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KURATORDEN...

Bir nakkas icin tasvir cizmek ancak hakikate giden yolculugun
hikayesidir.

Nakkas gordigiinii degil gordigiiniin, génliinde olusturdugu hayali
kagida aksettirir.

islam kitap sanatindaki en énemli imgelerden birisi olan minyatr
sanati islam dininin resme olan mesafeli yaklasiminin bir reddedis
olmadiginin en acik gostergelerinden biridir. Tasvirin, islam &ncesi
dinlerde olusturdugu riskli alanlardan dolayi ilahiyat acisindan ciddi
bir mesafede oldugu bilinmektedir. Fakat tiim bunlarla birlikte tarihi,
bilimsel ve glizellik arayisi (estetik) kaygisiyla miicerred bir sanat ola-
rak icra edilmis olan minyatiir, islam cografyasinda Hindistan'dan Af-
rika'ya, Asya kitasindan Orta Avrupa’ya kadar medeniyetin en 6nemli
icra sahalarindan birisidir.

islam medeniyetinin tarihteki en 6nemli temsilcisi olarak kabul gé-
ren Osmanl Gslubunun tiim islam sanatlarinda oldugu gibi minya-
tlr sanatinda da son derece hatiri sayilir bir 6nemi bulunmaktadir.
Bir baska deyisle islam medeniyetinin tasvir konusundaki fikirlerinin
imbiklendigi ve sanat tarihine altin harflerle yazilageldigi cografya
Osmanli cografyasidir. Giinimiizde popiiler, bilimsel kanaatlerin ak-
sine minyatiir sanati Acem bélgesindeki sohretini aslinda temellerini
Selcuklu'nun attig) Tiirk-Islam sanatindan alir.

Osmanli minyatdirleri tarih, sosyoloji, kiiltir tarihi, cografya ve diger
alanlarda yapilan bircok arastirmada bu medeniyetin anlasilmasi i¢in
en 6nemli envanter niteligindedir. islam dininde getirilen resim ya-
sagina ragmen megru zeminde gelisebilmis kitap sanatinda Osmanli
minyaturleri sahip olduklari gercekci yaklasim sayesinde ayricalikl
bir yere sahiptir.

Tiirk-islam medeniyetinin Avrupa miizelerinde hapsedilerek gérmez-
den gelindigi ve giiniin konjonktiriine gore anlatildigi bu dénemde
pek cok islam sanati kolu gibi minyatiiriin de hem sanat hem de me-
deniyet izi bakimindan bilinmesi biyuk bir 6nem tasimaktadir. Kreas-
yonunu gerceklestirdig§imiz bu documantary-art sergisi, medeniyeti-
mizde minyatiiriin ne capta bir biyuklige ve 6zelli§e sahip oldugunu
sizlerle paylasmayl amaglamaktadir. islam medeniyeti ve mistisiz-
minin en 6nemli disavurumlarindan birisi olan tasvir lizerinden me-
deniyetimizi bir kez daha anlamaya calismak ve bunu tim diinyaya
tanitmak en biyiik vazifemizdir.

UNIDAY’14 kapsaminda gerceklestirdigimiz bu serginin Tirk-islam
medeniyetinin diinyaya tanitiimasinda miitevazi bir késetasi olmasini
Cenab-1 Hak’tan niyaz ediyoruz.

Murat OZER
Kadimsanat Grubu Genel Sanat Yénetmeni

A WORD FROM THE CURATOR...

Painting a miniature is but the story of the journey to truth for a
miniaturist.

The miniaturist does not paint what he sees, but reflects on paper the
dream awakened in his heart by what he sees.

Miniature painting, one of the significant images in Islamic bookcraft,
is also a clear indicator that Islam’s aloof stance on painting is not to
be interpreted as rejection. Depiction is known to hold a theologically
critical position, because of the perilous areas it has created in pre-Islam
religions. Nevertheless, miniature painting performed as a pure form of
art communicating historical, scientific and aesthetic concerns; is a ma-
jor area of expression in Islamic civilization, from India to Africa, from
Asia to Central Europe.

Ottomans, considered the most prominent representatives of Islamic
civilization in history, and their methods hold a significant place in min-
jature painting, as well as in other Islamic arts. In other words, Ottoman
territory was the terrain where the Islamic civilization's perspective on
painting was instilled and engraved in gilded letters in the annals of art
history. Contrary to current popular, scientific opinions, art of miniature
painting actually owes its celebrity in Persian region to Turkish and Is-
lamic arts, initiated by the Seljugs.

Ottoman miniatures qualify as a vital inventory for historic, sociological,
geographical researches, and researches in various other areas, such as
humanities, for the comprehension of this civilization. Their realist ap-
proach lends the Ottoman miniatures a privileged status in bookcraft, a
discipline that thrived successfully and legitimately, despite the proscrip-
tion of images in Islam.

In this day and age, of ignorance towards Turkish-Islam civilization
through its confinement to European museums and its narrative being
shaped by the current state of affairs, it is of paramount importance for
both arts and humanities to present miniature painting to a wider audi-
ence, as well as many other Islamic forms of art. This documentary-art
exhibition we curated intends to communicate the grandeur, quality and
range of miniature painting in our culture. It is our primary duty to en-
deavour once again to penetrate and globally promote our civilization
through taswir (depiction), a crucial expression of Islamic culture and
mysticism.

We are praying to Allah for this exhibition we organized as part of
UNIDAY’14 to become a humble milestone of Turkish-Islam civilization's
worldwide publicity.

Murat OZER
Kadimsanat Grubu Creative Director



Mevlevi kilahi formunda bir resim-yazi 6rnegi

“Ya Hazret-i Mevlana Celaleddin-i Ramft”

A calligraphic painting example in the form of the cone-shaped
Mevlevi headdress

“Ya Hazret-i Mevlana Celaleddin-i Romi”

BiR TASVIR ARAYISI OLARAK “RESIM - YAZI”

islam sanatinin resme olan mesafeli durusunun bir sonucu olarak
mesru zeminde ilk estetik drnekler yazi (kelam) tizerinden estetik tas-
viriyle baglamaktadir. Her ne kadar harflerle gerceklestirilmis bir ta-
sarimda resim zevkinin tamamen karsilanacagi mimkiin olmasa da
islam medeniyetinin sahip oldugu felsefi derinlige dair kodlari bu sa-
nat dalinda da aramak gerekmektedir. Her tiirli sosyal ziimreye hitap
edebilen resim-yazilar hem yaziy1 daha akilda kalici ve canli bir halde
tutmaktadir hem de séziin (kelam) giiciini de izleyiciye sunmaktadir.
Resim denemesi olarak kabul edilebilecek olan hat sanatindaki bu ya-
zilarin tasvir olarak nitelendirilmesi pek miimkiin gériilmese de islam
sanatinda cismin (imge), gozle olan miinasebeti bakimindan son de-
rece 6nemlidir.

Ay-yildiz formunda bir resim-yazi 6rnegi
“La ilahe illallah Muhammedu'r-Resdlallah”
A calligraphic painting example in the form of
star and crescent
‘La ilahe illallah Muhammedii'r-Resalallah”

Agag formunda bir resim-yazi 6rnegi

A calligraphic painting example in the form of a tree

“CALLIGRAPHIC PAINTING” IN A QUEST FOR DEPICTION

As a consequence of the aloof stance of Islamic art on painting, the ear-
liest legitimate samples in aesthetics begin with aesthetic depictions
through inscription (kelam). Although it is not possible to fully experience
the pleasure of painting through a composition executed wholly in letters,
it is imperative to pursue the codes of philosophical depth possessed
by Islamic civilization within this art form as well. Calligraphic paintings
that communicate to a wide spectrum of social segments both render
the word more memorable and vivid and present the power of the word
(kelam) to the audience. Although it does not seem possible for these
inscriptions in calligraphic arts, which could be considered as experiments
in painting, to qualify as depictions, they are crucial for the correspond-
ence between the object (image) and the eye in Islamic art.



MINYATUR NEDIR?

Yazma eserlerde anlatilan olaylar gorsel olarak da
ifade etmek icin yapilan tasvirlere minyatir denir. Bu
terim, Ortacag Avrupasinda ortaya ¢cikmis olan, ‘mi-
nium’ adindaki kirmizi boyadan tiiremistir. Bu dénem-
deki yazma eserlerde bolim baslarini belirtmek icin
yapilan suslemelerde bas harfi vurgulamak maksa-
diyla yapilan siislemeleri tanimlamaktadir. Sonralari
Latince ‘miniare’ kokiinden tiiretilerek italyancaya
‘miniatura’, Fransizcaya ‘miniatiire’ biciminde gecmis
ve zamanla yazma kitaplardaki resimleri ifade etmek
icin kullanmilan bu terim, Tirkceye Bati dillerinden
girmistir. Ancak Osmanli dénemi kaynaklarinda min-
yatiir teriminin yerine daha ¢ok ‘tasvir’ veya ‘nakis’
sozctklerinin kullanildigi gordlir.
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Minyatir yapilirken renkler st tste surliir ve bunla-
rin birbirine karismamasina ézen gosterilirdi. Bunun
icin de suyla inceltilmis toprak boyalar kullanilirdi.
XIV. ve XVIII. yiizyillar arasinda eserlerde bu boyalari
sabitleyebilmek icin iclerine taze yumurta sarisi ka-
tihrdi ancak bu sekilde hazirlanan boyalar bir daha
kullanilamaz hale gelir ve her kullanim icin yeni boya
hazirlamak gerekirdi. iste bu yiizden zamanla boya-
larin icine yumurta sarisi yerine suda eritilmis tutkal
karistirilimaya baslanmis ve bu teknikte suda eritilmis
tutkalin icine bir damla pekmez ya da iki damla tizim
suyu katilarak boyalar kurusa bile istenildiginde suyla
eritilerek yeniden kullanilir hale getirilirdi.
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2 ; ; %] Minyatiir yapimina uygun fircalar ise, ti¢ aylik beyaz
'.: 2 t 2k kedi yavrusunun gidi tiiyiinden yapilmis cok ince kill
Flarrs fircalardi. Kagitlar ise aharli kagitlardir. Zira yumurta

2 akiyla bir miktar sapin sivilasincaya kadar bir fincan
icinde karistirilip kagida sirilmesi ve kuruduktan
sonra kuru ceviz veya thlamur agacindan cukur bir
tahta lizerinde miihrelenmesiyle elde edilen bu kagit-
larda minyatiir daha parlak gértinir. Yahut sekersiz
nisasta iceren boza kivaminda bir karisimla da min-
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Mirza Ali tarafindan naksedilmis Firdevsinin Sehname adli eserinden bir minyatar. yatiir yapmaya uygun kagitlar hazirlanabilmektedir.
Minyatiirde “iman Gemisi” tasvir edilmistir - Metropolitian Miizesi islam Balumi Koleksiyonu

A miniature painting by Mirza Ali, in Ferdowsi’s Shahname. The miniature painting depicts Minyatirde islenecek konu, eskiz olarak ¢ok ince kill
“Iman Gemisi” (Ship of Faith) - Metropolitan Museum of Art, Collection of Islamic Art fircalarla kiremit rengi boya veya sepya miirekkebiy-

le kagida cizilir. Boyama isleminde 6nce altin surdlr
sonra diger renklere gecilir. Nakkas, parmak tzerin-
den aldigi boyayi, firca ceperlerinde capak olmasin
diye bas parmagin kirisiklari arasinda cevirerek ince
ve hassas calismayi saglar.



WHAT IS MINIATURE PAINTING?

Depictions, painted for the purpose of visually expressing
narratives chronicled in manuscripts, are called miniature
paintings. The term stems from the red pigment called
‘minium’, which itself originates from medieval Europe. The
term describes the illuminations designed to emphasize in-
itial letters in manuscripts in order to mark the beginning
of a chapter. The term eventually found its way into Ital-
ian as ‘miniatura” and into French as ‘miniature’, deriving
from the Latin root ‘miniare’, and this term, employed to
describe the pictures in illuminated manuscripts, which was
afterwards transferred into Turkish from Western languag-
es. However, sources from the Ottoman period have been
known to employ the words ‘taswir or ‘nakish’ more often
than the term miniature.

While painting a miniature, colors would be applied as
overlapping layers carefully, without letting them mix. To
that end, earth pigments diluted with water would be used.
Between the XIV" and the XVIII"" centuries, a standard prac-
tice was to add fresh egg yolk to those pigments, to act as
a binder. But the pigments prepared by this method would
become unfit for reuse and each painting would require
the preparation of fresh pigments. Consequently, watered
down glue took egg yolk's place as a binder and by adding
a drop of molasses or two drops of grape juice into the di-
luted glue, the pigments were thus plasticized and rendered
fit for reuse.

