi kitabimin yazarhgini ve/ya editorliigiinii
yapmustir. Bu yayinlar arasinda Art of the Arab World (1971), Turkish Art
(1980) ve Islamic Metalwork in the Freer Gallery of Art (1985) kitaplar1
onemli basliklar arasindan sadece birkagidir.

Atil’in Islam sanatina olan birgok katkisi1 arasinda the Age of Suleyman
sergisi Amerika’da en ¢ok ilgi goren ¢alismasi olmustur. Sergi dncesinde
2 yil NGA’de ziyaret¢i kiirator olarak bulunan Atil’in sergiyi fikir
asamasindan agilisina kadar hayata gegirmek i¢in ¢alisma yaptigi siireg
ise aslinda 10 yillik bir zaman dilimidir. Islam sanat: tarihgileri arasinda
halen Amerika’nin en ¢ok ziyaret alan ilk Islam sanati sergisi olarak
bahsedilmesine ragmen, the Age of Suleyman sergisi simdiye kadar
higbir akademik calismaya konu olmamis, serginin énemi, Osmanli ve
Islam sanat1 calismalarma olan etkisi bugiine kadar detayli bir sekilde
degerlendirilmemistir.

Bu ¢aligma bu boslugu doldurmak amaciyla the Age of Suleyman sergisinin
basarisinin arkasindaki nedenleri inceleyerek bu serginin kendisinden
once gelen sergilerden onu ayrigtiran 6zellikleri ve kendinden sonra gelen
sergilere olan etkisini gdstermeyi amaglamaktadir.
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Sinanlar Uslu, Seza
Bozis, Sula

IVI STANGALI (1922-1999): THE LOST MEMBER OF THE
ONLAR GROUP

The ONLAR group was founded by 10 students from the atelier of Bedri
Rahmi Eyiiboglu in the Academy of Fine Arts. The idea was suggested
by Eyiiboglu when issues like being local or global and east-west debates
were at the forefront of Turkish Painting. After graduation, they continued
to organize their own exhibitions and discussions.

Ivi Stangali, who was one of the founder members of the Group, was a hard
worker and a close of friend of her classmates. She was also well-known
within the intellectual circles of the 1950’s, which was a lively period of
Turkish Art. She made illustrations for the first Turkish edition of the Iliad
of Homeros translated by A. Erhat and A. Kadir in 1958. In the same year
she went to Brussels for the placement of Bedri Rahmi’s large mosaic
panel in the Turkish Pavilion of the Expo’58. These brilliant projects kept
her in an environment of literature, fine arts and lively friendships.

Unfortunately these happy days ended with a decision by the Turkish
Government as a result of the tension created between Turkey and Greece
by the Cyprus problem in 1964. Ivi was expelled from the country since she
was not a citizen. Many people around her, Bedri Rahmi, Nurullah Berk,
Vedat Giinyol, Yasar Kemal, Devrim Erbil, Utarit Izgi, Emin Barin, Sadi
Calik, and all the members of the ONLAR Group wrote to the Ministry
of Internal Affairs to intervene but nothing could stop her deportation. Ivi
had to leave the country at the age of 42 with a suitcase in her hand and her
11-month-old daughter in her arms.

Unfortunately, this break-up became a break with Ivi’s art as well, and
she never managed to be as productive as before. She always dreamed
of coming back but she never did, letters diminished progressively and
in time she was forgotten. Although she was an important witness of a
significant period of Turkish art, her existence faded and she was never
mentioned after her friends passed away.

This paper remembers Ivi as a member of Turkish history of art on the 20th
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year of her death in the light of personal documents such as sketch books
and various letters. It aims to present her as a member of the ONLAR
group and discuss a selection from her works that were almost never seen
as well evaluate her art.

IVI STANGALI (1922-1999): ONLAR GRUBUNUN KAYIP UYESI

ONLAR Grubu, Akademi’deki Bedri Rahmi Eyiiboglu Atolyesine
devam eden 10 6grencinin kurdugu bir topluluktu. Tiirk Resim Tarihinde
yerellik-evrensellik, dogubati tartigmalarinin 6ne ¢iktig1 bir donemde
hocalar1 Eyliboglu’nun onerisiyle bir araya gelen 6grenciler mezuniyetleri
sonrasinda da topluluk biinyesindeki faaliyetlerini sergiler ve 0Ozel
etkinliklerle siirdiirdiiler.

Grubun kurucular1 arasinda yer alan Ivi Stangali ise Eyiiboglu’nun ¢aliskan
ogrencisi ve smif arkadaslarinin da yakin dostuydu. Tiirk Sanatinin en
canli dénemlerinden biri olan 1950’lerde Ivi de dénemin entelektiielleri
arasinda taninan, bilinen bir isimdi. A. Erhat ve A. Kadir’in gevirisiyle
Isbankas1 Yaymlar: tarafindan 1958’de ilk cildi basilan Ilyada’nmn
resimlenmesinden, yine ayni yil Briiksel’de gerceklestirilen Expo ‘58’de
yer alan Tirkiye pavyonundaki 200 m*’lik Bedri Rahmi imzali mozaik
panonun yerinde uygulanmasma kadar pek ¢ok carpici projede yer
almistr. Ivi’nin yasamu edebiyat ve plastik sanatlarla gevrilmis, kurdugu
iligkilerle genis bir ¢cevre edinmisti. Ne var ki bu mutlu heyecanli giinler
1964 yilina kadar siirecek; Yunanistan ile Tiirkiye arasinda yasanan Kibris
odakl1 gerilim siirecinde Tiirk vatandasi olmadigi i¢in sinirdis1 edilecekti.
Dogrudan Igisleri Bakanligi’na yazilan mektuplar, hocas1 Bedri Rahmi
basta olmak {izere, Nurullah Berk, Vedat Giinyol, Yasar Kemal, Devrim
Erbil, Utarit Izgi, Emin Barm, Sadi Calik gibi isimlerin yan1 sira ONLAR
Grubu iiyelerinin de imza vererek Ivi’yi memleketini seven bir Tiirk
vatandasi olarak tanidiklarina dair yazili sahitlikleri de bu zorunlu siirgiinii
durdurabilmeye yetmeyecekti ve Ivi 42 yasinda elinde bir bavul, kucaginda
11 aylik kiz1 ile iilkeden ayrilmak zorunda kalacakti.

Ne yazik ki bu koparilis Ivi’nin sanattan da kopusu olmus, yasami boyunca
bir daha eskisi gibi iiretken olmay1 bagaramamisti. Geri donmeyi hep hayal
ettiyse de bir daha hi¢ gelemedi, mektuplar azald1 ve zamanla unutuldu.
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Bir zamanim 6nemli taniklarindan olan Ivi’nin varligi giderek siliklesti,
kendisini hatirlayanlar da gogiip gidince adi zikredilmez oldu.

Son donemlerde Ivi iizerine odaklanan arastirmalarimiz neticesinde ise
elimize gecgen eskiz defterleri, ¢esitli mektup gibi kisisel belgeler 1s181nda
vefatmin 20. yilinda ivi’yi yeniden hatirlayarak sanat tarihindeki yerini
degerlendirebilme firsat1 bulduk.

Bu bildiri de yaptigimiz arastirmalar neticesinde Ivi’yi yeniden ONLAR
Grubu’nun i¢indeki yerine yerlestirebilme ve neredeyse hi¢ goriilmemis
yapitlarindan bir secki ile sanat¢1 yoniine dair de bir sunus yapabilmek
amacityla hazirlandu.
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Saarthak, Singh

A TALISMANIC TUNIC WITH IMAGES OF MECCA AND
MEDINA

The subject of this paper is a cotton shirt (Ar. gamis, Pr. jama) in a private
collection that features inscribed verses from the Qur’an, the ninety-nine
names of God, supplicatory prayers, and magic formulae along with gilded
depictions of Mecca and Medina. It belongs to a corpus of talismanic tunics
produced from at least the 15th to the 19th centuries for military elites across
the Islamic world (Savage-Smith 1997, Anetshofer 2018). This previously
unpublished object is remarkable for a number of reasons. While certain
devices in its decorative scheme bear striking resemblance to those found
on shirts from the Ottoman treasury, there are stylistic indications to show
that this shirt was probably produced in northern India around the 17th
century. As such, it compels us to reassess the presumed geography of
production of Islamic talismanic tunics. The growing scholarship on these
shirts recognizes two radically distinct models: one characterized by a
preponderance of Quranic text, as in the Indian shirts (Brac de la Perricre
2009, Muravchik 2017), and the other by a predominance of magic squares
and prayers, as in the imperial Ottoman shirts (Tezcan 2006, 2011). One
objective of this study is thus to question the prevailing taxonomy by
drawing attention to the emergence of a new vocabulary in the South Asian
repertoire through linkages with the wider Islamic world.

Another objective is to make sense of the system of efficacy encoded in
the shirt through talismanic texts inscribed in a variety of powerful formats
including scrolls, seals, squares, and grids, which are arranged as if they
were small moveable parts fitted together. The conception and production
of this garment thus partakes of the modalities of written manuscripts,
tailored textiles and forged armor (cf. Alexander 2015). In likening cotton
fabric to metallic armor, my intention is to take seriously the mechanics of
efficacy claimed by its constructive devices, which were attributed specific
properties and qualities in scientific treatises on lettrism (‘ilm al-hurtif),
magic squares (ilm al-awfaq), and talismans (‘ilm al-talasim). The most
intriguing elements in this graphic instantiation of mechanical equipment
are the images of Mecca and Medina, placed prominently on the pectoral
zone and charged with an amuletic aura. The anatomical alignment of the two
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holiest sanctuaries gestures toward a range of bodily practices associated
with pilgrimage in Islam that sought to ensure protection, well-being and
success in an individual’s undertaking. As such, the shirt under study
provides insight into the sartorial strategies used for materially mediating
the power of pilgrimage places in faraway regions, at a time when the Hijaz
had become increasingly implicated in the politics of piety in the Indian
Ocean world with the Portuguese arrival and Ottoman ascendancy (Alam
and Subrahmanyam 2017, Burak 2017). 16th-century Ottoman ventures
in the Indian Ocean coincide with the growing frequency of depictions of
Mecca and Medina in pilgrimage guides, certificates, prayer books, and
ceramics which assume special significance for this study.

Finally, I shall situate the shirt from the Khalili collection within a broader
history of Anatolian-Indian interactions in order to consider the circulation
of talismanic technology alongside the long-distance movement of textiles
and munitions, merchants and mercenaries (Inalcik 1960, Petrovi¢ 2012).
It is hoped that this contribution will foster further research into such
entanglements of media, geographies, and practices between Rium and
Hind long bracketed by disparate discourses.

MEKKE VE MEDINE TASVIRLI BiR TILSIMLI GOMLEK

Bu bildiri bugiin 6zel bir koleksiyonda bulunan bir tilsimli gomlekle
ilgilidir. Uzerinde Kur’an ayetleri ve dualar, esma-i hiisn, tilsim
formiilleri ve altin yaldizla yapilmis Mekke ve Medine tasvirleri bulunan
pamukludan yapilmis gdmlek, 15. yiizyildan 19. yiizyila kadar Islam
diinyasinda askeri elit i¢in tiretilmis tilsstmli gomleklerden biridir (Savage-
Smith 1997, Anetshofer 2018). Daha 6nce yayinlanmamis olan bu gomlek
birka¢ nedenle 6nemlidir. Bezeme tasarimi Topkapi1 Sarayi hazinesinde
bulunan benzer gémleklere baglansa da, 17. yilizyi1lda Kuzey Hindistan’da
yapilmis oldugunu diislindiiren iislup ozellikleri yansitir. Bu sebeple
bugiine kadar tilssmli gémleklerin tiretildigine inanilan merkezlerin tekrar
gozden gecirilmesi gerektigini gosterir. Bu goémleklerle ilgili bilimsel
caligmalar, eserleri birbirinden kesinlikle ayrilan iki grup olarak tanimlar.
Birinci grup Hindistan gomleklerinde oldugu gibi Kur’an ayetlerinin
agir bastig1 ornekleri igerir (Brac de la Perriere 2009, Muravchik 2017).
Ikinci gruptaki eserlerde ise Osmanli saray gomlekleri gibi vefk ve
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dualar yogundur (Hiilya Tezcan 2006, 2011, 2018). Bu teblig bu yaygin
smiflandirmay1, Giiney Asya’nin daha genis Islam diinyasi ile iliskisini
irdeleyerek ve akademik ¢aligmalarda goriilmeye baslanan yeni dili de goz
oniinde bulundurarak tekrar degerlendirmeyi amaglamaktadir.

Bildirinin bir diger amaci da gémlegin lizerindeki tilsim metinlerinin her
birinin tasiabilir objelere benzer sekilde, tomar, miihiir, ¢izelge ve kare
alanlar olarak diizenlenerek etkilerinin arttirilmas1 formiiliinii anlama
girisimidir. Aslinda gomlegin tasarlanmasi ve iiretilisi el yazmalarinin,
dikilmis kumaslarin ve dokiim zirhlarin tiretim tarzlariyla yakinlik gosterir
(Alexander 2015). Pamuklu gomlegin metal bir zirha benzetilmesinin
nedeni, gdmlegi olusturan huraf, vefk ve tilsim ilimleriyle ilgili bilimsel
metinlerde belirli nitelikleri vurgulanan Ogelerin koruyucu etkilerine
yogunlasan bir sekilde tasarlanmis olmasidir. Bu mekanizmanin grafik
tasarimi i¢inde en ilgi ¢ekici olani, Ozellikle gbégiis bolgesine tilsimhi
koruma giicii ile yerlestirilmis Mekke ve Medine tasvirleridir. Islam’in
en kutsal iki mekaninin tasvirlerinin gémlek iizerinde insan bedenindeki
konumu, kisinin korunmasi, saglig1 ve basarisi i¢in hac sirasinda yapilan
dini uygulamalarla yakindan alakalidir. Benzer sekilde, Portekizlilerin ve
Osmanlilarin etkisinin arttig1 Hint Okyanusu diinyasinda dini politikalarda
Hicaz’in giderek roliinlin yiikseldigi bir donemde, bu gomlek uzak
bolgelerdeki hac mekanlarinin giiclinii giyim esyasina tagima yontemini
de yansitir (Alam ve Subrahmanyam 2017, Burak 2017). 16. ylizyilda
Osmanlilarin Hint Okyanusu’ndaki girisimleri, hac rehberlerinde, hac
vekaletnamelerinde, dua kitaplarinda ve cinilerde Mekke ve Medine
tasvirlerinin artmasiyla ayni zamana denk gelmektedir.

Sonug olarak, Khalili Koleksiyonu’nda bulunan bu gémlegin, Anadolu
ve Hindistan etkilesimleri kapsamina yerlestirerek, uzun mesafelerde
gidip gelen tekstil iirlinleri, mithimmat, tiiccarlar ve savasgilar ile hareket
eden tilsim teknolojilerinin dolagimini anlamak tizere degerlendirilmesi
amaclanmaktadir (Inalcik 1960, Petrovi¢ 2012). Bu tartismanm uzun
stiredir birbirinden ayri diisiiniilen Rum ve Hind diinyalarinin benzer
malzeme, cografya ve uygulamalarina yonelik daha kapsamli ¢aligmalari
tesvik etmesi umulmaktadir.
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Stanica, Aurel-Daniel

GEOSPATIAL INTEGRATED SYSTEM (GIS) FOR LOCATION
AND PROTECTION OF THE ARCHAEOLOGICAL SITES FROM
OTTOMAN DOBROGEA (DOBRUDJA)

Regarding the history of Dobrudja, the documentary sources, which mainly
comprise Turkish chronicles and foreign travelers’ accounts, always have
the same limitations: they are either too few or they contain truncated or
incomplete information.

Archaeological research in turn has filled in this gap in documentary
information, with notable results regarding habitat structures, necropolises,
religious monuments, as well as for certain categories of archaeological
materials (pipes, Ottoman ceramics, belt elements, ornaments etc.).
However, the results are still far from giving a detailed picture of the
settlements and communities in Ottoman Dobrudja.

Although there has been an increase in archeological work in recent years, it
is still in its beginning stages for the present period. This paper presents the
results provided by archaeological research on the period when Dobrogea
was under the administration of the Ottoman Empire (15th-19th centuries).

In accordance with the policies of the Ministry of Culture and National
Identity and of the Ministry of Regional Development and Public
Administration, it is imperative to use modern information techniques to
locate the historical sites with great precision. Starting in 2016, we initiated
a project to create a geospatial database based on geographic information
techniques (GIS) and satellite positioning systems (GPS), which had as
its main objective the archaeological sites of the period between the 15th
and 19th centuries, known in the Romanian historiography under the
generic name - Ottoman Dobrudja. Within this project, urban spaces, rural
settlements, cemeteries, wells, water supply networks, etc. were analyzed.

