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Kainatta ne varsa suda yasadi once;

Ustdamudzden su geger dogunca ve olunce.

Kah susar, kah cirpinir, kah drperir, kah ¢aglar:
Su, esyayr kemiren kiife ve pasa aglar.

Necip Fazil Kisakirek



Sunus / Preface

Kultdr ve medeniyet arasinda derin ve koklU bir iliski
vardir. Kultir medeniyetin Uzerinde boy attigi zemin,
medeniyet kiltird ayakta tutan bir dayanak noktasidir.
Bu ikisi insan hayatinin her alanina nifuz eden bir bi-
tandur.

Kaltlr ve medeniyetimiz manevi agidan oldugu kadar
maddi agidan da en ylksek 6rneklerini sehrimiz stan-
bul'da ortaya koymustur. Bu sehirde kdiltir ve medeni-
yetimizin imzalarini anitsal mimari eserlerin yanisira bo-
yut olarak kiigik ama sanat degeri buytk olan ve mi-
tevazi bir bicimde guindelik hayatimiza giren eserler tes-
kil etmektedir. Bu sanat saheserlerimizden bir grubu da
su ile ilgili esyalar ve bu esyalarin Gzerlerine ilmek ilmek
isledigimiz sanat UslGbumuzdur.

[stanbul’un zengin kultir( icerisinde su kultlra arasti-
riimaya deger bir konudur. Elinizdeki eserde bu konu
“gunlik hayatta su kaltirUmiz ve zanaattan sanata
dénusen esyalar” yonuyle incelenmistir. Su ile ilgili es-
yalara rafine birer zevk ve zarafet semboll olarak ne
kadar zarif islemeler yapti§imiz ortaya konmustur. Su-
ya verdigimiz degerle orantili olarak; ibrik, vazo, strahi,
hamam tasi, masrapa, testi gibi esyalarin tzerlerine kul-
turimuzin genel cizgilerini aynen yansittigimiz goérul-
mektedir.

Millet olarak tarihimiz boyunca glnlik hayatta suyu
hem tasarruflu kullanmis hem de suyu kullanirken bir
edep ve usul gelistirmisizdir. Ayni zamanda suyu en
dnemli hayir kapilarindan birisi olara gérmustzdur. Bu-
na bagl olarak su ile ilgili kullandigimiz esyalarin zeri-

There is a deep-rooted connection between civilization
and culture. Culture provides the grounds for the civi-
lization to grow and civilization keeps the culture alive.
Both of these make up a whole that influences every
aspect of human life.

Our culture and civilization have put forth some of
their best spiritual and material works in Istanbul. The
signature of our culture and civilization can be seen in
monumental works as well as in the more simple
works of art. These come into our daily lives and are
sometimes modest or small, but they still have great
artistic value. Some of these masterpieces are objects
that are related to water and the aesthetic style that
has embroidered these works.

From amongst the many rich cultures of Istanbul, the
culture of water is a subject worth exploring. In the
book that you are holding, the culture of water in our
daily life and the objects that become works of art are
laid before you. The elegant decorations that are sym-
bols of grace and refined taste used on objects related
to water are presented for your enjoyment. In propor-
tion to the value we give to water, we have reflected
the general lines of our culture on objects such as jugs,
vases, pitchers, bowls, ladles and jars.

As a nation, we have used water frugally in our daily
lives and have also developed a manner and method in
doing so. We have also seen water as a significant tool
for benevolence. Our refined taste is reflected in these
objects that are used with water. Pitchers that are



ne en ince zevklerimiz yansimistir. Zarafetin ve tasarru-
fun sembolu ibrikler, cam maden ve seramik su kapla-
rindaki zarif islemeler, karsiliksiz vermenin pinarlar ces-
meler, temizligin mekani hamam ve hamam takimlari,
su yuzinde resim yapmanin erisilmez derinligi ebru,
hep ayni distnce yapisinin Griinleridir.

Elinizdeki eser kultdrimuzin derinligini olusturan
6nemli detaylardan birisini ele almaktadir. Su medeni-
yetimizin énemli bir yéninl sergileyen bu degerli ese-
rin hazirlanmasinda ve yayinlanmasinda emegi gecen-
lere tesekkUr ediyorum.

Onumuzdeki ddénemde de Istanbul’ umuzun tarihi, kiil-
threl ve edebi degerleri tizerine yazilmis eserleri okuyu-
cularla bulusturmaya devam edeceg@imizi belirtiyor, bu
vesileyle tim Istanbullulara sevgi ve saygilarimi sunuyo-
rum.

symbols of elegance and frugality, refined decorations
on glass, metal or ceramic water bowls, fountains
which are springs of gratuitous giving, hamams
(Turkish baths) and hamam objects which are the cen-
ters of cleanliness, and works of ebru that are pictures
on the face of water beyond reach, are all products of
the same mentality.

This book approaches some of the most important
details, which constitutes the depths of Turkish
heritage. | would like to thank those who have con-
tributed to the making and the publication of this
book, which presents an important aspect of Turkish
water culture.

Our particular aim is to continue to bring forth works
written about the history, culture and literature of
Istanbul and | would like to convey my best wishes to
the people of Istanbul.

I
Kadir Topbas
Istanbul Blyiksehir Belediye Baskani

Mayor of Istanbul




Tombak ibrik - legen
Osmanl 19. yy.

(Tiirk Isiam Eserleri Miizesi)

Tombac pitcher-washbasin

Nineteen century, Ottoman period
(Turkish Islamic Art Museum)




Takdim / Introduction

Mevliit Vural / ISKI Genel Miidiirii

Kaltdrdmuaz icinde su énemli bir yer tuttugu gibi, su
kaltard icinde de glnllk hayatta su kullanim kltiird
ayri bir yer tutmaktadir.

Elinizdeki eser giinlik hayatta suyu kullanirken olus-
turdugumuz kiltlr cergevesinde yaptigimiz esyalarin
bigimlerini, Uzerlerine kondurdugumuz estetik zevki-
mizi ve sanatimizi anlatmaktadir.

Yani temizligin temeli olarak gordugimuz ve biyiik
deger verdigimiz hayatin vazgegilmez kaynagi olan
suyu sadece kullanmakla kalmamis, hem tasarruflu
kullanmayi hem de su ile ilgili esyalara estetik lezzet-
ler katmayi basarmis bir kdltlrin sahibiyiz. Su kulti-
rimUz bu anlamda da oldukga zengindir.

YUzyillar boyu olusturdugumuz su medeniyeti mirasi-
mizin, gelecege tasinmasi agisindan bu tiir eserlerin
yayinina katki saglamaktan ISK| olarak mutluluk duyu-
yoruz.

Yapimda emegi gegenleri kutlar, eserden azami isti-
fadenin saglanmasini dilerim.

Not only does water have an important role, but the
culture of water consumption also makes up a vital
part of our lives.

The book you are holding is the story of the style and
aesthetics of our culture displayed via articles used
during daily water usage and consumption.

Ours is a culture that consumes water - a foundation
and indispensable part of life - frugally and adds aes-
thetic value to those articles associated with water.
In this sense our water culture is very rich.

We are happy to have contributed to the publication
of this work, which will help us carry the legacy of
the water culture that has developed over the cen-
turies into the future.

At ISKI (Istanbul Water and Sewage Administration)
we would like to congratulate those who have
worked in the preparation of this book and to
express our heartfelt wish that all will benefit from it.




Dilimli madalyonlarla bezeli yesim kase

Istanbul 186.ytizyil ortalari
Yesim, yakut, altin kakma.
ylkseklik 4.5 cm agiz ¢api 8.6 cm taban ¢apr 4.5 cm

Siyah yesim tasindan olan yuvarlak kdse, Osmanli kakma
(hak etme) sanatinin sahane bir 6rnegidir. Osmanli Sara-
yI'ndaki yesim isciliginin gelisimi 16.ylzyil boyunca devam
etmistir. Yesim tasl Kaskar'dan gelmekteydi ve kendi basi-
na degerli bir tas olmasinin yaninda zehirle temas ettigin-
de renk degistirmesiyle de Unliydd. Osmanli'lar yesim ta-
sini silah, mutfak esyasi, kitap cildi gibi neredeyse her tir
obje yapiminda kullanmuslardir.

( “Isldm sanatinin 3 Bagkenti: Istanbul, Isfahan, Delhi” sergisi
Sakip Sabanct Mizesi, Istanbul, Subat 2008 )

Jade stone bowl decorated with layered madallions

Middle of sixteenth century, Istanbul

Jadestone, jade, gold Inlay

Height 4.5 cm, diameter of the mouth 8.6 cm, diameter
of base 4.5 cm

The round bowl! which is made from black jadestone is an
exquisite example of the Ottoman art of inlaying. The
development of jadestone workmanship continued
throughout the sixteenth century. Jade stone originally
came from Kaskar and although it was regarded as a pre-
cious stone in its own right, it became famous for the
changes in colour it underwent when placed in contact
with poison. The Ottomans made wide use of jade stone
decorating their weapons, kitchen articles, book covers

and many other objects.

(From the exhibition of “Three Capitals of Islamic Art: Istanbul, Isfahan
and Delhi " Istanbul, February 2008. Sakip Sabanci Museum)
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Su kudltdaramdz / Turkish water culture

Orta Asya’dan beri yasanarak gelen Selcuklular'da ol-
gunlasan ve Osmanli‘da sahikasina ulasan sanat Us-
lubumuzun ortak yansimalari bltin alanlarda aynen
kendini gostermistir. Dlinya Uzerinde pek az kultir,
gundelik hayatin ihtiyaglarini karsilamak Gzere yaptik-
lari eserlere, bizim kadar ylksek bir estetik zevki kat-
may! basarabilmistir. Su kiltrl esyalarn da bunlar-
dandir.

13. yuzyilda yapilan Divrigi Ulucamii Tag Kapisi'ndaki
tas kabartmalarda estetik bltinlik neyse, 1569'da
yapilan Selimiye'deki mimari armoni aynidir. 15. yiiz-
yilda hattat Seyh Hamdullah'in hattindaki glct, 20.
yuzyilda Hamit Aytag'ta da bulmak mimkundir.

Sadirvan, gesme, hamam gibi eserlerde de ayni Uslu-
bu bulursunuz. Genel olarak sanatimizda huzur, den-
ge, slkanet, estetik civilti ve arayis hakimdir. Uslup
disi, aykiri sertlikler gortlmez.
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The reflections of the Turkish artistic style, which
started in Central Asia, matured during the Seljuk
Period, reaching its zenith with the Ottomans, this
can be seen to be reflected in every aspect of life.
Very few cultures on the face of this earth have
been able to add such sophisticated aesthetic taste
to articles employed in daily chores. Objects associ-
ated with the use and consumption of water make
up a part of this.

The aesthetic integrity of the relief work on the
Divrigi Ulucamii Tag door, which was built in the thir-
teenth century, is in architectural harmony with the
Selimiye Mosque, built in 1569. It is possible to find
the ardour of the calligraphy of hattat Seyh
Hamdullah, who lived in the fifteenth century reflect-
ed in the twentieth-century calligraphy of Hamit
Aytag. You are aware that every product, large or



Kupa - Bardak
[stanbul, 1480-1510 civari

Ahsap (zerine deri; repousse beze-
me, sedef, boyali ve yaldizli ahsap.
Yikseklik 21,4 cm, taban ¢api 10,8

cm, agiz ¢apl 8,1 cm

Ustl kesilmis bir koni bigimindeki
bu kapakl kupa hafif ahsaptan ya-
pilmis, Uzerine repousse teknigin-

de baskiyla bezeli deri gegiriimis-
tir. Kupanin ici de deri ile kaphdir.
Objenin parlak renklerinden fazla
iz kalmamistir. Kirmizi rengin
egemen oldugu objedeki boyala-
nn ve sedefin ¢ogu bugln yok
olmustur. 16. ylzyilin klasik Os-
manli sanati dncesine 1Sk tuttu-
gu i¢in bu kupa son derecede
énemlidir ve lstanbul'daki Os-
manli saray sanatinin essiz bir
ornegidir. Ayni zamanda en es-

ki Osmanl deri kupasidir.

( “Islam sanatinin 3 Baskenti: [stanbul,
[sfahan, Delhi” sergisi. Sakip Sabanci
Miizesi, Istanbul, Subat 2008 )

2

Goblet - Glass
Istanbul, 1480-1510
Leather decoration on
wood, repousse decora-
tion, mother of pearl,
colored and gilded
wood
Height 21,4 cm, bottom
diameter 10,8 cm, mouth
diameter 8, 1cm

This goblet with lid, is shaped
and cut similar to a cone. It is
made from light wood and cov-
ered with leather. This leather is
decorated with imprints using the

repousse technique. The interior of

the goblet is also covered with
leather. Unfortunately the bright
coloures have faded. Most of the
painting and the mother of pearl
on this mostly red object have dis-
sapeared. This goblet is very
important as it sheds light on the
pre sixteenth century classical
Ottoman art and also it is a beau-
tiful example of the Ottoman
Palace art in Istanbul. This is the
oldest Ottoman leather goblet
from that period.

{From the exhibition of "Three Capitals
of Islamic Art: Istanbul, Isfahan and Delhi
“ Istanbul, February 2008. Sakip Sabanc!
Museum)



Ayni sekilde maden, cam, seramik sanatlarinda ve
onlarin igslemelerinde de ayni ortak zevkin izleri goru-
[Gr. Bir savat ibrik, bir seramik testi, bir cam vazo hem
hattatin hem kuyumcunun hem de mizehhibin ortak
galismasidir.

Guzel bir seramik, madeni, cam ibrikte ayni zamanda
bir hattatin inceligini bulur, ayni sekilde bir hattatin ib-
rik seklindeki yazi istifinde de bir miizehhibin zerafe-
tini buluruz.

Malzemeler degisir ancak engin ifade zenginligimiz,
i¢ huzurumuzun malzemeye yansimasi degismez.
Esyalar gesitlidir fakat sanatimizdaki zevk bitunligi
aynidir,

Su kiltirimuzle ilgili esyalarin yapimi ve sislemele-
rinde de i¢ dinyamizin yansimalari gérilir. Hayatimi-
zin odagina temizlik kiltlrd oturdugundan (suyu kul-
lanirken israf etmeden) bu kiiltire uygun miiessese-
ler ve gunlik esyalar olusturmusuz. Bu miiesseseler-
den yikanmanin kaynagi hamamlar, suyu hayrat ola-
rak sebil etmenin en zarif érnekleri cesmeler, suyu
sanata donustirmenin adi ebru, giinliik su kullanimi-
nin en zarif rnekleri de ibrik, tas, vazo ve testi gibi
esyalardir.

BUtln bunlarla ylzyillardir glinliik hayatta su kullanimi
kUlthrh olugturmus, ayni zamanda yaptigimiz miies-
sese ve esyalara da zevk bUtUnligimiizin yansima-
sI sanatimizi kondurmusuz.

Su, pek ¢ok tirkl, mani ve deyisimize de konu ol-
mustur. Bir iki 6rnek vermek gerekirse :

Cadnam cagnam kayalardan ¢ikan su
Agac¢ gemileri oynatan su

Hasan ile Hiseynin hasreti su

Bag ile bostanin zineti su

Ayse ile Fatmanun nikéhu su.

Sahbaz atlar igdligi su

Ag koyunlar geliip ¢evresinde yatdugu su
Ordumun haberin bildrmdsin degil mana
Kara basum kurban olsun suyum sana

Salur Kazan
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small, is the result of a collective style. In general,
peace, balance, tranquillity, aesthetic movement and
a search for the better are the dominant factors in
Turkish art. There is nothing that disturbs, obtrudes
or which is inconsistent with the preferred style.

One can see the traces of a similar collective taste in
metal, glass and ceramic arts and their decorations.
A niello pitcher, a ceramic jug or a glass vase is the
collective work of a calligrapher, a goldsmith and an
illuminator,

One can find the refinement of a calligrapher in a
ceramic, metal or glass pitcher and the elegance of
an illuminator in pitcher-shaped calligraphy.

The material changes but the reflection of the
boundless wealth of expressions and tranquillity on
the artwork do not change. The articles are many but
the unity of taste in our art stays the same. One can
see the reflections of the tranquillity of our inner
world in the decoration and the making of the arti-
cles that are related to water culture. Because the
culture of cleanliness is at the centre of our lives,
appropriate institutions and articles that are suitable
to this culture have been formed (for example,
things that enable us not to waste water while using
it). Public baths are the center of cleanliness, foun-
tains are the most graceful examples of distributing
water as a gesture of goodwill, ebru is a means of
turning water into art and the pitchers, bowls, vases
and jugs are the most elegant examples of the
usage of water.

With all these, we have formed a water culture
based on the daily usage of water and with the insti-
tutions and articles the unity of our taste is reflected.
In addition, water has played the leading role in
many songs, lyrics and sayings.



Surname-i Vehbi'den bir minyatir...

(1720 yilinda gerceklesen ve 15 gun 15 gece
suren lll. Ahmed'in dort sehzadesinin sunnet
diglndind konu eden Surndme-i Vehbi'de
dugdnle ilgili Levni tarafindan yapilan 137

minyattr bulunur.)

Levni yandaki minyaturde; esnaf alayini;
bakircilar, mlcevherciler, terziler ve ipek
dokumacilarin gegit torenini
resmetmistir.

Minyatiirde; ellerinde hediyeler tasiyan
bakircilarin ve calgicilarin arkasindan pirl
pirl kalayh kaplarin sergilendigi ve iginde

bir ¢ciragin bakir kap dovdigu bir araba

gorlUr. Arkalarindan micevherciler
silahli muhafizlari ve micevher kakmall
hediyeleriyle ylrimektedir. Onlar
izleyen terziler, yanlarinda hediye
tastyicilari, silahli muhafizlar ve sazen-
deleri ile birlikte gecer. Bu minyatUr
dénemin bakir esyalar agisindan onemli
bir belge niteligindedir.

A miniature from the Surname-i Vehbi

(There are one hundred and thirty seven
miniatures In the Surndme-i Vehbi, made by
Levni. The theme is the circumcision ceremo-
ny of the four princes of Sultan Ahmed Ill,
which continued for fifteen days and fifteen
nights.}

Levni have pictured the tradesmen
parade depicting copper artists, jewellers,
tailors and silk weavers.

In the miniature one can see copper
artisans and musicians with gifts in their

hands, shiny exhibits of tinglazed §
coppers and an apprentice on top of a

cart pounding a copper bowl. The tailors
follow them with gift bearers, armed
guards and musicians. This miniature is
an important document regarding the
copper articles of the period.

4




Yunus'umuzun dilinde;

Tastin yine deli géndil
Sular gibi ¢caglar misin
Aktin yine kanli yasim
Yollarimi baglar misin

diye ses vermistir.Tabii ki bunlar edebiyatimizda su-
dan bahseden iki metin. Bunlar gibi ttrkilerimizde,
manilerimizde, siirlerimizde, ninnilerimizde ve sarkila-
rimizda binlerce eser bulunmaktadir.

Tarihi belge niteligindeki minyatiirler, su kaplar
icin de 6nemli belgelerdir...

Arsiv belgelerinde adlar gegen bu kaplarin kullanilisi
hakkindaki en énemli gérsel kaynaklar Topkap! Saray:
Muzesi Kutlphanesi'nde bulunan minyatirli Os-
manl el yazmasi iki surndmedir.

Bunlardan ilki, Sultan Ill. Murad'in oglu Sehzade
Mehmed'in 1582 yilinda yapilan ve 52 giin 52 gece
stren slnnet diglnini anlatmaktadir. Cok sayida
minyatlrdn bulundugu eserde metal ve seramik
porselen kap bigimleri coklukla resmedilmistir.
Tabaklar, kavanozlar, sahanlar, fincanlar, tepsiler,
kaseler, tencereler siklikla kullanilan formlardir.

lkinci surname 1. Ahmed'in dért sehzadesinin siin-
net digununu konu eden Surndme-i Vehbi adli min-
yaturll el yazmadir (A. 3593). 1720 yilinda gercekle-
sen ve 15 gun 15 gece siren diginle ilgili bu yazma-
da Levni tarafindan yapilan 137 minyatir bulunur.
Minyatlrlerde kapali metal tabak, kase ve sahanlar,
mavi beyaz kdse ve tabaklar, micevherli porselen
kaplar, genellikle bir tepsi iginde takim olarak buhur-
dan ve gulabdanlar, strahiler, kasiklar, gimis legen
ve ibrikler, fincanlar ¢oklukla resmedilen kap tirlerini
olusturur.

5

Miniatures, which carry historical importance,
are also valuable documents for the water
culture.

The most important visual documents in the
archives from the Ottoman times concerned with
the usage of the receptacles listed are the two man-
uscript “surnames” with miniatures that are kept at
Topkapi Palace.

The first one is concerned with the circumcision cer-
emony for Prince Mehmed, son of Sultan Murad /I,
which took place in 1582 and lasted for fifty-two
days and fifty-two nights. There are many minia-
tures in this work and the styles of metal, ceramic
and porcelain receptacles have been depicted,

Plates, jars, pans, cups, trays, bowls and pots are
utensils that were used regularly at this time.

The second handwritten “surname” with miniatures
Is concerned with the circumcision ceremony of the
four sons of Sultan Ahmed Ill, which took place in
1720 and lasted for fifteen days and fifteen nights
(A. 3593). There are one hundred and thirty-seven
miniatures in this “surname”. Metal plates with cov-
ers, bowls, pans, white and blue bowls and plates,
Jewel studded porcelain bowls, incense burners and
gulabdans, which form a set and were presented on
trays, along with jugs, spoons, silver wash-basin and
pitcher sets and cups make up the most often
depicted receptacles.
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Seramik,
Yapimn ve Ozelliklerr...