Paint brushes for miniature painting were very thin brushes,
manufactured from jowl hair collected from three month
old kittens. Miniatures would be painted on what was known
as ‘dressed’ paper. On account of producing much brighter
miniatures, a liquid mixture of egg-white and alum would
be rubbed over the paper’s surface and after the mixture
dried, the paper would be burnished with a muhre (a wood-
en tool with handles and a protruding piece of polished flint
in the center) made of dry walnut or linden wood. A thick
liquid made of non-sugared starch flour could also be used
in the preparation of papers for miniature painting.

Theme of a miniature painting would be sketched out on
paper, using very thin brushes and terra cotta or sepia pig-
ments. During the painting process, gold pigments would
be applied first and other pigments would be applied after-
wards. Since he would use his thumb as a palette for his
pigments, a ‘Nakkash' (miniature painter) would first circu-
late the pigment through the creases on his thumb, in order
to prevent crusting on the fringes of the brush and to allow
for fine and delicate work.

Mirza Ali tarafindan naksedilmis Firdevsinin Sehname adli eserinden bir minyatir. Minyatirde
“Dinlenen Avcilar” tasvir edilmistir - Metropolitian Muzesi islam Bslumi Koleksiyonu

A miniature painting by Mirza Ali, in Ferdowsi's Shahname. The miniature painting depicts “The
Hunting Party at Rest” - Metropolitan Museum of Art, Collection of Islamic Art






Mirza Ali tarafindan naks

edilmis Firdevsinin Sehname adl
eserinden bir minyatur. Minyattrde
“Sada Bayrami” tasvir edilmistir.
Metropolitian Miizesi islam Bélimi
Koleksiyonu.

A miniature painting by Mirza Ali, in
Ferdowsi's Shahname. The miniature
painting depicts “Sada Bayrami.”
Metropolitan Museum of Art, Collection
of Islamic Art.

Hafiz divanindan bir minyattr detay.
Minyatirde “Sema Eden Dervisler”
tasvir edilmistir.

Detail of a miniature painting in Hafiz
divani. The miniature painting depicts
“Whirling Dervishes’”.



iSLAM SANATINDA MiNYATUR

islam sanat tarihinde anitsal resim yalnizca Emeviler doneminde, VIL.
ve VIII. yizyillar arasinda kendini gostermektedir. Bu donemde yeni
topraklarin fethedilmesiyle buralarda var olan kadim kiltiirlerle tema-
sa gecilmis ve bu durumun bir neticesi olarak Kubbeti’s- Sehra (691),
Sam Emeviye Camii (705-721), Kusayr-1 Amra (711-715) ve Kasru'l
Hayri’l Garbi (728) gibi dini ve sivil yapilarin duvarlarina Geg Helenis-
tik ve Sasanf sanat geleneklerinin etkisini yansitan natiiralist tarzda
resimler ve mozaikler yapilmistir.

Ancak IX. yiizyila gelindiginde islam sanat tarihinde son derece radikal
bir degisim yasanmis ve Kur'an-1 Kerim'de resmi yasaklayan kesin bir
emir bulunmamasina ragmen bazi hadisler kiyamet ginii geldiginde
canli varliklarin resimlerini yapanlarin cezalandirilacagi seklinde yo-
rumlanmistir. Bu yorumlarin ardindan resim sanati net bir ¢izgiyle ya-
saklanmis, s6z konusu dénemden itibaren yapi stislemesi niteligindeki
duvar resimleri ve mozaikler yerlerini kitap resimlerine birakmistir.

Kitap resimlemenin ise Abbasiler doneminde baslamasi, resim yasa-
giyla celismeyen bir Islam dustincesinin olusmasiyla agiklanmaktadir.
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Bununla birlikte Ge¢ Abbasiler doneminde toplumdaki iktisadi yapinin
degismesiyle birlikte de, ortaya ¢ikan yeni zengin ve tiiccar sinif da re-
simli kitap Gretiminin artisinda etkin rol oynamistir. Bu dénemde antik
kaynakli bilimsel eserlerin cevirileri yapiliyor, bu yogun ceviri faaliyeti
sirasinda bir yandan da kitaplarda yer alan resimler soyutlastirilarak
kopya ediliyordu. Ote yandan, dénemin sevilen edebiyat kitaplar tas-
virlerle siisleniyor ve bu tasvirlerle gélge oyununu andiran sematik
kaliplar kullaniliyordu. Abbast doneminde filizlenen bu gelismenin gu-
niimize ulasan en erken drnekleri ise, XI. yiizyila aittir.

islam minyatiirlerinde perspektiften arinmis, anatomik oranlardan ve
1sik golge kurallarindan sakinilarak olusturulmus Gslubun, kendinden
sonraki dénemleri etkileyecek nitelikte klasik bir kimlige kavusmasi
ise, ancak XIV. ylizyll sonlarinda Azerbaycan ve Irak'ta Celayirlilerle
(1339-1432) iranin Fars bolgesine hakim olan Muzafferi (1353-1393)
hanedanhginin hamiliginde gerceklesecektir.

Hadikatti's-Suada adli eserden bir minyatiir detayi - Topkapi Sarayr Miizesi Kittphanesi Arsivi

Detail of a miniature painting in the manuscript Hadikat(i's-Suada - Topkapi Palace Museum Archive and Library



MINIATURE PAINTING IN ISLAMIC ART

Monumental painting in the Islamic art history can only be glimpsed dur-
ing the reign of Umayyads, between the VII"" and VIII™' centuries. In this
era, conquest of new lands brought on a contact with the ancient cultures
that existed in those lands and in consequence walls of religious and civil
buildings, such as Qubbat As-Sakhrah (691), Al-Amawi Mosque Damas-
cus (705-721), Qusayr Amra (711-715) and Qasr al-Hayr al-Gharbi, were
decorated with frescoes and mosaics in naturalistic style, displaying the
influence of Late Hellenistic and Sassanian artistic heritages.

At the arrival of the IX™ century, though, Islamic art history underwent a
radical chance and, despite the lack of an explicit commandment in Quran
that prohibits images, some interpretations of the hadith claimed that
those who created images of sentient living beings would be punished
on the judgment day. Following such interpretations the art of painting
was decidedly prohibited, while frescoes and mosaics that used to adorn
buildings yielded their position to illuminated manuscripts.

Emergence of illuminated manuscripts during Abbasid Caliphate is ex-
plained by the manifestation of Islamic ideology that does not contradict

the aniconism. Nevertheless, a new wealthy social class of merchants
that arose during the Late Abbasid Era, due to the transformation of the
society’s economic structure, also played an active part in the increased
numbers of illustrated manuscripts that were being produced. During this
period, scientific works originating from Antiquity were being translat-
ed and, during this arduous activity of translation, the pictures in those
books were also being abstractionized and copied. On the other hand,
popular literary works of the period were being decorated with depictions
and the said depictions were employing schematic patterns that resem-
bled shadow theatre. Earliest examples of this progress, which sprouted
during Abbasid Period, date back to XI" century.

This particular style of Islamic miniatures, a style devoid of perspective,
structured by avoidance of anatomical proportions and principles of light
and shadow, was finally going to acquire a classical identity, that would
influence later periods, in the late XIV* century thanks to the patronage
of Jalayirids (1339-1432) of Azerbaijan and Irag, and Muzaffaris (1353-
1393) of Persian region of Iran.

Hadikatii's-Suada adli eserden bir minyatiir detayi - Topkapi Sarayi Miizesi Kittphanesi Arsivi

Detail of a miniature painting in the manuscript Hadikat(i's-Suada - Topkapi Palace Museum Archive and Library



Hadikatii's-Siieda

Hz. Huseyin'in Kerbeld'da sehit edilisinin anlatildigi Hadikatii’'s-Steda
Fuz{ltnin en taninmis eserlerinden olup asirlarca biitiin Tirk illerinde
okunagelmistir. Unli Sair Fuzltnin gazellerinde gérilen lirizm ve he-
yecani bu eserine de yansitmayi basarmistir. Hadikatii’s-stieda kisa
bir mukaddime ile baslar. Fuzuli bu bslimde kendinden 6nceki bazi
eserleri 6rnek alarak ve yararlanarak Hadikati’s-stiedd’yr yazdigini
aciklar. Eser 10 bab (bélim) ve bir hatime (son) olarak tertip edil-
mistir. Birinci bélimde sirasiyla Hz. Adem, Hz. ibrahim, Hz. Yakub, Hz.
Yusuf, Hz. Musa. Hz. isa, Hz. Eyyub, Hz. Zekeriya ve Hz. Yahya pey-
gamberlerin hayatlarinda cektikleri eziyetlerden séz edilmistir. ikinci
bélim Hz. Peygamberin hayatini ve cilelerini konu alir. Son bélim ise
kitabin telif sebebini anlatan bélimdir. Bu bélimde Hz. Hiseyin'in
Yezid'in askerleri tarafindan Kerbeld'da sehit edilisi hikaye edilmistir.
Eserin hatime (son) kisminda ise Ehl-i Beyt'in Kerbeld'dan Sam’a ge-
lisleri anlatilmistir.

Hadikatii's-Stiada

Hadikatt's-Stieda is one of Fuzlili's most famous works, narrating how
imam Hussein was martyred at the battle of Karbala, and it has kept be-
ing read in Turkish realms throughout centuries. Lyricism and enthusiasm
perceived in famous poet Fuz(li's ghazals is also reflected in this mas-
terpiece. Hadikati's-Stieda begins with a short preamble. In this chapter,
FuzdIt explains how he composed Hadikatl's-Stieda by following the ex-
ample and making use of some works that preceded himself. The piece is
composed of 10 bab (chapters) and a hatime (epilogue). The first chapter
narrates the sufferings of the prophets Adam, Abraham, Jakob, Joseph,
Moses, Jesus Job, Zechariah and John, respectively. The second chapter
narrates the life and sufferings of Prophet Muhammad. The last chapter
contains the narrative raison détre of the book. In this chapter imam
Hussein's martyrdom in Karbala at the hands of Yazid's army is recounted.
Hatime (epilogue) chapter of the book tells the story of Ahl al-Bayt’s (the
household of Prophet Muhammad) journey from Karbala to Damascus.

Hadikatti's-Suada adli eserden bir minyatiir detayi - Topkapi Sarayr Miizesi Kittphanesi Arsivi

Detail of a miniature painting in the manuscript Hadikat(i's-Suada - Topkapi Palace Museum Archive and Library



e e | g W o r
U/u“-‘éb %J,bﬁwwf




iSLAM DUNYASINDAKI iLK MiNYATURLU YAZMALAR VE TURKLERIN KATKILARI

islam sanatinda bilinen ilk minyatiirlii yazmalarin XI. yiizyilin sonlarin-
dan geldigi bilinse de, Misirda Fayyum ve Fustat’ta bulunan Fatim?
Hanedanligl dénemine ait oldugu tahmin edilen birtakim resim parca-
lari da mevcuttur. Bu belgeler bize, kitap ressamliginin X. ve XI. yiizyil-
larda da var oldugunu kanitlamaktadir.

Kitap olusturmanin sistemli bir yapiya kavusturulmasinin IX. yiizyilda
Halife Mema@n'un, antik kitaplar Arapcaya cevirmesiyle baslamis ve
Gec Antik déneme ait bu kaynaklar gevrilirken resimleri de onlarla bir-
likte kopya edilmistir. Ancak tiim bu bilgilerle birlikte giinimiize ulasan
antik eserlerin resimli kopyalari ancak XI. yiizyil Selcuklu dénemine
kadar uzanabilmektedir. Selcuklularin, XI ve XII. yiizyillarda iran'dan On
Asya, Mezopotamya, Suriye ve Anadolu’ya yayilmalariyla birlikte islam
minyatiri lzerinde Tirklerin etkisi artmistir.

Dioskorides’in sifali otlar hakkinda yazdigi Materia Medica adli ese-
rinin Arapca cevirisi Kitab el-Hasd'is ile Claude Gallenos’un zehirlen-
meler konulu eserinin Arapgasi olan Kitab el-Tiryak niishalari dénemin
en erken tarihli minyatirlerini icermektedir. Antik kitaplardan kopya
edilerek yapilan bu ilk tasvirlerde Bizans resminin esintileri de his-
sedilmektedir. En erken 6rnegi XI. yiizyihn sonunda yapildigi sanilan
Dioskorides yazmalarinin minyatirleri, genellikle metnin arasina si-
kistiriimis, cercevesiz, basit bitki ve hayvan betimlemelerinden m-
tesekkildir.

Kitab el-Tiryak adh eserin bazi minyaturlerinde ise, Uygur fresklerin-
deki kompozisyon kurallarinin yinelendigi gorilir. Eserin basindaki
takdim minyatird niteligindeki tasvirlerde, Orta Asya Uygur resim
geleneginin etkisi acikca goriilmektedir. Eserin o6zellikle Viyana'daki
niishasinin takdim minyatiird, gerek kompozisyon gerek figirlerin isle-
nisi bakimindan eseri resimlendiren sanatgilar arasinda Uygur gelene-
gini surduren Turk asilh ressamlarin da bulundugunu ortaya koyacak
ozelliklere sahiptir.