In order to set up the historical and archaeological folder of the Ottoman
fortifications in Dobrudja, we initiated an extensive research project in
which we identified the historical documents and cartographic sources
where the plans of the Turkish fortresses in Dobrudja appear or are
described. This veritable “factory of images”, which showed the historical
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evolution of cartography throughout history, helped us complete the
evolutionary picture of Turkish fortifications. As a result we reached
a better understanding of the history of the geographic area, and could
identify targets that were thought to have been “missing.” The research had
two main phases: the cabinet phase (analysis of topographic and cadastral
maps, historical maps, documentary sources, imagery, GIS analysis) and
the field phase (archaeological field research, archaeological topography,
realization of low altitude aerial photographs by using drones - UAV). The
analysis and interpretation of the aerial and satellite photographs was the
most intensive activity and the results were integrated into a GIS, since it
was considered the most effective working methodology for achieving the
objectives.

The methodological approach of recording in detail the archaeological
structures belonging to the Ottoman period opens new perspectives in the
extensive mapping of the archaeological landscape by studying the effect of
the Ottoman conquest and domination in Dobrudja. Also, the delimitation
of the archaeological sites and historical monuments was conducted to
induce their inclusion in the List of Historical Monuments and to generate
protection for the sites and monuments in Ottoman Dobrudja.

OSMANLI DOBRUCA’SININ ARKEOLOJIK SiT ALANLARININ
GIS SISTEMIYLE TESPIiT VE KORUNMASI

Dobruca’nin tarihi hakkinda Tiirkge tarih kitaplar1 ve yabanci seyyahlarin
anlatilar1 gibi kaynaklar daima ayn1 sinirlamalar yansitir: Ya ¢cok kisadirlar,
ya kesilmislerdir, ya da tamamlanmamugslardir.

Arkeolojik arastirmalar ise, sivil mimari Ornekleri, mezarliklar, dini
anitlar ve liileler, Osmanli seramikleri, kemer parcalar1 siislemeler gibi
bazi1 arkeolojik buluntulardan saglanan verilerle belgesel bilgi eksikligini
giderilmesine katkida bulunmustur. Yine de sonuglar Osmanli Dobruca’sindaki
yerlesim birimleri ve topluluklarin ayrintili bir resmini vermekten uzaktir.

Bu dénemin arkeolojik yaklagim ile incelenmesi ¢alismalar1 heniiz baglangictadir
ve son yillarda yeni yapilan veya daha eski aragtirmalardan yararlanan
aragtirmalarin sayisinda bir artis olmustur. Bu bildiride Dobruca’nin 15.-19.
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yiizyillarda Osmanli imparatorlugu’nun ydnetiminde oldugu dénemine iliskin
arkeolojik arastirmalarin sonuglarini sunmay1 amaglamaktayim.

Kiiltiir ve Ulusal Kimlik Bakanlig: ile Bolgesel Kalkinma ve Kamu Idaresi ve
Yoresel Kalkinma Bakanliginin belirledigi politikalar dogrultusunda tarihi
yerlerin titizlikle konumlandirilmasi i¢in modern bilgi tekniklerinin kullaniimasi
zorunludur. 2016 yilinda baslayarak, cografi bilgi tekniklerini (GIS) ve uydu
konumlandirma sistemlerine (GPS) dayanan bir cografi veri tabani olusturma
projesi baslattik. Projenin temel amac1 Romanya tarih yaziminda genel olarak
“Osmanli Dobrucasi” olarak tanimlanan alanda 15.-19. yiizyillar arasina ait
arkeolojik alanlar1 saptamaktir. Proje kapsaminda kentler, kirsal yerlesimler,
mezarliklar, kuyular, su sebekeleri vb. analiz edildi.

Dobruca’daki Osmanli kalelerinin tarihi ve arkeolojik dosyasmni olusturmak
icin genig bir arastirma projesi baslattik. Proje kapsaminda Tarihi belgeler ve
haritalarda bu kalelerin planlar1 ya da tasvirlerini tespit ettik. Bu imgeler Tiirk
kalelerinin zaman i¢inde gelisen goriiniimlerini belirlememizi sagladi. Boylece
tarihi cografyayr daha iyi anlamak ve eskiden “kayip” olarak nitelenen belirli
hedeflerin tanimlanmasi1 miimkiin oldu. Arastirma iki temel asamada gergeklesti:
Birincisi topografik, kadastral ve tarihi haritalarin, tarihi ve gorsel belgelerin
ve GIS analizlerinin yapildig1 arastirmalardir. ikinci asama Arkeolojik saha
aragtirmalari, arkeolojik topografi, dron kullanimiyla algaktan ¢ekilmis hava
fotograflar1 gibi alan caligmalarindan olusur. Hava ve satilit fotograflarmin
analizleri ve yorumlanmasi en yogun etkinligi gerektirmistir, sonuglar hedeflere
ulasmakta en etkin metot olan GIS’le eslestirilmistir.

Osmanli dénemine ait arkeolojik yapilart metodolojik bir yaklagimla detayli olarak
kaydettigimiz ¢aligma, Dobruca’da Osmanli fethinin ve egemenliginin etkisini
inceleyerek, arkeolojik peyzajin genis ve birbiriyle iliskili haritalandirmasina
yeni perspektifler saglamaktadir. Ayrica, arkeolojik alanlarin ve tarihi eserlerin
sinirlandirilmast yoluyla, Osmanli Dobruca’sindaki yapilarin Tarihi Anitlar
Listesine dahil edilmesi ve bu alanlarin ve anitlarin korunmasinin saglanmasi
hedeflenmistir.
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Seker, Firat
SINAN’S OTHER PATRONS

Studies on Sinan’s legacy focus on his domed mosques and neglect
his modest religious monuments containing a hipped roof. This paper
aims to have a better understanding of hipped roof masjids designed by
Sinan in the 16th century in Istanbul. Both of Sinan’s autobiographic
texts Tuhfeti’l-Mi'mdrin and Tezkiretii’l-Ebniye list the architect’s
architectural and engineering projects in typological order including their
patrons and locations. These texts list forty-five masjids constructed by
Sinan, all with alternating courses of stone and brick walls, an entrance
portico, a wooden hipped roof with terracotta tiles, and two tiers of
windows. These masjids remain obscure in the paucity of wakfiyyas and
building inscriptions. Besides, many of these masjids received aggressive
interventions during the second half of the 20th century; however, seven
of these monuments preserve their 16th-century architectural features and
help us understand what the rest of the corpus could have looked like.
Almost one-third of these hipped roof masjids were erected in the extra-
mural neighbourhoods of Istanbul while a considerable number of intra-
mural ones were concentrated in Fatih-Yenibahge. The patrons of these
buildings came from diverse backgrounds, yet almost half of them were
either the attendants of the inner imperial palace or religious and elite
figures. This paper examines Sinan’s hipped roof masjids in Istanbul and
suggests that these buildings were erected in densely urbanized or extra-
mural neighbourhoods to facilitate everyday life and to consolidate the
Ottoman image of the city.

By using methods of building archaeology and multiple archival
photographs, these particular hipped roof monuments, which partly lost
their authenticity and were altered beyond recognition will be discussed in
connection with their architecture and the hierarchical nature of architectural
patronage. By using archival photographs, the paper will lastly introduce a
hypothetical reconstruction of the Eski Saray pazarbagsist Memi Kethtida
mescidi/Bazarbast Memi Kethiiza Mescidi in Tophane, which was burnt
down in a tragic fire in 1870 and heavily destroyed before it was rebuilt as
a concrete masjid with a central inner dome in 1959.
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SINAN’IN DiGER PATRONLARI

Sinan yapilar {izerine yapilan arastirmalar genellikle mimarin kubbeli
camilerine odaklanirken daha kiiciik 6lcekli, kirma c¢at1 igeren miitevazi
yapilarint goéz ardi eder. Bu caligmanin amaci Sinan’in 16. yiizyil
Istanbul’unda insa ettigi kirma catili mescitlerini daha iyi anlamaktir.
Sinan’a ait mimari ve miihendislik projelerinin patron ve yer isimleri
belirtilerek, tipolojik gruplar halinde listelendigi Tuhfetii’l-Mi’'marin
ve Tezkiretii’l-Ebniye’de mimara ait 45 kirma catili mescit yapisindan
bahsedilir. Tas ve tugla almasik duvar 6rgiisii ile insa edilen, iki sira bant
pencereli beden duvarlarina sahip bu yapilar son cemaat direkligi ve iizeri
kiremit kapli kirma bir catidan olusur. Yapilara ait az sayida korunmus
vakfiye ve kitabelerden dolayr bu mescitlerin insa siirecleri belirsizdir.
Ayrica 20. ylizyilin ikinci yarisinda tamamlanan restorasyon ¢alismalari
yapilarinin  6zgilinliiklerini kaybetmelerine sebep olmustur. Nitekim
sadece yedi kirma ¢atili Sinan mescidi 16. ylizyildan kalma 6zgiin beden
duvarlarmi korur. Bu yapilar ayni zamanda cagdasi olan diger Sinan
mescitlerinin mimarilerinin anlasgilmasina dogrudan yardimci olur.
Kirma catili Sinan mescitlerinin neredeyse iigte biri Istanbul’un Surdis
mabhallelerinde insa edilmis olup, Suri¢i’ndekilerin biiyiik ¢cogunlugu ise
Fatih-Yenibahge bolgesinde toplanmistir. Bu yapilara ait patron statiileri
cesitlilik gosterirken neredeyse yarisi saray agalarindan ve donemin dini-
elit simifa ait figiirlerden olusur. Sinan’1n Istanbul’da insa ettigi kirma ¢atili
mescitleri inceleyen bu ¢alisma, bu yapilarin sehrin kent dokusunun yogun
oldugu mahallelerinde giinliik yagam kalitesini artirmak ve sehrin Osmanl
imajin1 giiglendirmek i¢in projelendirildikleri goriisli savunulacaktir. Bina
arkeolojisi yontemi ve ¢esitli arsiv fotograflar1 kullanilarak restorasyon
calismalari sonucu 6zgiinliigiinii biiyiik 6l¢iide yitiren ve kismen taninmaz
halde olan bu yapilar mimari, yer secimi ve banilik baglaminda ele
alinacaktir. Son olarak, arsiv fotograflar1 kullanilarak 1870 yilinda yanan
ve 1959 yilinda igeriden kubbeli, betonarme olacak sekilde yeniden insa
edilen Tophane’deki Eski Saray pazarbagsist Memi Kethiida mescidi/
Bazarbast Memi Kethtiza Mescidi’ne ait varsayimsal bir rekonstriiksiyon
tanitilacaktir.
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Sen, Miige

SEHZADE MEHMED TOMB TILES IN THE LIGHT OF CURRENT
INFORMATION

Sehzade Mehmed complex was built by Mimar Sinan to incorporate the
tomb of Sultan Siileyman I’s son, who had died while he was a provincial
governor. The tomb, which was the reason the sultan had this classical
Ottoman period complex built, displays Mimar Sinan’s competence as an
architect.

Although the tomb does not comprise architectural innovations, its
decorative program, which uses old and new elements together, became a
model for later tomb decoration. From the diverse elements of decoration
from the Quranic verses and the hadith chosen for the inscriptions, to the
tiles, stonework, painted, metal and stucco decorations, the entire program
must have been designed as a whole.

The interior walls are totally covered by tiles from the floor up to the drum
of the dome, while the exterior of the tomb has symmetrically designed
polychrome glazed tiles on either side of the entrance portal. In addition
to the intensity of the interior tile decoration of the tomb, the column and
arch shaped arrangement on the surfaces of the lower-level tile panels of
the facades are seen for the first time in this tomb. The tile panels in the
polychrome glaze technique repeat the same pattern, except for the three
symmetrical panels, in the interior on either side of the portal. The motifs
used in the panels are similar to those seen in the early period structures,
but they are now in a more naturalistic style, heralding the realistic style
that developed in the later buildings. In addition, the tulip motif on the
panels above the windows of the tomb is unique for its period.

This paper evaluates the tiles in polychrome glaze technique in terms of
their colors, motifs, compositional and technical properties and discusses
the identity of the possible master responsible for the tiles as well as
their place of production. Since recent research and in situ survey of the
tiles indicate that they had undergone several repair works, the present
study will utilize the photographs of the tomb from earlier publications to
determine and point out the inconsistencies that may have appeared after
these repairs.
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GUNCEL BIiLGILER ISIGINDA SEHZADE MEHMED TURBESI
CINILERI

Kanuni Sultan Siileyman’in sancak beyligindeyken olen oglu Sehzade
Mehmed i¢in Mimar Sinan’a, dnce tiirbe sonra diger kiilliye elemanlarini
insa ettirdigi Sehzdde Mehmed Kiilliyesi, Klasik Donem kiilliyesidir.
Kiilliyenin var olma unsuru olan Sehzadde Mehmed Tiirbesi, Mimar
Sinan’in ne denli iyi bir mimar ve tasarimci oldugunun kanitidir.

Mimari acidan bir yenilik getirmeyen tiirbe, siisleme agisindan eski
ile yeniyi harmanlayan ve kendisinden sonra insa edilecek tiirbelerin
sislemesine Onciilik edecek ekole sahiptir. Tezyinatta kullanilan
motiflerden, yazi programi i¢in sec¢ilen ayet ve hadislerden, tlirbenin ¢ini,
tas, ahsap, kalemisi, maden, alc1 siisleme ve yazi tasariminin belirli bir
program dahilinde diizenlendigi anlasilmaktadir.

S6z konusu siislemelerden biri olan ¢ini tezyinat, Klasik Dénem tiirbeleri
icerisinde i¢ mekan cephe yiizeylerinde zeminden kubbe etegine kadar
hi¢ bos yer kalmayacak sekilde, dis cephede ise revakta tagkapinin her
iki yanindaki ylizeylerde birbirinin simetrigi olan, renkli sir teknigindeki
cinileriyle ayr1 bir ozellik gostermektedir. Tiirbenin i¢ mekan ¢ini
siislemesinin yogunluguna ilaveten, cephelerin alt seviyesindeki ¢ini
panolarin yiizeylerindeki stitunlu ve kemer formlu diizenleme, ilk olarak
bu tiirbede goriilen bir program olarak karsimiza ¢ikmaktadir. Renkli sir
teknigindeki ¢ini panolar, i¢ mekanda tackapinin her iki yaninda birbirinin
simetrigi olan ii¢ pano haricinde ayn1 diizeni tekrarlar. Panolarda kullanilan
motifler Erken donem yapilarinda goriilen motiflerle benzer olmasiyla
birlikte, motiflerin artik gercekgi iisluba yakin ¢izgilerle verilmis olmasi,
daha sonra insa edilen yapilarda karsimiza cikan gergek¢i iislubun
habercisidir. Bunun akabinde, ¢ini tezyinatta ilk defa lale motifine tiirbenin
pencere alinlik ¢inilerinde karsilasiliyor olmasi bakimindan tiniktir.

Bucaligmadarenkli sirtekniginde yapilmis ¢iniler renk, motif, kompozisyon
ozellikleri ve cinilerde kullanilan teknik yoniinden degerlendirilecektir.
Tim bunlardan hareketle de Sehzade Mehmed Tiirbesi’nin ¢ini
programinin ustasinin kim olabilecegi ve ¢inilerin iiretim yerleri hakkinda
fikirler tartigilacaktir. Diger yandan tiirbedeki ¢inilerin, degisik zamanlarda
onarimlar gecirdigi yerinde yapilan ¢alismalar ve gozlemler sonucunda
anlagilmaktadir. Sehzdde Mehmed Tiirbesi hakkinda yapilan eski
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yayinlarda kullanilan fotograflardan, yerinde gézlemlenen ¢ini panolardaki
karolar arasindaki kesim hatalar1 ve ¢ini panolarin arasinda gordiigiimiiz
aslina uygun olmayan karolar fark edilmistir. Tiim bu bahsedilen durumlar
giincel fotograflar ve yapilan ¢izimlerle desteklenerek aktarilacaktir.
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Taner, Melis
IMAGES OF THE EDGE

This paper explores the representations of the eastern frontier of the Ottoman
Empire in the second half of the sixteenth century. Taking its initial inspiration
from the maps included in Niyazi’s Zafername-i ‘Ali Pasa (Book of Victory of
Ali Paga, 1585), it will examine the illustrated chronicles of Eastern campaigns
as well as the extensive artwork which is attributed to the flourishing art market
of/in post-war Baghdad. By focusing on illustrated manuscripts from both the
time of the Ottoman-Safavid war (1578-90) and the time of peace, which
followed the Treaty of Istanbul of 1590, I intend to problematize the very
concept of the “edge”/“frontier” in Ottoman visual discourse and to inquire
into its evolution, at the time when the two territorial empires in confessional
conflict were in the process of defining their mutual confessional border.