Sanat eserine donlistiirdigiamiiz, ginliik islerde
kullanilan su ile ilgili seramik esyalar, bicim ve
suslemeleri. (kiip, kdse, testi, masrapa, stirahi,
bardak, matara, ibrik, tas, kupa, vazo vb.)

The Making of Ceramic and
/ts Characteristics

Ceramic objects used daily around and with water,
which have become pieces of art, in all its forms and
decoration. (jars, bowls, jugs, dippers, pitchers,
glasses, flasks, cups and vases)




Iinsanoglu ilk caglardan beri yapimi kolay
olan topraktan mamul esyalar yapmus,
pisirip sirlayarak saglamlastirmis ve
kullanmustir. Anadolu tarihi bu eserlerin

sayisiz ornekleri ile doludur.

Bizim kiltiriimizde de seramik esyalar
yapmak, stislemek ve kullanmak genis

bir yer tutar.

Ginlik hayatta suyu kullanirken yaptigimiz
seramik esyalarin bicimine ve tzerindeki
stislemelere de, diger sanat dallarindaki
estetik tiislubumuz aynen yansimistir.

Since the beginning of time man has
created objects from clay, He has fired them
glazed them and given them a functional
purpose. Anatolian history is filled with

examples of these handiworks.

culture.

The making and decorating of useful
ceramics has an important place in our

Our aesthetic style in various branches of
art has been perfectly reflected in the
shapes and decoration of the ceramics we
use in our daily lives.

Sirahi
Selcuklu dénemi 13. yy.
Tek renkli geometrik stisleme

tizerine renkli sirli stirahi
(Tiirk Islam Eserleri Mizesi)

Jug
Thirteenth century Seljuk Period
Colour glazed jug decorated with a

single coloured geometrical motif
(Turkish Islamic Art Museum)

Vazo
Selcuklu dénemi 13. yy.

Renkli sirl dekorsuz vazo
(Turk Isldam Eserleri Mizesi)

Vase
Thirteenth century Seljuk Period

Coloured, unglazed, undecorated vase
(Turkish Islamic Art Museum)
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Kase
Selcuklu dénemi 13. yy.
Perdah teknikli kdse

(Tiirk Isldm Eserleri Mizesi)

Bowl
Thirteenth century Seljuk Period

Bowl made with glazing technique
(Turkish Islamic Art Museum)



Cini duvar gibi ylzeylerde kaplama olarak kullanilan
renkli ve sirl malzemeye; seramik ise kullanim esyasi
olan kase, tabak, fincan, sirahi gibi agik ve kapali
formlardaki pismis toprak ve sirli malzemeye den-
mektedir. Bizim konumuz seramik oldugu igin gini
Uzerinde durmayacadiz.

Ginlik islerde kullanilan cesitli toprak kaplara
genel bir adla seramik denilir. Bu kaplar, oteki
kullanim esyalari gibi bicim ve stislemeleriyle bi-
rer sanat degeri tasiyabilir, dolayisiyla sanat tari-
hi arastirmalarina konu olur ve miizelerde seckin
bir yer alirlar.

Prof. Dr. Serare Yetkin Anadolu‘da Tiurk Cini Sanati-
nin gelismesi adli eserinde seramik sanatimizin geli-
simini 6zetle soyle anlatir:

“Yapilan kazi ve arastirmalar, hem Islam Glkelerinde
hem Anadolu disindaki Tlrk devletlerinde sanat de-
geri tasiyan seramik orneklerinin ¢ok yaygin oldugu-
nu ortaya koymustur. Bu seramikler, yetkin formlari
kadar Ustln bir teknik ve zevkle yapilmis sislemele-
riyle de dikkati cekmektedirler. Ozellikle Abbasiler,

Vazolar

Eyyabi-Halep 13. yy.
Sir alti tekniginde seffaf sir ile sirlannus vazolar
(Ttirk [sldm Eserleri Mizesi)

Vases
Thirteenth century Ayyubid Dynasty, Aleppo
Vases decorated with clear glaze with an

underglaze technique
(Turkish Islamic Art Museum)
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Cini is the name of the colourful glazed material
used in tiling, and ceramic is the name of the baked
and glazed earthenware used for bowls, plates, cups
and jugs. Since our subject is ceramic we will not
focus on ¢ini from hereon.

These pots made of clay, which we use on a daily
basis, are called keramik or ceramic. These pots
sometimes gain art value due to their shape and
decoration and occasionally become the subject
of art history and hold an esteemed place in
museums.

Dr. Serare Yetkin describes the development of the
ceramic art in his book “The development of Turkish
Cini Art in Anatolia” as follows:

“Various digs and research have shown that valu-
able ceramic art was widespread in Muslim coun-
tries outside of Anatolia and Turkic countries. These
ceramics were remarkable with their adept form
tasteful decoration and fine techniques. We know
that especially Abbasids, Fatimis, Samanogullari,
Karahans and Persian Seljuk’s were highly advanced

Testi

Eyyabi-Halep 12-13. yy.

Sgrafito teknigi kullanilarak bezenmis testi
(Tiirk fsidm Eserleri Mizesi)

Earthenware Jugs
Ayyubid Dynasty, Aleppo
Thirteenth-Fourteenth centuries

The jugs are decorated with the Sgrafito technique
(Turkish Islamic Art Museum)



Fatimiler, Samanogullari, Karahanlilar ve Iran Selguk-
lulari'nda ¢ok gelismis bir seramik sanati oldugu bilin-
mektedir. 9. ylzylldan 13. ylzyila kadar gelisen bu
sanat, asil blyUk teknik gesitliligine Iran’da, Buyuk
Selguklular déneminde ulagmistir.

Anadolu Tlrk seramik sanati, Blylk Selguklu sera-
mik sanatindan da etkilenmistir. Anadolu Selguklu
doneminden elimize gegen az sayida buluntu, Sel-
cuklu ve Artuklu seramiginin ylksek bir sanat degeri
tasidigini anlamamiza yetmistir. Bu dénemin sirli ve
sirsiz seramiklerinde kazima, cizikleme, kalipla ka-
bartma, oyma (ajur) gibi sUsleme teknikleri kul-
lanilmistir. Ayrica, “barbutin” denilen, elde bigimlen-
dirilen seramik hamurunun kabin ylzeyine

Kipler
Selguklu - Diyarbakir 12 - 13. yy.

Sirsiz kabartma dekorlu kiipler
(Tiirk Isldm Eserleri Mtizesi)

Earthenware Jars
Seljuk Period, Diyarbakir

Thirteenth-Fourteenth centuries Unglazed, embossed jugs
(Turkish Islamic Art Museum)
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in ceramic arts. This art, which continued to advance
from the ninth to the thirteenth century, reached its
highest technical diversity in Iran during the Great
Seljuk Empire.

The Anatolian Turkish ceramic art has been
influenced by the Great Seljuk ceramics. The lim/-
ted pieces which have reached us from the times of
the Anatolian Seljuk’s have shown that these cera-
mics and those of the Artuk’s carried high art value.
During this time the techniques of engraving, scratc-
hing, embossing with a mould, and etching were
used on glazed and unglazed ceramics. Also the
“barbutin” technige was seen in this era, which is
the application of hand shaped clay to the pot.




uygulanmasi teknigine de rastlanmaktadir. Seramikte
sirin kullaniimaya baslanmasi ile kaplara, renkli ve ge-
kici bir ozellik kazandirilmistir. Bu dénemde turkuaz
sir altina siyah dekorlu ya da sari kahverengi sirli Sel-
cuklu seramiklerine sikga rastlanir.

Islam ve Bizans sanatinda kullanilan “sgrafito” (kazi-
ma) teknigi, bu déonemde Anadolu'da da karsimiza
cikar. Bu teknikte, sarimsi ya da kirmizi seramik ha-
murunun Uzerine uygulanan beyaz renkli astar lzeri-
ne ciziktirme ve kazima ile geometrik motifler ya da
stilize bitki motifleri yapiliyor, sonra da bu motiflerin
aralari renkli sirlarla sirlanarak firinlaniyordu. Bu gruba
ait Selcuklu figtr anlayisini yansitan insan ve kus fi-
gurli 6rnekler de bulunmaktadir.

Bir baska seramik teknigi de “slip” denilen tekniktir.
Islam sanatinda 9 ve 10. ylzyillarda rastlanan slip
tekniginin Anadolu Tdrk sanatinda da kullanildigi Ku-
badabad Sarayi, Elazi§ Korucutepe, Samsat ve Kale-
hisar kazilarinda gikan buluntulardan anlasiimistir. Bu
teknikte, kirmizi seramik hamuru Uzerine beyaz renk-
te bir astarla 6rnekler yapiliyor, sonra tzeri sari, yesil
ya da firGze gibi tek renkli bir sirla sirlanip firinlaniyor-
du.

21

With the usage of glaze the ceramic pots became
colourful and attractive. Black background under
turquoise glaze or yellow-brown glazed Seljuk
ceramics were common to this period.

The “sgraffito” (scratching) technique used iIn
Muslim and Byzantium art is seen in Anatolia during
this period. In this technique a white undercoat is
spread on yellowish or red ceramic clay and then
geometrical motifs or stylised plant motifs are drawn
by scraping or scratching. Before going in the kiln, a
coloured glaze is applied in the space between
motifs. There are also examples with human and
bird figurines, which reflect a Seljuk concept in this
area.

Another ceramic technique is called the “slip” tech-
nique which was used in Islamic art in the ninth and
tenth centuries, it was also used in Anatolian Turkish
art. Examples of this technique were found in the
digs of Kubad Abad Palace, Elazig Korucutepe,
Samsat and Kalehisar. In this style patterns were
made with white undercoating on red ceramic clay,
and then glazed with a solid colour such as yellow,
green or turquoise and then baked.

Kase
Selcuklu 13. yy.

Sir alti tekniginde yazi dekorlu kdse
(0. Oztlirk koleksiyonu)

Bowl
Seljuk Period, thirteenth century.
Inscription decorated bowl made

with the underglaze technique.
(O. Oztiirk collection)



Anadolu Selcuklulari'na ait buluntularin azligina kar-
silik, Beylikler ve erken Osmanli donemine ait gok
sayida ornek, seramik sanatinda 14 ve 15. ylzyillarda
buylk bir gelisme ve teknik ¢esitienme oldugunu or-
taya koymustur. Iznik'te yapilan kazilar ve bulunan
firinlar bu dénemde asil seramik merkezinin Iznik ol-
dugunu gostermistir. Buluntulardan sgrafito (kazima)
ve slip tekniklerinin de bir olgide devam ettigi an-
lasiimistir. Ayrica ilk olarak Milet'te bulundugu igin
“Milet isi” diye adlandinlan bir seramik tlrtnln asil
merkezinin de yine Iznik oldugu, ayni kazilarla
kanitlanmistir.

Osmanli seramik sanati drnekleri ise Anadolu Selguk-
lulari ve Beylikler ddnemlerine kiyasla, desen zengin-
likleri ve teknik kaliteleri ile gok daha ileri bir asamayi
vurgulamaktadir. Bu dénemde artik, imparatorluk sa-
natina yarasir mukemmellikte bir seramik sanati ya-
ratiimistir. Dénemin seramiklerinde birinci pisirimi ya-
pilan formlar (zerine kompozisyonlar aktarildiktan
sonra desenler boyanir ve seffaf bir sir sdralup
firinlanir. Bu déneme ait cami kandilleri form
bakimindan da buiy(ik bir olgunluga ulasildigini goste-
ren 6rneklerdir. Yapildiklari déneme gore farkllik gos-
teren seramikler, mavibeyaz tlrle baslayip giderek ar-
tan renkleriyle gruplara ayrilirlar.

Sdurahiler
Selcuklu 13. yy.

Jugs

Kimizi hamurlu, sirsiz kalipla
sekillendirilmis form

This object was shaped with
unglazed mould from red clay
(Tiirk Isldm Eserleri Mizesi)

unglazed form

Seljuk Period, thirteenth century

Tek renkli sirli dekorsuz form.
Single coloured, undecorated,

(0. Oztiirk koleksiyonu)
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Compared to the scarce findings belonging to the
times of the Anatolian Seljuk’s, the great many
ceramic samples belonging to the Anatolian
Beyliks or the early Ottomans display that the
ceramic art advanced greatly and Increased in tech-
nical variety during the fourteenth and fifteenth cen-
turies. The digs made in lznik and the ovens that
were discovered revealed that it was the main cen-
ter for ceramics during this period. The findings
showed that the sgrafito and the slip techniques
continued to be used to some extent. During these
digs it was also proved that the Milet technigue,
which was given this name because it was first dis-
covered there, actually originated from Iznik.

Compared to the Anatolian Seljuk’s or the Beylik
period the Ottoman Ceramic Art samples show & far
greater richness In patterns and quality of tech-
niques. During this time the ceramic art reached per-
fection worthy of being the art of the empire.
Ceramics were taken out of the oven after the first
baking, the compositions were transferred onto the
formed clay, then the patterns were painted and a
clear glaze was applied before baking a second time.
The oil lamps in the mosques are examples of the
era, showing the maturity that was reached regard-
ing forms. Ceramics show differences according to

Renkli sirli, dekorsuz tek kulplu form.
Coloured, glazed and undecorated

form with handle
(O. Oztiirk koleksiyonu)



15. ylzyll sonuyla 16. ylzyll basinda, porseleni the times they were made, beginning with the white

animsatan Ustun kaliteli bir seramik grubu karsimiza and blue and then continuing on into a wide and
¢ikar. Bunlar beyaz, sert ve pirlizsiz hamurlari, kali- colourful spectrum.
teli sirlarinin altindaki ¢ok cesitli desenleriyle goz do- . ,
: 2 ¢ 5, ke Towards the end of the fifteenth century and in the
yurucu seramiklerdir. Yapilan incelemeler, tabaklarin , e
beginning of the sixteenth century > see a high

iclerini ve dis kenarlarini slsleyen motiflerde 15.
ylzyil Ming dénemi Cin porselenlerinin etkileri oldu-
gunu ortaya koymustur. Uzak Dogu kaynakli, Cin bu-
lutu, stilize ejder ve sembolik ¢ top motiflerinin yan
sira sakaylk ve Uzum salkimlari da sik gérilir. Ayrica
Tlrk sanatina 6zg zarif ramili kivrik dallar, kus, gevyik,
balik gibi motifler, hayvan miicadelesi sahneleri, stili-
ze iri Gicek ve rozetler, kaff ve nesih vazilar, o zama-
na kadar gorilmeyen zenginlik ve incelikte bir desen
cesitlemesi sunarlar.

quality ceramic variety that resemble
These are pleasing to the eye with their white, hard
and smooth surfaces and a great many different
motifs all under a high quality gloss. Research has
shown the influence of the fifteenth century
Chinese porcelain of the Ming era in the motifs that
decorate the middle and the sides of these plates.
The Chinese cloud, stylised dragon and symbolic
three sphere motifs that originate from the Far East

Siirahi

[znik 15701585 civari

¢ini hamuru, astarl zemin lzerine

sir alti bezeme

Yikseklik 21,7 e¢m, gévde capi 13,6 cm,
agiz capi 7,6 cm

J} lznik, between 1570-1585

Cini clay, underglaze decoration on
1 a coated surface

Height 21,7cm, frame diameter 13,6 cm,
Bu seramikler Uretildigi sirada Osmanli Dev- mouth diameter 7,6cm
leti karada Gg¢ kitaya yayilmis, denizlerde Ki-
zildeniz, Basra Korfezi ve Karadeniz'e agi-
lip Akdeniz'in biyulk bir bélimine ege-
men olmus bir gug¢tl. Blylk bir do-
nanmasl, sayisiz ticaret gemisi vardi. 4
Gemi desenli seramikler ik kez .
156301540 vyillari arasinda ortaya
cikar. 16. ylzyil boyunca yaygin-
lagir. Osmanli seramik ustalari-
nin gemileri butdn ayrintilary- /
la tasvir ettikleri goriltr. Uzun
paralel siralar halinde seyre-
den filolar, ya da yelkenleri ka-
barmis tekneler insanda bir di-
namizm hatta debdebe duygu-
su uyandirmaktadir,

During the period these ceramics were pro-
duced the Ottoman Empire had spread to
three continents and its shores had
reached the Red Sea, the Persian Gulf
and the Black sea. It also dominated
most parts of the Mediterranean. It
had a great navy and countless
trade ships. Ship motifs are first
seen between 1530 and 1540
and continue to be used during
the sixteenth century. It can be
seen that the Ottoman ceramic
artists were portraying the ships
in all their detail. The fleets that
lined up endlessly and the bulging
sails awaken feelings of dynamism and
splendour.

{ “Isldm sanatimn 3 Baskenti: Istanbul, Isfa-
han, Delhi” sergisi. Sakip Sabanci Mlizesi, Is-
tanbul, Subat 2008 )

(From the exhibition of "Three Capitals of Islamic Art:
Istanbul, Isfahan and Delhi " |stanbul February 2008.
Sakip Sabanc: Museumn)
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Madalyon ve cicek motifli siirahi Jugs decorated with medallion
and flower motifs

Iznik 1535 - 1545 civari

¢ini hamuru, astarli zemin (zerine sir alti bezeme.

Yiikseklik 32,6 cm, azami ¢api 17,4 cm

Iznik Between 1535 - 1545
Cini clay, underglaze decoration on
a coated surface

Bezemeleri ince halkalarla bolinmuis genis bir Height 32,6cm, diameter 17,4cm

alana yatay dizende yerlestirilen bu strahide,
zemin rengi kobalt mavisidir. Strahinin gévde
bolimindeki ana bezemede, kigik cigek-

lerle bezeli bir dizi ¢ifte dal, yaprak ébek-
lerinden gikarak asag dogru uzanir. Si-

metrik bir hareketle kivrilan dallar, ay-
ni dénemde el yazmalari ve ciltler-
de kullanilan madalyon ya da
semseleri animsatan, icleri
rimilerle stslU bir madalyo-
nu cercevelemektedir.

The surface of this jug is cobalt blue and
the ornamentations are placed horizon-
tally, divided by thin circles on a wide
area. On the main frame inside the
central ornamentation of the jug
there is a paired branch covered
in flowers, which sprouts from
a pile of leafs. The branches
curve symmetrically and
frame a medallion decora-
ted with ornamental
rumis.These medalli-
ons and the sunbursts
resemble the ones
used in the same peri-
od for decorating
handwritings and book
covers.

{ “Isldm sanatinin 3
Baskenti: Istanbul, Isfahan,
Delhi” sergisi. Sakip
Sabanei Miizesi, [stanbul,
Subat 2008 )

(From the exhibition of “Three
Capitals of Islamic Art: Istanbul,
Isfahan and Delhi ” Istanbul, Febru-

ary 2008. Sakip Sabanct Museum)
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Yine mavi-beyaz grubuna giren ve yanhs olarak “Ha-
lig isi” diye tanitilan bir tlre de kisaca deginmek ge-
rekir. Bu turin belirgin 6zellidi, i¢ ice helozonlar olus-
turan, klgulk yaprakli ince dallarla dekore edilmis ol-
malaridir. Iznik kazilarinda ¢ikan boyle dekorlu ¢ok
sayida 6rnek, bunlarin da yapim merkezinin Iznik ol-
dugunu gostermistir. Ancak tabaninda “Kitahya
1529" yazisi bulunan bir surahi, Hali¢ isi seramiklerin
o tarihlerde yalniz lznik'te degil, Kitahya'da da
yapildigini ortaya koyar.

Kivrim yaprakh sirahi

Iznik 1575-1580 civari

¢ini hamuru, astarll zemin Uzerine

sir alti bezeme.

Yikseklik 22,2 cm, gévde ¢ap! 13,6 cm,
agiz capl 7,8 cm

azami genislik (kulpta) 11,7 cm

Balik pullu zeminli desenler 16.
yUzyilin ikinci ceyre@inde Os-
manl seramik dagarcigina ka-
tilmustir. Bu tlr bezeme kupa,
slrahi, uzun boyunlu srahi,
ibrik gibi cesitli objelerde de
gorlllr. Bu zemin bezeme-
sine ek olarak Iznik seramik-
lerine Gzgl lale demetleri,
dalgalar ve kayalar, kivrimlar,
serit orgller, Ug yaprakl gicek-
lerde de dikkat ceker.

{ “Isldm sanatinin 3 Baskenti: Istanbul, Isfahan,
Delhi” sergisi. Sakip Sabanci Mlzesi, [stanbul,
Subat 2008)

are also seen as are bunches of grapes and peonies.
The motifs that belong to the Turkish art such as ele-
gant rumi style bent boughs, birds, stags, fish,
scenes of animal fights, stylised large flowers and
emblems, kufi and nesih style calligraphy, present a
wealth and a fineness that was not present until that
time.

We should briefly mention the wrongly named "Hali¢
style" which belongs to the blue-white group. The
characteristics of this group are the slim twigs with
small leafs that are entwined to make spirals. Many
samples, which came from the Iznik digs, show that
the origins of this porcelain like ceramic also came
from there. A jug inscribed "Kitahya 15629" reveals
that Hali¢ style ceramics were not only made in Iznik
during those time but also in Kitahya .

< Jug with curled leafs

[znik between 1575-1580
Cini clay, underglaze decoration on
a coated surface
Height 22,2 cm, mainframe diameter
13,6cm, mouth diameter 7,8cm,
widest point on handle 11,1 cm.

The fish scale designs were added to
the Ottoman ceramic art in the second
half of the sixteenth century. This
style of design is also seen in gob-
lets, jugs, long necked jugs, pitch-
ers and many other objects.
Together with this surface decora-
tion, tulip bouquets unique to lznik
ceramics, "waves and rocks”,
curves, striped braids and three
petal flowers also attract our atten-
tion.