Anadolu Selcuklu resim sanatinin en énemli érnekleri ise, Konya'da
XIIl. ylizyil baglarinda Hoylu Abdilmiimin bin Muhammed adli nakkas
tarafindan resimlendirilen Varka ve Gulsah adli eserde yer almaktadir.
Mesnevi tarzinda yazilmis bir ask dykisii olan bu eser, Ayyuki tarafin-
dan Gazneli Mahmud icin Farsca ve manzum olarak kaleme alinmistir.
Resimli ve tek nushali olan bu yazmada, metnin icerisine yatay frizler
halinde yerlestirilmis tasvirlerle 6ykuntn tim ayrintilari verilmeye ca-
hsilmistir. Kékleri Orta Asya Uygur resmine kadar uzanan bu resimler,
Selcuklularin keramik ve ¢inilerinde de rastlanan geleneksel resim (s-
lubunun en seckin ve karakteristik 6rnekleridir.

Anadolu Selguklularindan giiniimiize ulasan son minyatiirlii yazma ise,
Nasreddin Sivasinin Tezkere'sidir. Eserin tasvirlerinin ikonografyasin-
da i¢ Asya etkileri goriilirken, form diliyle Bizans sanatina yakinlik
gosteren minyatirlere sahip olmasi eseri ilgi cekici kilar.

Bu 6rneklerin disinda bazi kaynaklarda XIII. yiizyilda, Konya'da Hz. Mev-
|ana ve miritlerinin de sanatla ilgilendikleri bilinmektedir. Ornegin Ah-
med Eflaki Dede Menakib@’l-Arifin adli eserinde Aynuddevle adinda bir
ressamin Hz. Mevlana'nin yirmi kadar pozunu kagit tizerine cizdiginden
soz eder. Eflaki'ye gore Pervane Muineddin Kayseri'de gorevliyken Hz.
Mevlana'dan uzakta olmaya gonlii razi olmayan Giircii Hatun Aynud-
devle’'den Mevlana@’nin bir tasvirini yapmasini ister. Selcuklu sultani I1.
Keyhisrev'in kizi olan Gircti Hatun'un istegi tizerine Hz. Mevlana’nin
yanina giden Aynuddevle, yiiziini kagida isler. Ancak kagida her ba-
kisinda tasvirin ve tasvir edilen Hz. Mevlan&nin birbirinden degisik
halde oldugunu gériir. Aynuddevle hayretler icerisinde aglayarak bu
tasvirleri gerceklestiremeyecegini ilahi bir isaret olarak algilar. Bugiin
bu tasvirlerin nerede oldugu ise, bilinmemektedir. Aynuddevle bununla
birlikte Hz. Mevlana'nin neyzenbasisi Hamza Dede’nin de ayakta ney
tfler vaziyette bir tasvirini naksetmistir. Bu minyatirin de asl kayip
olmakla birlikte elimizde bazi kopyalari bulunmaktadir.

Bu bilgiler 1si8inda, Diyarbakir yéresinde Artuklularin ve Konya'da Sel-
cuklularin himayesinde gelisen Anadolu minyatir sanatinin ilk 6rnek-
lerinin XlI. ve XIll. yiizyillarda daha cok bilimsel eserlerde yer aldigini
belirtmek miimkiindiir.

Doénemin bilim konulu kitaplarinda gtindelik yasami canlandiran tas-
virler de yer almaya baglamis, bdylece Geg Antik ve Bizans etkilerini
6ziimsemis yeni bir resim tslubu dogmustur. Bu tislup, dénemin edebi-
yat konulu eserlerindeyse olgunluga ulasmistir. Beydaba'nin Kelile ve
Dimme ve Hariri'nin Makamat adli eseri bu gelisimin en dikkat cekici
orneklerine sahiptir. Bu eserlerde dénemin sosyal hayatini ve bélgenin
Hristiyan, Habesi, yerli Arap ve Selcuklu Turklerinden olusan kozmopo-
lit niifusunu belgeler nitelikte tasvirler bulunmaktadir.

Selcuklu déneminde, hiikiimdarlarin yani sira Hz. Mevlana ve midirit-
lerinin destegiyle Anadolu'da olusturulan sanat ortaminda minyattr
sanati da 6nemli bir yer tutmaktaydi. Diger taraftan Xll. yizyilin ilk
yarisindan XlIl. yiizyilin ilk ceyregine kadar Artuklu emirlerinin de resim
sanatina destek verdigi, bilhassa Diyarbakir'da yazma kitap faaliyetle-
rinin hiz kazandigi bilinmektedir.

Xl ve XllI. yuzyillara ait ilk minyatiir 6rneklerine gelince, bunlar Ana-
dolu'nun cesitli merkezlerinde hazirlanan eserlerde yer almistir. Sil-
vanda Artuklu Emiri Necmeddin Alpi'ye sunulan Dioskorides’in Materia
Medica adh botanik ve zoolojiyle ilgili eserinin Kitdb el-Hasd'is adiyla
Siiryaniceden Arapgaya ¢evrilmis niishasi, minyatiir iceren en erken
tarihli eser olarak kabul edilmektedir.



THE FIRST ILLUMINATED MANUSCRIPTS IN ISLAMIC WORLD AND THE CONTRIBUTIONS OF TURKS

Although it is acknowledged that the first illuminated manuscripts in
Islamic art history date back to the late XI" century, some fragmental
paintings also exist and estimatedly date back to the Fatimid Caliphate
of Faiyum and Fustat in Egypt. These documents prove the existence of
manuscript painting in the X" and XI* centuries.

Systematization of bookcraft began in the IX" century with Caliph
Al-Mamun translating books of Antiquity into Arabic and as those
books from the Late Antiquity were translated, the illustrations within
them were also copied. Yet, in the light of all this information, extant
illuminated copies of books of antiquity date only as far back as
the XI™ century’s Seljuq period. The Turkish influence on the Islamic
miniature painting increased, following the Seljugs’ expansion in the
Xlth and XII™" centuries from Iran to Asia Minor, Mesopotamia, Syria
and Anatolia.

Translation of Materia Medica, a book on therapeutic properties of plants
by Dioscorides, into Arabic, titled Kitab al-Hasha'ish, and the Arabic edi-
tion of Galen’'s book on poisonings, titled Kitab al-Diryaq, contain the ear-
liest samples of miniature paintings. Those first depictions, copied from
books of antiquity, manifest the influences of Byzantine paintings as well.
Miniature paintings in Dioscorides’ manuscripts, earliest examples of
which are believed to originate from the end of XI™ century, are usually
comprised of simple plant and animal depictions, lodged between parts
of the text with no framing.

In some miniature paintings of Kitab al-Diryaq, a replication of compo-
sition principles in Uyghur frescoes can be observed. At the beginning of
the book, depictions that qualify as introductory miniatures clearly display
the influence of Central Asian Uyghur painting heritage. Especially the
introductory miniature in its Vienna copy has the necessary qualities to
reveal that painters of Turkish origin who continued the Uyghur tradition,
both in composition and in the rendering of figures, were among the
artists who illustrated the manuscript.

Most notable examples of Anatolian Seljug art of painting, on the other
hand, are featured in the manuscript titled Varka ve Gulsah illustrated by
a nakkash named Abdulmdmin bin Mohammed of Hoy, at the beginning
of XIlI™ century in Konya. This was a love story, composed in the form of
a masnavi (@ poem based on independent, internally rhyming lines) by
Ayyuki for Mahmud of Ghazni in Farsi. In this illustrated manuscript of
sole copy, an attempt was made to depict all details of the story through
illustrations set as friezes within the text. These pictures, their origins go-
ing back to Central Asian Uyghur paintings, are the prime and distinctive
examples of traditional Seljug painting, which can also be observed in
Seljug ceramics and tiles.

The last surviving illuminated manuscript of Anatolian Seljug make is Tez-
kere by Nasreddin Sivasi. While the iconography of the depictions exhibit

Inner Asian influences, the miniature paintings display a kinship with Byz-
antine art through their visual language of form, resulting in a compelling
work of art.

Besides these examples, some sources register that in the XIII*" century
Konya, Mawlana and his disciples were also interested in arts. Ahmed
Eflaki Dede, for instance, in the book Menakibd'I-Arifin, mentions a paint-
er by the name of Aynuddevle, who sketches about twenty poses of
Mawlana on paper. According to Eflaki, while Pervane Muineddin was sta-
tioned in Kayseri, Glrcl Hatun could not bear to be away from Mawlana
and asked Aynuddevle to paint a taswir of Mawlana. At the request of
GUrct Hatun, daughter of Seljug sultan Kaykhusraw II, Aynuddevle ap-
proached Mawlana and portrayed his countenance on paper. Yet he saw,
every time he glanced at the paper, that the depictions and Mawlana as
he was being depicted were dissimilar. Aynuddevle, baffled and in tears,
took that as a divine omen that he could not accomplish such taswirs.
At present, whereabouts of those taswirs is unknown. However, Aynud-
devle had also painted a taswir of Hamza Dede, Mawlana's neyzenbasi
(archneyblower), while he blows his ney in an upright position. Although
the original miniature painting is also lost, we do have some copies of it.

In light of this information, it is possible to declare that the first examples
of the art of Anatolian miniature painting, which thrived under the pa-
tronage of the Artugids in Diyarbakir and the Seljugs in Konya, appeared
during the XII™ and XIII™" centuries and mainly in scientific books.

Depictions of daily life began to emerge in the science themed books of
the period, resulting in a new style of painting, that absorbed the influ-
ences of Late Antiquity and Byzantium. This style reached maturity with
literary works of the period. Kelile ve Dimme by Beydaba and Makamat by
Hariri contain the most remarkable examples of this development. These
books are decorated with miniature paintings that document the social
life and cosmopolitan population of the region, comprised of Christians,
Ethiopians, local Arabs and Seljug Turks.

During the reign of Seljugs, art of miniature painting dominated Anato-
lia’s artistic milieu, supported not only by the sultans, but by Mawlana
and his disciples as well. On the other hand, it is established that Artuqid
dynasty supported the art of painting from the first half of XII" century
to the first quarter of the XIII™" century and the making of manuscripts,
especially in Diyarbakir, accelerated.

Regarding the earliest examples of miniature paintings from XII™" and
X" centuries, those were featured in books crafted in various hubs of
Anatolia. A copy of Materia Medica, a book on botany and zoology by Di-
oscorides, translated from Syriac into Arabic and titled Kitab al-Hasha'ish,
presented to Artuqid ruler Najm al-Din Alpi bin Timurtash in Silvan, is
recognized as the earliest example of a manuscript featuring miniature
paintings.



OSMANLI NAKKASHANESi VE NAKKASLAR

Osmanlr'da kitap sanatinin icra edildigi atdlyelere nakkashane adi verilmekteydi. Bu atélyeler, XIV.
yiizyildan itibaren iran ve Hindistan'da kurulan Miisliiman devletlerde sanat koruyuculugunu da iist-
lenmis hiikimdarlarin destegiyle faaliyet gosteren ve ayni zamanda sanatcilarin egitildigi kutub-ha-
ne (kitab-hane) denilen atélyelerin islevini tstleniyordu.

Osmanlrda nakkaslar sarayi icin calisan sanatcilar ve zanaatkarlar teskilati olan ehl-i hiref
icinde suphesiz en 6nemli bsligl olusturuyorlardi. Zira bu teskilat icerisinde yazma eserle-
rin sislenmesi, resimlenmesi metinleri sinirlayan cetvellerin cekilmesi, boyalarin hazirlanmasi
gibi kitap sanatlariyla ilgili islerle birlikte; kalem isi ya da ¢ini desenleri gibi mimari stslemele-
rin tasarlanmasindan ahsap ve mukavvadan yapilan kiictik sandiklarin bezenmesi; cadir, otag,
hali ve kumas gibi dokumalarda kullanilan desenlerin hazirlanmasina kadar biitiin islerden
nakkaslar sorumluydu.

Osmanh sarayinda nakkaslar da, diger ehl-i hiref bélukleri gibi Enderun agalarindan hazine-
darbasinin emrindeydiler ve ehl-i hirefe mensup herkes gibi onlar da gérev ve maaslarini ha-
zinedarbasi araciligiyla alirlardi. Giinlimiize ulasan arsiv kayitlarindan anlasildigi kadariyla bu
orgiite mensup nakkaslara, yeteneklerine ve kidemlerine gore lic ayda bir maas 6denmekteydi.
Ek is verildigindeyse kendilerine ayrica ticret 6denirdi.