In the Zafername-i ‘Ali Pasa, Niyazi details the successes of Elvendzade ‘Ali
Pasa (d. 1598), the governor of Baghdad who was charged with quelling the
uprisings at the Ottoman Safavid border. While this manuscript belongs to
the textual corpus which highlighted the valor of a commander or governor,
its composition brings to the fore the broadening of the patronage base,
characteristic of the time. In the context of the Ottoman-Safavid war, therefore,
this work invites us to study the frontier as a zone not only of contention but
also of opportunity, whereby upstarts could capitalize on the specific position
of the region to their advantage.

In this context, particularly remarkable are the messages conveyed by the maps
which accompany the Zafername. Combining visual and textual elements
they create a succinct thematic/conceptual vocabulary which defines the
frontier/edge/Safavid border from the Ottoman perspective—precariousness,
liminality, but also strong sense of interconnectedness of the border region.
Thus, one of the maps points out the region ruled by Emir Seccad, the local
Arab leader, who feigned submission to the Ottomans and made his living
through pillaging merchants traveling between Baghdad and Basra. Further,
the “site of war between the Rum and Qizilbash and of the victory of the
Rumiyan (Ottomans) and the defeat and rejection of those afflicted ruffians”
is pointed out.

In contrast to the period of war, the Treaty of Istanbul of 1590, brought about
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more favorable conditions to the Ottomans to exercise control and determine
social and also cultural Dynamics in the border region. As a result, a corpus
of over thirty illustrated manuscripts emerged from the very frontier region
of Baghdad. These manuscripts have a certain stylistic coherence that merges
elements of Ottoman, Safavid, as well as Indian art. This corpus reflects the
vivacity of the edge, of the transitional zone, located between the

Ottomans and Safavids, and connected through economic networks to farther
regions, such as Mughal India. Building on the previously identified more
nuanced Dynamics of the wartime, the very emergence of this corpus in the
peacetime urges us to rethink our categorizations of what we consider to be
hermetically sealed units of Ottoman and Safavid.

By juxtaposing the images of the frontier at a time of war and the images
from the frontier at a time of peace, this paper approaches the frontier from
multiple perspectives. Through a reading of illustrated and non-illustrated
texts from this period, it contextualizes the edge as a zone of both contention
and opportunity, whose liminality and in-betweenness turns into a source of
creativity and artistic experimentation.

SINIRDAKI(NIN) RESMi

Bu sunum Osmanli imparatorlugu’nun dogu sinirinin temsili iizerinedir. 1585
tarihli Niyazi’nin Zafername-i Ali Pasa’sinda mevcut iki haritadan ilhamini
alarak serhadle ilgili bir takim kavramsal sorular ortaya koyar. Hem 1578-1590
Osmanli-Safevi savagi doneminden hem de 1590 itibariyle barig doneminden
eserleri incelerken sinir kavramini sorunsallastirmay1 amaglar.

Niyazi'nin Zafername’si Bagdat valisi Elvendzade Ali Pasa’nin (6. 1598)
Osmanli-Safevi sinirinda ayaklanmalari basarili bir sekilde bastirmasini konu
alir. Bu donemde yayginlagmakta olan serdarlarin veya valilerin basarilarini
ortaya koyan resimli yazmalar baglaminda incelenebilirken ayn1 zamanda
taban1 genislemekte olan patronaji da gosterir. Osmanli-Safevi savagslarinin
baglaminda yazilmis olan bu eser sinir bolgesini sadece bir c¢atisma alani
olarak degil, ayn1 zamanda firsat alan1 olarak da gérmemizi saglar.

Bu baglamda bu eserdeki haritalar da ¢atisma ve firsati yansitir. Bagdat’tan
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Bayat’a, Bagdat’tan Dizful’a, oradan Sustar’a mesafeleri belirtir. Ayrica
kalelerin, daglarin ve nehirlerin etrafina adeta sarilmis sekilde yazilan
metin hem yon hissini hem de birbirine baglilig1 gosterir. Daha ilginci,
haritalardan biri Bagdat’la Basra arasinda seyahat eden tiiccarlar
yagmalayarak ge¢imini saglayan bedevi hakim Emir Seccad’in kontrolii
altinda olan bolgeyi isaret eder. Ayrica, haritada “Kizilbas™ ile “Rumiyan”in
savastig1 ve “Rumiyan”in muzaffer oldugu bolge de belirtilir. Bu eserdeki
haritalar sinir bélgesinin kararsizligini ve gecisliligini yansitir. Niyazi’nin
Zaferndme’si bu donem yazilan ve vali ya da serdarlarin basarilarin
yansitan bir grup eserden bir tanesidir. Sanat hamiliginin tabaninin
yayginlastigi ve Osmanli-Safevi savaslarinin ve hemen sonrasinin
baglaminda incelendiginde bu eser serhadi sadece catisma alani olarak
degil ayn1 zamanda bir firsat alani olarak da gérmemizi miimkiin kilar.

Ote yandan 1590°da barisin saglanmasiyla beraber yaklasik 10-15 sene
icinde yine sinir bdlgesi olan Bagdat’ta otuzu askin resimli el yazmasi
iretilmistir. Kendi iginde az ¢ok stilistik olarak yakinlik gosteren bu
eserler Osmanli, Safevi ve Hint sanatindan stilistik etkiler tasir. Osmanl
ve Safevi imparatorluklarinin sinirinda ortaya ¢ikan bu el yazmalar1 ayni
zamanda sinirin, gecis bolgesinin canliligini da yansitir ve 6zellikle sanki
hi¢ degismezmis gibi goriinen “Osmanli” ya da “Safevi” tanimlarimizi
da yeniden sorgulamamizi tesvik eder. Bu bildiri, sinir bolgelerine farkli
perspektiflerden yaklagsmaya calismaktadir. Savas zamani dogu sinirmin
temsilinden, baris zamaninda siirdan temsile dogru ilerler. Bu eserleri
donemin kaynaklariyla beraber incelerken sinir bolgesini hem catisma
alan1 olarak hem de firsat alan1 olarak ortaya koyar.
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Teslenko, Iryna
Aliadinova, Dilyara

GLAZED CERAMIC TABLEWARE IN EARLY OTTOMAN CRIMEA

After the successful campaign of the grand vizier Gedik Ahmed Pasha
to the Crimea in 1475, Southern Taurica and the eastern edge of the
Kerch Peninsula, which previously belonged to the Genoese and the local
principality of Theodoro, became part of the Ottoman Empire. This event,
as well as new political and economic realities, had a significant impact
on the material culture of the local population. Substantial alterations also
occurred in the ceramic assemblage.

The events of 1475 entailed a crisis of local pottery production.
Archaeological data clearly indicates the gradual disappearance of the
glazed pottery of the previous epoch. First of all, colorful tableware of the
“Caffa Style”, which was widespread in the Crimea and in Northern and
Eastern Black Sea Region during 1400-1475, faded from the market.

At the same time, the inexpensive imported tableware from other territories
of the Ottoman Imperia filled in the gap left by the local glazed pottery. The
imports from Anatolia became a significant part of the Crimean ceramic
assemblage, especially for the early period of Ottoman rule. There are not
only commonly known tableware with cobalt paintings from the Iznik
workshops, but also green and brown and sgraffito vessels, which are not
well studied yet. Among the latter there is a bowl decorated with an Arabic
inscription. The style and manner of writing may indicate the origin of
both the artisan, who made the bowl, and probably the entire group of
ceramic wares to which this vessel belongs. Moreover, even coarse wares,
including glazed cooking pots, were imported.

According to the written sources of the first half of the 16th century,
pottery manufacturing in Taurica, particularly in the Ottoman province
Kefe (former Genoese Caffa) also persisted. However, in the Ottoman
period vessels in new forms and decorations, more common for the central
regions of the Imperia, began to prevail among the ceramic utensils of
the local inhabitants. So, for instance, deep hemispherical bowls became
typical for everyday tableware and chamber pots were integrated into
the local culture, while the local glazed ceramics mostly lost their varied
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decoration. Only green or less often, brown painting remained, and by
the end of the 16th — early 17th centuries vessels were decorated by an
impression of the gearwheel on their outside, and in their inside with
concentric circles engraved in the center of the bowls under the engobe
coating.

Recovery of the local pottery manufacturing required quite a lot of time.
The noticeable predominance of Crimean glazed ceramic over imported
ones was noticeable only from the 17th century. Around this time local
wares steadily occupied their niche in the regional trade. Researchers note
numerous finds of the Crimean glazed pottery outside the peninsula in the
second half of the 17th — early 18th centuries.

The aim of this research is an exploration of the changes in the glazed
ceramic assemblages of the Crimea in the Early Ottoman times. The study
is based on archaeological finds dated to the end of the 15th and the 16th
century from several Crimean sites (Sudak, Alushta, Partenit, Balaklava
etc.), which were partly presented by the authors earlier, as well as on the
publications of materials from the excavations in Turkey.

KIRIM’DA ERKEN OSMANLI DONEMi SIRLI SERAMIKLERI

1475 yilinda sadrazam Gedik Ahmed Pasa’nin basarili seferinden sonra,
daha 6nce Ceneviz’e ve Theodoro’nun yerel beyligine mensup olan Ker¢
Yarimadasi’nin dogu ucu ve Giiney Taurika Osmanli imparatorlugunun bir
pargast haline gelir. Bu hakimiyet sadece yeni politik ve ekonomik olgulara
yol agmanin yaninda yerel niifusun maddi kiiltiirii izerinde de 6nemli bir
etki yaratir. Bu etkiyi yorenin seramik sanatinda da gozledigimiz 6nemli
degisikliklerde de izlemek miimkiindiir.

1475’ten sonra yerel seramik tiretimi azalmistir. Arkeolojik veriler, 6nceleri
bolgede goriilen sirli seramigin yavas yavas kayboldugunu gosterir. i1k
olarak 1400-1475 arasinda Kirim, Kuzey ve Dogu Karadeniz bolgesinde
yaygin bir kullanimi goriilen, “Kefe i5i” olarak bilinen bol renkli sofra
seramikleri pazardaki payini yitirir ve Osmanli imparatorlugunun diger
bolgelerinden ucuza ithal edilen seramikler bu yerli sirli seramigin
boslugunu doldurur. Ozellikle Osmanli yonetiminin erken dénemlerinde,
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Anadolu’dan ithal edilen seramiklerin Kirim’da bulunan seramikler
arasinda Oonemli bir yeri vardir. Bunlar arasinda sadece kobalt mavi
boyamal {inlii Iznik seramikleri degil, simdiye dek yeterince ¢alisiimamus
olan yesil, kahverengi ve sgraffito bezemeli kaplar da bulunur. Seramik
buluntular arasinda Arapga bir yazitla siislenmis kdse de vardir. Yazinin
islubunun ve yazilma tarzinin hem ustanin hem de benzer kaplardan olusan
tiim grubun tiretim yerine igaret ettigi diisiiniilebilir. Ayrica, aralarinda sirli
pisirme kaplarinin da bulundugu kaba seramikler de ithal edilmistir.

16. yiizyilin ilk yarisindan yazili kaynaklara gore, Taurika’da, ozellikle
Osmanli vilayeti Kefe’de (Ceneviz donemi Cafta’st), canak ¢omlek iiretimi
devam etmistir. Osmanli doneminde, Osmanli merkezlerinde kullanilan
kaplarin yeni form ve bezemelerinin yerlilerin seramik kap kacaklari
arasinda giderek yayginlastig1 anlasilmaktadir.

Giderek, ornegin derin kaseler giinlik sofra takimlari iginde siklikla
goriilmeye baslamis ve yerli kiiltiir yeni iglevli kaplarla da tanismistr.
Yerli sirli seramikler zengin dekorasyonlarini yitirirler. Sadece yesil
ve daha az olarak kahverengi bezemeler goriilmeye baslar, 16. ylizyilin
sonu ve 17. ylizyilin baslarinda kaplar dista disli ¢arklarla yapilan baski
bezemelerle, igte ise astarin altina kazimayla yapilmis es merkezli i¢ ice
dairelerle bezelidir.

Yerel seramik iiretiminin yeniden canlanmasi olduk¢a uzun bir zaman
almigtir. Kirim sirli seramigi ancak 17. yiizyilda ithal 6rnekler arasinda
belirgin bir iistiinliik kazanmaya baslarlar ve yerel tirlinler bolgesel ticaret
pazarinda kendilerine bir yer bulurlar. Arastirmacilar, 17. ylizyilin ikinci
yarist ve 18. ylizy1l baslarina ait Kirim sirli seramiginin yarimada disindaki
bolgelerde yogun bir sekilde bulundugunu saptamislardir.

Sunulacak bu arastirmanin amaci, Kirim’da bulunan erken Osmanlh
donemi sirli seramiklerde gézlenen degisiklikleri belirlemektir. Calisma,
daha 6nce kismen yayimlanmis, arkeolojik verilerle 15. yiizyilin sonlarina
ve 16. yiizyila kesin olarak tarihlenebilen, Kirim’daki kazi alanlarinda
(Sudak, Alushta, Partenit, Balaklava gibi) bulunmug malzemeden hareketle
yapilmistir. Ayrica Tiirkiye’de yapilan kazi arastirmalarinin sonuglarina
dair yayinlardan da yararlanilmstir.
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Tiikel Yavuz, Aysil

THE SELJUK CARAVANSARAY ON THE SAMSUN-AMASYA ROAD:
CAKALLI HAN

Cakalli Han is the only Seljuk caravansaray known on the road descending
from Samsun on the Black Sea, to Amasya. When K. Erdmann visited
Cakalli Han in 1951 and 1954, its shelter was still retaining most of its
features, including its superstructure while the surroundings of the courtyard
were hardly visible. The longitudinally oriented shelter section of the
medium sized Han has three parallel vaulted galleries, which relate to each
other through a row of arches on the intermediary walls. The building does
not carry an inscription. The publications by K. Erdmann and others refer
to the name of a Seljuk Sultan or attribute it to a shorter period through
comparisons with other Anatolian Seljuk Period caravanserais.

The Cakalli Han was restored during 2006-2014 and is now used as a
restaurant. A measured survey was done under the direction of the Samsun
Museum to understand and evaluate its construction, function, and extended
use. The walls of the building are about 2.00- 2.20 meters thick, which
shows that it was built as a roadside stronghold. Further investigation
led to determining several different periods of construction, namely four
or five, which came after major disasters like an earthquake. The Seljuk
caravansaray coincides with the third and fourth stages. In the First Stage
it may have been a Roman post station. Each of the three parallel-vaulted
spaces could be entered individually. The Second Stage, which is difficult
to attribute to the same or any other later period, is marked by the collapse
of the superstructure and upper part of the walls. At the side aisles, instead
of reconstructing the walls and the vaults, the width of the walls were
reduced; thus new vaults with wider spans were constructed over the side
aisles. In the Third Stage the intermediary walls were pierced with arches
in triple tiers on top of each other. The Fourth Stage was after another
major collapse: most of the intermediary arches were damaged and each
was restored as far as possible when the construction of the service spaces
around the courtyard were constructed. The courtyard displays several
features shared with other Seljuk caravansarays. Although the han is
recorded in the Ottoman sources as “Bergos kervansaray1” and its revenues
listed, the only visible Ottoman intervention is a window in the central
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aisle, which most probably is an enlarged version of the slit window of
the previous stage. These stages evidence its continued use in spite of the
disasters it underwent while each intervention reflects the tendencies and
characteristics of its time.

Cakalli Han is among the few hans that is mentioned in the written sources.
Existing 19th century documents and travel accounts provide some
information on this structure and the particular road it serves, especially
after the 1838 Balta Liman1 Trade Convention that encouraged wider scale
trade around the Black Sea, the introduction of steamboats, the Crimean
war and deportations of masses of people. The first Ukrainian Ambassador
to Turkey, General Frunze, is among the last people, who mentioned
Cakalli Han, his stay and what it looked like, on his way to Ankara in 1921.

Cakalli Han is a rare example that demonstrates the evolution of roadside
structures that were necessary for the continuation of the State. Through
its continuous use from its construction to the present day, it reveals what
these roadside buildings looked like and how they changed.

SAMSUN-AMASYA ARASINDAKI SELCUKLU HANI: CAKALLI HAN

Samsun’dan gilineye inen yolun iizerinde, Amasya’ya kadar bilinen tek
Selguklu kervansarayr Cakalli Han’dir. K. Erdmann tarafindan incelendigi
tarihte (1951, 1954) barinak kismi, oOrtiisii dahil ayakta idi; avlunun yan
duvarlarini ¢evreleyen mekanlar ise toprak altinda kalmisti. Orta boyuttaki
hanin diklemesine yerlestirilmis barinak kismi ti¢ sahinlhidir. Ara duvarlarin
kemerlerle birbirine baglandig1 yan sahinlarini hayvanlarin, orta sahnini ise
insanlarin kullandig1 bir yapidir. Kitabesi bulunmayan yap1 benzer hanlarla
karsilastirilarak tarihlendirilmistir. Daha sonra yayinlanmig arastirmalarin
bir kismi yapiy1 daha genis bir ¢erceveye oturtmakla birlikte, bazilari bir
Sultan donemine veya otuz-kirk yillik bir zaman dilimine atfeder.