(From the exhibition of “Three Capitals of Islamic Art:
Istanbul, Isfahan and Delhi " Istanbul, February 2008.
Sakip Sabanci Museum)



Vazo

Iznik 16. yy. Ikinci yarist.

Cok renkli kirmizi sir alti tekni-
ginde, lale ve karanfil
motifleriyle stislenmis vazo

(Sadberk Hanim Miizesi)

Vase

[znik second half of the
sixteenth century.

Multi coloured vase decorated
with tulip and carnation motifs
using the red underglaze

technique.
(Sadberk Harmm Museum)
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16. yuzyil ortalarindan baslayarak, renklerde bir gogal-
ma gorullr. Bu tur érneklerde kaliteli beyaz hamur
uzerine hatéyi Uslubu motifler (hatayiler, pencler,
yapraklar), ramiler, bulut ve G¢ top motifleri, ayrica
sumbdl, lale, karanfil ve gll demetleri gibi cesitli de-
senler, siyah renk kullanilarak konttrlenirdi. TUm diin-
yada bu seramiklerin taninmasinin nedenlerinden biri
olan domates kirmizisi denen farkli tonlari olan kirmi-
zI, kobalt mavisi, turkuaz, zeytin vyesili ve eflatun
renkte boyanir, daha sonra renksiz, seffaf sirla sirla-
narak firinlanirdi. Bu desen ve renkte cinilerin benzer-
leri Sam’da 16. ylzyilin ikinci yarisina ait yapilarin du-
varlarini susledigi igin yanlis olarak “Sam isi” diye ad-
landinimislardir. Yine Iznik kazilarinda bol sayida ele
gecen bu tlr ¢ok renkli seramik pargalari, Sam isi
sanilan grubun da aslinda Iznik atdlyelerinde
yapildigini ortaya koymustur. Bu goérist dogrulayan
bir baska kanit da buglin Londra British Museum'da
bulunan ayni gruptan bir cami kandilidir. Kandilin kita-
besinden, bunun Iznik'te 1549'da Nakkas Musli ta-
rafindan dekore edildigi anlasiimistir. Sam isi olarak
tanitilan bu renkli seramikler, 16. ylzyillin ikinci
yansinda vyerlerini araya ¢imen yesili ve mercan
kirmizisinin da katlldi§i ¢ok daha (stiin érneklere
birakmislardir.

Osmanl seramik ve ¢ini sanatinin bu yarim yizyil,
gerek form ve desen inceligi gerek teknik kalitesi
bakimindan dinya seramik sanatinda Turk seramigi-
nin astdn yerini ve hakli degerini gosteren érnekler
sunmustur. Bu dénemde degisik formlardaki kaplar
ve duvar cinilerinin desenleri, cogunlukla Istanbul’da
saray nakkaslar tarafindan hazirlanip Iznik'e yol-
lanirdi. Orada 6nce beyaz seramik hamurunun Gzeri-
ne astar gekildikten sonra kabin formuna uygun ola-
rak 6zenle gizilen motiflerin ici kobalt mavisi, turkuaz
yesili, beyaz, bazen de kahverengiyle renklendirilirdi.
Kullanilan renkler arasinda seffaf, parlak bir sir altina
kabartma olarak uygulanan ve bu dénemi simgeleyen
mercan kirmizisini 6zellikle belirtmek gerekir. Deseni
olusturan saglam siyah cizgiler ise bu gok renkli géri-
numu daha da etkili kiliyordu.
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Starting from the sixteenth century the use of colour
increases. In these samples we see hatayi style
motifs (hatayis, pencs and leaves), rumis, clouds and
three sphere motifs and also bunches of hyacinths,
tulips, carnations and roses that are contoured in
black. These pleces are painted onto different
colours, e.g. variations of tomato red, which was
renowned throughout the world, cobalt blue,
turquoise, olive green and lilac and then glazed with
a sheer glaze before baking. These designs were
named "‘Damascus style" inadvertently because sim-
ilar designs and colours were seen decorating the
walls of buildings in Damascus during the second
half of the sixteenth century. Again the many colour-
ful pieces which, came up during the lznik digs,
reveal that this group named Damascus style were
also made in the workshops of Iznik. Another piece
that proves this argument is a mosque lantern,
which is exhibited in the British Museum in London.
From the inscription on the lantern it is understood
that it was made by Nakkas Musli in 1549 in [znik.
Superior models with the addition of grass green
and coral red, replaced these models called the
Damascus style, during the second half of the six-
teenth century.

This half-century of the Ottoman ceramic and ¢ini art
produced models that displayed the deserved supe-
riority of the Turkish ceramics among the world
ceramic art, with its form and elegant patterns and
also with its technical quality. During this time the
patterns of different pots and wall ¢inis were
designed by the nakkas(1] of the palaces of Istanbul
and sent to lznik. In Iznik, after lining the white
ceramic clay, the motifs which were drawn accord-
ing to the form of the pot were filled with cobalt
blue, turquoise green, white and sometimes brown.
The corral red, which was generally applied as
emboss under a clear and shiny gloss, represented
this period and should not go unmentioned. The
solid black lines that formed the patterns made this
colourful appearance much more effective.



ic ice gegcmis daire desenli kupa
Iznik 16. yy. sonu

Cini hamuru, astarl zemin lzerine sir alti bezeme. Ylkseklik 22,8
cm, agiz ¢api 14,5 cm, taban ¢api 15,7 cm

Bu kupa 186. yuzyilin sonu ile 17. yuzyil baginin motiflerini, isciligi-
ni ve renk yelpazesini bir araya getirir. Ug bolime aynimistir. Or-
tada sUrekli ilerleyen Ust Gste binmis daireler vadir. Diger bantlar-
da zigzag bigimli motifler ile benek motifleri goralir.

{ “Isldm sanatinin 3 Baskenti: Istanbul, sfahan, Delhi” sergisi.
Sakip Sabanct Miizesi, Istanbul, Subat 2008 )

A goblet with entwined circle design
lznik end of sixteenth century

Cini clay, underglaze decoration on coated surface. Height
22 8cm, mouth diameter 14,5cm, base diameter 15,7cm

This goblet brings together the motifs, workmanship and the
colours used towards the end of the sixteenth century and the
beginning of the seventeenth century. There are circles that over
lap each other in a continuous fashion. On other parts the zigzag
and spot motifs can be seen.

{From the exhibition of “Three Capitals of Islamic Art: Istanbul, Isfahan
and Delhi  Istanbul, February 2008. Sakip Sabanci Museum)
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Uzun hanceri yaprakh kupa

Iznik 1575-1580 civari

Cini hamuru, astarli zemin Uzerine sir altr bezeme. Yikseklik 26
cm, adiz ¢capi 14,5 cm, taban ¢api 15,7 cm

Avrupa'da zaten onemli dlglide yerlesmis olan Osmanlilarda bu
kupalarin Bati pazan iginde Uretildigi disunulebilir. Bu kupalar
1570'lerden 16. ylizyll sonuna kadar olan zaman dilimine tarihle-
nir ve lznik seramiklerinin bezeme gesitliligini yansitir. Kivrilan
uzun yapraklar, simétrik rumilerden olusan kapali formlar, hange-
ri yapraklar, sitilize bitki motiflerine eslik eder.

{ “Islam sanatimin 3 Baskenti: Istanbul, Isfahan, Delhi” sergisi.
Sakip Sabanci Miizesi, Istanbul, Subat 2008 )

Goblet with dagger-like leafs
Iznik between 1575-1580

Cini clay, underglaze decoration on coated surface. Height 26
cm, mouth diameter 14,5 cm, base diameter 15,7 cm

These goblets that were already widely used in Europe could
have been produced for the Western market. These goblets
were made starting around the 1570 towards the end of the six-
teenth century and reflect the variety of ornamentation of the
lznik ceramics. Curved long leafs, closed forms which are
shaped in symmetrical rumis, leafs shaped like daggers accom-
pany stylised plant motives.

(From the exhibition of "Three Capitals of Islamic Art: Istanbul, Isfahan
and Delhi ” Istanbul, February 2008. Sakip Sabanci Museum)



16. yUzyilin ikinci yarisinda Osmanli sanatinin degisik The naturalist style that took its name from the

dallarinda goérulen ve bitkisel motiflere agirlik verildigi extensive usage of plant patterns was used in vari-
icin, “naturalist” diye tanimlanan Uslubu bu dénemin ous branches of art during the second half of the six-
¢ini ve seramiklerinde bltin cesitliligiyle gormek teenth century Ottoman art, can be seen in various
mumkindur. Hakli olarak “Tirk gicegdi” adini alan la- forms in the ceramics and ¢ini of the period. The pat-
lenin yani sira gul, karanfil, nar gigegi, simbdil, nergis, terns of tulips, which is called the "Turkish flower’,
menekse motifleri, bahar dallar, GzUm salkimlari ve roses, carnations, pomegranate flowers, hyacinths,
servi agaglar degisik bigimlerdeki kaplar bir cicek daffodils, violets, sprigs, grapes and cypress trees
bahgesi gibi sislemistir. Tabaklarin kenar stslemele- aecorated various pots to resemble flower gardens
rinde ise mavi-beyaz seramiklerde gorilen Uzak Do- The far eastern patterns of clouds, rocks waves and
gu kokenli bulut, kaya dalgasi, U¢ top gibi motifler bu three spheres continued to be seen on the side
dénemde de varliklarini stirdirmuslerdir. Bitkisel be- designs of plates in the blue and white ceramics dur-
zemelerin yani sira figlrli 6rneklere de rastlanir. Riiz- ing this time. Next to the plant patterns we see fig-
garda yelkenleriyle ilerleyen kalyonlar, Osmanli Impa- urative patterns too, Patterns of sailing galleons are
ratorlugu’'nun o dénem deniz savaslarindaki ba- interesting examples of the success of the Ottoman
sarilarini animsatan ilging drneklerdir. Natiiralist de- Empire during the sea wars of the time. Various
senlerin arasina zaman zaman ilgi cekici baska motif- interesting patterns were added to the naturalist
lerin katildigl da gérdlir. motifs at different times.

Karanfilli kase Bowl with carnations

lznik between 1560-1575

Height 12,9 cm, mouth diameter 20,1 cm, base diame-
ter 9,6 cm

Iznik 1660-1575 civari
Cini hamuru, renkli astarli zemin (zerine sir alt bezeme.

Yikseklik 12,9 cm, agiz ¢apt 20,1 cm, taban ¢apr 9,5 cm _
These elegant bowls with legs, which are from the

16. yuzyil ortasinda ortaya ¢ikan zarif ayakll kaseler toz sixteenth century, are covered with a coloured coating
haline getirilmis bir kuvarst that is said to be quartz. Lavender
karisimi oldugu o6ne colour, white and
strilen renkli astar other similar coloured
tabakas! ile kaplanir. coatings, which are

. roughly contoured,
Lavanta rengi, beyaz, are contrasted with
bazen kabaca kontir

lines in black
atilmis benzer renkli designs. This brings
astarlar, kromit siyahi

out a light and shad-
desenlerin gizgiselligi ow effect on the sur-
ile kontrast yaratir, ob-

faces of these objects.
jelerin ylzeyinde isik ve

Many similar pieces
were found at various
gblge oyunlari ortaya c¢ikar. digs in [znik.
Iznik'te yapilan kazilarda bu
tarzda birgok parga bulunmustur.

(From the exhibition of “Three Capitals of
Islamic Art: Istanbul, Isfahan and Delhi * Istanbul,

February 2008. Sakip Sabanc) Museumn)
( “Islém sanatinin 3 Baskenti: Istanbul, Isfahan, Del-

hi" sergisi. Sakip Sabanci Miizesi, Istanbul, Subat
2008 )
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Dogada hayvanlar motifli bardak
lznik 1580 - 1585 civar

Cint hamuru, astarli zemin Uzerine sir alti bezeme. Ylksekiik
21,4 cm, agiz gapi 8 cm, taban ¢api 13,1 cm azami genislik
14,4 cm

Hayvan figlrleri Osmanli sanat diinyasinda ender gorilir. 16.
ylzyilin son geyredinde uretilen bir grup kapta ise hareket
eden hayvan motifleri dikkat geker,

( “Islém sanatinin 3 Bagkenti: Istanbul, Isfahan, Delhi” sergisi.
Sakip Sabanci Miizesi, Istanbul. Subat 2008 )

Glass decorated with depiction of animals in nature
Iznik 1580 - 1585

Cini clay, underglaze decoration on coated surface.
Height 21,4 cm, mouth diameter 8 cm, base diameter 13,1
cm, widest point 14,4 cm

Animal figures are a rarity in the Ottoman art world. Towards
the end of the sixteenth century we see this set of animal mo-
tifs on a set of bowils.

(From the exhibition of “Three Capitals of Islamic Art: Istanbul, Isfa-
han and Delhi " Istanbul, February 2008. Sakip Sabanci Museum)
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Saz yapraklh ve karanfilli kupa

Iznik 1560 - 1575 civari

Cini hamuru, renkli astarli zemin Uzerine sir alti bezeme. Yiksek-
lik 21,7 em, agiz ¢apr 12,1 cm, taban ¢ap! 12,8 cm

Uzun, kirik sapl beyaz zambak, yine uzun kirmizi bir saz yaprag,,
kucuk bir cicek ve tek tag yaprakli kirmizi gigekler tasiyan iki sap
ayni sablona gore artarda ilerler. Cesitli dallar birbirine sarilmis,
st Uste binmistir. Bu temel motif dort defa tekrarlanir.

( “[sldm sanatinin 3 Bagkenti: Istanbul, Isfahan, Delhi” sergisi.
Sakip Sabanci Mizesi, Istanbul, Subat 2008 )

Cup with carnations and reeds
Iznik 1560 - 1575

Cini clay, underglaze decoration on colour coated surface.
Height 21,7 cm, mouth diameter 12,1 ¢cm, base diameter 12,8
cm

A white lily on a long, broken stem, again a long red reed, a small
flower and two branches carrying flowers with single petals tra-
il each other closely. Different branches are entwined and are
placed on top of each other. This basic motif is repeated four ti-
mes.

(From the exhibition of “Three Capitals of Islamic Art: Istanbul, Isfahan
and Delhi " Istanbul, February 2008. Sakip Sabanct Museum)



Bu dénemde Iznik'ten sonra ikinci dnemli seramik During the seventeenth century an increased

merkezi Kltahya idi. Bazi Iznik ve Kitahya seramik decline can be witnessed in Iznik ceramics. Although
orneklerinde gorilen hiristiyani kitabe ve armalardan the patterns and the motifs still continue to be
anlasildigina gore, bu Ustln kaliteli seramikler, Avru- attractive the colours fade, lose their vibrancy and
pa Ulkelerinde de ¢ok tutuluyor ve siparis Uzerine bleed outside of contours. The bright corral red has
hazirlaniyordu. turned into a brown, the yellows has turned pale and

- o . _ cracked. This decline continued until the doors of the
17. yuzyil boyunca, |znik seramiklerinde giderek ar-

tan bir bozulmaya tanik olunur. Motif ve desenler bir
stre daha cekiciliklerini korusalar da renkler kontur-
lardan tasmis, canliliklanini yitirip soluklasmistir. Par-
lak mercan kirmizisi ise kahverengiye dontsmds,
sirlar da sararip, Uzerlerinde ¢atlaklar olusmustur. Bu
bozulma, ylzyllin sonunda Iznik atolyelerinin ka-
panislarina kadar surmustur.

Iznik workshops were shut down, never to be
opened again until the year 1980.

Marble designed dipper
Mermer desenli masrapa

. Iznik between 1565 - 1600
[znik 1565 - 1600 civari

Cini clay, underglaze decora-

Cini hamuru, astarli zemin Uzerine :
tion on colour coated surface

sir altt bezeme. Yikseklik 8,8 cm,
taban ¢api 7,7 cm,
agiz ¢api 7,9 cm

Height 8,8 cm, base diameter
7.7 ¢cm, mouth diameter 7,9 cm

Bu masrapanin bezeme
icin mermer deseni
se¢ilmesi sira disi

ozelligidir. Tum ylize-

vi mermer deseniyle

bezeli yayimlanmis
¢cok az Ornek bulun-
maktadir.

The unique quality of this

dipper is its marble design.
There are very few articles
that have their entire
surfaces covered with
this marble design.

(From the exhibition of “Three
Capitals of Islamic Art: Istanbul,
Isfahan and Delhi " Istanbul, February

2008. Sakip Sabanct Museumn)

{ "lsldm sanatinin 3 Baskenti:
Istanbul, Isfahan, Delhi” sergisi.

Sakip Sabanct Mizesi, Istanbul, Subat
2008 )
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Sirahi

Klitahya 19. ylzyiin ikinci yarisi
Cok renkli sir alti tekniginde vazo.
Kitahya'da dénem karakteri tasiyan
dretim.

(O. Oztiirk kolekeksiyonu)

Jug
Kiitahya second half of the nineteenth
century

Multi coloured vase made with
underglaze method
A production carrying the style of its

times from Kditahya
((O. Oztiirk collection))



Onsekizinci yuzyil basinda o zamana kadar ikinci
derecede bir seramik merkezi olan Kitahya on
plana gec¢mistir. Onsekizinci ve ondokuzuncu
ylzyillar boyunca bu etkinligini strdirmustir. Istan-
bul ve yore illerin istekleri ve dis siparisler bu merkez
tarafindan karsilanmistir. Kitahya seramiklerinde de
beyaz hamur ve sir alti teknigi kullaniliyordu. Ancak
bu seramiklerde Iznik'in klasik, sade formlarinin gide-
rek yerlerini daha fantezi formlara biraktig gériilir.
Bu arada, motif gesitleri ve kullanilan renk skalasi da
degisime ugramistir. Bitkisel motifler daha belirsiz bir
gortinim almis, yeni bordr ve dolgu motifleri ortaya
ctkmustir. 19. ylzyil basinda ise kabarik siislemelere
de yer verildigi, ayrica sar rengin cokca kullanildig
gordldr. Kitahya seramiklerinin dikkati ceken bir bas-
ka ozelligi de kaplarin yalniz bicim ve sislerinde de-
gil, tdrlerinde de blyik bir cesitlilige gidilmis ol-
masidir. 18. ylzyil Kiitahya isi kahve fincani ve tabak-
larinda motiflerin serbest firga vuruslariyla c¢izilip bo-
yandigi goérlir. Yine de fircasini ustalikla kullan-
masini bilen nakkas, bunlara halk zevkinin sevimli ve
esprili ¢esnisini katmayi basarmistir. Ugusan melek
figUrleriyle sUsli aski toplar da ilging Orneklerdir.
Bunlar, o dénemde bir siis olarak belki de ugur igin
tavana asiliyorlardi. Yine bu dénemde sevimli insan
figlrlerinin ince bir espri ile tasvir edildigi 6rnekler de
vardir.

Kitahya seramik sanatinda 18. yiizyil sonlarinda bir
gerilemeye tanik olunur. Uretim 19. yiizyilin ikinci ya-
risindan itibaren yeniden canlanmaya baslar. Ureti-
min ilk yillarinda seramik, Osmanli Imparatorlu-
gu'nun son dénemlerinde ise cini Gretimi agirlk ka-
zanmigtir. GUnimuzde ise yeni bir canlanmayla
Kltahya bugiin Tirkiye'de seramigin merkezi konu-
mundadir. Ayni zamanda Iznik'te de 1980'li yillardan
itibaren yeniden ¢ini ve seramik Uretimine baslanmis
ve halen devam etmektedir.
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In the beginning of the eighteenth century,
Kiutahya, which was the secondary ceramic cen-
ter up until that time became prominent and
continued to do so throughout the eighteenth
and the nineteenth century. The orders from
Istanbul, neighbouring cities and foreign lands were
received here. The white clay and the technique of
patterns drawn under glaze were also used In
Kitahya. But we can see that the classical and sim-
ple forms of lznik replaced by more flamboyant
styles. The variety of the patterns and the colour
scale had also changed during this time. Plant motifs
became less pronounced while borders and inlaid
motifs were used more frequently. In the beginning
of the nineteenth century embossing was used
widely and yellow became a popular colour. Another
characteristic of the Klitahya ceramic was the types
of the ceramics that had increased considerably
alongside the many shapes and decorations. We see
drawings and paintings with free brush strokes in
the eighteenth century Turkish coffee cups and
saucers. The adept nakkas, who knew how to use
his brush skilfully, was able to add the sweet and
witty tastes of the people to these designs. The
ornate hanging balls, which were hung on the ceiling
as ornaments or maybe for good luck, were decorat-
ed with angel figurines, and are interesting exam-
ples of the period. There are also examples of cute
human figurines portrayed in a whimsical style
belonging to the same period.

There is a regression towards the end of the eigh-
teenth century in the Klitahya ceramic art but then
the production s revived auring the second half of
the nineteenth century. During the first years of pro-
duction ceramic was more important but later,
towards the end of the Ottoman Empire ¢ini produc-
tion came first. Today, Kiitahya is revitalized and has
become the center of ceramics in Turkey. At the
same time ¢ini and ceramic production resumed in
Iznik in the 1980's and continues to this day.