XVLI. yzyila gelindigindeyse, ehl-i hiref icindeki nakkaslar érgutiinin yapisinda bazi degisiklik-
lere gidilmistir. Saray butcesine ait defterlerden anlasildigi tzere, 6zellikle Kanuni éneminde
nakkaslar boliigiinun basi olan sernakkas veya serbéliik ismiyle anilan nakkasbasinin hiyerar-
sik olarak tizerinde, aylikli ve 6zel statiiye sahip baska bir nakkasbasi daha gérev yapmaktaydi.
Yizyilin son ceyregindeyse nakkas sayisinin artmasiyla nakkaslar bsliigiinde yeni idari gérev-
ler olusmustur. Buna karsin aylikl ve 6zel statii sahibi nakkagbasilik gérevi de kaldirilmistir.
XVI. yuizyil sonlarinda olusan bu yeni 6rgiitlenme, XVII. yiizyihn baslarinda varligini devam etti-
rebilmigse de sanatgi sayisinin azalmasiyla birlikte zayiflamaya baslamistir.

Yazma eserlerin hazirlandigi atélyelerin nerede olduguyla ilgili kesin bilgi bulunmamakla birlik-
te kaynaklarda zikredildigine gore bazi ¢cok yetenekli nakkaslara ézel atdlyeler tahsis edilmistir.

Sarayin ehl-i hiref teskilatinin nakkaglar béliigiinin disinda kalan nakkaslarin cahstiklari bas-
ka bir atélyenin de erken donemlerden itibaren sarayin disinda bulundugu bilinmektedir. Bu
atolyenin Ayasofya’nin karsisinda yer alan ve eski bir Bizans kilisesi olan Arslanhane’nin st
katlarinda bulundugu kaynaklarda belirtilmektedir.

Evliya Celebi, Seyahatndmesi'nde de Arslanhane’nin st katlarindaki hiicreler ve yiiz diikkkanda
calisanlar ile evlerinde calisan bin nakkastan s6z etmektedir. Ayni yiizyilda Eremya Celebi'nin
yazdigi Istanbul Tarihi'nde de Evliya Celebi’nin séz ettigi atdlyeden sz edilmektedir.

Arslanhane’nin Ust katlarindaki resmi isleri yapan nakkas atélyesinin disinda saray icin ca-
lisan nakkaslarin sanatlarini icra ettigi bir Hassa Nakkashanesi'nin de oldugu bilinmektedir.
XVI. ve XVII. ylizyilllara ait bazi belgelerin yani sira gerek Ill. Ahmed’in sehzadelerinin siinnet
diginind konu alan Sair Vehbi'nin minyatiirlii Stirname-i Vehbi’'sinde gerekse Mehmed Ha-
zin'in Stirname’sinde digiin eglenceleri bittikten sonra padisahin Arslanhane’nin yakinindaki
Nakkashane kasrindan alay nahillarini seyredisinden s6z edilerek Atmeydani’nda bulunan bir
Hassa Nakkashanesi yapisinin varligina isaret edilir. Sirname-i Vehbi'de bu olayi canlandiran
bir minyatiir de mevcuttur.




OTTOMAN SCHOOL OF MINIATURE PAINTING AND MINIATURISTS

The studios where the bookcraft was practised in Ottoman era were called nakkashanes. Those studios
had been operating in Islamic states that had started to emerge in the XIVth century Iran and India,
under the patronage of rulers who had assumed the role of a benefactor of arts. Nakkashanes had taken
over the function of studios called kutub-hane (kitab-hane), where artists used to be trained.

In the Ottoman era, nakkashes were undoubtably the most important division of ehl-i hiref, organization
of artists and craftsmen working for the royal court. This was due to the fact that nakkashes had a broad
range of duties, from designing architectural decorations, such as engravings or tile patterns; to deco-
rating small wooden or cardboard chests, to designing patterns for woven fabrics to be used as tents,
pavilions, carpets and cloths; in addition to their duties in bookcraft, such as illuminating and illustrating
manuscripts, ruling of the pages to layout the borders of the text and preparation of the pigments.

In the Ottoman court, nakkashes would operate under the command of khazinehdar-bashi (a treasur-
er-in-chief and an agha of Enderun, Ottoman Palace School), as would other ehl-i hiref divisions and,
just like any other member of ehl-i hiref, they, too, would receive their wages through khazinehdar-bashi.
According to the surviving records, nakkashes who were registered to this organization would receive
quarterly wages, proportional to their talent and experience. They would also be paid additionally when
they had additional assignments.

By the XVI century, some changes were brought to the structure of the nakkashes’ organization within
ehl-i hiref. As can be seen on the royal ledgers of the period, another nakkashbashi with a monthly
wage and a special status, hierarchically above nakkashbashi, the chief nakkash who was referred to as
sernakkash or serboluek, would be employed, especially during the reign of Suleiman the Magnificent.
During the last quarter of the century, due to the increase in the number of nakkashes, new administra-
tive duties emerged within nakkashes'’ division. Nevertheless the position of nakkashbasi with a monthly
wage and special status was also abolished. This new organization structure, emerging around the end
of XVI'" century, although it survived the beginning of the XVII"™ century, began to decline as the number
of artists started to decrease.

Despite a lack of information on the whereabouts of manuscript workshops, sources mention that some
extraordinarily talented nakkashes were granted private studios.

It is also an established fact that another workshop outside the palace grounds was allocated to nak-
kashes outside the nakkashes division of the court’s ehl-i hiref organization. According to the sources,
this workshop used to be located on the upper floors of Arslanhane, a former Byzantine Eastern Ortho-
dox church located right across from Hagia Sophia.

Evliya Celebi also mentions, those who work in the cells and a hundred workrooms on the upper floors
of Arslanhane and a thousand nakkashes working from their homes, in his Seyahatname (Travelogue).
History of Istanbul by Eremia Chelebi, written in the very same century, also refers to the workshop
mentioned by Evliya Celebi.

Aside from the official nakkash workshop on the upper floors of Arslanhane, a Hassa (royal) Nakkash-
hane is also known to have been allocated to nakkashes working for the court to perform their crafts. In
addition to some documents from the XVI"™ and XVII*" centuries, in both Strndme-i Vehbi, an illuminated
manuscript depicting the festivities celebrating the circumcision of princes, Ahmed III's sons, by Sair Ve-
hbi and in Stirndme by Mehmed Hazin, the existence of a Hassa Nakkashane (a royal nakkashane) in Hip-
podrome is suggested, by mentioning how the king watches the ceremonial nahils from the Nakkashane
pavilion near Arslanhane after the festivities. A miniature painting depicting this episode can also be
found in Sturname-i Vehbi.



PERSPEKTIF iHTiYAC MI?

Bir belge niteligi tasidigi icin, minyaturd in-
celeyerek donem hakkinda bilgi edinmemiz
miimkiindir. Minyatiir resim sanati gibi cis-
mani degil, duygusaldir. Bunun icin minyatiir-
lerde golge yapilmaz. Minyatir gézden beyne,
beyinden duyguya akar. ilahi kudretin yénet-
tigi bir elle meydana gelir. Minyatiiriin bir di-
ger Ozelligi de perspektife sahip olmamasidir.
Sanatkari bunu bilmedigi icin degil, ihtiyac
duymadigi icin uygulamaz. Figirler birbirini
kapatmaz. Geride kalan figtirler siralama tek-
nigi uygulanarak st tarafa dogru yerlestirilir.
Renk ve boy nisbeti gosterilmez. Minyatiire
uzaktan degil yakindan bakildig icin nakkas
biitiin detaylari gostermek zorundadir. Tas-
virlerin bu sekilde hayal edilerek kagida akta-
rilmasinin en 6nemli sebebi cisimler aleminde
hi¢ bir cismin detayinin digerinden daha az
onemli olamayacag kanaatidir.

IS PERSPECTIVE A NECESSITY?

Since they qualify as documents, it is possible
to glean information about a period by study-
ing miniature paintings. Miniature painting is
not profane, as the art of painting, but emo-
tional. Because of that, miniature paintings do
not employ shading. Miniature paintings surge
from the eye to the mind and from the mind
to the heart. It is brought into existence by a
hand, ruled by the divine power. Another aspect
of miniature painting is its lack of perspective.
The artist does not employ perspective, not be-
cause he is unaware of the concept, but because
he has no need of it. There is no occlusion, no
partial description of figures. More distant fig-
ures are designated by positioning higher up in
the arrangement. No proportion of size or color
is shown. Since one looks at a miniature from
close range and not from afar, a nakkash must
depict all the details. The most important reason
for the way taswirs were imagined and painted,
was the notion that in a realm of objects, details
of no object can be less important than the de-
tails of another.




OSMANLI SANATINDA MINYATUR

Osmanli minyatiir sanati bir tasvir kiiltiirii olarak koklerini islam ve
islam 6ncesi dénemdeki kadim Dogu kiiltiriinden almistir. Bu etkile-
simin en 6nemli figtirleri ilhanlilar, bati iran bélgesi, Irak ve Kafkasya
bélgesidir. Bununla birlikte Orta Asya’da bulunan Timur ve Memlukli-
ler vasitasiyla da tasvir kiltirinin 6nemli birikimi Osmanli cograf-
yasindaki yerini alir. Osmanl minyatiir sanati bu izleri barindirmakla
birlikte kendisine 6zgti bir sekil ve form olusturmustur. Olusturdugu bu
formun Avrupa, Balkan ve Akdeniz topluluklarini da etkiledigini 6zel-
likle belirtmek gerekir.

Osmanli tarihinde minyatiir sanatinin en 6nem kazandigi tarih 1400’1u
yillardir. Fatih Sultan Mehmed’in minyatiir sanatina olan ilgisinin ve
sahip oldugu tarihi birikimin sanatin gelismesinde énemli bir rol oyna-
digini séylemek gerekir. Edirne ve istanbul'da iki saray nakkashanesi
yaptirmis olan Fatih Sultan Mehmed, vizyonu icin énem verdigi pek
cok sanat gibi minyatiire de biyik 6nem vermistir. Kendisinden son-
ra Sultan Sileyman dénemine kadar Osmanli sarayinda minyatiiriin
yeri hem fonksiyonu hem de estetigi acisindan buyik bir gelisim ve
donusum yasar. Bu donuisiimin en biyik sebeplerinden birisi de Os-
manl medeniyetinin artik tarih bilimiyle ilgilenmeye baslamasidir. Bu
donemde Tebriz ekoliiyle Osmanli minyatiir tarihinin yogun iliskilerinin
oldugu gérilir. Zira 1514 Caldiran Muharebesi ile birlikte 1. Selim Teb-
riz'i ele gecirmis ve diinya minyatir tarihinin baskenti olan Tebriz'de
bulunan sanatcilari istanbul’a getirmistir. Genel olarak Osmanl min-
yatiiriinde bir Pers etkisinin bulundugunu séylemekle birlikte II. Selim
déneminde yasanan Bati gocleriyle birlikte Osmanli minyatiir sanati-
nin bu iliskisi zirveye ¢ikmistir.

Osmanli minyatir tarihinin dénim noktalarindan bir digeri ise Tirkle-
rin ilk defa bir deniz kuvveti sahibi olarak uzak kitalardaki fetih faali-
yetleridir. Matbaanin ve herhangi bir ikonografik 6genin bulunmadig|
Osmanli medeniyetinde denizcilik faaliyetlerinde minyatiir sanatinin
buyik bir fonksiyon oldugu bilinmektedir. Estetik bir kaygidan ziya-
de stratejik ve pratik bir amaca hizmet eden Osmanli minyatirleri
donanma kuvvetlerinin haritacilik faaliyetlerine ciddi bir disiplin ge-
tirmistir. Bu fonksiyonun daha sonra ciddi vaziyette bir kitap kiilti-
ri olusturdugunu soylemek gerekir. Bu 6zellikleriyle tnli haritaci Piri
Reis, Osmanli minyatir tarihi icin son derece 6nemli bir karakter ola-
rak yer almaktadir. Kaleme aldigi Kitéb-1 Bahriyye hem Osmanl hari-
tacilik tarihi hem de tasvir sanati agisindan son derece 6nemli verileri
buinyesinde barindirmaktadir.

Osmanli siyasi tarihinde tasvir sanatinin stratejik olarak ikinci nemli
dénemi yine I. Siileyman’a rastlar. Bu ddnemde yasayan Matrakgi Na-
suh gibi haritacilik bilimini minyatir sanatiyla tam olarak bulusturan
bir tasvir algisi goriilmektedir. Sultan I. Sileyman gerceklestirecegi
seferlerle alakali derbend ve menzil bilgilerine bagvurmak amaciyla
“Bey@n-1 Mendzi-i Sefer-i Irakeyn” adli eseri Matrak¢i Nasuh'a tasvir
ettirmistir. Matrakci Nasuh bu calismalarinda Bati ve Akdeniz'de bulu-
nan harita kiltiriini minyatir sanatiyla birlikte harmanlamistir.