2006-2014 yillar1 arasinda Samsun valiligi tarafindan onarilan Han
glinlimiizde restoran olarak kullanilmaktadir. 2006 y1linda restorasyon projesi
kapsaminda Samsun Miizesi’nin denetiminde, barinak kisminin iginde
parca parga, avluda ise dig duvarlarin ¢eperinde temizlik kazis1 yapilmigti.
Ortaya ¢ikan kalmtilar ve izlerin verdigi bilgi ile tiretilen rolove ¢izimleri

337



ve fotograflar yapinin dokusunun haritalanmasini, ¢dziimlenmesini sagladi.

Cakalli Han’in dis duvarlar1 2.00-2.20m. kalinhigindadir. Bu da Cakalli
Han’in korunma ve savunma amacli bir yap1 olarak basladigini gosterir.
Yapidaki arastirma deprem gibi giiclii bir afetten sonra gelen dort veya bes
donemi oldugunu gosterdi. Selguklu kervansaray1 bu asamalardan iiglincii
ve dordiinciisii ile ortiisebilir. 11k yapilisinda yapr bir Roma Dénemi posta
menzili olabilir. Cok kalin duvarlar1 olan ii¢ diklemesine mekana kapi
ontindeki kisimdan giriliyordu. Yanlardaki mekanlar besik tonozla ortiiliiydii.
Siddetli bir afetten sonra gelen ama bir donem tanimi yapilamayan ikinci
asama oOncesi Ortii ile birlikte yikilmis olan kalin duvarlarin {ist kisimlari
yiikseltilmemis, yikik kismin {istiine ince duvarlar Sriilmiistii. Uciincii
Asamada tonozlar arasindaki duvarlar iistiiste lic kemerle ortiilen acikliklarla
delinmis ve mekanlar arasinda en azindan gorsel bir baglanti saglanmisti.
Yine siddetli bir yikima ugrayan yapida gorsel baglantiy1 saglayan kemerler
kismen yikilmist1. Doérdiincii asamada bu kemerler olabildigince tamir edilmis,
avlu ve etrafindaki mekanlar insa edilmisti. Avlunun biitiin 6zellikleri diger
Selcuklu hanlarinda yaygin 6zellikleridir. Osmanli belgelerinde ad1 “Bergos
kervansaray1” olarak gecen ve gelirleri kaydedilen handa izlenebilen tek
Osmanl1 katkis1 orta sahnin dis duvarindaki biiyiik¢e, kemerli penceredir ki o
da herhalde zaten varolan sevli pencerenin biiytitiilmiis seklidir. Bu asamalar,
yapmin yasadigi afetlere ragmen kullaniminin devam ettigini ve yapilan
miidahalelerin doneminin egilim ve 6zellikleri tasidigini belirler.

Cakalli Han hakkinda bilgi veren kaynaklar gérece zengindir. Ozellikle 19.
yiizyilda, Balta Limani anlasmasindan sonra artan Karadeniz ticareti, buharli
gemilerin gelistirilmesi, Kirim savasi ve gocleri tizerindeki kaynaklar ve gezi
kitaplart bu yol ve de Cakalli Han hakkinda ilging bilgiler verir. 1950lerden
onceki son kaynaklardan biri 1921°de Ukrayna orta elgisi olarak Ankara’ya
gelen General Frunze’nin betimlemesidir.

Cakalli Han, bir devletin islemesi i¢in gerekli bir yoliistii yapisinin nasil
degiserek gilinlimiize ulagtigin1 gosteren ender Orneklerden biridir. Yapi,
gliniimiize kadar belgeledigi yaganmislikla yolistii kuruluslarinin yapilis ve
gelisimini ve nasil evrildigini birinci elden anlatir.
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Tiirker, Deniz

ABDULLATIF SUBHI PASA’S CABINET OF COINS: OTTOMAN
BIBLIOPHILIA, HISTORY, AND EGYPT

This paper will revisit the bureaucratic career and scholarly work of
Abdiillatif Subhi Pasa (d. 1886), a prominent Tanzimat statesman and
pioneering numismatist of the 19th century, whose much-overlooked
itinerant early life between Morea and Egypt shaped his later contributions
to Ottoman state reforms. By weaving together the extant yet fragmentary
biographical accounts on him, the paper chronologically follows three
strands of inquiry. The first is an attempt to highlight the roles of Subhi
and his father Abdurrahman Sami Pasa in the burgeoning Cairene court
of Mehmet Ali Pasa in the early half of the 19th century, in order to better
contextualize the competitive relationship between Istanbul and Cairo vis-
a-vis early state reforms. My second line of inquiry will be to examine
Subhi’s active role in promulgating histories of Islam through his active
translation work--equally understudied--on the scholarship of Ibn Khaldun
and his pupil Al-Magqrizi. I argue that Subhi’s interest in pre-Islamic and
Islamic coinage was sparked, while a young bureaucrat in Mehmet Ali’s
court tasked with restructuring Egypt’s contemporary economy, by his
close-reading of these two medieval thinkers and their takes on successful
monetary policies. It is here that I examine 19th-century notions of history
and numismatics as associated sciences. The short treatise on history,
Hikmet-i Tarih (Philosophy of History), written by Ahmed Vefik Pasa,
Subhi’s rival in bibliophilic knowledge and library-ownership, will be a
key text in grappling with the place of numismatics in history writing. My
third line of inquiry is on Subhi’s much-overlooked yet remarkably hands-
on involvement with the drafting of the Antiquities laws of 1869 and 1874
while assigned to high level posts in the Ottoman Ministry of Endowment
and Education. Subhi’s early-20th century biographers all assert that it was
him, who laid the groundwork of Ottoman museological movements that
gave way to individuals like Osman Hamdi.

Rather than reading Ottoman antiquarianism as one established through
the influence of European Orientalists, I argue that an interest in history,
collecting, and museum-making hit its own stride in the Ottoman sphere
through scholar-bureaucrats like Suphi Pasa and their deep critical
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engagement with medieval Islamic histories. I also argue that Ottoman
museology had a longer history than one that is correlated with Osman
Hamdi’s rise to fame. Concern for antiquities and a desire to display them
began in the intricate ministerial networks of the Tanzimat era, especially
through the intellectual, productive rivalries between individuals like
Suphi Pasa and Ahmed Vefik Pasa.

ABDULLATIF SUBHiI PASA’NIN MESKUKAT TAKIMLARI:
OSMANLILARDA KiTAPSEVERLIK, TARIH VE MISIR

Bu bildiri Tanzimat kurumlarinin ve numizmatik biliminin onciilerinden
Abdiillatif Subhi Pasa’nin biirokratik kariyeri ve bilimsel ¢alismalarini tekrar
gozden gecirirken, Mora ve Misir arasinda gecen gengliginin Osmanli devlet
reformlarina olan etkisine 151k tutmaktadir. Bildiri, gliniimiize kadar gelen
fakat parca par¢a bulunan Subhi biyografilerini kronolojik olarak kurgulanmis
li¢ sorgu iizerinden birbiriyle ilintilendiriyor. Bu sorgularin birincisi Subhi ve
babast Abdurrahman Sami Pasa’nin 19. yiizyilin ilk yarisinda Mehmet Ali
Pasa’nin Kahire’de kurmakta oldugu yonetim diizeninde oynadiklari merkezi
roller {izerine diisiinmek ve bu baglamda Istanbul ve Kahire arasindaki devlet
kalkindirma rekabetini ayrintilandirmak. Bildirinin ikinci sorgusu Subhi’nin
Islamiyet’in erken dénemi iizerine yazilmis tarih metinlerini (6zellikle Ibn
Haldun ve 6grencisi Makrizi odakli) yogun bir terciime programi ile Osmanl
okuyucusuna yaymas iizerine kurulu. Subhi’nin islam éncesi ve Islami para
koleksiyonerligine ilgisinin, Mehmet Ali Paga’nin sarayinda geng bir biirokrat
iken Misir’in ¢agdas ekonomisini yeniden yapilandirmakla gorevli oldugu
donemde arttig1 ve bu iki ortagag diisliniiriiniin basarili para politikalar
lizerine yazdiklarini benimsemesi sonucu gelistigini dne siirliyorum. Burada,
19. yiizyilda tarihgilik ve niimizmatliin birbiri ile iligkilendiren iki “bilim
dali” olduguna dikkat ¢ekiyorum. Bu dogrultuda Subhi’nin kitap bilgisi ve
kiitiiphane sahipligindeki rakibi Ahmed Vefik Pasa’nin yazdig1 Hikmet-i
Tarik’in merkezi bir metin olarak tanitiyorum. Bildirinin {i¢lincli ve son
sorgusu, Subhi’nin gézden kacirilmis fakat evkaf ve maarif nezaretlerinde
vezirlik yaptigi siirelerde iizerlerinde dikkat ¢ekici derecede yakindan ¢alistigi
1869 ve 1874 senesi tarihi eser nizamnameleri lizerine. 20. yiizyilda Subhi ile
ilgili biyografi yazanlarinin tiimii, Osmanli miizeciliginin temellerini onun
ortaya ¢ikardigini ve Osman Hamdi gibi bireylere yon ¢izdigini one siirerler.
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Tiitiincii, Mehmet

SOME UNPUBLISHED OTTOMAN ART OBJECTS FROM THE
HOLY MOSQUES OF MECCA AND MEDINA

Objects from the holy Mosques of Mecca and Medina, which are now kept
in the Topkap1 Palace Museum or in the collections of western museums
have been the subject of many studies. Those that are still kept in the holy
mosques or in collections in Saudi Arabia, however, have not been the subject
of a systematic study. This contribution is an attempt to make available these
objects.

The holy cities of Mecca and Medina had great importance for the Ottoman
sultans since they derived their legitimacy as the leaders of the Islamic World
from the fact that they had the right to both protect and serve them. Therefore
they donated precious gifts and initiated building and restoration activities
there.

The greater part of the Ottoman gifts for the Mosque of the Prophet and the
Kaaba were returned to Turkey during World War I and are now kept at the
Topkap1 Palace. But there are still some very interesting objects, both in the
holy mosques and museums in Mecca and Medina. These objects were not
studied earlier since many were kept in storage and photographing those that
were being displayed was not allowed. In recent years the rules for studying
and photographing inside the holy mosques were eased for a while, and we
have been able to make some photos. Furthermore, some objects are now
exhibited in the museums that have opened recently. In our contribution we
would like to present and evaluate some of these gifted objects.

Some of the most significant of these works are two 19th century paintings
depicting the Mosque of the Prophet and the Kaaba that are kept in the
mosque in Medina, candlesticks and textile covers kept in the Library of
King Abdulaziz, an Ottoman calligraphy panel bearing poetry written by
Yesarizade Mustafa Izzet Efendi and an excellent Ottoman inscription panel
that were at the Kaaba but are now kept in the Museum of the Haramayn as
well as some metal objects, like the fence of the Magam of Ibrahim with a
bronze inscription from the time of Sultan Siileyman, also kept in the same
museum.
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We will present the Ottoman objects in Mecca and Medina and discuss their
relevance to the similar works of art from the same period.

MEKKE VE MEDINE’DE YAYINLANMAMIS BAZI OSMANLI
SANAT ESERLERI

Mekke’de Kabe-i Muazzama ve Medine’de Mescid-i Nebevi’den getirilen
ve bugiin Topkap1 sarayinda mukaddes emanetler dairesi ve bat1 miizelerinde
bulunan koleksiyonlardaki eserler sanat tarihi agisindan bir¢ok yayina konu
olmustur. Fakat bu iki kutsal mekanda hala bulunan veya Suudi Arabistan’da
miizelere kaldirilan sanat eserleri ise higbir sekilde ilmi bir aragtirma malzemesi
olmamustir. Biz bu bildiride bu sonuncu eserleri ele alacagiz.

Osmanli Sultanlart i¢in kutsal beldeler Mekke ve Medine olaganiistii dneme
sahiptiler. Ciinkii onlar Islamiyet’in onderleri olma hakkmni bu iki sehrin
koruyucu ve hizmetgisi (hami ve hadim) olmalarina bor¢luydular. Bu hamilik
ve hadimlik cer¢evesinde Mekke ve Medine’ye gonderilen hediyeler arasinda
listlin sanat eserleri ve objelerde bulunmaktaydi.

Bu eserlerin 6nemli bir kismi Birinci Diinya Savasinda Tiirkiye’ye getirilerek
bugiin Topkap1 saray1 kutsal emanetlerde saklanmaktadir. Bununla birlikte
Mekke ve Medine sehirlerinde gerek yerlerinde gerekse miizelerde birgok sanat
eseri objeler bulunmaktadir. Bu eserler literatiirde hi¢ yer almamaktadirlar.
Bunun sebebi ise gerek kutsal mekanlarda fotograf ¢ekilmesinin son yillara
kadar yasak olmasi, gerekse bu objelerin depolara kaldirilarak arastirmaya
kapatilmasi idi. Son yillarda kutsal mekanlarda fotograf ¢ekmeye miisamaha
ile yaklasilmaktadir, bunun yaninda depodaki eserlerde yeni kurulan miizelerde
sergilenmeye acilmistir. Bu bildirimizde simdiye kadar bilinmeyen bu sanat
eserlerinin ilk tanitimlar1 ve degerlendirilmeleri yapilacaktir.

Bunlar arasinda Mescid-i Nebevi’de bulunan 19. yiizyila ait biri Mekke digeri
Medine’yi resimleyen iki yagliboya tablo, Sultan Abdiilaziz kiitiiphanesindeki
kandiller, ortiiler ve cam eserler sayilabilir. Mekke’de Haremeyn miizesinde
Yesarizade Mustafa izzet Efendi tarafindan yazilmis ve Kabe’nin iginde
asilmis olan siir ve hat olarak en zirve bir Osmanli kitabesi ve Sultan Siileyman
tarafindan yaptirilan metal egyalar1 sayabiliriz.

Bu sanat eserleri tanitilarak zamanindaki diger sanat eserleriyle mukayesesi ve
karsilagtirilmasi yapilacaktir.
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Ulug, Lale
Keskiner, Bora

FROM SCROLLS TO ALBUMS AND THE BIRTH OF THE QIT‘A
IN OTTOMAN CALLIGRAPHY

This paper analyzes the word qit’a, which derives from and the Arabic qata‘a
(to cut). It is used in at least two Istanbul albums compiled in the 15th and
16th centuries respectively: In the first it refers to a quatrain and in the second
to an example containing four couplets. 16th century fazkira (biography)
and preface authors use it to refer to calligraphy examples. In the secondary
literature it is used as a poetic form as well as calligraphy examples. It is
generally translated into English as a calligraphic specimen/sample/exercise,
piece, fragment, an individual page of calligraphy or a poetic form. As is
implied by these various definitions, the calligraphies that are today referred
to as git‘as have various formats and are written in nasta‘liq as well as the
Six Pens.

When it is used as a poetic form, the word qit‘a denotes a quatrain, or a piece
of a longer poem. However, when it is used to refer to a wide variety of
calligraphies in diverse formats and scripts, it becomes somewhat confusing.
The reason why examples in Six Pens written in the two-script format
are conventionally referred to as such is never explained. The definitions
of a “qit'‘a” or “the git'‘a format” provided in some of the publications on
calligraphy remain specific to the shape of the examples that are being
discussed, while calligraphy examples in different formats are also referred
to as qit‘as by the same authors.

The first part of this paper focuses on a closely related group of similarly
assembled pages from a number of albums preserved in the Istanbul libraries
that include pasted sections of calligraphy scrolls comprising maxims
in Arabic and/or Arabic poetic couplets written in the six-pens. By analyzing
the 13th and 14th century dated and signed scroll sections found in the early
albums from the 15th century, it first demonstrates that such scrolls had an
often-employed format. Then, depending on the order that must have been
usual in the scrolls from the period of Yaqiit al-Musta‘sim1 and his students, it
analyzes the development of new forms that were introduced by the Timurid
calligraphers that are preserved in the Istanbul albums.
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The second part of the paper concentrates on the calligraphic pieces
traditionally referred to as git‘a, a word that literally signifies a piece
of a whole both in calligraphy and in poetry in the Persianate world. It
links the origin of the word git ‘a to scroll sections pasted into albums and
analyzes the use of the term “git ‘a format” in the secondary literature. The
term qit ‘a appears to have been detached from its original meaning and
acquired a canonical format throughout centuries.