Legen-ibrik ve testiler
Canakkale 19. yy.
Kirmizi hamurlu, beyaz astarl

seramikler. Yesil renkli sir ile sirlanmus.
(0. Oztiirk kolekeksiyonu)

Washbasin, pitchers and earthen jugs
Canakkale nineteenth century
Ceramics with red clay and white coat-

ing, glazed with green coloured glaze.
(0. Oztiirk collection)




Onsekizinci ylzyil ortalarindan yirminci yizyil
basina kadar etkinlik gosteren ligiincii bir sera-
mik merkezi de Canakkale’dir. Canakkale, adini bu-
rada yapilan canaklardan almis olsa gerektir. Bu yore-
de seramik Uretiminin kesin olarak ne zaman bas-
ladigi bilinmemekle birlikte, bu konudaki ilk bilgiler
18. ylzyl ortalarinda Canakkale'den gegen bazi sey-
yahlarin notlarindan 6grenilmistir. Canakkale sera-
miklerinde kaba, kirmizi ya da kirli bej renkli bir hamur
kullaniimistir. Sirlar ise kalin ve purtiklidir. Geg 6r-
neklerde tek renkli sir Ustline boyama yapildig da go-
raldr. Figlrl tabaklarin, kase, kip, vazo gibi kaplarin
yani sira barok bir zevkle ve kaba bir fanteziyle olus-
turulmus sirahi ve ibriklere, heykelsi formlara hatta
seramik mangallara da gokga rastlanir. Bugiinki zev-
kimizi oksayan, koleksiyonculari ¢eken, daha cok
halk resminin degisik konulu 6rneklerinin bulundugu
Canakkale tabaklaridir. Bu tabaklarda yelkenli, cami,
kosk motiflerinin yani sira hayvan ve insan figtrleri
de yer almaktadir. Canakkale seramikleri, teknik yon-
den Ustlin olmamakla birlikte, karakteristik form ve
desenleriyle bolgesel bir sanat zevkini yansitmak
bakimindan deger tasirlar.

Donemlerinin Usluplarini yansitan kaliteli drnekleri ile
Anadolu Turk seramik sanatinin sanat tarihinde
onemli bir yeri vardir. GunimUz Tirk seramik sa-
natcilarinin da geleneklerinden aldiklari birikimle, bu-
gunun sanat zevkine uygun Ustin drnekler treten bir
yaratma surecine girmis olmalari, kivang verici bir du-
rumdur.”

(S.Yetkin, Anadolu’da Tiirk Cini Sanatinin Gelismesi, Istanbul1986)
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Canakkale was the third active ceramic center
starting in the first half of the eighteenth centu-
ry up to the beginning of the twentieth century.
It might have taken its name, which stands for “cas-
tle of pots,” from the ceramics made in this area.
There is no certain date to show when the ceramic
pro@uction in this city started but the first informa-
tion on the subject comes from travellers' notes
passing through Canakkale towards the middle of
the eighteenth century. Coarse dough was used
which was generally red or a winter beige in colour
anad the glaze is thick and uneven. In later samples
there are paintings applied on a solid colour glaze.
Many bowls, jugs, vases and plates with figurines
are found next to baroque style pitchers jugs, sculp-
tural forms and even ceramic braziers that were
made with an unrefined taste. Today, the plates of
Canakkale, which depict many examples of the
paintings of common people, are the pieces we
value and that collectors seek. Sailboats, mosques,
mansion motifs are common on these plates as well
as human and animal figurines. Canakkale ceramics
do not have technical value but they are esteemed
for their characteristic, form and motifs, which
reflect the local art.

The Anatolian Turkish Ceramic Art holds an impor-
tant place in art history with the high quality exam-
ples representing the style of the period. It is pleas-
ing to see that today's Turkish ceramic artists are in
the process of producing great and tasteful works
with the help and knowledge of the past.



Mataralar

Kdtahya 18. yy.

Cok renkli sir alti tekniginde vazolar. Yapildi-
g1 dénemin ézelligini tasiyan mahalll etkili

bitkisel bezemelerle dekorlanmis.
(Tirk Isldm Eserleri Mizesi)

Flasks

Kutahya eighteenth century
Multicoloured underglaze technique.
Decorated with floral designs that are
infected with local taste, representing the

character of its period.
(Turkish [slamic Art Museum)
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Osmanli‘dan kalma seramik fabikasi “Yildiz Ceramic" The ceramics factory remaining

“Yildiz Porselen”... from the times of the Ottomans

Tesis, Sultan II. Abdulhamid'in talimati ile 1892-1894 The facility was founded by Sultan Abdulhamid Il in
yillarinda saray ve c¢evresinin ¢ini ihtiyaglarinin 1892- 1894 under the name of Yidiz Cini Fabrika-i
karsilanmasi amaciyla Yildiz Cini Fabrika-i Himaylnu Humayun. It was established to meet the cini needs
adiyla kurulmustur. of the palace and the surrounding areas .

Fabrikada vazolar, duvar tabaklari, yazi ve sofra Vases, wall plates, inscription and dining sets, card
takimlari, kartvizit tabaklari, kapakli kaseler, sahanlar, boxes, covered bowls, pans, desert and sugar
asurelikler, sekerlikler, cay ve fincan takimlar gibi bowls, tea and coffee sets and other articles were
gunluk kullanim esyalari da Gretilmistir. also produced at this factory.

[I. Abdulhamid'in tahttan indirilmesi sonrasinda Ure- The factory was closed down after Abdulhamit |/
timi durdurulan fabrika, 1911 yilinda eski yoneticileri- was dethroned, but in 1911 after many years of
nin c¢abalar ile yeniden faaliyete gegirilmistir. Kurtu- struggle the previous managers were able to restart
lus Savasi doneminde sikintisi gekilen telgraf tellerini production. It was eventually transferred over to
birbirine baglamakta kullanilan kaolin fincanlarin Ureti- Sumerbank in 1957. This is the factory that produced
mini de yapan fabrika 1957 yilinda Simerbank'a dev- the kaolin cups, which joined the telegram wires that
redilmistir. were such a problem during the war of

: n ; Independence.
Bati ve Anadolu sanati sentezine onemli

katkilari olan fabrika, Cumhuriyet doéne-
mi‘'nde de Uretime devam etmis ve gelenek-
sel Turk ¢ini sanatinin tanitiimasinda 6Gnemli
rol oynamistir.

The factory, which contributed to the syn-
thesis of the Western and the Anatolian art,
continued production during the first years of
the Republic and played an important role in
promoting Turkish Cini Art.

Gunumizde TBMM Milli Saraylar Daire Bas-
kanh@i'na bagl olan Yildiz Porselen Fabrikasi,
buglnin begeni ve gereksinimlerine yone-

lik drlnler yaninda baslangic déneminde
yaptig Urunlerin de benzerlerini Uretmek-

tedir. ( Prof. Onder Kiiciikerman, Porselen Sanati ve
Yildiz Cini Fabrikasi, Ankara—1987)

Today the Yildiz Porcelain Factory belongs to

the TBMM (Turkish Parliament)

Chairmanship of the National Palaces

Department and produces articles that

are suitable for today's usage and tastes.

It also replicates some of its first produc-
tions.
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Sarahiler

Iznik 16. yy. ikinci yarisi

Cok renkli sir alti tekniginde bitkisel bezemeli.
{Sadberk Hanim Miizesi)
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Jugs
Second half of the sixteenth century

multicoloured underglace technique.
(Sadberk Hanmm Museum)



Seramigin yapim asamalari

1- Hammaddeler degirmende (kil, kaolin, kuvars vb.)
suyla kanstinlip homojen bir sekilde 6g§utulip malze-
me, boza kivamina getirilir.

2- Degirmende ogutilen ve boza kivaminda olan mal-
zeme filter presten gecgirildikten sonra ortalama ola-
rak suyunun % 80'nini kaybederek islenebilecek ca-
mur haline getirilir.

3- Filter preste suyunun %80'ini kaybeden camurun
icinde hava kesecikleri de mevcuttur. Vakum presle
bu hava kabarciklari yok edilir.

4- Camurun islenerek ham mamul haline getiriime
asamalarinin en basinda gamurun yapilacak mamulin
blyUkliglne gore parcalara ayrilmasi ve rahatga isle-
nebilmesi i¢in yogrulmasi gelmektedir. Bu isleme
“kindeleme” denir.

5-Kése ve tabaklarin tretiminde kiindecinin hazirladig
camur pargalarn torna Uzerine monte edilen algi
kalplar Gzerine konularak ustanin maharetli elleri ta-
rafindan sekillendirilir. Her bir mamul igin ayn bir kalip
kullanihr.

6- Dik Grln denilen vazo, kavanoz, bardak, ibrik vb.
mamullerin Uretiminde usta yine klndeci tarafindan
hazirlanan camuru alarak torna Gzerinde tamamen el
becerisiyle mamull yapar. Bu ylizden zor bir daldir ve
tecrube ve kabiliyet gerektirir.

7- Sekillendirilen mamullerin daha parlak ve beyaz go-
rinmesi ve Uzerindeki purlzlerin, gozeneklerin gide-
rilmesi icin Uzerine bir ¢esit camur olan astar tatbik
edilir. Bu islem firgayla yapilir ve astarlamanin homo-
jen olmasina ve mamulin her yizeyine esit miktarda
yaplimasina dikkat edilmesi gerekir.

8- BUtln bu asamalardan sonra mamul pisiriimeye
hazir hale gelir. Cesitli ebatlarda, odunlu ve elektrikli
firinlarda pisirilir ve “bisklvi” adini alir. Artitk mamul
dekorlanmaya hazir hale gelmistir.

9- Dekorlamanin ilk asamasi tahrirlemedir. Mamulin
Uzerine yapilacak olan desen, once ince kagitlara
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The stages of ceramic

1- The raw materials (clay, kaolin, quartz, etc) are
grounded and mixed homogenously with water until
it has a slightly runny consistency.

2- This dough is then passed through a filter press,
losing eighty percent of its water and becomes a
dough that can then be worked.

3- After the filter press the dough still has air bubbles
so these are absorbed by a vacuum press.,

4- Before the clay can be worked on it is divided into
pieces according to the size of the end product and
then it is kneaded. This is called ktindeleme.

5- In the production of bowils and plates, pieces of
clay, which are prepared beforehand, are thrown on
plaster moulds that are mounted on the potter's
wheel and shaped by the skilled hands of an artist. A
separate mould is used for every product.

6- The process of making upright products such as
vases, jars, Jugs, etc. Is more difficult because after
throwing the clay on the potter's wheel the artist
has to shape it by hand. This is difficult and requires
experience and skill.

7- To cover the pores and roughness that remain and
also to make the product appear white and lustrous
a thin layer of clay slip is applied by brush. Utmost
care is taken when applying the coating evenly all
over the pot.

8- Following this stage the product is ready to be
fired. It is fired in various sized kilns, which, are heat-
ed by wood or electricity. Now it is called bisque clay
and is ready to be decorated.

9- The first stage of decoration is drafting. The motif
that will be applied onto the product Is first drawn on
thin paper. These paper motifs are then punctured
with a bead pin. The paper is placed on the product
and the outline of the design is transferred onto the
surface using coal dust. Afterwards drafters draw
the entire design onto the product by using a weasel
brush and drafting paint.



Vazolar
Iznik 16. yy.

Cok renkli sir altr tekniginde bitkisel bezemeli
(Tirk Isldm Eserleri Miizesi)

Vases
Iznik sixteenth century
Floral design covered with multicoloured

underglaze technique P
(Turkish [slamic Art Museum) ‘

-

Q

\ Vazo
Iznik 16. yy.

(Sadberk Hanim Mizesi)

Vase
Iznik sixteenth century

underglaze technique
(Sadberk Hanim Museum)
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Cok renkli sir alti tekniginde bitkisel bezemeli

Floral design covered with multicoloured



gizilir. Ince k&gt Uzerine cizilen desenler, boncuk ig-
nesiyle delinir. Daha sonra mamulin Gzerine konur
ve komur tozu kullanilarak desenin ana hatlari mamu-
lin Uzerine gegirilir. Ardindan “tahrirci” adi verilen ki-
siler tarafindan desen bitln hatlariyla gizilir. Bu asa-
mada samur firgca ve tahrir boyas! kullanilir.

10- Tahrirlenen yani ¢izilen desenin boyanmasi asa-
masidir. Boyacilar dnceden belirlenen renklerdeki de-
seni samur ve kil firgalarla boyarlar. Basit gorinmesi-
ne karsin zor bir istir. Renklendirme de genellikle ko-
yu (kobalt) ve agik mavi, turkuaz, mercan kirmizisi,
patlican moru ve farkli tonlarda yesil renkler kullanilir.

11- Dekorlanan mamuller hammaddesi silisli kum
olan ve “sir” adi verilen boza kivamindaki siviya
daldirilarak, bu siviyla kaplanmast saglanir. Sir mamu-
le parlakhi@i veren ve desenin zarar gormemesini sag-
layan maddedir. SUt gérunumundedir, fakat pistigin-
de cam gdrandmana alir.

12-
pisirilir. Bisktvi pisirimin-
den farkh olarak bu is-
lemde yulksek isiya da-
yanikli raflar veya ayaklar
kullanthir. Clnkd sirli ma-
mullerin birbirine temas
etmemeleri gerekir.

Sirlanan mamuller

10- Now it is time for the drafted designs to be paint-

ed. The painters apply the colours, which have previ-
ously been chosen, onto the design with weasel and
1N It seems easy this stage I1s
and

and vari-

Iring the colouring cobalt

actually very diffl

light blue, turguoise, coral red, aark purple

ous tones of green are generally used
& L

11- The products are glazed by dipping them into a

liquid, which has a thick consistency, coating all sur-
faces. The glaze is made from sand rich in silica. It is

| to strengthen and seal while giving a shine to

It now resembles the colour of milk bu

roduct

after being fired it turns into a glass-like substance
12- The glazed materials are fired a second time.
Ths £

This is different from the first fire which brings the
product to a bisque state. In this process kiln furni-
ture is used to prevent the glazed materials from

.'

iching

Glntmuzde de seramikte
basarill 6rnekler yapilmaya
devam ediyor. Son yillarda
yapilan bir Kutahya ibrigi.

Picture
Kutahya 20th century.
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Cam Sanatimiz ve
Cam Su Kaplari...

Art of Glass and Glass
Water Bowi/s




Insanoglu, kumu ve topragi incelterek saydamlastir-
mayi, renk renk isiklandirmayi, tirld bigimler vermeyi
basararak evrensel sanatlarin baslicalarindan ve en
eskilerden olan cam sanatini ortaya gikarmistir.

Cam 5000 vyildan beri insanlarin hayatinda vyerini
almistir. Pek cok uygarligin besigi olan Anadolu'da
her donemde cam sanatiyla ugrasiimis ve bu sanat
gunumuze kadar gelmistir.

Turkler Anadolu’da cam sanayinin gelismesine
katkida bulunmuslar, Artuklular ve Selguklular devrin-
de glzel 6rnekler vermislerdir. Selguklu Sultani Ala-
eddin Keykubad'in (1219-1237) Beysehir gélinun
bati kiyilarinda yaptirdigi Kubadéabat Sarayi'nin
kalintilarinda bulunan renkli pencere camlari ve kita-
beli bir cam tabak bu devir camciliginin guzel 6rnek-
lerindendir.

Osmanli‘da 16. ylzyil, Turk cam sanatinin parlak bir
dénemidir. Bu yuzyilda Avrupa’da da cam sanati ge-
lismistir. Ozellikle Venedik civarinda Murona'da
yapilan camlar gok begenilmis, Tlrk sanatgilari bu or-
neklerden esinlenerek birgok Urlin vermistir. Avru-
pa'da Osmanl piyasasi igin Turk begenisine uygun
diye ad-

olarak vapilan eserler “Tark cami”

landinimistir.
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Mankind discovered the art of making glass, which
is one of the earliest and main universal arts, by
refining sand and making it transparent, lighting it
with many colours and then moulding it into various
shapes.

Glass has been a part of mankind's life for more than
five thousand years. In Anatolia, which is the cradle
of many civilizations, people have engaged in the art
of glass making in every period and many still do so
today.

Turks have contributed to the advancement of the
art of glass making in Anatolia. There are beautiful
examples from the Artuk and Seljuk periods.
Coloured glass windows and an Inscribed glass
table, which were found in the ruins of the
Kubadabat Palace built by the Seljuk Sultan Alaaddin
Kaykubat (1219-1237) on the west coast of Beysehir
Lake are beautiful examples of this art.

Sixteenth century Ottoran era is a successful peri-
od in Turkish glass art. This century also witnessed
the development of glass art in Europe. Especially
those made in Murona, close to Venedik, won recog-
nition and Turkish artists were inspired by them, and
produced many beautiful works. The products that
were made for the Ottorman market and conformed
to Turkish taste were known as "Turkish glass"”.

Figiirli cam bardaklar
Eyyabi 12 - 13. yy.

(Trk Isldm Eserleri Mizesi)

Glasses with figurines
Twelfth and thirteenth
century, Ayyubid Period

(Turkish Islamic Art Museum)




Camilerin birer saheser olan revzenleri (Camilerle
yUksek tavanli mekanlarin yukari seviyede yer alan,
daimi 1sik saglayan ancak acilmayan vitray pencere-
ler) cam kandil ve avizeler, Beykoz isleri, cesm-i bil-
buller Tlrk cam isgiliginin basari gizgisinin kanitlaridir.

Necdet Sakaoglu ve Nuri Akbayar Osmanli’'da Zenaa-
tten Sanata: Sanatlar ve Sanatkarlar adli eserde Tiirk
cam sanati'nin gelisimini soyle ozetlerler:

“Istanbul’'un fethinden (1453) hemen sonra, kusku-
suz Bizans geleneklerinin de katkisiyla sircaci, siseci
ve camcilarin, diger esnaf orgltlerinin benzeri bir or-
gut olusturduklari biliniyor. Sarayla baglantili galisan
ve “camgeran” denilen birinci sinif cam ustalari, bun-
larin basi olan “ser-camger”, gengliklerinde saray en-
derununda egitim almis sanatkéarlardi. Bunlarin,
bircok kalfa ve giragin calistigr atolyeleri vardi. Cam
cesitlerine, ustalarin icat ettigi yeni formlara ad
verme, objelerin kalitesine, bicimine gore fiyatini
belirleme gibi yetkileri vardi. Kendi aralarinda segtik-
leri kethlda, nazir, yigitbasi, duaci vb. gorevlilerle
otokontroll saglarlardi.

Sanatsal dlizeyde biricik Gretim merkezi Istanbul’la
sinirh kalan camcih@in, “karhane” (imalathane) dize-
yinde odaklandigi semtler dénemlere gore farkl ol-
mustur. Fakat ilk akla gelen ve herhalde camciliga en
uzun sUre mekanlik eden, Egrikapi, Ayvansaray
semtleri ve harap Tekfur saraylariydi.

Osmanlilar déneminde cam isleri, renksiz ve renkli
cam teknikleriyle pencere cami ve vitray, sisirme tek-
nigiyle de billur, daha baska tekniklerle de sirga ti-
rinden takilar, sts objeleri imél edilmis ve 6zgin Us-
luplara ulasiimistir. Yogun bigimde Uretilen cam
mamullerini ise baslica U¢ grup olusturmaktaydi:

a) Lamba, kandil, vazo, laledan, daldirma, kupa, sura-
hi, karlik, sekerlik, serbetlik, bardak, kase, tabak, fin-
can, matara, koku ve ilag siseleri, glilabdan, ayna, ta-
ki vb.

b) Donanma feneri, fanus, hamam kubbelerine konu-
lan siseler.

c) Vitray teknigiyle yapilan nakisli pencereler.
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The revzen's (special windows) of mosques each In
themselves are works of art. Glass lanterns and
chandeliers, Beykoz works, and cesm-i bllbdl all
proved the success of Turkish glass art.

Necdet Sakaoglu and Nuri Akbayar in their book
Osmanli'da Zenaatten Sanata:Sanatlar ve Sanatkaérlar
summarise the progress of Turkish art of Glass
Making:

‘Immediately after the conquest of Istanbul (1453)
with the influence of the Byzantium traditions we
know that glaziers, bottlers and craftsmen formed
an organization similar to other organizations formed
by tradesmen. Camgeran were the first class glass
artists who worked for the palaces and their over-
seer was the ser-camger. These were artists who
studied at the palace schools in their youth. There
were workshops where many masters and appren-
tices worked. They had the authority to name glass
types and new forms, which were invented by the
masters and also set the prices according to the
guality and style of the object. They had their inter-
nal control system, which consisted of chamberlain,
assistant chamberiain, beadsman, etc.

The production of glass on an artistic level varied
with time. It was limited within the boundaries of
Istanbul and the areas in which the workshops were
grouped together. But the first places that come to
mind where glass art continued longest are Egrikap!,
Ayvansaray districts and Tekfur palace.

During the Ottoman period unique fashions were
used in glass making. Window glass and stained
glass were made employing coloured and non-
coloured glass, crystals were made by glassblowing
and many other glass ornaments and accessories
were made using various techniques. The glass
products, which were produced widely, were divid-
ed into three groups.

a) Lamps, lanterns, vases, laledans, dippers, mugs,
jugs, glass containers used for cooling with snow,
sugar-bowls, pitchers, glasses, bowls, plates, cups,
flasks, perfume and medicine bottles, mirrors, and
various others.



Evliya Celebi’'den dnceki yazar ve tarihgilerin higbirin-
de, Istanbul ve tasra camcilarina iliskin olarak herhan-
gi bir bilgiye rastlanmiyor. Evliya Celebi kendi done-
minde ve IV. Murad'in saltanati (1623-1640) sirasinda
Istanbul'da Alay Késkii éniinde yapilan esnaf alayini
anlatirken camci, siseci, aynaci esnafinin gosterileri-
ne de "Tahtirevan Uzre dikkénlarini nice bin ayine-i
mevzun ile zeyn edlp, camcilar tahtirevanlarina ibret-
nlima elvan camlar takarak gecerler” diyerek degin-
migtir.