MINIATURE PAINTING IN OTTOMAN ART

Ottoman art of miniature painting, as a culture, has its roots in the an-
cient Eastern cultures of Islamic and pre-Islamic eras. The most impor-
tant figure in this interaction were llkhans of west Iran region, Iraq and
Circassian region. Yet the great repository of taswir culture was located
in the Ottoman region, through the agency of Tamerlane and Mamluks
in Central Asia. Despite bearing the marks of these civilizations, Otto-
man art of miniature painting had conceived its own pattern and form. It
should also be noted, that this form had influenced European, Balkan and
Mediterranean societies.

In the course of Ottoman history, art of miniature painting has reached
its zenith in the 1400s. It should be noted that Mehmed the Conqueror’s
interest in the art of miniature painting and his erudition in history played
a significant role in the development of this art. Mehmed the Conquer-
or, who had two royal nakkashanes in Edirne and istanbul erected, val-
ued miniature painting just as he valued many other branches of arts,
as part of his vision. After his passing, until the reign of Suleiman the
Magnificent, both the status and the function of miniature painting in
the Ottoman court underwent a major development and transformation.
One of the main reasons of that transformation was the Ottoman cul-
ture’'s newfound interest in history. In this period an intensive interaction
between the Tabriz school and Ottoman miniature painting history can
be observed. Because, following the Battle of Chaldiran in 1514, Selim |
conquered Tabriz, the capitol of world’s miniature painting in history, and
brought their artists to Istanbul. It can be said, that a Persian influence is
generally felt in Ottoman miniature paintings, but this association peaked
with migrations to the West during Selim II's reign.

Another milestone in the annals of Ottoman miniature painting was the
emergence of the first Turkish armada and the subsequent efforts of
conquest in far continents. It is a known fact, that lacking the printing
press and any iconographic elements, Ottoman culture had placed a
great importance on the art of miniature painting, for naval purposes.
Ottoman miniatures served strategical and practical, rather than aes-
thetic, concerns and brought considerable discipline to the cartographic
activities within its navy. It should be noted that, later on, this function led
to the emergence of a substantial biblioculture. In this capacity, famous
cartographer Piri Reis holds a significant place in the history of Ottoman
miniature painting. His book Kitdb-i Bahriyye (Book of Navigation) con-
tains crucial data for both cartographic history and for the art of taswir.

Strategically, the second most important period of the art of taswir in
Ottoman political history occurred also during the reign of Suleiman I. Art-
ists of this period, such as Nasuh Al-Matraki, brought a sense of depiction
that perfectly combined cartography with the art of miniature painting.
Sultan Suleiman | ordered Nasuh Al-Matraki the book “Beydn-i Mendzf-i
Sefer-i Irakeyn” to use as a reference book for passages and distances on
the campaigns he planned. Nasuh Al-Matraki synthesized the cartograph-
ic culture of the West and the Mediterranean with the art of miniature
painting for this work of his.



1500’lu yillardan sonra Osmanli medeniyetinde her sanat dalinda ol-
dugu gibi minyatiirde de refah seviyesinin artisina bagh olarak bir
genisleme gorilmektedir. Minyatiir sanatinin bu dénemde birlikli
formlara kavustugunu séylemek bu formlarin olusmasinda bir kiiltirlu
aydin cevresinin etkisinin bulundugunu da séylemek gerekir. Oyle ki
minyatlr sanati padisah merkezli olmaktan ¢ikarak Osmanl aydini-
nin himaye ettigi bir sanat dali haline gelmistir. Bu dénem minyatiir
koleksiyonerliginin de baslangici olarak kabul edilebilir. Dénemin en
onemli gelismesi Sehndme kilttirinin Osmanh sarayinda yer bulma-
sidir. Temel olarak tnlii sair Firdevsinin Pers krallarinin hayatlar iize-
rine yazdigi bu eser, énce orijinal metniyle Osmanlh sarayina girmis,
daha sonra mitolojik tasvir iceren bu kitap kultirti Osmanh tarihin-
deki sultan hikayelerine dontismiistir. Bir Osmanl $Sehnamesi formu
kazanmis bu kiltirtn icrasi amaciyla imparatorluk nakkashanesinde
Sehndmeci minyatir sanatcilari, hattatlar ve kitap sanati ustalari bir
arada calistinlmistir. Artik klasiklesmis Osmanli minyatiir sanatinin
kendine 6zgui kitap ve konu formlari yaratmasi da bu dénemden son-
ra olusmustur. Sahndme-i Selim Han, Zafer-ndme, Sdrndme-i Humdyin
gibi son derece 6nemli tasvir icerikli kitaplar bu dénemde kaleme
aldiriimistir.

Minyatir sanatinin duraklama dénemi Osmanli siyasi tarihiyle es-
zamanl olarak devam etmektedir. Fetihlerin gerilemesi ve sarayin
batililasma hareketleri, Dogunun mistik kilttiriinin en énemli enstrii-
manlarindan birisi olan minyatir sanatini giinden giine zayiflatmistir.
Osmanli sarayina Barok tislubun ve resim sanatinin girmesiyle birlikte
minyatir sanati eski dnemini yitirmis ve neredeyse yok olmustur.

Mustafa El-Darire ait Siyer-i Nebf
adli eserden bir minyatr. Eserde
Hazret-i Alinin infaz ettigi bir suclu
tasvir edilmistir. Sultan Ill. Murad
tarafindan yaptinimistir (istanbul
1594) - PARKMUSEERNE Miize
Bélgesi - David Koleksiyonu - Islam
Sanati Bélumu Minyatir Koleksiyonu
(Kopenhag - Danimarka)

A miniature painting in Siyer-i Nebf,
by Mustafa El-Darir. The painting
depicts a criminal being executed

by Hazret-i Ali. This article was
commissioned bu Sultan Murad Il
(Istanbul 1594) - PARKMUSEERNE
Museum District - The David Collection
- Islamic Collection, Miniature Gallery
(Copenhagen - Denmark)

After the 1500s the Ottoman culture experienced an expansion in min-
iature painting, just as in all branches of art, due to the increase in pros-
perity. It should be noted that the art of miniature painting achieved
united forms and that the emergence of those forms were influenced
by a circle of erudite intellectuals. So much so, that the art of minia-
ture painting ceased to be sultancentric and became a branch of art
sponsored by Ottoman intellectuals. This period can also be reckoned as
the beginning of miniature painting’s becoming a collector’s item. Most
important development of the period is the Shahname culture’s finding
its way into the Ottoman court. This book by famous poet Ferdowsi,
originally about the lives of Persian kings, reached the Ottoman court
unedited at first, but later on this type of book, which contained mytho-
logical depictions, transformed into the stories of Ottoman sultans. For
the purpose of practising this new cultural craft, which morphed into
Ottoman Shahname, miniature painters, calligraphers and masters of
bookcraft were employed together to work specifically on Shahnames at
the imperial nakkashane. Ottoman art of miniature painting, now an es-
tablished branch of art, started creating its own book and theme forms
after that period.

Stagnation period of the art of miniature painting overlaps almost com-
pletely with Ottoman political history. Declining number of conquests
and modernization movements gradually weakened the art of miniature
painting, one of the most important instruments of mystical culture of
the East. Following the arrival of Barogue style and paintings in the Otto-
man court, the art of miniature painting lost its former glory and disap-
peared almost completely.

Mustafa El-Darire ait Siyer-i Nebf
adli eserden bir minyatur. Minyattrde
Uhud Savasinda Hz. Muhammed ve
Miisliman ordusu tasvir edilmistir
(istanbul 1594) - PARKMUSEERNE
Muze Bélgesi - David Koleksiyonu

- Islam Sanati Bélimi Minyatiir
Koleksiyonu (Kopenhag - Danimarka)

A miniature painting in Siyer-i Nebf, by
Mustafa El-Darir. The painting depicts
Hz. Muhammed and the Muslim

army in the Battle of Uhud. (istanbul
1594) - PARKMUSEERNE Museum
District - The David Collection -
Islamic Collection, Miniature Gallery
(Copenhagen - Denmark)



"Silsilename" adli eserden bir minyatir portre denemesi. Sultan Ill. Mustafa
resmedilmistir - PARKMUSEERNE Miize Bélgesi - David Koleksiyonu - Islam
Sanati Bolumi Minyatur Koleksiyonu (Kopenhag - Danimarka)

A portrait in miniature painting style in 'Silsilendme”. It is a depiction of Sultan
Mustafa Ill. - PARKMUSEERNE Museum District - The David Collection - Islamic
Collection, Miniature Gallery (Copenhagen - Denmark)

“Silsilename” adli eserden bir minyatur portre denemesi. Sultan Il. Murad resmedilmistir
PARKMUSEERNE Miize Bélgesi - David Koleksiyonu - islam Sanati Bslimii Minyatur
Koleksiyonu (Kopenhag - Danimarka)

A portrait in miniature painting style in “Silsilendme”. It is a depiction of Sultan Murad I.
PARKMUSEERNE Museum District - The David Collection - Islamic Collection, Miniature
Gallery (Copenhagen - Denmark)



» Sevakib-1 Menakib adli eserde Hz. Mevlananin babasi Baha
Veled'in Konya mezarligindaki vaazini gosteren bir minyatr.

. E-’ fl_ | : Morgan Kiitliphanesi ve Miizesi Koleksiyonu
! ﬂf':-' b : h‘ JJ waiﬁrbj H’f J.Jﬁ J f ‘(Lﬁ- i A miniature painting in Sevakib-1 Mendkib, depicting Baha Veled,
wf)j }ﬁﬂ‘l‘,ﬂ# Pﬂlu(,"f I;ﬂyj,ﬁﬂ-‘-f.

Hz. Mevlana's father, delivering his sermon in Konya cemetery.
The Morgan Library and Museum Collection

) , o . - . . Sevakib-1 Menakib adli eserde Hz. Mevlananin miritleri ile son
1‘} it .iw | i gbrismesini tasvir eden minyatdr.
i J_'J_'."S' o ] s 1 Morgan Kiitliphanesi ve Mizesi Koleksiyonu
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A miniature painting in Sevakib-1 Mendkib, depicting the last
moments of Hz. Mevldna with his disciples.
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Sevakib-1 Mendkib adli eserde pazaryerinde képeklerin Hz. <
Mevlanad'yi dinlemelerini tasvir eden bir minyattir.
Morgan Kitiphanesi ve Miizesi Koleksiyonu
A miniature painting in Sevakib-1 Mendkib, depicting dogs at the
marketplace listening to Hz. Mevland's sermon
The Morgan Library and Museum Collection

Sevakib-1 Menakib adl eserde Hz. Hizir (a.s.)'in,
Hz. Mevlananin toplantisina katilmasini gésteren minyatir.
Morgan Kuttiphanesi ve Miizesi Koleksiyonu
A miniature painting in Sevakib-1 Mendkib, depicting
Hz. Hizir (a.s.) attending a sermon delivered by Hz. Mevlana
The Morgan Library and Museum Collection




PERSPEKTIFIN GALIBIYETi “MINYATUR VE RESIM
SANATI iLigKisi”

Mistik bir temelden beslenmis soyut ve somut iliskisini diinya sanat-
lari icerisinde son derece basarili bir sentezle ortaya koymus minya-
tur sanatinin sahip oldugu irfani boyutun yok olmasi modern kiiltiiriin
gelismesiyle dogru orantilidir. Oyle ki, gercekcilik gibi son derece
yaratici glice kafa tutan bir Uslupla sanat icra etmeye calismis Bati
kilturintn sanat teknigine dair savundugu en 6nemli tezlerinden bi-
risi perspektiftir.

Uzaklik ve yakinlik mesafesinin resim sanatinda ciplak gozle goriilebi-
lecek kalitede yansitilabilmesi amaci masum gibi goziikse de minya-
tlr sanatinin ortaya koymak istedigi uzak-yakin kavraminin soyutlugu
bu diistinceden son derece zor ama etkili bir bicimde anlam kayma-
si yasamistir. Ozellikle XIX. yiizyilda Bati kiiltiriinden etkilenmeye
baslamis minyatir sanati perspektif, zaman ve aci gibi kavramlari
biinyesinde yasamaya baslamistir. Elestirel bir yaklasim olmasa da
minyatiir sanatinin soyut, detay, hayal gibi pek cok zeminde yansitti-
g1 sanat yorumu yukarida zikredilen gergekcilik akiminin 6zellikleriyle
yok olma tehlikesine girmistir. Fakat tiim bu iletisim dejenerasyonu
ile birlikte minyatlr sanatinda Bati kulttiriindeki perspektif unsurlari-
nin basarili érneklerinin de goériindiigu bir gercektir. Son yiizyilda bu
orneklerden pek ¢ok bulunmakla birlikte Osmanl veziriazami Ahmed
Vefik Pasa'nin tasvir ettigi “Galata Mevlevihénesi'nde Semd” minyattirii
bu konudaki basarili érneklerden birisidir. Tam olarak bir perspektif
algisini yansitmasa da yakin ve uzak nesneler arasindaki detay fark-
hhgindan baslayarak minyatiirlerde alisik olmadigimiz, figurlerdeki
resim Uslubuyla taranmis yiiz 6zellikleri minyatir ve resim sanatinin
diyaloguna dair Tirk sanat tarihinin dnemli bir eseri olarak kabul edil-
mektedir.