The paper then focuses on the use of the term git ‘a and its format in the
Ottoman tradition. It shows that both the format and certain lines of the
14th and 15th century scrolls were first duplicated in the 16th century by
the Ottoman calligrapher Shaykh Hamdullah. The format of the separate
sections of the earlier scrolls also began to be used independently from the
16th century onwards and were each referred to as a git‘a. Calligraphic
pieces written in this format then proliferated from the 18th century
onwards.

RULOLARDAN ALBUMLERE HAT KIT‘ALARI VE OSMANLI
HAT SANATINDA KIT‘ANIN DOGUMU

Bu bildiri Arapga kata ‘a (kesmek) fiiliyle ayni kokten tiiretilmis olan kit’a
kelimesini irdelemektedir. En azindan 15 ve 16. yiizyillarda derlenmis
olan iki Istanbul albiimiinden ilkinde bir dortliik, digerinde ise dort beyit
iceren bir yazinin nitelendirilmesinde kullanilmaktadir. 16. yiizy1l tezkire
ve mukaddimelerinde de bu kelime hat O6rnekleri i¢in kullanilmaktadir.
Ikincil kaynaklarda hem bir siir formu hem yazi 6rnegi anlamlarinda
kullanilmaya devam etmekte, Ingilizce cevirilerde karsilig1 hat drnegi,
parca, [tam olmayan] tek hat sayfasi, ya da siir formu olarak verilmektedir.
Bu tanimlardan da anlasildig1 {izere bugiin nesta ‘lik hatla ya da akldm-1
sitte ile yazilmis, “kit ‘a” diye adlandirilan hat eserlerinin sekli degiskendir.

Siir formu anlaminda kullanildig1 zaman kit‘a “dortliik” ya da bir siirin
bir kismi anlamina gelir. Hat baglaminda kullanildiginda ise, kit‘alarin
muhtelif diizenlemeleri ve kaleme alindiklar1 farkli yazi tiirleri durumu
karistirmaktadir. Aklam-1 sitte’den iki hat tiiriiyle yazilmis eserlere kit‘a
denmesinin sebebi heniiz izah edilmemistir. Hat konusuna egilen bazi
yayinlarda verilen kit‘a yahut kit‘a bi¢gimi tanimlari, yazarin incelemekte
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oldugu eserin sekliyle sinirlidir. Ancak ayni yazarlar farkli formlardaki hat
orneklerine de kit‘a demektedirler.

Bu bildirinin ilk bdliimii Istanbul kiitiiphanelerinde bulunan birbirine benzer
sekilde diizenlenmis bir alblim grubunda yapistirilmis olarak giiniimiize
gelmis, Aklam-1 Sitte ile yazilmis Arapga 6zdeyisleri ve siir dortliiklerini
iceren hat tomarlariyla ilgilidir. 15. ylizyilda diizenlenmis albiimlerdeki
tarithli ve imzali 13. ve 14. yiizy1l tomar parcalar1 ¢oziimlenerek
oncelikle bu yazilarin siklikla ayni formatta hazirlandig1 gosterilecektir.
Bundan sonra, Yakut el Musta‘asimi ve 6grencilerinin hat tomarlarinda
kullandiklar1 bi¢ime dayal1 olarak Timurlu donemi hattatlarinin yarattig
yeni diizenlemelerin gelisimi kisaca irdelenecektir.

Bildirinin ikinci boliimii ise Fars kiiltlirliniin hakim oldugu cevrelerde
geleneksel tanimiyla kit ‘a olarak bilinen hat ve siir pargalariyla ilgili
olacaktir. Bu boliimde kit ‘a teriminin kaynaginin albiimlere yapistirtlmis
rulo pargalarindan geldigi tartisilacak ve bu terimin modern literatiirde nasil
kullanildigi ¢6ztimlenecektir. Bu ¢oziimleme, kit ‘anin zaman iginde 6zgiin
anlamini yitirip kaliplasmis bir form kazanmis oldugunu gdsterecektir.

Son boliimde kit ‘a teriminin ve formunun Osmanli hat geleneginde nasil
bir anlam kazandig1 iizerinde durulacaktir. Bu boliimde, 14. ve 15. yiizyil
hat tomarlarmin Osmanli hattati Seyh Hamdullah tarafindan yapilan kopya/
yorumlarmin 16. yiizyildan itibaren nasil tomarlardaki varliklarindan
bagimsiz olarak kullanildiklar1 ve kit ‘a olarak tanimlandiklari tartigilacak
ve bu format1 izleyerek yazilan hat 6rneklerinin 18. ylizyildan itibaren
yayginlasmasi ele alinacaktir.
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Vasilyeva, Daria

OTTOMAN COSTUME BOOKS FROM THE COLLECTION OF
FRANZ TAESCHNER IN THE STATE HERMITAGE MUSEUM

This paper focuses on four albums stored in the Hermitage Museum in
St Petersburg, Russia, known to be coming from the collection of the
German Orientalist Franz Gustav Taeschner. Until now the albums, which
had been loaned by the collector to the Staatliche Museen as early as in
1937, were believed to have been perished in World War 11, but they were
transferred to the Hermitage Museum between 1946-49. The fate of the
fourth missing album with the same provenance remains unknown. The
rest of the collection of manuscripts, owned by Taeschner and numbering
131 volumes, as well as his personal papers and folders with photographs,
was offered for sale by the Leiden firm of E. J. Brill and acquired by the
Leiden University Library in 1970.

All albums belong to the genre of costume books (with one of them being a
combination of an album amicorum and a costume book), produced by both
European and Ottoman painters from the mid-sixteenth century onwards
that feature portraits of Ottoman individuals, and are well established
in the multicultural milieu of Ottoman Turkey. One of these, published
as a facsimile in 1925, became widely known as the Taeschner Album.
Compiled around 1660, it contains 55 drawings that follow the style
generally referred to as ‘bazaar painting’, produced locally and primarily
intended for the European patrons. Initially it formed a single commission
together with the Cicogna Codex, now in the Museo Civico Correr in
Venice. This is suggested not only by the unique character of the repertoire
of the St Petersburg and Venetian albums, that include portraits of Ottoman
Sultans, images of the Sultan’s palace and its inhabitants, multi-figure genre
scenes representing daily life of the Ottomans, their religious customs and
public feasts, architectural objects located in Istanbul and Edirne, along
with depictions of diplomatic life of Venetians at the Ottoman Court and
battle scenes of the Cretan war, many of them being untypical subjects for
traditional costume books, but also by the detailed Italian glosses, featuring
on both albums’ folios, undoubtedly written in the same hand. According
to E. Natalie Rothman, the once single album was commissioned by
Giovanni Battista Ballarino, secretary to the Venetian bailo.
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The second album, which is one of the two earliest in this group, is
dateable to late 1580s — 1590s. It contains 44 drawings by a European-
trained artist and shows images of males and females of different social
and ethnic types inhabiting the Ottoman Empire. The album is close in
style to a series of costume books, dateable to the same period, including
those kept in L. A. Mayer Memorial Museum of Islamic Art in Jerusalem,
and Kunstsammlung der Veste Coburg. Each folio is provided with short
captions in French and is alternated with leaves of ornamented ‘silhouetted’

paper.

The third album, compiled in 1590s and identified as Stammbuch of
Ludolphus Stockheim, is now stored in the Rare Books and Manuscripts
Department. Assembled in this album amicorum are drawings of European
emblems, views of Venice, depictions of columns and obelisks of the
Hippodrome, images of Europeans and Ottomans, as well as genre scenes.
A number of images represented in this album have much in common with
the previous album in terms of its style and repertoire.

The fourth album was assembled around 1820s. It was acquired from A.
Probsthain bookshop in London in 1926 and numbers 42 works by several
European painters, provided with English captions. The album represents
Ottoman dignitaries and high-ranking military officers, as well as other
strata of Ottoman society.

HERMITAGE DEVLET MUZESI, FRANZ TAESCHNER
KOLEKSiYONUNDAN OSMANLI KIYAFET ALBUMLERI

Bu bildirinin odagin1 Hermitage Museum’da yeni bulunan, miizeye Alman
sarkiyatc1 Franz Gustav Taeschner’in koleksiyonundan ulastigi bilinen
dort albiim olusturmaktadir. Koleksiyoncu tarafindan 1937°de Berlin
Staatliche Museen’e 6diing verilen bu alblimlerin II. Diinya Savaginda
kayboldugu saniliyordu ama aslinda 1946-49 arasinda Hermitage Museum’a
nakledilmislerdi. Ayn1 kaynaktan gelen dordiincli bir albiim ise bugiin
kaybolmustur. Taeschner’in koleksiyonunun 131 cilt el yazma, 6zel yazi-
yazismalar ve fotograflardan olusan boliimii 1970°te Leiden’da E. J. Brill
tarafindan satisa ¢ikarilmis ve Leiden Universitesi tarafindan almmustir.
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Eserlerin tiimii 16. yiizyil ortalarindan itibaren Osmanli ve Avrupali sanatgilar
tarafindan yapilan Osmanli bireylerinin portrelerini barindiran ve ¢ok kiiltiirlii
Osmanli diinyasinda yerlesik bir tiir haline gelmis kiyafet albiimlerindendir.
Biri ise kiyafet ve dostluk albiimii tiirlerini birlestirir. Bunlardan biri 1925°te
tipkibasim olarak yaymlamistir. 1660 civarinda hazirlanmstir, i¢indeki 55
imge “cars1 ressamlar1” adiyla anilan, daha ¢ok Avrupali alicilar i¢in ¢alisan
yerel sanat¢ilarin iislubundadir.  Aslinda bugiin Venedik, Museo Civico
Correr’de bulunan Cicogna alblimiiniin parcasi olarak yapilmistir. Diger
kiyafet alblimlerinin geleneksel igeriginden farkli olmalar1 bu albiimlerin
tek bir takim olarak yapildigi fikrini destekler. Osmanli padigahlarimin,
saray sakinlerinin portreleri yaninda Osmanlilarin giinlik yasamlarini, dini
geleneklerini, bayram ve eglencelerini, Istanbul ve Edirne’deki mimari
ogeleri ve Osmanli sarayindaki Venediklilerin diplomatik yasamlarindan ve
Girit savagindan anlar1 yansitan ¢ok figiirlii sahneler bu albiimlerin i¢eriklerini
ozglin kilar. Ayrica ikisine de kesinlikle ayni el tarafindan yazilmis ayrintilt
Italyanca notlar da bu iki albiimiin tek bir yapit oldugunu gosterir. E. Natalie
Rothman, alblimiin bir biitiin olarak Venedik balyosunun sekreteri Giovanni
Battista Ballarino tarafindan siparis edildigini 6ne stirmistiir.

Ikinci albiim, 1580-90’lara tarihlenebilir. Avrupa egitimli bir sanat¢inin
elinden ¢ikma Osmanli imparatorlugunun farkli sosyal ve etnik tebaasindan
44 kadin ve erkek figiirlinii igerir. Ayni yillarda yapilmis ve bugiin Kudiis’te
L. A. Mayer Memorial Museum of Islamic Art’da ve Kunstsammlung der
Veste Coburg’da bulunan kiyafet albiimleriyle benzerlikler yansitir. Fransizca
aciklama notlar1 ve kat1* bezemeler igerir.

Stammbuch of Ludolphus Stockheim bashigini tagiyan 1590°1arda hazirlanmis
ticiincii albiim bugiin nadir eserler ve el yazmalari boliimiindedir. Bu album
amicorum, Avrupali ve Osmanli figiirler, giinliik yasam sahneleri, Istanbul
ve Venedik’ten goriintiiler icerir. Bazi imgeler {islup ve konu agisindan bir
onceki albtimdekilerle pek ¢ok benzerlik yansitir.

Dérdiincii albiim 1820 civarinda derlenmistir. icinde Ingilizce agiklama
notlariyla Avrupali ressamlar tarafindan yapilmis 42 imge bulunan bu albiim
Londra’da A. Probsthain kitapgisindan 1926°da satin alinmistir. Resimler
Osmanli devlet adamlarini, yiiksek riitbeli askerleri ve Osmanli toplumunun
cesitli bireylerini betimler.
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Vasilyeva, Olga

TURKISH MANUSCRIPTS IN THE NATIONAL LIBRARY OF
RUSSIA AND PROFESSOR VASILIY SMIRNOV

The National Library of Russia (former Imperial Public Library) in Saint-
Petersburg houses a small but interesting collection of Turkish manuscripts,
both handwritten books and documents. Among the 150 codices one can
find literary (poetry and prose) and historical works, theological and
juridical tracts, treatises on mathematics, astronomy and medicine, etc.
Thus, the collection reflects the extensive reading culture of literate Turks
beginning from the late 15th century onward (the earliest dated manuscript
is the “Stories of forty viziers” copied in 1498).

From an artistic point of view the most interesting books among these are
two illustrated copies of the “Iskender-name” by Ahmedi, which belong
to the Persian decorative schools of the 16th century. Another significant
book is a 17th-century copy of the collection of historical anecdotes
composed by Ahmed Suheyli, which was probably produced in Istanbul.
It has 40 miniatures, which display a strong European (Italian) influence.
This manuscript was acquired and described by Professor Vasiliy Smirnov
(1846-1922) of St-Petersburg University, who also worked in the Imperial
Public Library as the head of the Oriental department. His descriptions
of all Islamic manuscripts acquired by the Library through 40 years were
published in the printed Reports. Smirnov also purchased for the Library
Turkish, Arabic and Persian manuscripts in Istanbul in 1875, 1877 and
1893. In addition, due to his efforts the Library collections were enlarged
by the Turkish epigraphic stones from Bulgaria and law registers of the
Crimean Khanate.

Moreover, Smirnov used the data he acquired from the manuscripts in
producing his scientific works such as An Ottoman Literature Reader,
History of the Crimean Khanate, etc. However, the most impressive of
his works is the research of the Firman, which was issued by Osman II to
the descendants of the Jewess Kira. This legal document has both a deep
historical background and excellent decoration.

All in all about 250 Turkish documents are kept in the Library, mostly
related to the history of Crimea. Besides, there are firmans, berats, passports
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and letters connected with Christian life in the Ottoman Empire, Russian
pilgrims and European diplomats.

The Turkish handwritten books and documents came to St-Petersburg
through different channels: they were in the collections of diplomats
and scientists, Russian and Oriental private collectors, as well as among
military trophies and acquisitions from the state depositories. Thus, the
small complex of handwritten material reflects not only the Turkish arts of
the book, literary, historical and scientific heritage, but also the history of
relations between Russia and Turkey and the history of Turcology studies
in Russia.

VASILIY SMIRNOV VE RUSYA MiLLi KUTUPHANESI’NDEKI
TURKCE EL YAZMALARI

Saint Petersburg Rusya Milli Kiitiiphanesi’ndeki Tiirk¢e el yazmalar1 ve
belgeler, ¢ok biiyiik olmasa da ilging bir koleksiyon olusturur. Yaklasik
150 cilt barindiran bu kitap grubu, nazim ve nesir edebiyat eserleri, tarihler,
dini igerikli yapitlar, matematik, tip ve astronomi vb. risalelerini igerir.
Bu eserler 15. yiizyil sonlarindan itibaren (en erken tarihli kitap 1498’de
istinsah edilmis Kwrk Vezir Hikayeleri’dir) Osmanlilarin okuma kiiltliriinii
yansitir.

Sanatsal acidan bakildiginda bu kitaplar arasindaki en ilging olanlarindan
ikisi 16. yiizyil Iran tarzin1 yansitan resimler barindiran, Ahmedi’nin
Iskendername adli eserinin kopyalaridir. Ahmed Siiheyli’nin derledigi
tarihi anlatilardan olusan bir diger ilging kitap ise 17. yilizyilda muhtemelen
Istanbul’da hazirlanmustir, icindeki 40 resim Avrupa (italyan) etkisi
yansitir. Bu yazma St. Petersburg Universitesinde dgretim iiyeligi yaninda
Krali Halk Kiitiiphanesinin Sarkiyat bolimiinii yoneten Vasiliy Smirnov
(1846-1922) tarafindan satin alinmistir. 40 yi1l boyunca kiitiiphaneye satin
alinan biitiin Islami el yazmalarinin Smirnov tarafindan yapilan tanim
ve tasvirleri baski raporlar olarak yaymlanmistir. Smirnov ayni zamanda
Kiitiiphane igin 1875, 1877 ve 1893’te Istanbul’da Tiirkce, Farsca ve
Arapea kitaplar da satin almistir. Onun ¢abalari neticesinde kiitliphanenin
koleksiyonuna Bulgaristan’dan Tiirk¢e yazili taslar ve Kirim Hanligi’nin
mahkeme kayitlar1 da eklenmistir.
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Smirnov el yazmalarindan sagladigi verileri Osmanli edebiyati ve
Kirim Hanlig: tarihi gibi bilimsel eserlerini yazmak i¢in de kullanmistir.
(Caligmalar1 arasinda en ilging olani, Sultan II. Osman’1n iinlii Kira Kadinin
soyundan gelenlere hitaben ¢ikardig1 ferman hakkindaki ¢alismasidir. Bu
ferman 6nemli bir tarihi belge olmasinin yaninda miikemmel nitelikte
siislemeleriyle bir sanat eseridir.