Osmanli cam sanatinin 18. ylzyildaki durumundan
s0z edilmek istendiginde, bu ise gonul verenleri ade-
ta yeni bastan orgltleyen Ill. Mustafa (17567-1774)

Kristal siirahi, bardak ve fincan

Osmanli 19. yy.
(Topkapi Sarayr Mizesi)

Crystal Jug, glass and cup

Nineteenth century
(Topkapi Palace Museum)
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b) Navy lamps, lanterns, bottles stored in the vaults
of public baths.

c) Ornamented windows, which were made with
the stained glass technique.

There is no information about the glass workers of
Istanbul and those of the provinces in any of the
works of historian writers before Eviliya Celebi.
While describing the glass, bottle and mirror artisans
at the artisan parade, which took place in front of the
Alay Kosk during the reign of Murad IV, he says: The
workshops which were carried on palanquins were
adorned with a thousand graceful displays, and the
glass artists walked alongside with their exquisite
glass pieces hung up on this conveyance.



Istanbul'daki sise ve cam imalathanelerini, hatta on-
larla birlikte, ates firiniyla is géren drnegin kuyumcu
potacilarini, ¢ini ve fagfur atdlyelerini, sirgali tugla ve
canak comlek imalatgilarini Tekfur Sarayi'nda ve cev-
resinde toplatmig; Tekfur Sarayi'nin igindeki
imalathanenin disinda, Egrikapi'ya dogru olusan yeni
carsidaki tim dukkéanlarin kiralarn da Ill. Mustafa'nin
tesis ettigi hayir vakfina baglanmistir.

Ancak bu esasl girisimin Avrupa'daki sanayi devrimi
ile ayni zamana rastlamasi bir sanssizlik nedeni ol-
mustur. Zaten Oteden beri revacta olan ve “Turk ca-
mi” adiyla Gnlenen Venedik billurlarinin, el isi Avrupa
camlarinin yerini bu kez yogun bir sekilde fabrika tre-
timleri alinca, o yillarda moda olan Avrupal tarzdaki
kosk, konak ve yalilar Bohemya avizelerinin 1sigina
bogulmaya baslamis; Tekfur Sarayi'ndaki yerli isler
de sénmeye yuz tutmus-
tur. 19. yuzyil ise, her bir
objesi Osmanli camciligi-
nin onur simgesi denilebi-
lecek Beykoz isi eserlerin
dretildigi son dénem ola-
caktir.
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When we look at the status of the Ottoman glass art
in the eighteenth century we see that Mustafa Il
(1757-1774) reorganized all of those who put their
hearts into this art. In Istanbul, he gathered together
all the glass and bottle workshops, those who
worked with fire ovens including clay potters, ¢ini
and Chinese porcelain workshops, and brick and pot
proaucers who used glass, to the surroundings of
Tekfur Palace. Except for the factory workshops
within the palace, he donated all the rent collected
from all the other shops including the new ones,
which opened close to Egrikapi, to the charitable
foundation he himself had established.

But, it was a sad coincidence that this serious initia-
tive took place simultaneously with the Industrial
Revolution in Europe. The Venetian glass, which
was renowned by the
name "Turkish glass" and
handmade European
glasses were replaced by

T factory productions.

2 v Bohemian chandeliers

: ¢ ] o' that had lit the European
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M €sidencies  and  the

indigenous works of
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§5.F QP 'mmm;_.‘ Tekfur Palace started to
become obsolete. The
nineteenth century is the

last era in which Beykoz

Surndme-i Himayun'da
camcilar (1582)

Glass artist in Surndme-i
Himayun (1582)
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works were produced
and these became highly
esteemed examples of
Ottoman glass art where
each piece was an object
of pride.



ibrik ve Giilabdan
Beykoz 19. yy.

(Tirk Islédm Eserleri Mizesi)

Pitcher and Gilabdan

Beykoz nineteenth century
(Turkish Islamic Art Museum)
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Sisirme - ufleme cam sanati Art of glassblowing

Osmanli dénemi Tirk cam sanatinin bu konuyla ilgili The oldest document regarding the Turkish glass art
olarak elimizdeki en eski belge, yukarida sézi edilen in the Ottoman period is the Surnédme-i Himayun
ve Sultan Ill. Murad'in oglu Sehzade Ill. Mehmed containing scenes from the magnificent circumci-
icin 15682'de dizenledigi muhtesem siinnet digu- sion ceremony held for Prince Mehmed Ill, the son
nunden sahneleri iceren Surndme-i Hiimayun'dur. Bu of Sultan Murad lll in 1582. In this miniature album,
minyatir albiminde esnaf alayi ile ilgili tasvirler ara- among the depictions of the artisan parade, the
sinda, camgeran loncasina mensup camgerleri, bir glass artists belonging to the glassworkers guild are
araba Ustlne kurulmus cam finninin etrafinda caligir- shown working around a glass oven situated upon a
larken, kimi usta ve kalfalari da ellerinde, omuzlarin- cart, masters and assistants are portrayed carrying
da, baslarinda tasidiklari gok degerli vazo, sii- valuable vases, jugs, glass pitchers and
rahi, camdan ibrik ve legen, cekmece vb. basins, glass coffers etc. on their
ile gegislerini anlatan minyatlrler vardir. .’ heads and shoulders. It is not possible
Tark camciliginin bu yansimalarina, ¢ok daha a " to talk about the developments in the
baska sahnelerin ve bilgilerin katiimamasi ne- Turkish glass art throughout the seven-
deniyle 17 ve 18. ylzyillardaki gelismelerden teenth and the eighteenth century, other

than the mentioned depictions, until the
birth of the "Beykoz works" in the nine-
teenth century.

so0z etmek, 19. ylzyildaki “Beykoz isi” cam sa-
natinin dogusuna kadar mUmkin degildir.

“Beykoz isi” ve “¢esm-i bilbiiller”

"Beykoz works" and "Cesm-i Biilbiil"
"Akibet Beykoz denen gayet glizel bir yerde de

Marifet meydana gelmis, aferin Mehmed Dede" "Akibet Beykoz denen gayet glizel bir yerde de

) L ol Marifet meydana gelmis, aferin Mehmed
diye adina tarih diistlen ve kimi Mevlevi dervis- Dede"

lerinin baska glizel sanatlardaki duskunligi gi-
bi, Mehmed Dede'nin cam sanatina merak
salmasli dogaldir. Bu zat hakkinda Nurettin
Rustu BingUl, Eski Eserler Ansiklopedi-

si'nde su bilgiyi vermektedir.

It was natural for Mehmed Dede to have
a keen interest in the art of glass as
many other Mevlevi (Mevievi: Those
who follow the teachings of Mevlana)
dervish before him were also inter-
ested in various fields of art.
Nurettin RUstu Blngdl gives the
following information about this
person in the Encyclopaedia of
Historical Arts: “During the time
of Sultan Selim Ill (1789-1807) a
Mevievi named Mehmed Dede, who

-

“...El yazmasI bir vesikaya nazaran,
Sultan Ill. Selim (1789-1807) zamanin-
da Mehmed Dede isimli bir Mevlevi,
Italya’da 6grenip gelerek Beykoz'da
actigl bir tezgahta cam ve billurdan
(kristal) bir hayli sanat eserleri viicuda

Vazo
Beykoz 19. yy.

(Sadberk Hanim Mizesi) - =
.

Beykoz nineteenth century -—~" . dr-
(Sadberk Hanim Museum) 4 ‘(
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ibrik, Giilabdan
Beykoz 19. yy.

(Sadberk Hanim Mtizesi)

Pitcher and Gilabdan
Beykoz nineteenth century

(Sadberk Hanim Museum)
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getirmistir. Bunlardan yaldizli billur kaseler, sahanlar,
siseler ve bardaklar yapmistir ki bunlara “Beykoz”
nami verilmistir. Seffaf renksiz camdan, kesme de-
korlu ve yaldizl (bunlara maydonozIu denilirmis) renk-
li camdan veya siit rengi, boyali, gicekli bardaklar, za-
rif lalelikler, gllabdanlar da yapilmistir.

(...) daha sonra ¢gesm-i bilbll denilen fevkalade zarif
bir eser gikartilmistir. (...) yalniz séylemeden gecme-

yelim ki zaman zaman bu tezgahlar faaliyetlerini dur- (...) later an

durmus ve zaman zaman padisahlarin himayesiyle 28

yeniden aciimis ve Sultan Mecid'in bir hatt-1 hiimayu- mention that nes t
nu ile Pasabahge'de de bir tezgah viicuda getirildigi closed and then reopened
tesbit edilmektedir.” the sultans and

Doe Y alar=]

Pasabahce by the

Kaseler
Beykoz 19. yy.

(Sadberk Harmim Mtizesi)

Bowls
Beykoz nineteenth century

{Sadberk Hanim Museum)
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Beykoz nineteenth century
(Turkish [slamic Art Museum)

(Tiirk lsldm Eserleri Mlizesi)
Gulabdan and vases
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Beykoz 19. yy.




Cesm-i biilbiiller Cesm-i biilbiil

“Bllbdl gozt” anlaminda ¢esmi bilbll denilen sahe-
serler, Beykoz isinin bir tUrdi, fakat en zarifleri ve sa-
natsal olanlaridir. “Beykoz isi” olarak adlandirlanlar
diz cam Uzerine yaldiz islemeli iken, gerek Mehmed
Dede'nin imalathanesinde gerekse Cubuk-
lu'daki Miri Sise Imalathanesi'nde sanatkar
camgerlerce imal edilen, estetik agidan son
derece uyumlu renkli gizgiler, hareler ve me-
nevislerle islenmis, en ince camdan kése,
bardak, testi, yemislik ve vazolara o za-
man ¢esm-i bulbul adi verilmistir.”

Cesm-i bulbdl, which means the eye of a nightingale,
Is the most elegant and artful style of Beykoz work.
Gilded ornamentations on plain glass were named
Beykoz work but the ones made at the Mehmed
Dede workshop and those made at the Cubukiu
Miri Bottle Mill were called Cesm-i bllbdl. These
were bowls, glasses, jugs, dishes and vases
made from the finest glass and decorated with
coloured stripes, spiral shapes and sinuous form.

(N. Sakaoglu, N. Akbayar Osmanlida Zenaatten Sanata
Il. ¢. Sanatlar ve Sanatkarlar )

Cesme-i bulbdl siirahi

Beykoz 19. yy. q“%..l__' :

{Sadberk Hamm Mdzesi) N
Cesm-i blilbiil jug

Beykoz nineteenth century
(Sadberk Hanim Museum)
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Madeni Esyalar,

Yapim ve Sdsleme Teknikleri...

(GUnllk islerde kullanilan suyla ilgili esyalar;
Kazanlar, sitiller, tas, legen-ibrik, stirahi, gigim vb.)

The Making and Ornamentitation of

Metal Articles

Which Were Used with or Around Water
(Caldrons, buckets, bowls, washbowls and pitchers,
jugs and milk cans.)

Glmus ayna
Osmanli 19. yy.
(Topkapi Sarayi Mizesi)




Binbir emekle bicim verilip hazirlanan metal esyalarin tzeri dedisik teknikler
uygulanarak suslenir ve gunlik hayatta kullanilr.

Shaping the metal with the sweat of his brow and engraving with
fine taste to be used in daily life.




Tirk maden sanatinda malzeme olarak altin, gii-
mus, bakir, piring, bronz gibi madenler kul-
lanilmistir. Madene bicim verilirken dovme,
dokiim ve tornada ¢cekme teknigi, suslemede ise
kazima (kalemkarlik), savat, tombak, kakma, ka-
bartma, telkari, deliklendirme (ajur kesim) ve mi-
ne teknikleri uygulanmistir.

Suyla ilgili glnltk islerde kullanmak lzere yaparak ve
susleyerek kullandigimiz madeni esya cgesitleri ise ka-
zanlar, sitiller, hamam tasi, su tasi, ledenler, slrahi-
ler, ibrikler (abdest ibrigi, su ibrigi, kahve ibrigi), gu-
gumler gibi esyalardir.

Cesitli tekniklerle yapilan bakir esyalarin Uzerinde ¢o-
gunlukla bitkisel stslemeler vardir, Yaprak, rami, nar,
lale, selvi cok kullanilan motiflerdir.

Eskiden "bakir" Turk aile hayatinda buylk onem
tasirdi. Evlerimizde kap kacak hep bakirdandi. Ye-
mekler bakir tencerelerde piser, bakir sahanlar, bakir
tepsiler kullanilirdi. Evin ihtiyaci olan su cesmelerden
evlere bakir gugimlerle tasinirdi. Sicak su bakir ka-
zanlarda isitilir, kaynatilirdi. Kuyulardan su, bakir kova-
lar, bakir bakraglarla ¢ekilirdi. Her tarlt temizlik islerin-
de bakir ibrikler, bakir legenler kullanilirdi. Kislar bakir
mangallarda hem isinilir hem de yemekler pisirilirdi.
Gelinlik kizlarin geyizlerinde bakir esya en énemli ye-
ri alirdi.

Bu esyalar cogunlukla Bakirci carsilarinda imal
edilirdi. Osmanl cografyasinda hemen her sehirde
bir bakircilar garsisi ve etrafinda olusan esnaf grupla-
r mevcuttu. Bu garsilarda uretilen esyalarin bir kismi
sanat kaygisi gudulmeden gunluk kullanim igin yapil-
mis, bir kismi da kullanisli olmakla birlikte, ayni
zamanda ustalarin iginde yasadiklari toplumun sanat

1905 yilinda bir ekip halinde
Turkiye'ye gelen ve Orta Ana-
dolu’yu da dolasan seyyah
Schwinitz'in birlikte geldigi
hanimi birgok islemeli kap or-
nedi toplamistir. Hazirladiklari
gezi kitaplarinda fotograflarina
ver verdikleri birkag kap.
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Gold, silver, copper, brass and bronze were used
in Turkish metal art. When shaping the metal,
pounding, casting and lathing techniques were
used before being decorated by the scratching,
niello, tombac, inlay, filigree, openwork, enamel
and raising techniques.

Other articles were made and decorated for daily
use, cauldrons, copper buckets, basins, water
bowls, washbasins, jugs, pitchers (pitchers for ablu-
tion, water and coffee) milk cans and various other
receptacles.

Copper articles are made using various techniques
and are generally decorated with floral patterns,
leaves, rumis (A style of ornamentation), pomegranate,
tulip and cypresses.

In early times "copper" played an important role in
the lives of Turkish families. All the pots and pans
were made from copper. Food was cooked in cop-
per pans and copper trays and frying pans were also
widely used. Water was carried home in large cop-
per pitchers from water fountains. Hot water was
boiled in copper pans and water was drawn from
wells with copper buckets. Copper jugs and basins
were used when cleaning the home. In winter cop-
per braziers heated homes and the food was also
cooked on them. Articles made of copper held an
important place in the dowry of young girls.

Most of these articles were produced in Copper
markets. There were Copper markets in almost all
of the cities within the Ottoman Empire and artisan
associations were established around them. Some
of the items produced at these markets were made
for daily use with no regard for art, and others were
useful but also reflected the preference of the times
and the people the artisans lived amongst.

Wife of the traveller
Schwinitz who travelled
around central Anatolia in
1905 with a group, gathered
many decorative bowls. A
few of the bowls they
photographed for their
book.



Bakir kazan ve sitiller
(Tdrk Isfam Eserleri Mizesi)

Copper cauldrons and buckets
(Turkish Isfamic Art Museum)
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zevkini yansittiklar eserlere donlismustur. Zanaattan
sanata dénlsen bu eserler ozellikle ibrikler, vazolar,
taslar ve gulabdanlardir.

Osmanli doneminde maden atoélyeleri bulunan
glnumuzde de kismen bakircilik merkezleri olan yer-
ler: Diyarbakir, Trabzon, Tokat, Erzincan, Kayseri,
Istanbul, Bursa, Istanbul, Edirne, Gaziantep, Kahra-
manmaras, Mardin, Siirt, Malatya, Elazi§, Erzurum,
Giresun, Ordu, Sivas, Cankirn, Corum, Amasya, Kas-
tamonu, Konya, Burdur, Denizli, Afyon, Kitahya,

Balikesir, Saraybosna gibi merkezlerdir.

Bakirci carsilaninin basinda istanbul Bakircilar
Carsisi gelirdi.

Fatih Sultan Mehmed'in fetih'ten bir siire sonra, ls-
tanbul'da 45 dikkan olarak kurdugu Bakircilar
Carsisi'nin daha sonralar, 17. ylzyilda Beyazit taraf-
larina tasindig! bilinmektedir. Bu konudaki bilgileri,
her zaman basvurulan Evliya Celebi vermektedir. BU-
yik seyyah, Fatih'in Istanbul'da ilk yaptirdigi, sonra
Topkap! Saray! yapilinca, terkedilen Eski Saray'dan
soz ederken sarayin dogu koésesinin Bakircilar
Carsisi'ndan basladigini séylemektedir.

1720 tarihli daglind anlatan
Surnédme-i Vehbi'de bakircilanin gegidi

The parade of the copper artisans
pictured at the Surname-i Viehbi
which described a circumcision

ceremony in 1720.

Particularly, vases, jugs and flasks made to sprinkle
rose water were each transformed into pieces of art
in these workshops.

Diyarbakir, Trabzon, Tokat, Erzincan, Kayseri, Bursa,
[stanbul, Edirne, Gaziantep, Kahramanmaras,
Mardin, Siirt, Malatya, Elazig, Erzurum, Giresun,
Ordu, Sivas, Cankiri, Corum, Amasya, Kastamonu,
Konya, Burdur, Denizli, Afyon, Kitahya, Balikesir,
Saraybosna are the centers where there were metal
workshops in Ottoman times and today in these
cities Copper markets still exist.

The Copper Market of Istanbul was without peer

Fatih Sultan Mehmed (Mehmed |l) established the
Istanbul Copper Market shortly after the conquest of
Istanbul. At first it had forty-five shops and it was
moved towards the Beyazit area around the 17. cen-
tury. The information about these events are taken
from Evliya Celebi who was a great traveller. When
he writes about the first palace built by Sultan Fatih
before the construction of Topkapi Palace, he
describes the east end of the structure stretching
out to the Copper Market. But the market men-
tioned has nothing to do with the Copper Market of
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Bronz ibrik

Selgukiu 13. yy.

(Tlrk Islém Eserleri Mizesi)

Bronze pitcher
Seljuk period, thirteenth century

(Turkish [slamic Art Museum)
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Ancak, Evliya Celebi'nin isaret ettigi bu Bakircilar
Carsisi'nin, buginkl garsiyla bir iliskisi bulunmadig
da ortadadir. Zira, Yeni Carsi'nin geg¢misi daha
yakinlara dayanmaktadir. Bugiin Istanbul Universitesi
Merkez Binasi olan, Yeniser asker Kapisi (Bab-1 Se-
raskeri), (Baskomutanlik ve Savunma Bakanhgi bi-
nasi) 1870 yilinda hizmete girmistir. Yeni binanin gok
genis bir bahgesi vardi. Burasi, yeni yetistirilecek olan
askerin talim yeri olarak kullanilacakti. Toprak meyilli
oldugundan, glney ve dogu taraflari doldurulmustu.
Bu doldurulan kesimin altina, tonozla 6rtuld bir sira
dukkan yapildi. Bu dikkanlar da bakirci esnafina tah-
sis edilip Bakircilar Carsisi buraya tasindi.

Istanbul hakkindaki en degerli bilgileri, Mecelle-i
Umdar-i Belediyye adli eserinde toplamis olan Istanbul
Belediyesi eski mektupgusu, Osman Nuri Ergin, bu
konuda soyle demektedir:"Bir yardim ve himaye ola-
rak Bab-1 Seraskeri altindaki dikkéanlar Déartssafa-
ka'ya vakfedilerek iclerine bakircilar yerlestirildi."

GUnumUzde de bu dikkanlarin sahibi Darlissafakadir.

1870'te 60 dikkan olan bakircilar, Cumhuriyet'ten
sonra gevreye tastilar, Marpugcular, BU-
yuk Carsi dolaylarini sardilar. Kendileriy-
le beraber bakirciigin ayrilmaz bir yan
kolu olan kalaycilar da bélgeye yayildilar.

Ne wvar ki wyillar buyuk degisikliklere yol
acmis gunumuzde Bakircilar Carsisi'nda
bakir Uzerinde c¢alisan sanatkarlar par-
makla sayilacak kadar azalmistir.
Zira halkin yasayisinda meydana
gelen degisiklikle beraber, bu
sanat da degerinden ¢ok sey
kaybetmistir.

Tung Vazo
Seleuklu 12. yy.

(Tiirk Isldm Eserleri Miizesi)

Bronze Vase

Twelfth century, Seljuk period
(Turkish Islamic Art Museum)

today. The history of the new market is more recent.
The building that serves as the central building of
Istanbul University called Bab-i Seraskeri (formerly
Ministry of Defence and High Command Building)
began functioning in 1870. This new building had
extensive gardens, which were used as the training
area for new soldiers. There was a decline to the
south and the east section in these grounds, which
had to be filled with earth. A row of shops were built
under this area that had been filled in and each of
them were covered with a vault. These shops were
allocated for the copper artisans and the Copper
Market moved to these buildings.

Former Chief Secretary of Istanbul Municipality
Osman Nuri Ergin who compiled valuable informa-
tion about [stanbul in his book Mecelle-i Umdir-i
Belediyye writes, 'the shops under the Bab-i
Seraskeri were given to Déarlissafaka (The Dariissafaka
Assoclation 1s one of the oldest associations in Turkey founded
in 30 March 1863 for the training and education of the orphans.
Its first activity was educating apprentices of the Grand Bazaar)
and copper artisans were placed in these shops in
order to help and at the same time to protect them.