VICTORY OF PERSPECTIVE “THE RELATIONSHIP BETWEEN
MINIATURE PAINTING AND PAINTING”

Disappearance of the sagacious aspect of the art of miniature painting,
which induced within the art world an utterly successful synthesis of ab-
stract and material, nourished by mystical sources, directly correlates with
the emergence of modern culture. So much so, that one of the main theses
on art method advocated by the Western culture, which attempted to prac-
tise art with a style as contradictory to creativity as realism, is perspective.

Although the purpose of reflecting the distance of near and far objects,
as can be discerned with the naked eye, in the art of painting seems
innocent enough, abstractionism that was meant to be presented by the
art of miniature painting was damaged heavily because of the substan-
tial semantic shift brought on by that way of thinking. Especially during
the XIX™" century, art of miniature painting began to be influenced by
the Western culture, and concepts such as perspective, chronology and
angle started sprouting inside it. While it's not a critical approach, the
interpretation of art reflected by miniature painting on so many surfac-
es, abstractism, detail and imagination to name a few, encountered the
risk of extinction due to some aspects of above mentioned realism. Yet,
along with all that communicative degeneration, it is also an established
fact that examples of successfully employed perspective elements of the
Western culture can be found in miniature painting. Despite the scant
number of such examples in the last century, the miniature painting ti-
tled “Whirling Dervishes in Galata Mevlevi Lounge” by Ottoman grand vizier
Ahmed Vefik Pasa is one such successful example. While it does not re-
flect the perception of perspective fully, the difference in level of detail
between the closer and further objects, and its unusual style for a minia-
ture painting, featuring countenances sketched in the style of paintings,
render it a crucial work of art for the Turkish art history, which can shed
light on the dialogue between miniature painting and painting.




“GALATA MEVLEVIHANESI'NDE
SEMA”

Osmanlinin son kaptan-i derydsi
gr e J : B Ahmed Vesim Pasa tarafindan
5 : | il | n, tasvir edilmig bu minyatr,
i : . ' e figtir detay 6zelligi tastyan,
] e 4 il = i X " Turk sanat tarihinin en 6nemli
i . 1 ; minyaturlerinden biridir. Eserde
dénemin seyh efendilerinin
portreleri ayrintili olarak islenmistir.
Ressam, tablonun icinde kendi
portresini de resmetmistir.

“WHIRLING DERVISHES IN GALATA
MEVLEVI LOUNGE”

Painted by the last kaptan-i derya
(admiral) of Ottoman Empire, Ahmed
Vesim Paga, it features detailed
figures and is one of the most
significant miniature paintings in
Turkish art history. The painting
delineates the portraits of sheikh
efendis of the period. The painting
also features a self-portrait of the
artist.
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OSMANLI SANATINDAKI UNLU MiNYATUR USTALARI / FAMOUS OTTOMAN MINIATURE PAINTERS

MATRAKCI NASUH

Asil adi Nasuh bin Karag6z bin Abdullah el Bosnavt olan sanatgi, Os-
manl minyatiriinde topografik ressamlik adi verilen yeni bir tasvir
tliriintin yaraticisi kabul edilmektedir. 1517°de Yavuz Sultan Selim icin
matematikle ilgili Cemal e’l-Kuttdb ve Kemdl e’l- Hiissab adli bir eser
hazirlamis olan Nasuh, bu eserin ketebesine adini “Nasuh bin Abdul-
lah” ve “Nasuh bin Karagéz el-Bosnavi” seklinde diismiis ve sanatginin
Bosnali oldugu buradan anlasilmistir.

Silah ve matrak oyunu konusundaki basarisi Asik Celebi, Celalzade
Mustafa ve Gelibolulu Mustafa Ali gibi Osmanli dsneminin 6nemli ta-
rih yazarlarinin eserlerine de konu olan Nasuh, Il. Bayezid doneminde
Enderun’a girmis olup nakkashginin yani sira iyi bir tarihci, matema-
tikgi, hattat ve silahsordiir.

Hatta silah ve mizrak oyunundaki ustaligindan 6turii Kanuni Sultan
Siileyman tarafindan kendisine 1529 tarihli bir beratla “Ustat” ve
“Reis” tunvanlari verilmistir. Ayrica Nasuh'un 1529 yilinda yazdigi ve
tek nishasi 1532 tarihli olan Tuhfet e’l-Gaza adh silahsérlikle ilgili
bir de eseri vardir. Sanatgi eserinin girisine de ismini “Nasuh el-Silah?
el-sehir bi Matraki” olarak kaydetmistir.

Sanatgl, Kanuni Sultan Sileyman'in sehzadelerinin 1529'da Atmey-
danrnda baslayan stinnet dugini senlikleri icinse tim bilesenleriyle
iki yirir hisar yapmis, nakislarla siislemis ve bunlarin icine Osmanh
askerleri yerlestirmistir. Bu askerler dnce top ve tufek, sonra kilic ve
gonderlerle daha sonra da matraklarla savasarak hinerlerini sergile-
mislerdir.

Yavuz Sultan Selim ve Kanuni Sultan Sileyman dénemlerinde tarih ya-
zimcihigiyla gorevlendirilen ve yazdig tarihleri bizzat resimleyen Mat-
rak¢t Nasuh'un 6nemi menzilleri, fethedilen kentleri, kale ve limanlar
resmederken farkli bir form dili kullanmasindan kaynaklanmaktadir.
Sanatgl bazi tasvirlerini Avrupa portolanlarindaki kent betimlemele-
rinden esinlenerek, bazilariniysa farkli bakis agilarindan elde edilmis
gorintileri yan yana getirerek figtirsiiz, sematik kent betimlemeleri
seklinde yapmistir ve bu c¢ok yonli sanat¢l 28 Nisan 1564’te vefat
etmistir.

MATRAKCI NASUH

The artist, born Nasuh bin Karagéz bin Abdullah el-Bosnavi, is considered
the inventor of a new type of taswir, called topographical painting, in
Ottoman miniature painting. Nasuh, after penning works about math-
ematics, titled Cemal e'l-Kuttab and Kemal e'l- Hissab, in 1517 to be
presented to Selim the Steadfast, had inscribed his name as “Nasuh bin
Abdullah™ and “Nasuh bin Karag6z el-Bosnavi” on the ketebes (colophons)
of the said works, which revealed the artist’s Bosnian origins.

Nasuh's genius in the game matrak (a game of his own invention) and his
talent with weapons became subjects of books by significant historiog-
raphers of the Ottoman period, such as Asik Celebi, Celalzade Mustafa
and Gelibolulu Mustafa Ali. He was enrolled in Enderun School during the
reign of Bayezid Il and, in addition to being a nakkash, he was also a good
historiographer, mathematician, calligrapher and swordmaster.

He was granted the titles “Ustad” (master) and “Reis” (chief) in 1529, by
Suleiman the Magnificent for his mastery in a contest of weapons and
lances. Nasuh also penned a book on swordmastery in 1529, titled Tuhfet
e'l-Gaza, the only remaining copy of which is dated 1532. The artist had
even inscribed his name as “Nasuh el-Silah el-sehir bi Matraki” in the
opening chapter of this work. .

The artist built two fully detailed mobile citadels, decorated them with
nakishes and placed Ottoman soldiers inside them, for the festivities cel-
ebrating the circumcision of Suleiman the Magnificent’s sons, held on
the Hippodrome in 1529. Those soldiers displayed their skills by fighting
with first cannons and guns, then swords and flagstaffs and finally with
matraks.

Matrakcl Nasuh was appointed as a historiographer during the reigns
of Yavuz the Steadfast and Suleiman the Magnificent and he illustrated
the chronicles he penned himself. His significance lies in the distinctive
visual language of form he employs while depicting distances, conquered
cities, castles and ports. The artist’s painting of some of his taswirs was
influenced by city depictions in European portolans, while some others
he painted as non-figurative, schematic city depictions, by juxtaposing
images derived from various viewpoints. This multifaceted artist died on
April 28th, 1564.



OSMANLI SANATINDAKI UNLU MiNYATUR USTALARI / FAMOUS OTTOMAN MINIATURE PAINTERS

NAKKAS OSMAN

Klasik Osmanli minyattr Gslubunun yaraticisi sayilan ve adina ilk kez
Eylil 1566 tarihli ehl-i hiref maasi defterinde rastlanan Nakkas Os-
man’in, saray icin ¢alisan nakkaslar arasina Kanuni Sultan Siileyman
doneminin son yillarinda katildigi bilinmektedir. Osman’'in otuz bir
akce yevmiye aldigini gosteren 1592-93 ve 1596 tarihli iki ehl-i hiref
maas defteriyse onun bu tarihlere kadar ¢alistiginin kanitidir.

Resimlendirdigi yazmalarin metinlerinin basinda veya sonunda adi-
na rastlanmasi, sanatcinin tslup ézelliklerinin ve hangi eserlere tasvir
yaptiginin belirlenmesine yardimci olmustur. Nakkas Osman adinin
gectigi ilk eser 1579'da tamamlanan Kiyafetii’l-inséniye fi Semd'il
i’l-Osmaniye'dir. Bu eserin iki nishasinda da Nakkas Osmandan &v-
guyle bahsedilmistir. Stirndame’de ise eserin hazirlanisinin anlatildig
“Vasf-1 nakkas ve sifat-1 0" bashkli béliime minyatirlerin Nakkas Os-
man ve ekibindeki ressamlar tarafindan yapildigi kaydedilmistir.

Strname’nin tamamlanmasindan sonra Hiinername’nin ikinci cildi icin
Sehndameci Seyyid Lokman tarafindan 15 Ocak 1588 tarihinde yazi-
lan arzda da Nakkas Osman’in adina rastlanir. Bu eserin resimlenme
isinin tamamlanarak Sultan'a 28 Temmuz 1589'da sunulduguna iligkin
belgeden, Nakkas Osman’in bu is karsiliginda (¢ akgelik terakki aldigi
anlasiimaktadir. Ayrica sanatcinin Kaptan Pasa Koskiyle Topkapi Sa-
ray! Kule Koskiintin kalem islerini yaptigina iliskin bilgiler iceren belge-
ler onun her konuda usta bir nakkas oldugunu ortaya koyar.

Sanatginin tslubu, 6zellikle resimledigi tarih konulu yazmalarda kendi-
ni gosterir. Osman, kalabalik sahnelerde figirleri yumusak firca dar-
beleriyle ifadeli cehrelere kavusturarak naksetmistir. Gercek bir kurgu
ustasi olan sanatgi tanik oldugu olaylari ve yapilar ayrintilardan ka-
cinarak aktarmaya 6zen gostermistir. Daha 6nce yapilmis calismalari
da degerlendiren sanatgi yalin, kendine 6zgii ifade bicimiyle yepyeni
kompozisyonlar ortaya koymustur.

Osmanli padisahlarinin tasvirlerini yaparak Osmanli minyatiir sana-
tinda “Dizi Padisah Portreciligi” olarak bilinen yeni bir gelenegin de
yaraticisi olmustur. Pastel renkler kullanan Nakkas Osman’in nakkashk
konusundaki bitiin hinerlerini Strname-i Himayan adl eserinde gor-
mek miimkiindir. Istanbul'daki giinlik hayati, esnaflarin karakteristik
ozelliklerini, térenleri, gosterilerin canl ve negeli havasini yansitan
tasvirleri belge degeri tasimasi bakimindan son derece buyik 6nem
tasir. Bu bakimdan Osmanli minyatiriine yon veren ilk biyiik sanatgi
Nakkas Osman'dir.

NAKKASH OSMAN

Nakkash Osman is considered the inventor of classical Ottoman min-
iature painting style and his name first appears on an ehl-i hiref payroll
ledger. It is established that he joined the ranks of court nakkashes during
the last years of Suleiman the Magnificent’s reign. Two ehl-i hiref payroll
ledgers from the years 1592-93 and 1596, revealing his wage as thirty-
one akges, attest that he had been working there until said dates.

His name, appearing at the beginnings and ends of the manuscripts he
illustrated, helped determine the characteristics of his style and the man-
uscripts he illustrated. The first manuscript in which the name of Nakkash
Osman appears is Kiyafetiil-insaniye fi Semd'il i'l-Osmaniye, completed
in 1579. In both copies of this manuscript, Nakkash Osman is praised.
Also in Stirname’s chapter, titled “Vasf-1 nakkas ve sifat-1 o, relating the
production of the manuscript, Nakkash Osman and his crew of painters
are credited for the miniature paintings.