Kiitiiphanede 250 civarinda belge korunmaktadir, bunlarin biiyiik bir
bolimii Kirim tarihiyle ilgilidir. Ayrica Gayri Miislim Osmanlilar, Rus
hacilar ve Avrupali diplomatlarla iligkili fermanlar, beratlar, seyahat
belgeleri ve mektuplar bulunur.

Tiirkce el yazmalart ve belgeler St. Petersburg’a diplomat ve bilim
insanlarmin koleksiyonlarindan, Rus veya dogulu 6zel koleksiyonculardan
ya da askeri kazanimlar ve devlet arsivlerinden ulagmigtir. Bu kiigtik el
yazmasi kiilliyati sadece Tirk kitap sanati, edebiyat, tarih ve bilimsel
miras1 yansitmakla kalmaz, ayn1 zamanda Rusya-Tiirkiye iligkilerinin ve
Rusya’daki Tiirkoloji ¢aligmalarinin tarihine de 151k tutar.
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Verderame, Nicola

MONUMENTALITY AND INFRASTRUCTURE: A HAMIDIAN
FOUNTAIN IN OTTOMAN ANKARA

This paper explores the context of construction of the Hamidian fountain
(Hamidiye ¢esmesi) in the Balik Pazar district of Ankara. The fountain,
which is partially lost, was one of the monuments built by the local
governor (vali) Abidin Pasha to celebrate the 25th anniversary of the
reign of Sultan Abdilhamid II (r. 1876-1908). By combining archival
sources, newspaper articles, and photographs, my aim is to map out the
historical and architectural background that motivated the construction of
a water fountain which, despite its unimposing size, was fully integrated
in the Hamidian monumental program and printed propaganda. I argue
that the Baugeschichte of the Balik Pazar1 fountain exemplifies how
urban infrastructures were transformed into monumental epitomes of
the Hamidian regime, showcasing the sultan’s care for modernity and
beneficence.

Until recent years, the history of Ankara in the late Ottoman period had been
overshadowed by the narratives of the Republican creation of a capital city
following the latest architectural trends. Studies such as Bozdogan (2001)
and Basa (2015) have contributed to renewing the interest on the continuities
between the late Ottoman and Republican periods in the history of the
development of Ankara. However, much is still to be written on how the
city participated in the fin-de-si¢cle modernization of urban infrastructures
and in the construction of monumental buildings such as clock towers,
schools, and barracks. In this respect, the work of Koksal (2002) has aptly
encouraged us to reconsider the local notables in the Tanzimat period as
agents of local urban development, rather than obstacles to it.

The work of Acun (1994) has provided a first inventory of clock towers
built in Anatolia in the late Ottoman period, and the data he collected
evidence the strong involvement of governors in the creation of celebratory
architecture. On the other hand, Erkmen (2010) has built upon Pierre Nora’s
lieux de mémoire to study the way monumental buildings were integrated
in the construction of public memory, along with jubilees and archives.
Nonetheless, local histories of Ankara such as Siislii et al. (1998) have failed
to properly contextualize the lesser-known sources on the late Ottoman
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city within an empire-wide history of modernization and architectural
propaganda, which predates the better documented Republican era.

This paper aims at addressing this gap by studying the water supply of the
city from the microhistory angle of an architectural landmark of Hamidian
Ankara. I analyze a particular moment in the building history of the city,
emphasizing how, thanks to the agency of a local governor, Ankara was
provided with a new water system and at the same time became part of a
monumentality program that involved the Ottoman domains at large.

ANITSALLIK VE ALTYAPI: OSMANLI  ANKARA’SINDA
HAMIDIYE CESMESI

Bu bildiri, Ankara’da Balik Pazar1 olarak adlandirilan semtteki Hamidiye
¢esmesi yapim baglamini incelemektedir. Kismen kaybolan ¢esme, Sultan
II. Abdiilhamid (s. 1876-1908) saltanatinin 25. yildoniimiinii kutlamak
icin vali Abidin Pasa tarafindan yaptirilan anitlardan biriydi. Bildiride
amacim, arsiv kaynaklarini, gazete yazilarii ve fotograflar1 birlestirerek,
gorkemsiz boyutuna ragmen, Abdiilhamid’in anitsal programi ve basili
propagandasi ile tamamen biitlinlesen bu su ¢esmesinin ingasini motive
eden tarihi ve mimari arka plan1 belgelemektir. Balik Pazar1 ¢esmesinin
yapim hikayesi (Baugeschichte) araciligiyla, kentsel alt yapilarin nasil
Abdiilhamid rejiminin anitsal epitomlarina doniistiiriildiiglinii ve nasil
padisahin modernlige egiliminin ve hayirseverliginin gostergesi oldugunu
tartisacagim.

Gectigimiz yillara kadar, ge¢c Osmanli donemi Ankara tarihi, Cumhuriyet
donemine ait en yeni mimari egilimleri izleyen bir bagkentin yaratilmasinin
anlatilariyla golgede kalmisti. Bozdogan (2001) ve Basa’nin (2015)
caligmalari, Ankara’nin gelisim tarihindeki ge¢ Osmanli ve Cumhuriyet
donemleri arasindaki siireklilige olan ilginin yenilenmesine katkida
bulunmustur. Bununla birlikte, kentin, kentsel altyapinin modernize
edilmesinde, saat kuleleri, okullar ve kislalar gibi anitsal binalarin
ingaatinin nasil rol aldig ile ilgili hala ¢ok sey yazilmali. Bu bakimdan
Koksal’in (2002) calismasi, Tanzimat donemindeki yerel seckinlerin,
engelden ziyade yerel kentsel gelisimin araciligini tistlenmis olduklarini
gormemize yardim etti. Acun ise (1994) Osmanli doneminin sonlarinda
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Anadolu’da insa edilen ilk saat kulelerinin envanterini ¢ikard: ve topladigi
veriler, valilerin “kutlama mimarisinin” yaratilmasindaki gii¢lii katilimini
kanitladu.

Ote yandan, Erkmen (2010), anitsal yapilarda kamusal hafizanin
olusumunun kamuya agik binalarla nasil biitiinlestigini sorgularken Pierre
Noraynin lieux de mémoire kavramini kullanirken yi1ldoniimii kutlamalari
ve arsiv belgelerini de incelemesine dahil etmistir. Ancak Siislii vd. (1998)
gibi yerel tarihler, ge¢ Osmanli kentinde daha az bilinen kaynaklari,
daha iyi belgelenmis Cumhuriyet doneminden O6nce ortaya ¢ikmis olan
imparatorluk capinda bir modernlesme ve mimari propaganda tarihi i¢inde
dogru bir sekilde baglamay1 bagaramamuiglardir.

Bu bildiri, kentin su kaynagini, Abdiilhamid Ankara’sinin simgesel bir
mimari yapisint mikro-tarihi acgisindan inceleyerek bu a¢ig1 gidermeyi
amaclamaktadir. Yerel bir valinin aracilig1 sayesinde Ankara’ya yeni bir
su sisteminin nasil saglandigini ve ayn1 zamanda anitsalligin bir parcasi
haline geldigini vurgulayarak, kentin ingaat tarihinde belirli bir an1 ve
Osmanli cografyasinda genel olarak uygulanan bir anitsallik programini
analiz ediyorum.

354



Yaman, Bahattin
Kayhan, Emine

OTTOMAN CARTOGRAPHY AND ITS APPLICATION TODAY:
THE CASE OF ISPARTA

Ottoman cartography began under the influence of Islamic geography with
the creation of drawings and plans within general works, and developed to
become a distinct field. Many works of great value in terms of science and
art have remained from the Ottoman period such as sea and world maps,
military and miniaturized maps, translations of maps and atlases.

During the 46-year reign of Suleiman the Magnificent, Ottoman Empire
reached its widest borders in three continents with conquests from Iraq to
Hungary in the east and west. The siege of Rhodes with the cooperation of
North African pirates and Ottoman expansions in the Aegean and eastern
Mediterranean were based on a strong knowledge of geography as well
as a strong navy. 16th century was a very important period in terms of
Ottoman cartography. Piri Reis, the famous Ottoman sailor and pioneer
cartographer, prepared his first world map for Yavuz Sultan Selim in 1513,
his work, the Kitab-I Bahriyya in 1521 presenting it to Siileyman I through
Damad Ibrahim Pasha in 1526, and his second world map in 1528, all of
which are illustrated. Piri Reis was born in Gallipoli around 1465-1470 and
grew up there, which was a place full of seafarers. He lived with his uncle
Kemal Reis and became experienced in maritime affairs by participating
in sea voyages and learning the Aegean and Mediterranean in detail. The
Ottoman sea maps were thus made by many seafarers, such as Piri Reis.

Throughout the 16th century, city and castle depictions represented the
power of the Ottoman state. Besides these, some Ottoman drawings
resembled topographic city views found in atlases. Some of them are like
city depictions. For example; the plan of the fortress of Zigetvar in Ahmed
Feridun Pasha’s work Nuzhat-i Esraru’l-ahbar der-sefer-i Sigetvar is
one of the most important examples of this understanding. The Istanbul
map from the first volume of the Hiinername, which is about the superior
character traits of the Ottoman sultans, shows the city as it was during the
second half of the 16" century.

The continuation of traditional arts depends on their being current and
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available. Unfortunately, enough original works in traditional miniature
painting cannot be produced today. They are usually produced within a
vicious circle using templates and pounces. Creating pictures of cities and
towns by using Ottoman map making techniques and today’s technology
would contribute significantly to the wider usage of traditional painting
techniques in current life. Works by Matrak¢i Nasuh were especially
popular and can be used as examples. Matrak¢1 Nasuh sometimes depicted
cities from several points of view, as in the case of Istanbul, or just a single
point as in the case of Bitlis.

This study began with creating the maps of Egirdir and Gonen, first by
outlining the settlements using Google- Earth three-dimensional satellite
photos. The settlements were then examined on site and important
structures and places as well as the local culture were determined.

Creating city drawings in the traditional style will contribute to the
development of an environmentalist understanding and to attract more
attention during publicity. In addition, this style can be used not only
in depicting cities, but also in creating plans for specific addresses and
sketches of various places.

OSMANLI HARITA RESIiM GELENEGI VE GUNUMUZDE
ISPARTA ORNEGINDE UYGULANMASI

Osmanlilarda haritacihik, Islam cografyasmin etkisiyle beraber genel
eserler icerisinde sekil ve planlara yer verilerek baslamis, zamanla kendine
0zgl ozellikleriyle zenginlesip gelismistir. Deniz ve diinya haritalari, askeri
ve minyatiirlii haritalar, ¢eviri harita ve atlaslar olmak {izere, Osmanli
doneminden giiniimiize ilim ve sanat agisindan biiyiik deger tastyan birgok
calisma ulagmustir.

Kanuni Sultan Siileyman’in 46 yillik saltanati boyunca Irak’tan
Macaristan’a, doguda ve batida iist iiste yapilan seferler ve fetihler Osmanl
Imparatorlugu’nu ii¢ kitada en genis sinirlarina ulastirmistir. Rodos’u
kusatmasiyla beraber, Kuzey Afrika korsanlarin isbirligi ile Akdeniz’e
yayilan Osmanlilara, Ege ve Dogu Akdeniz’de genisleyerek giiclii bir
donanmayla beraber saglam bir cografya bilgisine dayandirilmistir. 16.
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yiizy1l haritacilik agisindan cok 6nemli bir donemdir. Haritaciligin en 6nemli
Onctisii iinlii denizci ve kartograf Piri Reis olmustur. 1513°te Sultan I. Selim
icin yaptig1 birinci diinya haritast ve 1521°de hazirladig1 1526°da Kanuni
Sultan Siileyman’a Sadrazam Damat ibrahim Pasa araciligiyla sundugu
Kitab-1 Bahriyye’si ve 1528’de ¢izdigi ikinci diinya haritasi resimlidir. 1465-
1470 yillar1 arasinda Gelibolu’da dogan Piri Reis, Gelibolu’da denizcilerle
dolu bir yerde biiylimiistiir. Amcast Kemal Reis’in yaninda biiylimiis ve
denizcilik ile ilgili bir¢ok tecriibe edinmistir. Deniz seferlerine katilarak Ege
ve Akdeniz’i ayrintili bir sekilde 6grenmistir. Boylece Osmanli Devleti’nin
deniz seferlerinde kullanmak i¢in ihtiya¢ duydugu deniz haritalari, basta Piri
Reis olmak iizere bircok denizci tarafindan yapilmstir. 16. ylizyil boyunca
resimlenen kent ve kale tasvirleri Osmanli devletinin giiciinii temsil etmistir.
Kent ve kale tasvirleri disinda atlaslardaki topografik sehir goriiniimlerini
animsatacak gizimler yapmuslardir. Ornegin; Ahmed Feridun Pasa’nin yazdig1
Niizhet-i Esraru’l-ahbar der-sefer-i Sigetvar’da yer alan Zigetvar kalesinin
plan1 bu anlayisin en 6nemli 6rneklerindendir. Bunlardan bazilar1 kent tasviri
gibidir. Ornegin, Osmanli padisahlarmin iistiin karakter 6zellikleri hakkinda
bilgi veren eser Hiinername’nin birinci cildinde bulunan istanbul haritasi,
kentin 16. yilizy1ilin ikinci yarisindaki dokusunu gosterir.

Geleneksel sanatlarin devam etmesi, gilincel ve kullanilabilir olmasina
baghdir. Gliniimiizde minyatiir sanat1 olarak bilinen geleneksel resim
sanatimizla ilgili maalesef yeterince 06zgiin ¢alismalar yapilmamaktadir.
Daha c¢ok belli sablon ve kaliplar kullanilarak kisir dongii iginde
kalmaktadir. Osmanli harita resim teknigini ve giliniimiiz teknolojisini
kullanarak sehir ve ilgelerini resimlerini olusturmak, giincel hayatta
geleneksel resim kullanimini yayginlastirmasina ciddi katki saglayacaktir.
Bu uygulamadaki amag, sehirlerin birebir haritasin1 ¢izmek degil, daha
sempatik ve ¢evreci goriiniimlii, vurgulanmak istenen 6zellik ve binalarin
on planda oldugu bir sehir imgesi olusturmaktir. Resim tekniginde,
basta Matrak¢r Nasuh’un uygulamasi olmak iizere, diger orneklerden
yararlanildi. Matrak¢1 Nasuh’un sehirleri bazen, Istanbul 6rneginde oldugu
gibi birkag¢ noktay1, bazen de Bitlis 6rneginde oldugu gibi tek noktay1 esas
alarak resmedilmistir.

Calismada oOncelikle Google Earth ii¢ boyutlu uydu fotograflarindan
yararlanarak yerlesim biriminin ana hatlart olusturuldu. Sonrasinda
yerlesim birimleri yerinde incelenerek 6nemli yapilari, mekan ve kiiltiirleri
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tespit edildi. Calismaya Egirdir ve Gonen ilgeleriyle baglandi.

Sehirlerin geleneksel resim tarziyla c¢izilmesi, hem c¢evreci anlayigin
gelismesine, hem de tanitimlarda daha da dikkat ¢cekmesine katki saglayacaktir.
Elbette bu tislup sadece sehirlerin resmedilmesinde degil, ¢esitli mekanlarin
adres ve krokilerin ¢izilmesinde de kullanilabilir.
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Yavuz Velipasaoglu, Didem

THE DRAWING STUDIO OF HEREKE: AN ARTISTIC NICHE
(1842-1914)

From its early stages, the Hereke Imperial Factory (Hereke Fabrika-i
Hiimaytin) proved to be a favorable environment for the development of
artistic workshops, in addition to being an industrial plant; however, it was
never able to achieve autonomy from its dynastic management. In selecting
the qualities that would define their artistic workshop, the designers sought
to revive the past. In this presentation, I intend to examine this feature by
exploring which phase of the past was revived, in particular by looking at
the carpet designs produced in different periods in the light of contemporary
developments. The recreation of past forms was also a central component
of the Ottoman Empire’s attempts to create an imperial identity.

Hereke was a living factory, and despite being partially sheltered from
commercial profit motivations by its imperial ownership, its designs
were altered over time to cater to the domestic and international markets
in which its products were sold. Other important influences on designs,
styles, and trends at the factory plant included the long tradition of carpet-
making (plus the development of industrial forms of carpet and drapery
making), changing social conditions across the Ottoman Empire (and
among the factory workers themselves), and various Western and Eastern
design inspirations that can be determined from the library in the factory’s
drawing office. The changing aesthetic of the factory products depended
upon two factors: the artistic researches and the multi-cultural profile of
the workers. In this presentation, I will examine the artistic researches and
the workforce of the factory and their effect on the artistic production from
the archival materials.