Today Dérlissafaka is still the proprietor
of these shops.

In 1870 the copper market, which occu-
pied around sixty shops, overflowed into
the surrounding areas of Marpuccular
and Blyuk Carsi. One of the insepara-
ble branches of copper work
called tinglazing also devel-
oped in this area.

Unfortunately today, with
many changes from the
passing decades, there
are now only a few cop-
per artisans working in
the Copper Market. With
the change of lifestvle in
saociety this art has also lost
its original value.



Prof. Dr. Tarcan Yilmaz konuyla ilgili bir makalesinde
Tlrk maden sanatininin gelisimini 6zetle soyle anlat-
maktadir:

“Tlrk maden sanatinin uzun bir gelisim sUreci vardir.
Orta Asya'dan baslayan bu gelisim, Blyuk Selguklu-
lar ve Anadolu Selcuklulari ile strer ve Osmanlilar'a
kadar uzanir. Islam maden sanati iginde Biyik
Selguklu dénemi, gerek yapim teknigi gerek form
bakimindan éncl tiplerin ortaya ¢iktigi bir evredir. BU-
yik Selcuklular'in maden sanati konusunda verdikleri
Urlinler, dunya muzelerindeki kolleksiyonlar arasinda
onde gelen orneklerdir.

Dr. Tarcan Yilmaz summarizes the development

the Turkish metal arts in one of hi

"Turkish metal art has a long de
ss starts in Central As
an Seljuk's and

The Great Seljuk peri

pioneering technigues and forms were discovered in

Tk
I A
I

he Islamic metal arts. e metal artworks of the

2st examples

Great Seljuk's are amongst the g

exhibited in renowned museums arounad the woria

nere are

very few examples of metal work from the
period of Anatolian Seljuk's contrary to other art
forms, which reached us from the same era. It IS
conclusive from the artworks found that they contin-

il ey varele snsiEl ~hniana and the materials
ued to work with the technique and the materials

used in the Great Seljuk tradition. Bronze is the

[ that was generally usea in tnis perioa.

Bakir ibrik ve tas
Selcukiu 13. yy.

(Tiirk [sidm Eserleri Miizesi)

Copper pitcher and bowl
Thirteenth century, Seljuk period

(Turkish (slamic Art Museum)




Anadolu Selguklulari déneminden ise, oteki sanat
dallarindan farkl olarak, ¢ok az madeni yapit glinimu-
ze gelmistir. Kalanlardan da gerek teknik gerek mal-
zeme bakimindan Blylk Selguklu geleneginin sur-
mus oldugu anlasiimaktadir. Bu dénemin malzemesi
genelde tungtur.

Rolyef ve kabartma teknikleriyle degisik formlarin de-
nenmis oldugu gortlmektedir. Tumuyle kivrik dal ve
yaprak suslemeli ylzeyler, baglanti ve destek yerle-
rinde kullanilan hayvan bagslari, Selcuklu slsleme
tarzinin maden Uzerinde de sevilerek kullanilmis oldu-
gunu gosteren 6zelliklerdir. Bu déneme bir érnek ola-
rak Beysehir Esrefoglu Camii'nde bulunmus olan yu-
varlak karinli cami kandili (1280) Ankara Etnografya
Muzesi) verilebilir. Bu yapit, ayni zamanda Nusaybin-
li oldugu belirtilen ustanin adini da tasimaktadir. Orta-
¢ag Anadolusu’nda guneydogu gelismis bir bélge idi.
Artuklulara ait pek gok bronz yapitin, 12 ve 13. ylzyil
maden sanati i¢inde ayri ve énemli bir yeri vardir. Bu
donemde malzeme tungtan pirince donmuistir.
Ayrica kazima teknigi, gimus ve bakir kakma figurl
kompozisyonlar, 6zellikle de figlrli kafi yazinin ola-
ganustu ornekleri bu donem iginde toplanmaktadir.

Osmanlilarin Anadolu’da yeni bir gl¢ olarak ortaya
¢ikigl ile Tark maden sanatinda timuyle farkl
bir donem baslamistir.

15, 16 ve 17. ylUzyillar, maden sa-
natinda "klasik donem" olarak ad-
landirilir. Erken donem ise, yeni
form ve yapim tekniklerinin

Bakir tas
Selcuklu 13. yy.

(Tiirk Islam Eserleri Mizesi)

Copper bowl!

Seljuk period, thirteenth century
(Turkish (slamic Art Museum)
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It can be seen that

empossing techniques were tried. The surfaces that

various

are decorated with curved branches and leaves and
the animal heads that are used as joints and sup-
ports show us that the Seljuk style has been widely
used on metal too. The spherical shaped Mosque
Lantern, which was found in the Beysehir Esrefoglu
Mosque and exhibited at the Ankara Ethnography
Museum, can be given as an example of this period.

This artwork carries the name of its master who

LF)]

was from Nusaybin. During the Middle Ages
Southeast Anatolia was a developed area. Many
bronze art works of Artuks from the twelfth and the
thirteenth century have an important place in the
metal art. During this time the materials used
changed from bronze to brass. Many of the exqui-
site examples of engraving techniques, composi-
tions made with silver and copper embossing and
also the kufi style figured calligraphy came from this
period.

The emergence of the Ottomans in Anatolia as a
new force inspired a totally different stage for the
Turkish metal art.

The fifteenth, sixteenth and seventeenth centuries
are called the 'classical period” in metal arts.

The early period could be described as
a time where new techniques and
forms were used and the rep-
resentation of the
ttoman character
were defined. In the
second half of the



Musluklu bakir ibrik

(Topkapi Sarayr Miizesi)

Copper pitcher with tap

(Topkapi Palace Museum)

Buyiik boy bakir ibi

(Trk Islam Eserleri Muze.

Large copper pitchi

{Turkish [slamic Art Muse

K Bakir ibrik
*= (Topkap! Saray Miizesi)

“% Copper pitcher
(Topkap! Palace Museum)

Yorik cadirinda bakir caydanhk

(Turk Istam Eserleri Mizesi)

Copper teapot in a nomad’s tent
{Turkish Islamic Art Museum)
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kullanildigi, Osmanl  karakterinin  belirtiimeye
calisildigl bir arayis olarak nitelenebilir. 15. ylzyilin
ikinci yarisinda, tim sanatlarda oldugu gibi madende
de ortak bir ozellik olusmaya baslar. Degisiminde
onemli bir nokta da Balkanlar'in alinmasiyla zengin
gumus yataklarinin ele gegirilmesi ve bu malzemenin
kullaniminin artmasi olmustur.

Bakir, Osmanli maden sanati icinde en cok kul-
laniimis olan malzemedir. Anadolu'da zengin bakir ya-
taklar bulunmaktadir. Ergani-Maden, Kastamonu-Kii-
re ve Karadeniz'de Osmanlilar'dan énce de isletilen
bakir ocaklari, bu doénemde de ayni hizla
calistirimustir. Buna bagli olarak da madenciler esnaf
teskilati icinde genis bir yer edinmislerdir.

16. ylzyll sonu ve 17. ylzyil basindan kalan yapitlarin
gogunlugu ise gumustendir. Bu yapitlarda, seramik
alanindakilere benzer formlar gérilir. Bu arada mas-
rapa, ibrik, surahi gibi 6nclligini madeni esyanin
yapti§i ornekler ortaya ¢ikmistir. Bir yandan da erken
dénemin susleme anlayisi stirmektedir. Yalniz belirtil-
mesi gerekli énemli bir durum daha vardir. Osmanli
ustasi, hep yeni ve degisik bir form arayisi icinde ol-
mustur. Degisik formlar arasinda sayabilecegimiz bir
tur de buhurdanlardir. Buhurdanlar, asagi dogru ge-
nigleyen ayak, kulp ve kiresel gévdeden olusur. Kub-
bemsi govde kapagl, buhurun yayilmasi igin delik isi
dedigimiz teknikle olusturulmus, 17. ylzyil boyunca
da yalin gizgilerle elde edilen rimi ve palmetlerle sis-
lenmistir.

17. yuzyilda ozellikle gimis yapitlar Gzerinde zengin
suslemeye rastliyoruz. Kivrik dal, hatayi rozet ve yap-
raklardan olusan bir kompozisyonla doldurulmus di-
limli madalyonlar, semseler, dizi gicek ve yapraklar-
dan olusan serit stsler, bu zenginligi yaratan ozellik-
lerdir. Bu denli yetkin ve uyumlu bir dizenleme de
ancak, saray okulunun varligi ile agiklanabilir.

18. ylzyilda sUsleme repertuar timuyle degismis,
yapit sayisi ¢ogalmis, malzemede de agirlik bakira
kaymistir.

Bakir, kalaylandi§i zaman gimise benzemesi, temiz-
lemedeki kolayligi ve saglikli olmasi nedeniyle Tirk
mutfaginin vazgecilmez malzemesi olmustur.”

(Prof. Dr. Tarcan Yilmaz. www.istanbul.edu.tr/bélimler/giizelsanat)

65

fifteenth century there can be seen a unified charac-
teristic in many art forms including metal. One of the
important factors in this transformation was the cap-
ture of the Balkans and consequently the rich silver
mines and the increase in the usage of this material

Copper is the most widely used material in the
Ottoman metal arts. There are many rich copper
mines in Anatolia. The copper mines in Ergani-
Maden, Kastamonu-Kire and also in the Black sea
region that were active before the Ottomans, contin-
ued to be productive during this period.
Consequently, the miners and the metal workers
held an important role within the artisan organiza-
tions.

Much of the workmanship from the sixteenth and
seventeenth century are made from silver. These
works have forms that resemble those in ceramics.
During this time metal cups, pitchers and jugs were
Introduced to the culture. The concept of decoration
from the early ages still continued to be used. It
should not be forgotten that the Ottoman artisan
was always in search of new and different forms.
One of these being the incense burner. These
incense burners have legs that are wide at the bot-
tom, a handle and a spherical body. The vaulted lid is
made with a technique called puncturing which was
made so the incense could disperse and it is deco-
rated with rumis, made with plain lines and palmets.

We see rich decoration on and in the silver works of
the seventeenth century. These rich ornamentations
were the result of compositions of curved branches,
hatayi emblems and leaf fillings with layered medal-
lions and sunburst designs. A range of flowers and
leaves were used in decorating the lines. Such a
qualified and harmonious arrangement could only be
explained by the existence of the palace school.

During the eighteenth century patterns of decoration
changed completely, production increased and
copper became the most widely used metal.

After it was tinglazed Copper became an indispen-
sable part of the Turkish kitchen. It also made it
healthier to use, with its silvery appearance and
ease of cleaning.”



Madeni eserlerin yapim teknikleri

Eski devirlerden itibaren madenin sekillendiriimesin-
de iki yol tercih edilmistir: dovme ve dokum. Zaman-
la teknolojik kesiflerin yardimiyla daha cesitli sekillen-
dirme vyollar gelistirilip seri imalata gecilmistir. Bu
yollardan biri olan “tornada ¢ekme”de seri imalata
yatkinh@i ile daha sonraki donemlerde tercih sebebi
olmustur.

Dovme teknigi

Yakin Dogu'da dogal madenlerin kesfediimesinden
itibaren kullanilmaya baslanan ilk tekniktir. Erken de-
virlerde, sapsiz tas ¢ekiglerle tas oOrsler Ustunde do-
vilerek isleme yontemi, metalurjik kesiflere bagl
olarak gelismistir. Tavlamanin kesfinden sonra, bakir
levhalarin gekiglenmesi daha kolay olmustur. Made-
ni potada eriterek kaliplara dokme yolu kesfedilince,
dévme tekniginde dnemli bir ilerleme kaydedilmigtir.
Boylece istenilen kalinlik ve buyutklukteki kaliplara
doékulerek elde edilen yuvarlak diskler, ¢cekicle dovu-
lerek levha haline getirildi, bu levhalardan da isteni-
len formlar dovilerek sekillendirildi.

Dékiim teknigi

Potada eritilen madenin, istenilen bicimde toprak,
tas veya demirden hazirlanmis kaliplara dokllerek
doldurulmasi, dokim tekniginin kolayhgidir. Dovme
tekniginde sanatkér, her parcayi tek tek cekicleyerek
sekillendirmek zorundaydi ve bu da blyUk bir zaman
kaybina neden oluyordu. Halbuki dékum tekniginde
cok sayida eser, birden fazla kaliplara ayni anda doku-
lerek zamandan tasarruf ediliyordu.

Kalkolitik cagdan beri bilinen ve ylzyillar boyu geli-
sen cesitli tekniklerle ilerleyen dokim usulleri, Tark-
islam maden sanatinda havan, mangal, buhurdan, ay-
na, samdan gibi eserlerin yapiimasinda tercih edil-
mistir.

Dokme veya dovme yoluyla elde edilen birkag parca
halindeki eserler percin, lehim ve kaynak yardimiyla
birlestirilmistir.
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Production techniques of metal products

Since the early times there are two techniques that
were preferred when giving shape to metal. In time,
with the technological advancement, new tech-
niques were developed and mass production start-
ed. Lathing, which is one of these techniques, was
preferred latterly for its aptness in mass production.

Pounding technique

It is the first technique used after the discovery of
natural metals in the Near East. Initially the tech-
nique of pounding metal on anvils with a hammer
without a handle was used, and later it was further
developed with metallurgical discoveries. The round
discs made by casting were then pounded into
sheets then these sheets were shaped as required
with more pounding.

Casting technique

The ease of this technique is that it is poured into
earthen, stone or iron casts that are pre-prepared In
desired shapes and then filled with the liquid metal
from the melting pot. With the pounding technique
the artist had to shape each piece by hammering it
one by one which resulted in a great deal of wasted
time. Whereas, many products made simultaneous-
ly by using moulds with the casting technique, saved
a good deal of time.

The casting technique, known since the Chalcolithic
times and developed through the centuries, was
preferred in the makings of mortars, braziers, mir-
rors and candlesticks in Turkish-Islamic metal art.

The pieces, which were made through pounding or
casting, were joined by riveting, soldering and weld-
ing.

Riveting is the technique of joining different kinds of
material together with the use of nails. The holes
that the riveting nails fit into would be opened by a
device or by casting. The areas with holes are placed
on top of each other and then held together with
nails. The locse handles and the lids of copper buck-



Percin: Civi ile birlestirme teknigidir. Pergin givilerinin
girecedi delikler, ucu sivri bir aletle acilir ya da do-
kumle de elde edilir. Birlestirilerek delikli kenarlar bir-
birinin Ustlne bindirilip, civilerle tutturulur. Bakrag,
kazan, ibrik, masrapa gibi eserlerin oynak olan kulp
ve kapak kisimlarinin gévdeye birlesmesinde bu tek-
nik uygulanir.

Lehim: Erime noktasi algak olan bir maden alasimidir.
Birlesecek pargalarin kenarlari yan yana getirilir ve ek
yerleri Uzerine erimis lehim akitilir, sonra bu kisim
atese tutularak lehimin ek yeri igine nifuz etmesi
saglanir. Lehim olarak kullanilan madenin erime nok-
tasinin, eserin madeninin erime noktasinin daha al-
tinda olmasina dikkat edilir.

Tornada cekme

Gomlekei carkinin eksen etrafindaki dén-
mesinden faydalanilarak islak kile uygu-
lanan yontem, yuvarlak madeni parca-
lara da uygulanmis ve boylece yuvar-
lak govdeli, ici bos eserler yapiimistir.
Milattan ©Gnce 4000 itibaren madeni
eserlerin sekillendiriimesinde kullanilan
tornada gekme, Isldm maden sanatinda
da kullanilmistir.”

(F. Eruz, Konusan Maden, Istanbul 1993 Y.K.Y. 5.27-29)

Bakair ibrik
{Sadberk Hanim Miizesi)

Copper pitcher
{Sadberk Harim Museum)

ets, cauldrons, pitchers and other articles like dip-
pers etc were made by joining them onto the body
of the product by this technigue.

Soldering is an amalgamation, which has a low melt-
ing point. The parts that will be joined are brought
together and an amalgam is poured over the joint
areas. These are then held to the fire for the amal-
gam to penetrate into the joints. The melting point of
the amalgam has to be lower than the melting point
of the product.

Lathing

Is a technique used for metal which is similar to that
used in ceramics where on the potter's wheel,
wet clay Is coaxed into moulding round and hol-
low articles. This technigue, which has been
used since 4000 BCE, was also used in the
Islamic metal art."

(Funda Eruz in her book ‘Talking Metals' [st.1993
Y.KY. 5.27-29)
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Tombak ibrik
Osmanl 18. yy.

(Tirk Isldm Eserleri Miizesi)

Tombac pitcher

Ottoman period
(Turkish Islamic Art Museum)




Bicimlendirilen madeni eserlerin siisleme
teknikleri...

Madeni eserler, hacimli objeler olarak yapildiktan
sonra, Uzerleri de birgok degisik teknikler kullanilarak
suslenir.

Kabartma

Kabartma aletleri ve gekigler kullanilarak yapilan sUs-
lemelerdir. Kabartmalar maden tabakasina distan
-ylUzeyden veya igten - tersten veya hem i¢ hem de
distan gekiclenmek suretiyle yapilir.

Desenlerin algak kabartma olmasi isteniyorsa, distan
cekicleme yapilir. Daha c¢ok si§ eserlere uygulanan
bu susleme tekniginde, zemin ¢okertilerek desenle-
rin rélyef halinde kalmasi saglanir. Zemin kismi
madeni incelirken, zeminden itilen madende kabart-
ma motifler olusturur. Ceki¢ darbeleri zemini kabalas-
tirnp matlastinrken bir gélge - isik etkisi saglanmis
olur.

Desenlerin ylUksek kabartma olmasi isteniyorsa, ig-
ten cekigleme tercih edilir. Bu teknikte zemine el su-
rulmez. Desenler istenilen ylikseklige gelene kadar
icten cekiclenir. Kalipla kabartmada bir eser (zerin-
de ayni desenin tekrari isteniyorsa, sanatkar her mo-
tifi ayrn ayn kabartma yoluna gitmez, bir kalip hazirla-
yip kullanir. Bir bronz aletin ucuna desenin negatifi,
celik aletlerle oyulur. Bu ug tavlanmis madenin Gzeri-
ne kabartma yapilacak yere konup, cubugun arka
ucundan kuvvetle gekic ile vurulup desenin pozitif
olarak gikmasi saglanir.

Kalemkarhk (kazima teknigi)

Yumusak madenler Uzerine (gimds, bakir, altin) celik
kalemlerle desen oyma sanatina kalemkarlik, ustasi-
na da “kalemkar” denilir. Kalem isi soyle yapilir: Se-
killendirilmis gimus ibrik, tepsi vb. esyalar i¢in usta,
bigimlerine uyacak sekilde kagit Uzerine muisvette
desenler hazirlar. Bunu sabit kalemle gimis esya
uzerine gizer. Daha sonra da ¢izdigi desenin 6zelligi-
ne gore kalemler kullanip obje (zerine kaziyarak

suslemeyi tamamlar.
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Decoration techniques of shaped iron

The finished metal objects are decorated using vari-
ous technigues.

Embossing

It is a decorating technique used with embossing
equipment and hammers. Hammering on the exteri-
or, interior or on both sides results in embossing

If the desired outcome is low embossing then the
hammering is done on the surface. This decoration
technique is generally used on plain articles by dent-
ing the surface and leaving the design in relief. As
the surface gets thinner with the metal moved
towards the sides of the surface, the relief creates
motifs. With the strokes of the hammer a dulling
effect is achieved and a shadow-light impression
becomes visible.

If the desired outcome is high embossing then the
hammering is done from the inside. Until the desired
enhancement is reached the motifs are hammered
and there is no necessity for any other process on
the surface. For embossing with moulds, if the
artisan wishes to apply the same design repeatedly,
rather than doing this individually for each motif, he
uses a pre-prepared mould. The shape of the motif
Is carved onto the end of a bronze instrument with
steel tools. This is later applied on an annealed metal
and hammered firmly onto the desired area to
imprint the motif.

Engraving

Engraving is making designs using steel pencils on
soft metals ,e.g. silver, copper and gold . The artisan
is called a "kalemkéar’, an engraver. A rough copy of
the motif is prepared on paper that is shaped accord-
ing to the form of the silver pitcher, tray or other arti-
cle that is going to be decorated. These designs are
drawn onto the silver item, then according to the
characteristic of the design the motifs are engraved
with suitable pencils.




Glnlmuzde de
yapilmaya devam
eden savath bir ibrik
ornegi.

Pitcher with niello
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Savat

Kelimenin asli "Sevad "dir. Kelime manasi ise “kara”
demektir. GUmus Uzerine kara kalem gorunUsli naki-
sin adidir.

Yapimi ise soyledir: Hacimli esyalar Uzerine aktarilan
sekiller Uzerinde gelik kalemlerle kanallar acilir. Usta
ucu (v) seklinde olan keskin gelik kalemini bilek giici
ile, isi elinin altinda doéndlrerek tasarladigi sekli
boylece tamamlar.

Diger tarafta belirli oranlarda giimus, bakir, kursun,
kikart karnigimindan olusan savat denilen karisim
isitilarak hazirlanir. Sogutulan bu karisim demir (ize-
rinde gekicle dovilerek kiglk pargaciklar haline geti-
rildikten sonra havanda tekrar dévilerek toz haline
getirilir. Ince elekten gecirildikten sonra kullanima ha-
zirdir.

Hazirlanmis olan savat ya toz halinde kullanilir ya da
boraks ile karistirilarak camur haline getirilir.