After the completion of Strname, Nakkash Osman’'s name appears again
in the presentation penned by Sehnameci Seyyid Lokman, on January
15%, 1588, for the second volume of Hiinerndme. The document, stating
that its illustrations were completed and this manuscript was presented
to Sultan on July 28", 1589, discloses that Nakkash Osman received an
advance of three akges for this assignment. Other documents, contain-
ing information about the artist’s works as an engraver for Kaptan Pasa
Koskl and Topkapr Palace’s Kule Kok, identify him as a multitalented
master nakkash.

The artist’s style manifests itself especially in the historiographic manu-
scripts he illustrated. While composing crowded scenes, Osman painted
his figures with soft brush strokes, thus furnishing them with expressive
countenances. A true master of composition, the artist endeavoured to
communicate the events and structures he witnessed and to avoid de-
tails. Studying the works of his predecessors, the artist produced brand
new compositions in his plain, unique way of expression.

By painting taswirs of Ottoman sultans, he also became the inventor of
a new tradition in the Ottoman art of miniature painting, namely “Sultan
Portrait Series.” Nakkash Osman employed pastel colours and the full
scale of his nakkash skills can be seen in his work SOrname-i Himayan.
His taswirs, depicting the daily life in istanbul, characteristics of trades-
men, rituals and vivid atmosphere of festivals, are crucial in their doc-
umentary capacity. In that regard, Nakkash Osman was the first great
artist to influence the Ottoman art of miniature painting.
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NAKKAS HASAN

Sultan lll. Mehmed ve |. Ahmed dénemlerinde eserler veren Nakkas
Hasan'in dogum tarihi bilinmiyor. 1581 yilindan itibaren Nakkagbas!
Osman’in yaninda ¢alisanlar arasinda yer almis ve béliikbasiliga geti-
rilmistir. Cesitli goérevlerde bulunarak vezirlige kadar yiikselmistir.

Dairesel kompozisyonlarinin yani sira siyah kalin kasl, tombul yanak-
I figurleri ve kullandigi canli renkler onun kisisel tislubunun belirgin
ozellikleridir. Sanat tarihinde son derece 6nemli yere sahip yirmi kadar
yazmanin resimlendirilmesinde ¢alisarak verimli bir sanat hayat siir-
diiren sanatgi, 1590 yilindan itibaren nakkashanede etkin olmaya bas-
lamis ve Siyer-i Nebi minyaturlerinden de anlasilacag tizere 1595'te
Nakkas Hasan'in tslubu hazirlanan tarih ve edebiyat konulu tiim eser-
lere yansimistir. Ayni zamanda usta bir miizehhip (tezhip sanatcisi)
olan sanatgi, Karahisar? Kur'an-1 Kerimi'ni ve Sultan I. Ahmed’in tugra-
sini tezhiplendirmekle de gérevlendirilmistir.

Muhafizlik goreviyle Bursa’'da bulundugu sirada, Sultan I. Ahmed sehri
ziyaret etmis, bu ziyaretten énce Bursa Sarayr'nin hazirlanmasi gérevi
Nakkas Hasan'a verilmistir. Bu saray icin bir de fener yapan Nakkas
Hasan'in istanbul Bogazi'nin Beylerbeyi sahilinde bir yalisinin bulundu-
gunu ve buradaki burunlardan birine “Nakkas Burnu” dendigini bildiren
kaynaklar mevcuttur. 1623 yilinda 6ldugu sanilan sanatgi Eyiip'te kla-
sik Uslupta insa edilmis, “Nakkas Hasan Pasa” adini tasiyan tiirbede
yatmaktadir.

NAKSI

Minyatiir sanatciligi yaninda sairligiyle de iin kazanmis nakkaslardan
olan NaksT, Osmanli minyatiriinde son derece énemli bir yere sahip-
tir. Istanbul'da Sehnameci Nadirf'yle birlikte calisarak énemli eserler
hazirlamistir. Ahirkapi semtinde yasamis ve Siileymaniye Camii'nin
muvakkiti olan sanatci gesitli sair tezkirelerinde de iyi bir sair ve mu-
savvir olarak aniimaktadir.

NaksTnin dogaya sadik kalan bir gercekciligi benimseyerek figurleri
dortte tc profilden ve arkadan portre karakterinde resmetmesi; kapi,
pencere ve kemer acikliklariyla kompozisyonlarina derinlik katmaya
calismasi; ti¢ boyutlu beyaza boyanmis kale ve kent betimlemeleri onu
XVI. yiizyil nakkaslarindan farkli kilmistir. Bu agidan Naks? Osmanli
minyaturinin gelisiminde ayricalikli ve 6nemli bir yere sahiptir.

NAKKASH HASAN

Date of birth of Nakkash Hassan, who produced his works during the
reigns of Mehmed Ill and Ahmed |, is unknown. He was employed in Na-
kkashbashi Osman's staff and appointed bélikbasl. Working at various
positions, he was eventually appointed as vizier.

In addition to his circular compositions, the figures with black, heavy
eyebrows and chubby cheeks, and the vivid colours he employed are the
distinctive features of his style. The artist worked on the illustrations of
about twenty manuscripts, which hold a significant place in art history,
and led a prolific life of art. He started becoming an effective figure
in the nakkashane by 1590 and, as can be seen from the miniature
paintings in Siyer-i Nebi, Nakkash Hassan's style was reflected in all
historiographic and literary works in 1595. The artist, who was also a
master gilder, was tasked with gilding the Karahisari Quran and the
sigil of Ahmed .

While he was stationed in Bursa as a guard, Ahmed | visited the city, and
the task of preparing Bursa Palace for this visit was given to Nakkash
Hassan. Some sources state that Nakkash Hassan used to have a water-
side mansion on the Beylerbeyi Coast of Bosphorus and one of the capes
in this area was called “Cape Nakkash™. The artist, who presumably died
in 1623, lies in a tomb called “Nakkash Hassan Pasha’, built in a classical
style in Eyup.

NAKST

NaksT, one of the nakkashes who achieved fame with his poetry as well
as his miniature paintings, holds a significant place in the Ottoman art
of miniature painting. Collaborating with Sehnameci NadirT in Istanbul,
he crafted notable works. The artist, who used to live in Ahirkapi district
and work as Suleymaniye Mosque’s muvakkit, is also remembered as a
talented poet and musavwvir by various poet tezkires.

Naksi's embracing a realism that remained true to nature, the way he
depicted figures with 3/4 perspective as characterized by portraiture; his
attempts to add depth to his compositions through open spaces of doors,
windows and arches; his depictions of three dimensional, white painted
castles and cities set him apart from XVI" century nakkashes. In that
regard, NaksT holds a privileged and significant place in the development
of Ottoman art of miniature.
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LEVNI

Levni, aslinda ayni zamanda (nlii bir halk sairi olan Abdiilcelil Cele-
bi'dir. Ayvansarayinin Mecmud-i Tevdrih adli eserinde Levnthin, istanbul
Nakkashanesi'nde énce 68renci olarak bulundugu, saz tislubunda tezhip ve
resim calistiktan sonra da yetenegini kanitlayip musavvir oldugu kayithdir.
Onceleri Edirne’de oturan sanatginin, gézlerindeki rahatsizlik yiiziinden pa-
disahtan bir yillik gelir istedigini gosteren belge sayesinde 1707 yilindan
sonra Istanbul'da yasamaya basladigi bilinmektedir.

Doga ayrintilarina ve figiirlerine boyut kazandirmaya calisan Levntnin, Mu-
savvir Hiiseyin'in dizi padisah portrelerinden kopyalar yaptigi tahmin edil-
mektedir. istanbul’a yerlestikten sonraki dénemde yaptigi Siirndme-i Veh-
bi'deki tasvirleri ve albiimler icin hazirladigi resimleri, Bati resim geleneginin
kuvvetli etkilerini tagir. Ozellikle 1699-37 yillari arasinda istanbul'da ¢alisan
Avrupali ressam Jean-Baptiste Vanmour’un yapitlarindan etkilendigi diisi-
nilen Levni, minyatir geleneginin son temsilcilerinden biridir. Ancak gele-
neksel resme kokli yenilikler getirmesi, derinlik kazandirilmis kurgulari ve
ifadeli cehrelere sahip figtirleriyle XVIII. ytzyil Osmanli minyaturiine yeni bir
soluk katmistir. Osmanli padisah portreciligine de katkilari olan sanatginin
resmettigi Osmanli hanedan imgeleri, ondan sonraki sanatgilarin calisma-
lari icin 6rnek teskil etmektedir. 1732 yilinda vefat eden Levntnin kabri,
istanbul Otakgilar Camii yakinlarindaki Sadiler Tekkesinin karsisindadir.

LEVNT

Levni, born Abdiilcelil Celebi, was also a famous bard. It is recorded in Mecmud-i
Tevdrih by Ayvansarayi, that he first enrolled in istanbul Nakkashane and after
studying gilding and painting with reed pens, he proved himself and became a
musavwvir. The artist used to reside in Edirne at first but a document, that record-
ed his appeal to the sultan for one year's wages due to his eye affliction, revealed
that he started residing in istanbul after 1707.

Endeavouring to add depth to details of nature and his figures, Levn is thought
to have painted copies of Musawvir Hiseyin's serial portraits of Ottoman sul-
tans. The taswirs he painted for Siirndme-i Vehbi and the paintings he com-
posed for albums after he relocated to istanbul, bears a strong influence of
Western painting tradition. He is thought to have been especially influenced
by the works of European painter Jean-Baptiste Vanmour, who used to work
in istanbul from 1699 to 1737. Levni was one of the last artists of miniature
painting tradition. Yet he revitalized Ottoman miniature painting of the XVIII®
century with the radical innovations he brought to traditional painting, his com-
positions with a perception of depth and his figures with expressive counte-
nances. Ottoman dynasty images painted by the artist, who also contributed to
Ottoman sultan portraiture, set an example for the artists who succeeded him.
Grave of Levni, who died in 1732, is located across from Sadiler Tekkesi near
Istanbul Otakgilar Mosque.
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“Strname-i Vehbi” adli eserde Istanbul Okmeydaninda
gerceklestirilen gece solenlerinin tasvir edildigi minyatur
- Topkapi Sarayr Mizesi Kiitliphanesi Arsivi

A miniature painting in “Srmame-i Vehbi” depicting
evening feasts in Okmeydani, Istanbul. Topkapi Palace
Museum Archive and Library

o AL

-




“Sarname-i Vehbi” adli eserde Istanbul Okmeydaninda

| gerceklestirilen gece solenlerini padisahin izlemesinin
tasvir edildigi minyatir - Topkapi Sarayl Mizesi
Kitlphanesi Arsivi

A miniature painting in “Sarndme-i Vehbi” depicting the
|| sultan himself, observing the evening feasts in Okmeydani,
[stanbul. - Topkapi Palace Museum Archive and Library




“Slrname-i Vehbi” adli eserde miizisyen ve cambazlari
tasvir edildigi minyatir - Topkapr Sarayr Mizesi
Kluphanesi Argivi

A miniature painting in “Sarndme-i Vehbi” depicting the
musicians and acrobats. - Topkapi Palace Museum Archive
and Library




“Slrname-i Vehbi” adli eserde padisahin muzisyen ve
cambazlari izlerken tasvir edildigi minyatur - Topkap!
Saray! MUzesi Kutiiphanesi Arsivi

A miniature painting in “Sarndme-i Vehbi” depicting the
sultan as watches the musicians and acrobats. - Topkapi
Palace Museum Archive and Library



“Stirname-i Vehbi” adli eserde dugtin senlikleri esnasinda
padisahin, Hali¢'te gerceklestirilen gosteriyi izlemesinin
tasvir edildigi minyattr - Topkapi Saray Mzesi
Kituphanesi Arsivi

A miniature painting in “Srmame-i Vehbi” depicting the
sultan as he watches the spectacle on Golden Horn during
the festivities celebrating the circumcision of the princes.
Topkapi Palace Museum Archive and Library




“Strname-i Vehbi” adli eserde digiin senlikleri esnasinda
sihirbaz ve cambazlarin gésterilerinin tasvir edildigi
minyatdr - Topkapi Saray Miizesi Kiitiphanesi Arsivi

A miniature painting in “Sarndme-i Vehbi” depicting the
acts of magicians and acrobats during the festivities
celebrating the circumcision of the princes. - Topkapi
Palace Museum Archive and Library
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Firdevsinin “Sehname” adli eserinden bir
minyatdr. Key Hisrev ve Makran kirali
arasinda gerceklesen savastan bir sahne
(Iran 1494) - PARKMUSEERNE Miuize
Bolgesi - David Koleksiyonu - islam Sanati
Bolumu Minyattr Koleksiyonu

(Kopenhag - Danimarka)

A miniature painting in Ferdowsi’s
Shahname. A scene from the battle between
Kaykhusraw and the King of Makran (Iran
1494) - PARKMUSEERNE Museum District