This study mainly focuses on the changing tastes of the products of Hereke
Imperial Factory through the interpretation of the illustrations of the books
held in Hereke Drawing Office’s Library. As an artist’s niche, the Hereke
Imperial Factory produced various styles of draperies, upholstery fabrics,
rugs, and carpets. An alteration in styles happened throughout time, from
European styles to Eastern styles. Among the various styles used were
Baroque, Rococo, Neoclassic, and Western Anatolian. This study sheds
light on the fact that, over time, the imperial agency sought to create an
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idiosyncratic style that could reflect a unique Ottoman identity; it did so,
in part, by looking back to the Empire’s apex point and drawing from
that era’s artistic production and architectural methods. While designing
draperies and carpets, the artists of the Hereke Imperial Factory followed
scientific research from the botanic and ornithological illustrations of 19th
century publications. The weaving and knotting changed their meanings
overtime with the production of vast carpets and cloths in “monumental”
sizes that evolved from simple furnishing to become an inseparable part
of the architecture. Moreover, the artefacts became loaded with a sense of
holiness.

HEREKE’NIN CiZiM ATOLYESI: SANATSAL BiR YASAM ALANI (1842-1914)

Kurulus yillarinda itibaren Hereke imparatorluk Fabrikasi (Hereke Fabrika-i
Hiimdyun) bir sanayi tesisi olmanm yani sira sanatsal atdlye calismalari
icin uygun bir ortam oldugunu kanitlamistir; bununla birlikte, imparatorluk
yonetiminden asla Ozerklige wulasamamustir. Sanatcilar, atdlyelerini
tanimlayacak nitelikleri secerken ge¢misi yeniden canlandirmaya ¢alisti. Bu
sunum, Ozellikle ¢cagdas donemlerin 1s1ginda farkli donemlerde tiretilen hal
tasarimlarina bakarak, ge¢misin hangi evresinin yeniden canlandirildigini
kesfedecektir. Ge¢mis bigimlerin rekabeti, Osmanli imparatorlugunun
emperyal bir kimlik yaratma ¢abalarinin merkezi bir bileseniydi.

Hereke faal bir fabrikaydi ve emperyal miilkiyeti ile ticari kar
motivasyonlarindan kismen korunmasina ragmen, tasarimlari zamanla
iiriinlerinin satildig1 i¢ ve dis pazarlara hitap etmek i¢in degisime ugruyordu.
Fabrika tesisindeki tasarimlar, stiller ve egilimler {izerindeki diger dnemli
etkiler sunlardi: Osmanli imparatorlugu boyunca degisen sosyal kosullar
ve fabrika isgileri ile fabrikanin ¢izim ofisi kiitiiphanesinde yer alan ¢esitli
Bat1 ve Dogu tasarim ilhamlari. Fabrika iiriinlerinin degisen estetigi iki
faktore dayaniyordu: sanatsal aragtirmalar ve is¢ilerin ¢ok kiiltiirlii profili. Bu
sunumda, fabrikanin sanatsal arastirmalarini ve is gliciinii ve bunlarin sanatsal
iiretim iizerindeki etkilerini arsiv malzemelerinden iizerinden inceleyecegim.

Bu ¢alisma esas olarak Hereke Imparatorluk Fabrikas1 iiriinlerinin degisen
isluplarin1 Hereke Fabrikasi Cizim Ofisi Kiitiiphanesi’nde yer alan
cesitli illistrasyonlarin yorumlanmasi iginden inceler. Bir sanat¢1 yasam
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alan1 olarak Hereke Imparatorluk Fabrikasi, ¢esitli perdelik kumaslar,
dosemelik kumaslar, kilimler ve halilar iiretti. Avrupa stillerinden Dogu
stillerine kadar tisluplardaki bu degisiklik zaman i¢cinde meydana geldi.
Kullanilan ¢esitli stiller arasinda Barok, Rokoko, Neoklasik ve Bati
Anadolu vardi. Bu ¢aligma suna 151k tutar: imparatorluk ajansi, zamanla
essiz bir Osmanli kimligini yansitabilecek, kendine 06zgli bir islup
yaratmaya calistt; kismen, kendi altin ¢gagina bakti ve bu donemin sanatsal
ve mimari liretim yontemlerine odaklandi. Perdeler ve halilar tasarlarken,
Hereke imparatorluk Fabrikasi sanatgilari, 19. yiizyil yayimnlarmin botanik
ve ornitolojik ¢izimlerinden bilimsel arastirmalari izlediler. Dokuma ve
diigiim atma, basit mobilyalardan evrimlesen “anitsal” boyutlarda biiyiik
hali ve kumaglarin {iretimi ile zaman i¢inde anlamlarmi degistirdi ve
mimarligin ayrilmaz bir parcasi haline geldi. Dahasi, eserler bir kutsallik
duygusuyla yiiklii hale geldi.
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Yildiz, Fatma

THE SIMULTANEOUS RISE OF CERAMIC ART IN VALENCIA
AND (ZNiK: EFFECTS OF MEDITERRANEAN TRADE
RELATIONS ON CERAMIC EXPORTS

In the 16th century, high quality ceramics were produced simultaneously in
the workshops serving the kingdom of Spain in Valencia and the Ottoman
palace in iznik. The works produced in both cities had responded to the
high demand in the international market as valuable objects. How were
Valencia and Iznik, whose works were carried to Europe and America,
transformed into international production and export centers for ceramics?
How should a relationship be established between the simultaneous rise
of the ceramic trade network in both these cities? This paper presents the
ceramic art of Valencia and Iznik in the 16th century comparatively within
the scope of European Christian and Turkish-Islamic art.

Valencia and Iznik ceramics were so well known in Europe that the Italian
artists, with their commercial and artistic relations with the Mediterranean,
learned their styles and techniques from local artists in Valencia and Iznik
and produced imitations of these works.

As a result of trade networks in the Mediterranean both Valencia and Iznik
ceramics spread from places like Alexandria, Cairo, Miletus, Southern
France, the Netherlands, Germany and the UK, from Europe throughout
the Atlantic and their popularity grew rapidly. Valencia ceramics, after the
discovery of America, reached the American continent through Spain, and
subsequently, similar examples with Andalusian-Spanish influences were
produced in workshops in the United States.

The relations between Spain and the Ottoman Empire began during the
period of Bayezid II, who allowed the Sephardic Jews and Muslims from
Spain to come to Istanbul. Sephardic Jews took an active role in Ottoman
commercial life from the 16th century onward. They brought their culture
and art to the Ottoman lands by participating in the economic and cultural
life. As a result, the effects of Sephardic paintings on Ottoman ceramic
art became inevitable. This can be seen in the Hebrew inscription on a
ceramic bowl from the Nihal Kuyas private collection, which is one of the
best examples.
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Iznik ceramics were found during excavations in some parts of Spain, such
as Valencia and Barcelona. Conversely a Valencia plate was found during
the excavations of Ayasuluk Castle in the Selguk district of Izmir. Iznik
ceramics uncovered in recent excavations in Spain and Valencia pottery
found in excavations in Western Anatolia will constitute the scope of this
presentation. In addition to the Mediterranean trade relations, the pirates,
who were probably also active in the export of Valencia and iznik ceramics,
will be evaluated within the scope of this issue.

Intheacademic writingsto date, the developmental stages and characteristics
of Christian Spanish and the Ottoman period ceramics are mentioned
separately. However, a comparative study on Valencia and Iznik ceramics,
in which a similar growth was experienced simultaneously, has not been
investigated. In this paper, similarities and differences between ceramic
works in terms of style, form, composition, technique and material will be
evaluated by taking into consideration the international commercial and
artistic relations of the period. Within the framework of the simultaneous
rise of Valencia and Iznik ceramics in Europe, the trade routes through
which ceramic exports were made, and where they intersected or separated
will be discussed, supported with visual materials such as maps, paintings
and ceramic samples.

VALENCIA VE iZNiK SERAMIK SANATININ ES ZAMANLI
YUKSELIiSi: AKDENIiZ TiCARET IiLISKILERININ SERAMIK
IHRACATINA ETKILERI

16. yiizyilda es zamanl olarak Valencia ve Iznik’te Ispanya krallig1 ve
Osmanli sarayina hizmet eden atdlyelerde yiiksek kalitede seramikler imal
edilmistir. Her iki kentte liretilen eserler degerli nesneler olarak uluslararasi
pazarda yliksek talebe cevap vermistir. Eserlerini Avrupa ve Amerika’ya
kadar tastyan Valencia ve Iznik’in, seramik sanatinda uluslararasi iiretim
ve ihra¢ merkezlerine doniisiim siireci nasil olmustu? Valencia ve Iznik’te
seramik ticaret agimin es zamanh ylkselis siirecinde birbirleri arasinda
nasil bir iligski kurulmalidir? Bu bildiride, bu sorular kapsaminda Avrupa
Hiristiyan ve Tiirk-Islam sanati olarak Valencia ve iznik seramik sanatinin
16. yiizyildaki durumu hakkinda karsilagtirmali bir sunum yapilacaktir.

363



Valencia ve Iznik seramikleri Avrupa’da o kadar taninmugtir ki, Akdeniz
{izerinden yapilan ticari ve sanatsal iliskilerle Italyan sanatcilar, Valencia ve
Iznik te yerel sanatgilardan grendikleri seramik sanati iislup ve tekniklerini
Italya’ya tagimis, zamanla bu eserlerin taklitlerini {iretmislerdir. Gerek
Valencia, gerekse Iznik seramikleri Akdeniz’de yapilan ticari iliskiler
iizerinden Iskenderiye, Kahire, Milet, Giiney Fransa, Hollanda, Almanya
ve Ingiltere gibi biitiin Avrupa’dan Atlantik Kitasi’na kadar yayilmis ve
popiilerligi hizla ylikselmistir. Valencia seramikleri, Amerika’nin kesfinden
sonra Ispanya iizerinden Amerika kitasina kadar ulagmis, akabinde,
iizerinde Endiiliis-Islam etkilerinin acik sekilde goriildiigii benzer drnekler
Amerika’daki atdlyelerde iiretilmistir.

Ispanya ile Osmanli arasindaki iliskiler II. Bayezid doneminde yasanan
siyasi olaylarla baslamistir. 1. Bayezid, 1492’de Ispanya’dan Sefarad
Yahudilerinin ve Miisliimanlarin Istanbul’a getirilmesine olanak tanimistir.
Sefaradlar 16. yilizyildan itibaren Osmanli ticaret hayatinda etkin rol
almislardir. Osmanli’ya getirilen Sefaradlar ekonomik ve kiiltiirel hayata
katilarak kendi kiiltiir ve sanat anlayislarini Osmanli’ya tasimiglardir.
Bunun sonucu olarak Sefaradlarin Osmanli seramik sanatina etkileri
de kacimilmaz olmustur. Nitekim, Nihal Kuyas 6zel koleksiyonundaki
kandil formunda seramik kabin iizerindeki Ibranice yazi bunun giizel
orneklerinden biridir.

Valencia, Barselona gibi Ispanya’nin bazi bolgelerinde yapilan kazilarda
Iznik seramikleri bulunmustur. Aym sekilde Izmir’in Selguk ilgesindeki
Ayasuluk Kalesi kazilarinda Valencia tabagi bulunmustur. Son dénemlerde
Ispanya’da yapilan kazilarda ortaya c¢ikarilan Iznik seramikleri ile
Bati Anadolu’da kazilarda bulunan Valencia seramikleri bu bildirinin
kapsamini olusturacaktir. Akdeniz ticaret iliskileri disinda, Valencia ve
Iznik seramiklerinin ihracinda etkili oldugunu tahmin ettigim, Osmanli
doneminde kanunlarla korunan deniz korsanlar1 da bu konu kapsaminda
degerlendirilecektir.

Simdiye kadar yazilan akademik incelemelerde Hiristiyan Ispanya
kralligi ve Osmanli donemi seramik sanatinin gelisim evrelerine ve
karakteristik ozelliklerine ayr1 ayr1 deginildigi goriilmektedir. Lakin
benzer yiikselisin es zamanli yasandig1 Valencia ve Iznik seramik sanati
hakkinda karsilastirmali bir arastirma ortaya konmamistir. Bu bildiride,
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donemin uluslararasi ticari ve sanat iliskileri dikkate alinarak, iislup,
form, kompozisyon, teknik ve malzeme acisindan eserler arasindaki
benzer ve farkli 6zellikler degerlendirilecektir. Arastirmada, Valencia ve
Iznik seramiklerinin Avrupa’daki es zamanli yiikselis siireci ele almarak,
seramik ihracatinin hangi ticaret yollar1 izerinden yapildig1 hangi yollarda
kesistigi ya da ayrildig: harita, tablo ve seramik 6rnekleri gibi gorsellerle
ortaya konacaktir.
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Yildiz, Ozlem

TEXT AND IMAGE IN THE DIVAN OF BAKI: AN ILLUSTRATED
MANUSCRIPTFROM THE SEVENTEENTH CENTURY (BRITISH
LIBRARY, ADD. 7922)

This study analyses the relationship between the miniatures in the Divan
of Baki (British Library, Add. 7922) and its text. The manuscript features
the Turkish anthology of the Ottoman poet Baki (d. 1600) with Safavid
miniatures. The connection between the text and the images is one that
reflects the well-established tradition of the illustration of non-narrative
books in Safavid Iran. The miniatures are clearly associated with the poems
against which they are juxtaposed. There is an analogy between each image
and the poem immediately next to it in terms of themes. These themes can
be categorized as (a) courtly scenes, (b) entertainment of youths, (c¢) youth
and older man, and (d) a reference to the story of Yusuf and Zuleyha.

There are five illustrated copies of Baki’s Divan in various libraries. In
addition to the one studied here (Add. 7922) there is a late-16th century
Ottoman copy also in the British Library (Or. 7084). Other copies include
one in the Bibliothéque Nationale de France in Paris (Suppl. turc 356),
one in Harvard Art Museums (1985.273), and one in the Museum of
Turkish and Islamic Art (T. 1959). Additionally, there are three single folio
paintings from the same illustrated Baki manuscript. Two of these are in
the Metropolitan Museum of Art (45.174.5, and 25.83.9), and one in RISD
Museum (17.459). Among these five manuscripts, the only one that was
produced outside of an Ottoman environment is Add. 7922.

This paper will not only study the miniatures but also examine the poetry
and the paintings juxtaposed in the manuscript to identify how they relate
to each other. While it agrees with the statement that the program of the
miniatures are different from that of the illustration of a narrative, it further
questions the patterns of illustration. The analysis yields the conclusion that
the illustrated Divan of Baki, completed in 1636, reflects the established
tradition of illustrating non-narrative texts in the arts of the book, and
displays the tastes of the seventeenth century in Safavid painting. The
common themes of courtly gatherings, youths entertaining outdoors, an
older man and a youth, and allusions to Quranic stories are often seen
in other manuscripts of the period as well as in the Divan of Baki. The
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connection of these established themes with the themes of the poetry they
immediately illustrate attests to the dialogue between text and image.

BAKI DIVANINDA METIN VE TASVIiR: 17. YUZYILDAN
MINYATURLU BiR EL YAZMASI (BRITISH LIBRARY, ADD. 7922)

Bu ¢alisma, Baki Divan’indaki (British Library, Add. 7922) minyatiirlerin
metinle iligkisini incelemektedir. S6z konusu el yazmast Osmanli sairi
Baki’nin (6. 1600) Tiirkce divanini Safevi minyatiirleri ile bir araya
getirmektedir. Metin ile resimler arasindaki baglanti, Safeviler donemi
Iran’indaki anlati-dist metinlerin resimlendirilmesi geleneginin bir
pargasini olusturmaktadir. Minyatiirler, bir araya getirildikleri siirlerle agik
konu bakimindan bir paralellik bulunmaktadir. Bu konular (a) saray
meclisleri, (b) eglenen gengler, (c) geng erkek ile yasl adam, (d) Yusuf'ile
Ziileyha hikayesine bir atif olarak gruplandirilabilir.

Baki Divan’min gesitli kiitiiphanelerde bes adet resimli niishasi1 vardir. Bu
caligmada bahsedilen yazmadan (British Library, Add. 7922) baska, ayni1
kiitiiphanede 16. yiizyildan bir Osmanli el yazmasi bulunmaktadir. Diger
ii¢ resimli Baki Divani’nin bulunduklar1 yerler soyledir: Bibliothéque
Nationale de France (Suppl. turc 356), Harvard Art Museums (1985.273),
Tiirk ve Islam Eserleri Miizesi (T. 1959). Bunlara ek olarak, Baki
Divan’ma ait tek bir el yazmasindan ¢ikarilmis li¢ tek sayfa minyatiiriin
ikisi Metropolitan Museum of Art (45.174.5 ve 25.83.9), bir digeri RISD
Museum (17.459) koleksiyonlarindadir. Bu bes el yazmasindan Osmanli
baglaminda iiretilmemis olan tek niisha, bu ¢alismada konu edilen Add.
7922 numarali yazmadir.