Eser Uzerine Onceden agilmis olan kalem kanallarina
ekilen veye slrllen savat, ocak atesine tutularak ye-
niden eriyip isin bosluklarmin dolmasi temin edilir.
Sogudugunda zeminle bitlnlesen savatin tesviyesi
yapilir. Cilalanarak is bitirilir.

Savatli bakir tas

Osmanl 19. yy.
(Kayseri Mlzesi)

Copper bowl! with niello

Nineteenth century Ottoman
(Kayseri Museum)

i

Niello
The origin of the 1T vord

the

means black. It is

embellishment on silver.
Thin lines are drawn with steel pencils on the
already existing designs of silver items. The artisan

makes his designs by applying hi
shaped steel pencil he holds in his hand.

The niello, which is an amalgam of silver, copper,
- ~ anad <l 3| aranarad and Raste { AFrapr ~e
lead and sulphur is prepared and heated. After cool-

o
fleyt
(¥ [=§

iron and made into small

ing it is pounded on a

“ground into powder by pound-

eing finely sieved this powder

Is then ready to use.

This prepared niello is then brushed and applied onto

the pencil lines. After this application the decorated

areas are held over fire so that the niello melts and

fills the hollow designs. The design is levelled after

it cools and after polishing the product is finished.



Tombak matara Tombac flask
17. vy.

Bakir, kazima ve kabartma tekniginde bezell
Yikseklik, 32 cm en 15 cm

Seventeeth century Decorated with copper,
etching and embossing

” _r R Height 32 cm Width 15 cm

Mataranin tum yiizeyini kaplayan tombagin blylk bir kis-
mi dokulmdstir. Yaldiz izleri sadece tabani ve bombeli
kenarlari susleyen filizli-yaprakli bordtrde gorilebilir.
Kazima teknigindeki ylzey, kiviiml filizlerle lge bélun-
mustlr. Mataranin agzi, sarkan klcUk zincire bagl bir
tipayla kapanir.

Most of the tombac covering the entire sur-
face of the flask has disappeared. The marks
of gild can be seen on the borders, which
are decorated with sprouts and leafs used
for adorning the base and the embossed
areas. The surface used in the engravings
were divided into three pieces by the
sprouts. The mouth of the flask is cov-
ered with a cork that is chained to the
flask. These flasks were very common in
the seventeenth, eighteenth and the
nineteenth centuries of the Ottoman
Empire. Most of the examples are from
treated leather. Metal flasks are very
rare. Most of these flasks are in
German and Austrian collections since
they were taken as trophies at the
siege of Vienna in 1683. Generally
cavaliers carried these flasks. There
is a similar flask depicted in
Surndme-i Veehbi, which describes
the circumcision ceremony of the
sons of Sultan Ahmed Il in 1720.

Bu tur mataralara 17, 18 ve 19. ylzyilda Osmanl top-
raklarinda gok sik rastlanirdi. Yayini yapilan érneklerin
cogu islemeli deridendir. Madeni mataralara ender
rastlanir. Bu mataralarin gogu 1683 Viyana kusat-

masinda ganimet olarak elde edilmis
olduklari igin Almanya ve Avusturya koleksi-
yonlarinda yer alir. Bu tarz mataralan o
dénemde slvariler tasirdi. Sultan Il
Ahmed'in oglunun 1720'de vyapilan
stinnet diginutnd tasvir eden
Surndme-i Vehbi'nin bir minyatd-
rinde bu tur bir matara dikkeker.

(“Isiém sanatinin 3 Bagkenti: Istanbul,
Isfahan, Delhi” sergisi, Sakip
Sabanci Mizesi, Istanbul, Subat
2008)

(From the exhibition of “Three Capitals of
Islamic Art: Istanbul, Isfahan and Delhi
Istanbul, February 2008. Sakip Sabanci
Museum)
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Tombak

Tombak kelimesi, Malezya dilindeki "tambaga’ veya
ltalyanca "tombacco'dan gelmekte ve “bakir” an-
lamina gelmektedir.

Tombaklama, altindan tasarruf etmek igin kullanilan
bir yontem olmasina ragmen Osmanli'nin en zengin
devirlerinde de sikga kullanilmis  olmasini,
arastirmacilar, gosteristen uzak kalma disiincesiyle
agiklamaktadir.

Tombak isgiliginin, gtindelik kullanim esyalari, mutfak
kaplari, aydinlatma gerecleri, askeri donanim esyalari
gibi alanlarda bolca kullanildigini gériiyoruz. Sultan
Abdllmecid ddnemine tarihlenen altin vyaldizli bir
tung musluk (Tlrk ve Isldm Eserleri Muzesi) 6rnegi,
bu susleme tarzinin degisik bir form (zerinde de kul-
laniimis oldugunu géstermektedir.

Tombak s6yle yapilir: Porselen bir kap igerisine sekiz
kisim civa, bir kisim gok ince kiyilmis yirmi dért ayar
altin katilir. Bu karisim ahsap cubuk ile iki saate yakin
bir stre kanstirilir. Tulbentten gegirilen karisim zaman
gecirilmeden daha énce hazirlanmis olan isin (izerine
firca ile yedirilir. Sonra is, kor halinde olmayan man-
galdaki kémur atesine tutulur. Bu islem sonucunda
civa ugar, altin ise madenin zeminine nifuz eder ve
i$ bitmis olur.

Kakma teknigi (Hak etme)

Maden, ahsap, fildisi, baga, mermer gibi malzeme
Uzerinde istenen motife gére agilan yuvalara farkli
renkte ayni cinsten veya farkli cinsten, genellikle da-
ha kiymetli malzemelerden kesilmis parcalarin yer-
lestirilmesiyle yapilan bir sisleme tiiridur. Arapca
karsiliklari tarsi, tekfit ve tet'im olup ¢ok kiymetli tas-
larla sislenmis eserler igin “murassa” tabiri kullanilir.
Osmanlilar ahsap kakmaciligina genelde “hatemkari”
diyorlardi. Fakat en azindan kullanilan kakma malze-
mesi sedef oldugu igin bu isle ugrasan sanatkérlan
daha gok “sedefkar” adiyla aniyorlardi. Metal Uzerine
susleme yapanlarin ise zernisanciyan”, “kuftkari”,
“kaffatin” gibi digisik adlari vardi.
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Tombac

This word comes from the Malay "tambaga" or the
ltalian "‘tombacco" and means copper.

Tombac is a method generally used to economize on
gold but it was widely used during the richest times
of the Ottomans. The researchers explain this by the
concept of abstaining from ostentation.

We can see that tombac workmanship was widely
used on everyday articles, kitchen utensils, lighting
equipment, military equipments, etc.

A gold veneered bronze faucet from the Sultan
Abdulmecid period, which is in the Turkish Islamic
Arts Museum, shows that this decorating technique
was widely used on different forms and objects.

Tombac is made as follows: In a porcelain bowl eight
portion of mercury to one portion of twenty four
carat gold are mixed. This amalgam is mixed with a
wooaen stick for approximately two hours. After
being sieved through a fine cloth it is immediately
applied onto the work by a brush and then held over
a coal brazier fire. As a result of this procedure the
mercury evaporates and the gold rises to the sur-
face.

Inlaying

This Is a decoration technique that is applied to
metal, wood, ivory, tortoise shell and marble. Motifs
are cut out of the piece of work according to the
desired effect and these are then inlayed with the
same or different materials sometimes with more
valuable ones cut accordingly. In Arabic these are
called "tarsi, takfit and tet'im" and the valuable inlays
are called 'murassa’. Ottomans generally called
wood inlays "hatemkari". Mother of pear! (sedef) was
the least used inlay material so those artisans work-
ing with this were called sedefkar. The artisans
working on metal inlays were called different names
e.g. "zernisanciyan', ‘kuftkari' or "kaffatin.




Tombak saleplik
Osmanli 19. yy.
(Tdrk Islam Eserlert Mizesi)

Tombac

Nineteenth century Ottoman
(Turkish Islamic Art Museum)
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Tombak masrapa
Osmanlt 1780
(Ttirk Islam Eserleri Mlzesi)

Tombac dipper
1780, Ottoman

(Turkish Islamic Art Museum)




Gunimizde Istanbul'da daha ¢ok gimdus, piring ve
bakir isiyle ugrasan bir kisim esnaf kabartma (repous-
se) teknigiyle yapilmis eserlere de kakma demekte-
dir.

Metal esyada mesela, tung gibi bir kap Uzerinde kak-
ma su sekillerde yapiimaktadir: Once, islem sirasinda
kabin formunun bozulmamasi igin kabin igi, isitildigin-
da yumusayip akabilen zift, horosan ve parafin karisi-
mi bir maddeyle doldurulur. Cizgisel motifler igin, ka-
bin yizeyine celik kalemlerle yivler veya kirlangic
seklinde alti genis, Ustu dar kanallar acilir. Buralara
tavlanmis teller yerlestirildikten sonra yiv acilirken ha-
fifce kaldinlarak kenara itilen maden, telin tzerine ka-
patilip cekigle duzeltilir. Genis satihli motifler, mese-
la yapraklar igin kesilen parcanin igine oturtulacag: yu-
va oyulur ve konturlarindaki metal yine kenarlara itilir.
Boylece ortaya ¢ikan yuvanin igine kesilmis parca
yerlestirilip kenarlara itilen maden bu parcaya dogru
kapatilarak cekiglenir. Bu usulde kakma motifin ylize-
yine kazima teknigiyle herhangi bir resim de yapilabi-
lir. Bir diger usulde yuva oyulmadan motifin konturla-
rn kalemle derin yiv veya kirlangic kuyrugu seklinde
acilip kesilen varagin kenarlar, ucu sivri bir kalemle
bu yivlerin igine sokulur ve yanlara itilen maden dol-
guya dogru yatinlip konturlar gekiglenir. Bu usulde
kakma parca madene oturtulmadid igin zeminden
yukarida kalarak bombe yapar. Altin varaklar daha gok
bu metotla kakilir ve ayrica kazima desenle suslen-
mez.

Diger bir teknikte motif, kap Uzerine ¢izildikten sonra
konturlarin iginde kalan kismin ¢entiklenmesi ve kesi-
len varagin buraya yerlestirilip gekiglenmesiyle elde
edilir. Bu usulde zemindeki purizler, kiguk girinti ve
cikintilar motif varagin zemine sikica yerlesmesini
saglar. Kilig, migfer veya silah namlusu gibi gelik es-
yaya kakma yaparken kakma yapilacak yer bal mumu
ile kaplandiktan sonra Uzerine istenilen motif veya ya-
zilar ince bir kalemle cizilerek buralardaki bal mumu
kazinir. Daha sonra bu agik kisimlara asit damlatilarak
zemin ¢Okertilir ve agilan yuvalara altin veya gumdus-
ten hazirlanan motif varaklan veya teller yerlestirilip
cekicgle dovaldr.
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Today, some of the artisans working with silver,
brass and copper repousse also call their techniques
inlay

Inlaying metal articles such as bronze bowls are pro-
duced as follows. First, the bowl is filled with a
material that can liquidate when heated such as tar,
mortar or paraffin so the metal does not deform
Lines shaped as grooves or swallows, narrowing on
top are opened on the surface of the bow! by steel
pencils. The annealed wires are set in these grooves
as the metal is squeezed to the side, then closed
onto the wire and straightened with a hammer. For
wide motifs, for example leafs, a groove Is carved
and the metal around the contours are pushed to the
sides. A cut piece of material is inlayed in this groove
and then the metal pushed to the sides is ham-
mered onto this inlay. In this technigue, the surface
of the inlay can be decorated with pictures made by
engraving. In another technique the groove is not
carved but the contours of the groove or swallowtail
are cut deeply onto the surface and the sides of the
thin silver or gold inlays are inserted into these lines.
The metal pushed aside is hammered onto the con-
tours of these designs. In this method the inlay does
not sit on the metal it is raised from the surface.
Golden leaves are generally inlayed with this method
but they are not decorated with engraving.

Another technique is hammering the interior of the
contours of the design, which is drawn on the bow,
and then also hammering the inlay piece onto this
design.

When inlaying steel articles such as swords, hel-
mets or gun barrels, the area of inlay is covered with
beeswax and then the desired motif or writing Is
drawn with a pointed pencil. Scraping the beeswax
from these lines only acid is poured into these open
areas to etch the drawings. With this method the
surface erodes and these openings are then filled
with prepared motifs of silver wire or gold leaf that
are then hammered into the design.

Inlays are also applied on wood. Wooden doors,
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Telkari kahvelik
Osmanl 19. yy.

Diz dipli, armudi formlu,
kubbe kapakl, kivrimh
kulplu, bitkisel dekorlu, 20

cm yuiksekliginde ve 635 gr.
(0. Oztiirk koleksiyonu)

Filigree coffee container
Nineteenth century Ottoman
Height 20 cm

Weight 635 gram
Floral design, flat base, pear

shape and curled handles
(0. Oztiirk collection)




Kakmaciligin diger bir uygulama alani da ahsaptir. Ce-
viz, mese, abanoz gibi kiymetli ahsaptan yapilan kap,
pencere kanadi, sandik, rahle, Kur'an mahfazasi, ¢ek-
mece, mucevher kutusu, lambalik, kavukluk, parava-
na, ayna cergevesi, calg aletleri, oyun kutulari, nalin
gibi egya ile camilerde minber ve vaaz kirstlerine ye-
rine gore farkll renkte baska bir ahsap, sedef, fildisi,
baga, kemik, altin, gimus veya degerli taslar kakila-
rak tezyinat yapiimistir.

Telkari

Altin ve gimUs tellerden yapilan desenleme ve bu
tellerin kaynak yardimi ile bir baska maden zeminine
tutturulmasi teknigidir.

Teller kaliplarla dékilduga gibi delikten cekiclenerek
de elde edilir. Turk-Isldm maden sanati ustalari, telle-
ri gesitli boylardaki deliklerden gekerek kullanmayi
tercin etmislerdir. Cesitli kalinliktaki tellerden isteni-
len motifleri tek tek hazirlayan sanatkarlar, bunlari
kaynak yardimiyla birlestirerek gesitli esyalar yapmis-
lardir. Altin ve glimusten yapilan telkari Uzerine, ufak
toplar ve yassi pullar eklenerek siisleme daha da zen-
ginlestirilmistir.

Delik isi (ajur)

Madeni eserler Uizerine kesici ve delici aletlerle, delik-
li desenlerin yapilmasi teknigidir. Bu teknikte desen
yapilirken, maden tabakasi Uzerine gizilen desenin ze-
min kisimlari kesilerek gikarilir, daha sonra kesilen ke-
narlar torpllenerek diizeltilir.
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casements, chests, rahles (A reading table shaped similar
to the letter x, used to read Qur'an), Qur'an cases, draw-
ers, jewellery boxes, lamp holders, shelves for hold-
Ing turbans, screens, mirror frames, musical instru-
ments and also pulpits in mosques were made from
valuable wood like walnut, oak, ebony. These pre-
cious pieces were inlayed and ornamented with var-
lous colours from different woods, mother of pearl,
Ivory, tortoise shell, gold, silver and valuable stones.

Filigree

This is the decorating technique of welding gold and
silver wires onto another metal surface.

These wires are made by pouring into moulds, they
are also made by hammering through holes. Turkish
Islamic metal artisans preferred to make these wires
by pulling them through holes of various sizes. The
artisans prepared different sized motifs one by one
and welded them together to make various objects.
Filigrees that are made from gold and silver can be
enriched by decorating with small balls and flat
scales.

Open work

This is the technique of ornamental work with open-
ings made by piercing and cutting. The designs that
are drawn onto the articles are then cut out of the
metal. These contours are then filed in order to leave
a smooth surface.




Tombak ibri

{Sadberk Harmm Miizesi)

Tombac pitcher

(Sadberk Harmm Museum)
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Madeni degerli tas, renkli cam ve mine ile
susleme

Degerli taslar, renkli cam ve mine gibi maddeler, eser
Uzerine ¢okertilerek yahut oyularak acgilan yuvalar ve-
ya eser zeminine lehimle tutturulmus tel hicreler, igi-
ne doldurularak yapilir.

Orta Asya'da gérilen bu teknik, Islam sanatinda az
kullaniimis, fakat Osmanli doneminde oldukga ragbet
gormustdr.

Minenin yapilisi: Toz cam ve igine katilan reklendiri-
ci maden oksitlerinden elde edilen mine, tabakalar
halinde dokullerek sogutulur. Karisim soguduktan
sonra kirilarak pargalara ayrilan ve havanda dovilen
cam parcalarindan kaba bir toz elde edilir. lyice yika-
nan bu toz, eser Uzerinde hazirlanmis yuvalara doldu-
rulur, kurumasi beklendikten sonra firinlanir. Isi karsi-
sinda eriyen cam, madene yapisarak parlak ve renkli
mine dolgusunu olusturarak esere degisik bir
gorinum verir.
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Ornamentation made with valuable stones,
coloured glass and enamel

Valuable stones, coloured glass and enamel are
used in filling grooves that are carved, or indented
on surfaces with filigree patterns.

This technique, which is seen in Central Asia, was
used infrequently in the Islamic arts but was in
demand during the Ottoman period.

The making of enamel: Enamel is made of glass
powder and metal oxides that give it colour. It is
melted and then cooled by pouring in layers then it
is broken into pieces before being pounded into &
rough powder. The powder is then washed thor-
oughly and is poured into the indentations on the
article. The enamel is then left to dry before it Is
fired. The glass that melts in the heat adheres to the
metal and composes the colourful enamel giving the
artwork a unique style.
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Murassa gllabdan
(Degerli taslarla stslenmis gul suyu sisesi)

Osmanii 18. yy.
{Ttirk Isldm Eserleri Mizesi)

Murassa glilabdan

Eighteenth century
(Turkish Islamic Art Museum)




Gulabdan, gul suyu sisesi...

Farsga olan kelime “gul suyu” anlamindaki glilabdan
(cll-ap clllab) —dan ekiyle turetilmistir. Cam, seramik
veya maden isgiliginde 6rneklerine rastlanan gllab-
dan, gul suyu serpmek igin genis karinli uzun boplu,
dar agizh bir kaptir.

Cesitli dénemlerde ortaya gikan koku kaplar degisik
bigimlerde yapiimis olup koku siselerinin de umumi-
yetle ince uzun boyunlu oldugu gérilmektedir. Gl
suyu daha gok stnnet diguni gibi dini yéni agir ba-
san torenlerde ve mevlidlerde kullanilir; gok defa gii-
labdan buhurdanla beraber takim halinde bir tepsi
icinde yer alir.

Gllabdanlarin tzeri ince bir zevki yansitan desenlerle
sUslenmistir. Altin, giimis gibi madeni olanlarin
zengin kakmali veya degerli tas kabartmali 6rnekleri
mevcuttur. Seramik gilabdanlar ise sir altina yapil-
mis renkli motiflerle stslenmistir.

En zengin bezeme, cam gilabdanlarda goze car-
par. Bunlarin agizlari bazen gegme giim(s, bazen de
yivli cam emziklidir. Renksiz cam gllabdanlarin Gzeri
kesme ve yaldizla hareketlendiriimis, renkli ve opal
cam gllabdanlar mine ve yaldizla bezenmistir. Renk-
liler genelde kirmizi ve kobalt mavisi, opaller siit be-
yazi, turkuaz, yesil ve morumsu renkli camlardan ya-
pilmistir.
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Glilabdan, the flasks for sprinkling
rose water

The term Gulabdan means rose water and it is
derived from the Persian jul-ab, jullab. Gllabdan is a
long necked wide bottomed narrow mouthed flask.

There are various styles of fragrance bottles that
were made in different periods but most of them
have a long neck. Rose water is mostly used in cir-
cumcision ceremonies and on the birthday of the
Prophet called mawlid. Most of the time Glilabdan
comes on a tray with a matching incense burner.

Gllabdans are decorated with motifs that reflect fine
taste. The gold and silver ones are sometimes richly
embossed or inlaid with valuable stones. Ceramic
Gulabdans are embellished with coloured motifs
that are coated in a gold glaze.

The richest ornamentation is seen in glass
Gllabdans. The mouths are sometimes fitted with
silver and the spigots with striped glass. The clear
glass Gllabdans were animated with cutting or gild-
ing and the coloured or opal ones were decorated
with enamel and gild.

The coloured ones were generally made from red
and cobalt blue and the opal ones were made from
opalescent white, turquoise, green or purple glass.
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Temizligin ve Suyu Tasarruflu
Kullanmarn Zarif Sermbolleri,

lbriklerirmiz...

PJjtchers...

The Elegant Symbols For Economic
Usage of Water and of Cleanliness
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Tombak ibrik-legen

19. yy. Osmanli
(Turk Isldm Eserleri Miizesi)

Tombac pitcher-washbasin

Nineteen century, Ottoman period
(Turkish Islamic Art Museum)
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lbrik isminin genelde, Farsca abriz “su doken” keli-
mesinin Arapcalasmis sekli oldugu kabul edilmekte-
dir. Insanlik tarihinde eskiden beri bilinen ve
kullanilan bir esya olmakla beraber ibrik bizim
kUltdrimUzde, her evde bulunan ve israfi 6nleyen
onemli bir su kabi olarak ayri bir yer tutmaktadir. Iba-
dete hazirlik safhasinda kullaniimasi bakimindan da
sayginlik kazanmis ve gerek bu 6zelligi gerekse den-
geli, zarif yapisi ile suslemelerde de motif olarak yer
almigtir. Seramik ve ¢ini tabaklarda, cam alti resimle-
rinde ve hat sanatinda ibrik seklinde motif ve yazila-
ra da rastlanir.

Islam geleneginde ibrik hizmeti, bir saygi ifadesi ola-
rak telakki edilir.

Teknik olarak da ibrikler maden, cam ve seramik ib-
rikler olarak yapilagelmistir.