- The David Collection - Islamic Collection,
Miniature Gallery (Copenhagen - Denmark)
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Firdevsinin “Sehname” adli eserinden bir
e | EAe B Fe ol 1s i o : minyatr. isfendiyarin 5. Miicadelesi Simurg
A n--q._.-\.-"li': [ | 1 | kusunu yenme sahnesi (Iran, Tebriz 1520)
= | = I B - PARKMUSEERNE Muze Bolgesi - David
Gl iy AL : | A g L - Koleksiyonu - Islam Sanati Bolimu Minyattr
: | vE ; Koleksiyonu (Kopenhag - Danimarka)
A miniature painting in Ferdowsi’s Shahname.
The scene of Esfandiyar defeating Simurgh,
his 5th challenge. (Iran, Tabriz 1520) -
PARKMUSEERNE Museum District - The David
Collection - Islamic Collection, Miniature Gallery
(Copenhagen - Denmark)
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iranli bilim adamlarinin tasvir edildigi bir minyatiir. Bir catida naksedilmis figirler son Miniature painting depicts Iranian scientists. The figures standing on a rooftop are painted
derece 6nemli detaylara sahip. Eser klasik Turk - Osmanli dslubunda tezhiplenmis. - in great detail. The item is gilded in classical Turkish-Ottoman style. - PARKMUSEERNE
PARKMUSEERNE Miize Bolgesi - David Koleksiyonu - Islam Sanati Bslimii Minyattir Museum District - The David Collection - Islamic Collection, Miniature Gallery

Koleksiyonu (Kopenhag - Danimarka) (Copenhagen - Denmark)
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Feriduddin-i Attar'in Mantiku't-Tayr adli eserinden bir minyatdr (Iran 1400) -

“Mecmua-yi Teravih™ adli eserin icerisinden bir detay. Resimde Nuh'un Gemisi tasvir edilmistir
PARKMUSEERNE Miize Bolgesi - David Koleksiyonu (iran (Afganistan), Herat, 1425) - PARKMUSEERNE Miize Bélgesi - David Koleksiyonu
islam Sanati Bslumii Minyatir Koleksiyonu (Kopenhag - Danimarka) islam Sanati Bslumi Minyatir Koleksiyonu (Kopenhag - Danimarka)

A miniature painting in Farid al-din Attar’s Mantiq al-tayr (Iran 1400) - Detail of a miniature painting in “Majma al-tawarikh”. The painting depicts Noah's ark. (Iran

PARKMUSEERNE Museum District - The David Collection (Afghanistan), Herat, 1425) - PARKMUSEERNE Museum District - The David Collection
Islamic Collection, Miniature Gallery (Copenhagen - Denmark) Islamic Collection, Miniature Gallery (Copenhagen - Denmark)



iSLAM COGRAFYASINDAN MiNYATUR PROTOTIPLERI / MINIATURE PROTOTYPES FROM ISLAMIC WORLD

“Kiyafetii'l-lhsaniyye fi semailil-
Osmaniyye” adli eserden

Sultan I. Murad Han minyattrd
Millet Katliphanesi Arsivi

Miniature painting of Sultan Murad
Iin “Kiyéfetirl-ihsaniyye fi semaili’l-
Osmaniyye”

Millet Manuscript Library Archive

“Kiyafetii'l-lhsaniyye fi semailil-
Osmaniyye” adli eserden

Fatih Sultan Mehmed Han
minyatird

Millet Kiitiiphanesi Arsivi
Miniature painting of Mehmed the
Conqueror in “Kiyafetii'l-hsaniyye f1
semdili'l-Osmaniyye”

Millet Manuscript Library Archive
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“Kiyafetii'l-ihsaniyye fi
semaili'l-Osmaniyye” adli eserden
Orhan Gazi minyatiri

Millet Kuttiphanesi Arsivi
Miniature painting of Orhan

Gazi in “Kiyafetii'l-Thsaniyye f
semdili'l-Osmaniyye”

Millet Manuscript Library Archive

“Kiyafett'l-ihsaniyye fi semailil-
Osmaniyye” adli eserden

Sultan Il. Stileyman Han minyatrd
Millet Kutiiphanesi Arsivi
Miniature painting of

Sultan Suleiman Il in “Kiyafeti'l-
Ihsaniyye f semaili’l-Osmaniyye”
Millet Manuscript Library Archive
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Matrakgi Nasuh'a ait
Stleymanname adli eserden
minyattr formunda bir sehir
haritasi - Topkapr Sarayi
Muizesi Kitiphanesi Arsivi

A city plan in miniature
painting style in Matrakgi
Nasuh's Stileymanndme
Topkapi Palace Museum
Archive and Library
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Asik Celebinin Mesairii's-Su'ara adli eserinin tek minyatirli nishasindan cesitli sair tasvirleri - Millet Kiittiphanesi Arsivi
Depictions of various poets in the only illuminated copy of Mesdirii's-Su'ara by Asik Celebi - Millet Manuscript Library Archive
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Asik Celebinin Mesairii's-Su'ara adli eserinin tek minyatiirli niishasindan cesitli sair tasvirleri - Millet Kutiphanesi Arsivi
Depictions of various poets in the only illuminated copy of Mesdirii's-Su'ara by Asik Celebi - Millet Manuscript Library Archive



MiNYATUR TERIMLERi SOZLUGU / A GLOSSARY OF MINIATURE PAINTING TERMS

Ahar: Nisasta, yumurta aki, nisadir, kitre, Arap zamki, Ustiibeg, beyaz
sap, balik tutkali, un, hatmi cicegi, taze giil yaprag, piring gibi mad-
delerden, yapilan ve ham kagitlarin terbiyesinde kullanilan malzeme.

Dressing: The mixture of materials such as starch, egg white, ammoni-

um chloride, gum tragacanth, gum Arabic, ceruse, alum, fish glue, flour,
marshmallow flower, fresh rose petals and rice; used for treating paper.

Beyne’s-siitiir: Yazma kitap sanatlarinda, iki satir arasindaki bosluk-
larin desenlenmesidir.

Beyne’s-siitdr: lllustrating the spaces between two lines in manuscript craft.

Cedvel: Yazma kitaplarda, levhalarda, murakkalarda yazinin etrafini
cevreleyen altin murekkebi ya da renkli boyalarla boyanan farkl kalin-
likta olabilen sinirlayici ¢izgi.

Cedvel: Boundery line of gild or colored pigments and of various widths,
bordering the inscriptions in manuscripts, levhas and muragqgas.

Celf Siiliis: Siilus, nesihe benzeyen fakat kendine 6zgi oran ve bicim-
leri olan kalinca ¢izgili bir yazi tirtdir. Celf siilis ise siliisiin genis
agizh kalemle yazilan buytik ve goze carpici goruinimlu seklidir.

Jeli Thuluth: Thuluth is a type of wider inscription that resembles nesih
but has its own proportions and forms. Jeli thuluth, is the larger and more
remarkable type of thuluth, inscribed with a broad-edged pen.

istinsah: Nushasini ¢ikarmak, kopya etmek.
istinsah: To make a copy, to replicate.

Kenar suyu: En dista bulunan bordiir veya dis pervaz olarak da tani-
nan bezemelere verilen isim.

Kenar suyu: Term for the decorations that are the outermost borders or
outer frames.

Ketebe: Resim, hat ve yazma eserlerde, sanatcinin eserini tamamla-
dig tarihi ve imzasini bildirdigi kayit.

Colophon: A brief record of the completion date and artist’s signature in
paintings, calligraphic works and manuscripts.

Kuzulu cedvel: Sayfanin metninin sinirina cekilen altinli veya altinsiz
cedvellerin disina bostan trilingle bir tahrir daha cekilmesi.

Kuzulu cedvel: Drawing of another tahrir outside the gilded or non-gild-
ed cedvels drawn on the text borders of the page.

Kosebent: Cilt kapaginin dort kdsesine yapilan stisleme.
Késebent: Decorations on the four corners of the manuscript’s cover.

Lapis lazuli: Koyu mavi, genellikle agik sari lekeli ve damarl yar asil
tas. Bu tas, lacivert renkte bir boyanin cikariimasi icin déviilerek toz
haline getirilerek resim sanatinda kullanilir.

Lapis lazuli: Dark blue semi-precious stone that's usually marked with
light yellow stains and veins. This stone is crushed into powder to obtain
a dark blue pigment and is usually used in the art of painting.

Mesnevi: Her beyti ayri kafiyeli olan manzume. Uzun manzum eserle-
rin cogu kafiye rahathgi oldugu icin mesnevi seklinde yazilir.

Masnavi: A poem based on independent, internally rhyming lines. Longer
works that are written in verse are usually composed in masnavi for the
ease of rhyming.

Miklep: Yazma kitaplarin ciltlerinin alt kapak kenarina eklenen licge-
nimsi kisim.

Miklep: Triangular pieces fixed on the lower corners of manuscript covers.
Miinacaat: Tanriya yalvarma seklinde yazilan manzume.

Miinacaat: A supplication to god written in verse.

Miilemma: Altin yaldizla islenerek yapilmis bezeme.

Milemma: A type of gilded decoration.

Na’at: Hz. Muhammed (sav) lzerine yaziimis kaside. Divan edebiya-
tinda Peygamber’in 6zelliklerini 6verek anlatmak, sefaat dilemek, din
ve tarikat ulularini 6vmek icin yazilan kaside.

Na’at: A gasida about Hz. Muhammed (sav). In diwan poetry, a gasida
composed to praise the Prophet, to pray for his intercession and to praise
the elders of the religion and the sect.

Nazire: Bir sairin eserine baska bir sair tarafindan ayni vezin ve ka-
fiyede yazilan karsilik.

Nazire: A poem composed in response to another poem by another poet,
in the same meter and rhyme.

Pafta: Genis bordiirlerin ya da sertabin tizerine yuvarlak veya beyzi
sekilde konulan parcalar.

Pafta: Circular or oval pieces placed on wider borders or sertap.

Salbek: Ciltlerde semsenin iki ucundaki uzanti seklinde yapilan susle-
meye verilen isim.

Salbek: A type of decoration that extends from two ends of a semse on
the binding.

Ser-levha: Yazma kitabin tezhiplenen baslk bélimii. Serlevha tezhibi
Besmele’nin hemen istiinde yer aldigi gibi, dzellikle Kur’anlarda, metni
icine alacak sekilde tam sayfa tezhipli, ya da karsilikli iki tam sayfa
tezhipli olabilir.

Ser-levha: Gilded title part of a manuscript. Serlevha gilding is placed
right above the Basmala and, especially on Qurans, it can be a fully gilded
page with the text centered in it or two opposite gilded pages.

Ser-tab: Ciltlerde kitabi korumasi amaciyla yapilan ve cogunlukla
lizerinde ayet veya beyitlerin yer aldigi mikleple dis kapak arasinda
kalan kisim.

Ser-tab: A part of the binding, designed to protect the manuscript and
usually placed between miklep, which contains verses of Quran or verses,
and the outer cover.



Semse: Farsca “giines” kelimesinden gelen, oval formlardan olusan
bezeme.

Semse: Derived from the Persian word for “sun”, a decoration that con-
sists of oval forms.

Ta'lik: Hat sanatinda yatik cizgileri uzun, dik cizgileri kisa bir yazi ti-
ridur; yaygin ve hafif saga, geriye vatiktir. T2'lik hat, levha, kitabe ve
kitap yazisidir.

Ta'liq: A calligraphic script with long horizontal strokes and short vertical
strokes; its letters are rounded and its lines ascend upward as they move
from right to left. Ta'liq script is used in calligraphy, levhas, kitabes and
manuscripts.

Tevhid: Divan edebiyatinda Tanrr'nin birligi Gizerine yazilan manzume
ve nesir.

Tevhid: In Diwan literature, poetry and prose about the Unity of God.

Tezkire: Divan edebiyati devrinde edebiyat tarihi vazifesi géren eser-
lerin genel ad.

Tezkire: A general name for works that function as literary history in
Diwan literature.

Tig: Sayfanin cedvelinden sonra disariya dogru belirli araliklarla ¢eki-
len oku andiran sekil ve cizgiler.

Tig: Forms and lines that resemble arrows, drawn regularly outwards
from the page’s cedvel.

Ulama: Yazma kitaplarda yazi ve sayfa kenarina su olarak yapilan
birbirine bagli kanca seklinde siisleme.

Ulama: A decoration shaped as interconnected hooks drawn on the bor-
ders of the text and page in manuscripts.

Ustiibeg: Kursun karbonatli bir beyaz boya. Resimde cok giizel aydin-
Ik, kapatici bir ézelligi oldugu icin ¢ok kullanilir.

Ceruse: A white pigment consisting of a mixture of lead carbonate. It's
employed very often, due to its lightening and covering properties in
paintings.

Zerenderzer: Altin icinde altin anlamindadir. Altin mirekkebiyle bo-
yanmis motiflerin yer aldigi zeminin de altin miirekkebiyle boyanma-
sidir.

Zerenderzer: Means gold within gold. It's a type of decoration done by
gilding the background of gilded patterns.