Bu ¢aligma, minyatiirleri tek basina incelemek yerine, el yazmasinda yan
yana getirilmis siirlerle resimleri yakindan inceleyerek aralarindaki iliskiyi
tespit etmeyi amaglar. Kitaptaki resimlerin bir anlatinin iliistrasyonundan
farkli olduguna katilmakla birlikte, gorsellerdeki oOriintiileri sorgular.
Sonugta, 1636 tarihli minyatiirlii Baki Divan’inin anlati-dis1 metinlerin
gorsellestirilmesi geleneginin bir yansimasi oldugu sonucuna varir. Ayni
zamanda bu el yazmasinin, 17. yiizyil Safevi resim sanatinda 6ne ¢ikan
zevki Ornekledigini savunur. Sarayli meclisleri, dis mekanda eglenen
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gengler, geng ve yash erkek figiirler ve Kuran’daki hikayelere atiflar gibi
ortak konular dénemin diger resimli yazmalarinda da sikca goriilmektedir.
Minyatiirlerde resimlenen bu konularin resimledikleri siirlerin konulariyla
baglantis1 ise metin ile tasvir arasindaki diyaloga taniklik eder.
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Yilmaz, Giilgiin

ACOMPARISON OF250 YEARS: TURKISH CULTURALHISTORY
IN THE WORKS OF BUSBECQ AND MOLTKE

Written sources are very important for research in art history and archaeology,
even if one has to be cautious when using them. The ambassadorial diaries,
diplomatic reports, travelogues, private or official letters reflect the way
foreigners view different cultures. Western sources about Ottoman society
are often one sided, biased, cynical, parochial, exaggerated but usually
friendly, and at times express admiration and jealousy.

Flemish diplomat Ogier Ghislain de Busbecq was sent as an Austrian
ambassador during the reign of Sultan Suleyman I the Magnificent. His
diplomatic mission was to prevent the Hungarian expedition of the Turkish
army. Between 1554-1562 Busbecq sent 4 letters to his friend Nicholas
Michault, in which he shared his observations about the Ottomans. The
letters included long and detailed travel information. Thus 16th century
Anatolia comes alive with the depiction of the cities, architecture, society,
flora and fauna, ethnology, professions, moral values, food culture, clothes
and finery in the lines of a curious Western intellectual. Busbecq’s letters
were published in Latin in 1580 under the name of “Legationis Turcicae”.

German Field Marshal Helmuth von Moltke traveled to Istanbul between
1836-1839 and he was appointed as a consultant to the newly established
military system. This visit came 250 years after Busbecq, who had been the
witness of the most advanced era in Ottoman history. 19th century in Ottoman
history is called the “westernization era” due to the military and political
changes. These transformations advanced the pursuit of new aesthetic
searches. Moltke shared his experiences during his travels in Anatolia with
his family members through his letters. These letters provide a detailed
account of the social structure of the period of Sultan Mahmud II. Moltke
visited palaces, mansions and baths carefully depicting the architectural
characteristics and decoration of these structures as well as cities, streets,
monuments and ancient ruins, with references to Homeros. In 1841, Moltke’s
illustrated letters were published with the title “Briefe iiber der Zustédnde und
Begebenheiten aus der Tiirkei”.
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Moltke and Busbecq observed similar scenes in different periods and
reflected on those in their letters very sincerely and meticulously. 250 years
of Ottoman history is depicted with its transformation in cultural history,
arts and crafts, clothing and in general, its esthetics. What changed and what
did not; how the Ottoman character changed in connection with the changes
in social, military, and commercial structures; what was new in people’s
daily lives, decorative arts, traditional arts and crafts, clothing, in short all
of material culture. Busbecq and Molltke’s texts are valuable sources for
answering these questions.

“Letters of Turkey” will be examined in this paper in terms of material
culture and art history in comparison with the present times.

250 YILLIK BiR KARSILASTIRMA: BUSBECQ VE MOLTKE’NIN
ANLATIMLARINA GORE TURK MADDI KULTUR TARIHINE
BAKIS

Sanat Tarihi ve arkeoloji arastirmalari i¢in —¢ogu zaman ihtiyatla yaklagmak
gerekse bile- yazili kaynaklarin 6nemi biiyiiktiir. Ozellikle sefaretnameler,
diplomatik raporlar, seyahatnameler ve uzak cografyalardan memlekete
yollanan 6zel veya resmi mektuplar farkli kiiltlirlere disaridan bakan goriisleri
yansitir. Osmanli insanini da birinci agizdan anlatan Batili kaynaklar bazen
icinde tarafl1 bakislar, onyargilar, belki alayci yaklasimlar; kimi zaman kasith
yiiceltmeler, Batil1 okuyucuya hos gelebilecek abartmalar; ancak genellikle
samimi hayranlik ve hatta kiskancglik ifadeleri de barindiran bilgiler sunarlar.

Kanuni Sultan Siileyman doneminde Avusturya elgisi olarak gonderilen
Flaman diplomat Ogier Ghislain de Busbecq (1522-1592), Tiirklerin
Macaristan’a sefer yapmasini diplomasi yoluyla engellemek goreviyle
gelmigtir. Busbecq 1554-1562 yillar1 arasinda Osmanli topraklarinda
yaptig1r gozlemleri, gonderdigi 4 mektupta arkadasi Nicholas Michault’a
aktarmistir. Mektuplar uzun ve detayli seyahat bilgilerini igerir. 16. ylizyil
Anadolusu, kentleri, mimarisi, insanlari, bitki ve hayvan cesitliligi, etnik
yapisi, meslekleri, ahlaki degerleri, yeme-igme kiiltiirii, giyim-kusam ve
daha binbir renkliligiyle merakli bir Batili entelektiielin satirlarinda canlanir.
Busbecq’in mektuplart 1580 yilinda “Legationis Turcicae” adiyla Latince
olarak kitaplasmustir.
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Alman Maresal Helmuth von Moltke (1800-1891) ise Osmanli tarihinin
en yliksek doneminin tanig1 olan Busbecq’ten yaklasik 250 yil sonra
1836-1839 yillar1 arasinda gezi amaciyla geldigi Istanbul’da, yeni kurulan
ordu sisteminin danigmani olarak goérevlendirilmistir. 19. yiizyil, Osmanl
tarithinde degisen askeri ve siyasi sistem nedeniyle “Batililasma” olarak
tanimlanan sosyal dontisiimlere sahne olmustur. Bu doniisiimler, mimaride,
mimari siisleme anlayisinda ve genel olarak tiim sanat alanlarinda: resimden
miizige, dekoratif sanatlardan el sanat1 iirlinlerine ¢ok genis bir yelpazede
yeni estetik arayiglarin da nedenidir. Moltke’nin Anadolu gezilerinde
gozlemlerini yazarak aile liyelerine gonderdigi mektuplar, II. Mahmud
doneminin toplumsal yapisini ayrintili bir sekilde aktarmaktadir. Ziyaret
ettigi saray, konak, yali ve hamam gibi yapilarin planlarin1 tanimlarken,
dekorasyon ozelliklerini dikkatle tasvir etmektedir. Mektuplarda, Osmanl
cografyasindaki sehirler, sokaklar, anitlar, Homeros’tan alintilarla bahsi
edilen antik kalintilar Moltke’nin askeri disiplininden kaynaklanan
sistemli ama olabildigince akict ve canli anlatimiyla yansimaktadir.
Moltke’ nin mektuplar1 1841 yilinda, resimli olarak “Briefe {iber Zusténde
und Begebenheiten aus der Tiirkei” adiyla Almanca yayimlanmustir.

Ayni giizergahi, benzer deneyimlerle ancak farkli donemlerde izlemis,
gozlemlerini samimiyet ve titizlikle mektuplarinda aktarmis iki kisidir
Busbecq ve Moltke. Biri yiikselme, digeri gerileme doneminin tanigidir.
Sozii gecen gozlemcilerin anlatimlarmin  karsilastirilmast  Osmanl
tarihinin yaklasik 250 yillik boliimiinde maddi kiiltiir tarihi, el sanatlari,
giyim-kusam ve genel olarak estetik doniisiimiiniin de ipuglarini ortaya
koyacak bilgiler i¢ermektedir. Neler degismis ve neler de§ismeden
kalmistir? Osmanli kentinin karakteri yeni sosyal, siyasi, askeri ve ticari
yapiya bagli olarak nasil bir doniisiime ugramistir? Kullanilan esyalar,
dekoratif sanatlar, geleneksel el sanatlari, giyim-kusam, kisacasi tiimiiyle
maddi kiiltiir gecen zamanda nasil yeniliklere sahne olmustur? Busbecq ve
Moltke’nin anlatimlar1 bu sorularin yanitlanmasinda ele alinmaya deger
kaynaklardir.

Dilimize “Tirk Mektuplar1” ve “Tirkiye Mektuplar1” adlariyla cesitli
terclimeleri yapilmig olan bu eserler, sunmayir amagladigimiz bildiri
kapsaminda bu defa maddi kiiltiir ve sanat tarihi 6zelinde irdelenerek,
giinimiizle karsilastirmalar yapilacaktir.
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Yoltar Yildirim, Aysin

BETWEEN EUROPE, AMERICA, AND TURKEY: RUDOLF MEYER
RIEFSTAHL AND HIS RELATIONS WITH MEHMET AGA-OGLU
AND BERNARD BERENSON

In recent years, studies on the historiography of Islamic and Turkish Arts have
increased and scholars, collectors and connoisseurs who were instrumental in
the field along with early collections and large-scale international exhibitions
received scrutiny by scholars. In this context, this paper will focus on the
complex relationships between Rudolf Meyer Riefstahl (1880-1936) and
seemingly irrelevant figures, namely Mehmet Aga-Oglu (Aga-Oglu) (1896-
1949) and Bernard Berenson (1865-1959) in the first decades of the 20th
century.

Riefstahl, who had worked on the seminal 1910 Munich exhibition on Islamic
art, emigrated to the United States after the start of World War I and established
a teaching career there that culminated in a permanent position at New York
University. During this period, he was also involved in buying and selling
Islamic art works. In the 1920’s Riefstahl lived in Turkey with his wife and
focused on Turkish architecture.

Aga-Oglu, a promising young student in Turkey, was sent to Europe for a
doctoral degree in art history in the 1920’s. Upon his return he was appointed
by Halil Edhem first as the curator of the Cinili Késk in 1927 and then as
the assistant director of the Museum of Turkish and Islamic Art in Istanbul
(former Evkaf Museum) in 1928. Only a year after this appointment, despite
his upward career, Aga-Oglu chose to leave Turkey for the United States
where he successfully continued his academic life.

Although Riefstahl and Aga-Oglu are well known for their scholarship
in Islamic and Turkish Arts, Bernard Berenson is mostly known for his
contributions to Renaissance art as an art critic, scholar, and collector while
he lived in Florence, Italy. Berenson who received a degree from Harvard
College in 1887 later bequeathed his villa along with its art works and library to
Harvard University. My recent research focusing on Bernard Berenson in the
archives of Villa I Tatti and the Harvard Art Museums revealed that Berenson
bought Islamic artworks from Riefstahl, and that their close relationship
shaped Islamic and Turkish art in important and unexpected ways.
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An article by Zeynep Simavi (2012) revealed the not well-known life of
Aga-Oglu and his work. In the 2013 article of Benedict Cuddon on the
collecting and display of Islamic art in Boston, he showed that Berenson
took steps towards having Islamic art history taught at Harvard and
suggested Aga-Oglu for that position. This paper will use archival sources
to examine in detail the complex and intersecting relationships between
Riefstahl, Aga-Oglu, and Berenson. Riefstahl’s career, especially his
work during his residence in Turkey, will be highlighted. In addition, an
unpublished manuscript at the Brooklyn Museum by Elizabeth Riefstahl
(1889-1986), who was Riefstahl’s scholarly collaborator and had a second
career in Egyptian art at the Brooklyn Museum after her husband’s death,
will be studied to better understand their life as a couple in Turkey.

RUDOLF MEYER RIEFSTAHL iLE MEHMET AGA-OGLU VE
BERNARD BERENSON ARASINDA AVRUPA, AMERIKA VE
TURKIYE’YE YAYILAN ILISKiLER ZINCIRI

Son yillarda Tiirk ve Islam sanat tarihinin bir inceleme dali olarak nasil
dogdugu ve gelistigi konusu ilgi ¢cekmekte ve bu baglamda disiplinin
onde gelen isimleri ve biiylik 6lcekli uluslararasi sergiler sanat tarihgileri
tarafindan incelenmektedir. Bu bildiri de Rudolf Meyer-Riefstahl (1880-
1936) ile Mehmet Aga-Oglu (Aga-Oglu) (1896-1949) ve Bernard Berenson
(1865-1959) arasinda 20. yilizy1ilin ilk yarisinda kurulan ve pek bilinmeyen
iliskileri lizerine yogunlasacaktir.

Riefstahl 1910 y1linda islam sanati konulu nemli Miinih sergisinde ¢alismis
ve birinci diinya savasinin baglamasi ile Amerika Birlesik Devletleri’ne
go¢ etmistir. Cesitli yerlerde devam ettirdigi iiniversite hocaligt New
York Universitesi’'nde kalic1 hale gelmis ancak bu siire icinde sanat alim
satimi1 ile de ugrasmistir. Riefstahl 1920’lerde karisi ile birlikte Tiirkiye’de
yasamig ve Tiirk mimarisi, halilar1 ve el yazmalar1 lizerine yogunlagmastir.

Aga-Oglu gelecek vadeden bir 6grenci olarak Halil Edhem tarafindan
1920’lerde Avrupa’ya sanat tarihi doktorasi yapmak iizere yollanmisg
ve doniigsiinde dnce 1927 yilinda Cinili Kosk Miizesine, ardindan 1928
yilinda Tiirk ve Islam Eserleri Miizesi’ne (Eski Evkaf Miizesi) miidiir
yardimcist olarak yine Halil Edhem tarafindan atanmistir. Ancak Aga-
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Oglu Tirkiye’de hizli gelisen kariyerini birakarak bir yil sonra ABD’ye
yerlesmis ve akademik hayatina dnce Detroit’de ardindan Michigan’da
basariyla devam etmistir.

Riefstahl ve Aga-Oglu Tiirk ve Islam sanati konusunda yaptiklari
caligmalar ile oldukca iyi bilinseler de Berenson bu konularin disinda
Ronesans sanatina yaptigi katkilari ile Floransa’da yasadigi yillar boyunca
bir sanat elestirmeni, bilim adami ve koleksiyoncu olarak taninmistir.
Berenson 1887 yilinda Harvard Universitesi’nden mezun olmus ve ileri
yaslarinda Floransa’da yasadigi evi ve araziyi i¢indeki biiyiik kiitiiphanesi
ve sanat eserleri ile birlikte Harvard Universitesine bagislamistir. Villa 1
Tatti olarak bilinen ve Harvard’a bagli olarak hizmet veren bu enstitiide ve
Harvard Art Museums’da yaptigim arsiv ¢alismalari sirasinda Riefstahl’in
Berenson’a Islam sanat eserleri satt181 ortaya ¢ikmus ve birbirleri arasindaki
yakin iligkinin aslinda Tiirk ve Islam sanatinin sekillenmesinde 6nemli ve
beklenmedik etkileri oldugu goriilmiistiir.

Zeynep Simavi'nin 2012 yilinda yazdigi makale Aga-Oglu’nun fazla
iyi bilinmeyen hayati ve ¢aligmalarini konu almistir. Ayrica Benedict
Cuddon’un 2013 yilinda Boston’da Islam sanati koleksiyonculugu ve
sergilenmesi {izerine yazdig1 makalede Berenson’un Harvard’da Islam
sanatinin sanat tarihinin bir pargasi olarak O0gretilmesi yolunda adimlar
attig1 ve bunun i¢in Aga-Oglu’nu onerdigi ortaya ¢ikmistir. Bu bildiri de
yukarida deginilen arsiv kaynaklarina dayanarak Riefstahl, Aga-Oglu ve
Berenson arasinda gelisen iligkilere yakindan bakmayi1 amacglamaktadir.
Riefstahl’in kariyeri ve Ozellikle Tirkiye’de yasadigi yillarda yaptigi
calismalari ele alinacaktir. Ayrica Riefstahl’in ¢aligmalarinda ona destek
olan, ancak esinin dliimiiyle Brooklyn miizesinde Misir sanati lizerine
ikinci bir kariyer yapan Elizabeth Riefstahl’in (1889-1986) miizede
bulunan yayinlanmamig bir yazisi da ¢iftin Tiirkiye’de gecirdigi yillara
151k tutmasi agisindan incelenecektir.
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