Madeni ibrikler

Erken Islam déneminde énemli Islam sehirlerinde
cesitli tarzlarda ibrikler yapilmis ve kullanilmistir.

Selguklu devri Iran’'inda ortaya gikan birkag tip ibrik-
ten sonra, 12. yuzyilin son ¢eyredinde Horasan bdl-
gesinde yeni bir ibrik sekli ortaya gikmaya baslamis-
tir. D6kUm ve dévme teknigi ile yapilan ve kakmalar-
la stslenen bu ibriklerin silindir seklindeki yukariya
dogru genisleyen govdeleri (izerinde bazi Unlii mi-
marlik eserlerini andirir, dikey vivler ve kaburgalar bu-
lunur. En glzel 6rnekleri 12 ve 13. ylzyil basina tarih-
lenen bu ibriklerin blyik bir kisminin omuz baslarina
cekic islemesi teknigi ile yapilan kus ve harpi, boy-
nun iki yanina ise birer aslan figlri yerlestirilmistir.
Omuz gegislerinde tahtinda oturan hikimdar figlr(
tekrarlanir. Ayrica tzerlerinde bakir ve giimiis kakma-
lar halinde astrolojik semboller, insan basli nesih ve
kUfi basl kitabeler yer almaktadir.

Mogol istilasindan sonra Horosan'dan batiya dogru
goc¢ eden bazi ustalar 6zellikle Musul ¢evresinde dzel
bir ibrik formu olusturdular ve stslemede bu yoérede
daha énce pek bilinmeyen kakma teknigini uyguladi-
lar. 13. ylzyildan ginimuze ulasan pek cok maden?
eser “Mevsili” imzasini tasir; ancak bu imza eserin
Musul'da yapildigini gdstermez. Daha ¢ok ustanin bu
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Generally, the name “ibrik” (pitcher) comes from the
Persian abriz ‘water pourer', but the word in its
Arabic form is widely accepted. The pitcher, known
and widely used throughout the history of mankind,
held a special place in our culture as a water pot
used in many homes, which also deterred the
wastage of water. The ibrik, pitcher was esteemed
due to its use in the preparation for worship. It was
also used as a motif in decoration for its well-bal-
anced and elegant form. The pitcher motif is found
on ceramic and ¢ini plates, in under-glass technique
pictures and in the art of calligraphy.

In the Islamic tradition, poring water from the pitch-
er to help others was considered highly respectful.

Technically pitchers were made from metal, glass
and ceramic.

Metal pitchers

In the early Islamic periods, pitchers were made in
various styles and mostly used in prominent cities.

During the Selguk period different forms of pitchers
were made in Iran and in the last quarter of the sev-
enth century a new style pitcher was formed in
Horasan. They were made with a casting and pound-
ing technique and decorated with inlays. The pitch-
ers were of cylindrical shape widening towards the
top and had vertical grooves and ribs resembling
some of the famous architectural structures of the
times. The most beautiful examples were dated
from the early seventh and eighth centuries and the
majority of these pitchers have engravings made
with the hammer technique. A bird and harpi are
engraved on the shoulders and lion figures on each
side of the pitcher. The figure of a ruler on his throne
Is repeated on the surfaces running up to the shoul-
ders. There are also copper and silver inlays of
astronomy symbols and kufi and nesih inscriptions in
the shape of the human head.

After the Mongolian invasion, the craftsman who
migrated to the west of Horosan especially around
the Musul area made a unique form of pitcher using
the inlay techniques which were unknown in the



Tombak ibrik - legen “ Tombac pitcher-washbasin

Osmanli 19. yy. Nineteen century, Ottoman period

The pitcher is in the shape of an
onion and sits on a base that extends
outwards. The pitcher was made with
the pounding technique and there is a
line of pearls in the motif. The lid of
the washbasin, which is decorated
with open work, is in harmony with
the pitcher.

Sogan formunda bir gévdeye sahip
olan ibrik disa dogru agilan bir kaide
tzerine oturtulmustur. Dévme teknigiy-
le yapilan ibrigin gévdesini cevreleyen
kartuslarin iginde birer sira inci dizisi
yer alir. Legenin delik isi islemeli
kapadi da ibrikle uyumludur.

(Trk Islém Eserleri Mizesi) P R
furkisn isiamic Art iviuseumnm/
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ekolden yetistigine isaret eder. Bu tUr ibriklerin gov-
deleri yine yukariya dogru genisleyen armut seklin-
dedir; fakat digerlerinden farkli bicimde asagidan yu-
karya dogru duz dilimlere ayriimistir. Stslemelerinde
hem glmis hem de bakir kakmalar kullanilan bu ib-
riklerin ylzeylerindeki taht ve edlence sahneleri, gi-
mus ve bakir kakmalar, madalyonlarindaki kakmalar
ve canli yaziya yakin figirler, ibrigin Iran Selguklu ge-
lenegdinin ve Horasan ekolin(n bir devami oldugunu
gostermektedir.

Anadolu Selguklular'dan ginimdize ulastigr bilinen
tek ibrik Eskisehir Seyyid Battal Gazi Turbes'inde bu-
lunmustur ve Istanbul Tirk ve Islam Eserleri Miize-
si'nde muhafaza edilmektedir. Mimari eserlerden
esinlenmis Horasan ibriklerini andiran ve omuz hiza-
sindan UstlU bulunmayan ibrigin 22 cm yiiksekliginde-
ki kismi mevcut dovme olup altin ve giimiis kakma-
larla susladur.

GUnUmize ulasan Osmanli madeni ibrikleri, Louvre
Muzesi'nde korunan Fatih Sultan Mehmed'in adina
yapilmis gumus kakmall bir ibrik (nr. Mao 356) haric
daha ¢ok son asirlara aittir ve bunlarin blyik bir bo-
IimU tombaktir. Topkapi MUzesi‘nde altin ve gimus
legen-ibrik takimlari, kiymetli taslarla stisli altin zem-
zem ibrikleri de bulunmaktadir.

istanbul Tiirk ve islam Eserleri Miizesi'nde vyer
alan tombak bir legen - ibrik takimi teknik incelikleri
ve motifleri goz 6ntnde tutularak 18. yuzyila tarihlen-
mektedir. Sogan formunda bir gdvdeye sahip olan ib-
rik disa dogru agilan bir kaide Uzerine oturtulmustur.
Dévme teknigiyle yapilan ibrigin govdesini gevrele-
yen kartuslarin iginde birer sira inci dizisi bordurle
snirlanmis dal ve ramiler yer alir. Boyun kisminda ve
govde kisminda sodani andiran kapakta kazima tekni-
gi ile islenmis servi motifleri bulunmaktadir. Tezyina-
t1 ibrikle blydk bir uyum saglayan legenin delik isi is-
lemeli kapaginda ibrigin konulmasi icin kaidesine uy-
gun bir gember ¢ikintisi yapilmistir.

87

area at that time. From the eighth century to the
present time, many of the metallic works carry the
“Mevsili” signature but this does not prove that
these articles were made in Musul. This actually
shows that the artisans were trained by this school.

These pitchers widen towards the top in a pear
shape but unlike the others, were engraved in layers
from downward. Decorated with silver and copper
inlays the pitchers were engraved with depictions of
thrones and entertainment. Silver and copper inlays,
the inlays on the medallions and the animated callig-
raphy show that the pitcher was a continuation of
the Seljuk tradition and the Horasan School.

The only known pitcher from the Anatolian Seljuk
period remaining today was found in the Seyyid
Battal Gazi tomb in Eskisehir and is displayed in the
Istanbul Islamic Art Museum. Inspired by works of
architecture, this pitcher, which resembles the one
from Horasan, unfortunately only survived from the
shoulder down. This remaining piece which meas-
ures twenty two centimetres has been embellished
with decorations of gold and silver.

The Ottoman metallic pitchers which, have survived
to this day are mostly from earlier centuries except
for the one displayed at the Louvre Museum, which
is the silver inlayed pitcher made for Fatih Sultan
Mehmed (nr. Mao 356). A large number of the pitch-
ers are made from copper. Gold and silver pitcher,
washbasin sets, and gold zamzam pitchers decorat-
ed with valuable stones can be seen at the Topkapi
Museum.

A copper wash basin and pitcher set which is on
show at the Turkish Islamic Art Museum in
Istanbul has been dated from the eighteenth centu-
ry considering the motifs and the fine craftsmanship.
The pitcher has an onion shaped body and sits on a
widening base. Made by the pounding technique,
the pitcher’s body is surrounded by cartridges filled
with decorative branches and rumis, which are out-
lined with a row of pearls. The neck, body and the
onion shaped lid have been engraved with cypress
motifs. The embellishment of the pitcher is in com-



Tombak ibrik - legen

Tirk ve Islam Eserleri Mtizesi'ne Pertevniyal Valide Sultan
Tirbesi'nden getirilmistir. Kitabesine gére 1869 yilinda adi
gecen tlrbeye vakfedilen ibrik ve legen kabartma baklava
motifleriyle kaplanmistir. Stslemeleri gévdeyle ayni olan
kapagin ustinde glil seklinde bir tepelik bulunur.

(Turk Islam Eserleri Mizesi)
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Tombac pitcher-washbasin

This set was brought to the Turkish Islamic Art Museum
from the tomb of Pertevniyal Valide Sultan. According to
the inscription, it was bequeathed to the tomb in 1868.
Both the pitcher and the washbasin have diamond shaped
embossing. The lid, which has the same design as the
body of the basin, has a rose shaped crest.

{Turkish Islamic Art Museum)



Ayni muzede vyer alan bir diger legen-ibrik takimi da plete harmony with the washbasin and on the lid of

yine tombak olup mizeye Pertevniyal Valide Sultan the basin, which is decorated with open work, there
Turbesi‘nden getirilmistir. Kitabesine gére 1286 is a place shaped for the pitcher to be placed exact-
(1869) yilinda adi gegen tlrbeye vakfedilen ibrik ve Iy on its base.

legen o donemde yaygin olan genis kisimlarda bii-
yuk, daralan kisimlarda kiglk kabartma baklava mo-
tifleriyle kaplanmistir. Stslemeleri gévdeyle ayni olan
kapagin Ustinde gul seklinde bir tepelik bulunur.
(Yandaki fotograf)

Another pitcher-washbasin set on show in the same
museum came from the tomb of Pertevniyal Valide
Suftan. According to the inscription, the
pitcher-washbasin set was bequeathed to the tomb
in the year 1869. The pitcher has large lozenge

Osmanli sultanlarindan 6zellikle Sultan Abdiilaziz, shaped motifs embossed on the wider parts and
Abdulmecid ve II. Abdllhamid’in tugralarini tastyan smaller motifs of the same shape on the narrow
altin ve giimus ibriklerle legen-ibrik gruplari bir takim parts. The decoration on the lid is the same as on the
olusturur. Batililasmanin etkisi gériilen bu ibrikler- body and there is also a crest in the shape of a rose

de genel olarak armut seklindeki govde stilize
bitkiler, degisik hendesi sekiller, rokoko slubu-
nun kendine has &zellikleri, rimiler ve muhr-
Stleymanlarla stslenmis, bazen de savat-
lanmistir.

The pitchers that belong to the Sultans of the
Ottoman Empire, especially the gold and silver
pitcher-washbasin sets belonging to Sultan

Abdllaziz, Abddlmecid and Abddlhamid Il carry-
ing their seal, form a collection. These pitch-
ers, in which one can see the influence of
westernisation, are generally of pear shape
and decorated with stylised

flowers, various geometri-

cal shapes, and carried the

characteristics of rococo style.

The embellishments which were

also imbued with rumis, and

solomon’s seal, also had the niello
technique used in some of them.

Tombak ibrik - legen

Osmanli 19. yy.
(0. Oztirk koleksiyonu)

Tombac pitcher-washbasin

Nineteen century, Ottoman period
(0. Oztiirk collection)
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Cam ibrikler
Beykoz 19. yy.

Uzerleri yaldiz bezemeli ve renkli

camdan imal edilmis.
(0. Oztlirk kolekeksiyonlari)

Glass pitchers
Nineteenth century, “Beykoz"”

These were made from coloured

glass and decorated with gild.
(0. Oztiirk collection)
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Cam ibrikler Glass pitchers

Cabuk kiriima ozelligine ragmen gecmisten gu- Despite being a substance easily broken, many
nimuze pek ¢cok cam ve kristal ibrik ulasmistir. glass and crystal pitchers have survived to this
9 ve 10. ylzyillarda Iran'da beyaz tzerine acik yesil day from bygone times. During the ninth and tenth
kabartma desenli cam ibrikler yapilmaktaydi. Bunlar centuries the lranians were making glass pitchers
armut seklinde gévde, dar bir bogaz ve disa dogru with light green patterns embossed on a white base.
acilan zarif bir agiz yapisina sahiptir. Yazili kaynaklar These have a pear shaped body and a thin neck,
ve arkeolojik buluntular, 6zellikle Fatimi'ler zamanin- which elegantly widen at the top. Written sources
da Misir'da ¢ok degerli cam ve kristal kaplarin, bu and archaeological findings show that especially dur-
arada ibriklerin yapildigini gostermektedir. Bodrum ing the Fatimi times, Egypt was producing valuable
civarinda Serce Limani yakinlarinda denizden cikari- glass and crystal vessels and pitchers. A shipwreck
lan ve 11. yuzyila ait bir Fatimi gemisinin yik{ oldu- found near the Serge harbour close to Bodrum,
Ju tesbit edilen zengin cam koleksiyonu bu doneme which belonged to the Fatimi period from the
ait cam kaplar hakkinda bir fikir vermektedir. Bodrum eleventh century, was loaded with a valuable collec-
Mizesi'nde sergilenen eserler arasinda ibrikler de tion of glass objects from those times. Among
vardir. { These objects, were a number of pitchers, which
o . o 40 are on display at the Bodrum Museum.

GUnimuze ulasabilmis Osmanli cam ibrikleri By

daha cok son asirlara aittir. Buglin mize ve & Glass pitchers, which have reached the current
ozel koleksiyonlarda 19. ylzyilda ya- - times, from the times of the Ottoman Empire
pilan gok sayida Beykoz isi ibrik veya ., ' Q are mainly from recent centuries. There are

ibrik-legen takimi bulunmaktadir.
Cam hamurunda kalay oksit ve ke-
mik kull eklenerek elde edilen opalin-
den mamul armudi govdeli, aplike

! many pitchers and pitcher- washbasin sets
i g e made in the style of Beykoz which are
’ O\ _;f %,‘ kept in private collections and in muse-
» ‘i ums. Opaline, which is made from

kulplu, akitma agizli ibrikler, degisik 0 melted glass mixed with tin oxide and
renkte mine veya altin yaldiz gicek ve TER bone powder is formed into these
yaprak motifleriyle stslenmistir. : ;' pear shaped pitchers with delicate
Bunlarin kris‘taileri .da'lh‘a cok d?rin ifes- ': | dg?ggf; daniff(;ignrggkifthﬁ;;i
me g‘eometrlk motlﬂid_rr. 1 9',,YUZVI| ib- - V. colours and gilded with flowers and leaf
rikleri arasinda cesmi bulblller de U\ : —

vardir. Ayrica Bati'da Osmanl pa-
zarl igin kristal ibrikler imal edil-
mistir ve 6zellikle Bohemya'da
yapilanlari gok degerlidir.

The crystal pitchers have deep cut geo-
metric motifs. Among the pitchers of
the nineteenth century there were
also those made of Cesm-i bllbdil.
The western countries produced
pitchers for the Ottoman market and
especially those made in Bohemia
were of great value.

Cam ibrik
Beykoz 19. yy.
Beyaz camdan imal edilmis,

uzeri gul bezemel.
(0. Oztiirk koleksiyonu)

Glass pitcher
Nineteenth century, “Beykoz”
Made from white glass and

decorated with roses.
(0. Oztiirk collection)
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Cam ibrik
Beykoz 19. yy.

Beyaz camdan imal edilmis, Uzeri

renkli giceklerle bezenmis.
(Tirk Islam Eserleri Mizesi)

Glass pitcher
Nineteenth century, “Beykoz”

Made from white glass and

decorated with coloured flowers
(Turkish Islamic Art Museum)




Seramik ibrikler

Sirli, sirsiz seramik ornekler arasinda, 6zellikle 12.
ylzyil sonralari ile 13. ylzyil baslarinda Iran'in ¢esitli
sehirlerinde yapilan ve bazilari ¢ift cidarl (termos gibi
icine konulan sivinin sicakligini muhafaza etmesi igin
bu tarzda yapildig sanilan) ibrikler dikkat ¢eker.

Seramik ibriklerin en glzelleri XVI. ylzyilda Osman-
lilar'in Iznik ve Kitahya atolyelerinde imal edilmistir.
Bu ibriklerin govdelerinin armudi, dikdértgen prizma
ve kire seklinde degisik formlarda yapildigi goralir.
16. yuzyil Osmanli ¢ini ibriklerinden bir grup ta yay-
van bir kaide Uzerine oturan basik kurevi govdeleri,
kalinca boyunlari, govdeye kadar inen gaga bigimli
emzikleri ve buna uygun zarif kulplari ile taninir. Bon-
cuk seklinde digmeli ve hafif bombeli kapaklari olan
bu ibrikler 1530-1540 vyillarina tarihlenir. Cin‘de ve
Avrupa’da Isléam pazari, 6zellikle Osmanli sarayi igin
seramik ibrikler yapilmistir.

flslam Ansiklopedisi ibrik maddesinden Szetle)
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Seramik ibrik

19. yy. ikinci yarist Kltahya

Ceramic pitcher
Second half of the nineteenth
century, Kitahya
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Ceramic pitchers

There are examples of glazed and unglazed pitchers
from the end of the twelfth and the beginning of the
thirteenth century, which were made in several dif-
ferent cities in Iran. Some of these pitchers had dou-
ble linings (It is presumed that these were made to
retain the heat of the liquids that were poured into
the pitcher).

The most beautiful examples of the ceramic pitchers
were produced in the sixteenth century in the
Ottoman Iznik and Kitahya workshops. There are
pitchers made in the shape of a pear but also in rec-
tangular prisms and spheres. A group of ¢ini pitchers
from the Ottoman period were made with square
shaped bodies, wide necks and were placed on a
wide base, they were also known for the beak
shaped spouts that almost touched the body and had
matching elegant handles. With their bead shape
buttons and slightly arched lids, these pitch-
ers were dated between the years 1530-
1640. Many ceramic pitchers were pro-
duced in China and Europe for the Islamic
market especially for the Ottoman

palaces. (Summarised from the “Pitcher” section
of the Encyclopaedia of Isfam)



Gumaus karhklar

Osmanli 19. yy.
(Topkapi Sarayr Mizesi)

Silver containers for cooling liquids with snow

Nineteenth century, Ottoman Period
(Topkapi Palace Museum)
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Gimis asurelikler

Osmanl 18. yy.
(Topkapt Sarayr Muzesi)

Silver jugs

Nineteenth century, Ottoman Period
(Topkapi Palace Museum)
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Su kiiltiri eserlerimiz iginde agac testilere de raslamak mimkdindiir.

Osmanli 19. yy.
(Ttirk Islém Eserleri Miizesi)

There are also wooden pitchers in the Turkish water culture

Nineteenth century, Ottoman Period
(Turkish Islamic Art Museum)
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Su kesiksiz hareket, zikir, ahenk, sirilti;
Akmayan kokar diye esrarli bir mirilti.

N.F.Kisakurek

Suyun Sebile Dondstugu
Cesmelerimiz...

Fountains Where Water is
Provided For the People
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Coban Cesmesi

Derinden derine irmaklar aglar,
Uzaktan uzaga ¢coban ¢esmesi,
Ey suyun sesinden anlayan baglar,
Ne soyler su daga coban cesmesi.

"Géyniind Sirin'in aski sarinca
Yol almis hayatin ufuklarinca,
O hizla daglan Ferhat yarinca
Baslamis akmaga ¢coban ¢cesmesi..."

O zaman basindan askindi derdi,
Mermeri oyardi, tas! delerd.

Kac yanik yolcuya soguk su verdi.
Degdi ka¢ dudaga ¢oban ¢esmesi.

g8

Vefasiz Asli'ya yol gosteren bu,
Kerem'in sazina cevap veren bu,
Kuruyan gézlere yas génderen bu...
Sizmad toprada ¢coban ¢esmesi.

Leyla gelin oldu, Mecnun mezaraa,
Bir susuz yolcu yok simdi daglarda,
Atesten kizaran bir gllarar da,

Gezer bagdan baga coban ¢cesmesi,

Ne sair yas doker ne asik aglar,
Tarihe karisti eski sevdalar.
Beyhude seslenir, beyhude ¢agdlar,
Bir sola, bir saga ¢oban ¢esmesi...

Faruk Nafiz Camlibel



Suyun hizmet kiiltirine déniiserek
dile geldigi cesmeler...

Cesme kelimesinin Farsca'da “g6z" anlamindaki
“gesm”den geldigi umumiyetle kabul edilir. Su gikan
kaynak, pinar ve gbzlere cesm, bunlann akitiimasi
icin yapilan yapiya da gesme denilmistir. Nitekim
bahge ve bostan kuyulari yer altl sularindan beslendi-
g takdirde, bunlara su saglayan deliklere de bugtin
g6z denilir.

Tark mimarisinde Selcuklular'dan baslayarak Ana-
dolunun her yerinde, Osmanlilar déneminde de bas-
ta Istanbul olmak (zere tim Osmanli cografyasinda
blyUkli kigUklU sayisiz cesmeler yaplimistir. Hayrat
olarak yapilan bu cesmeler sehir, kasaba ve yerlesme
yerlerinde oldugu gibi ana yollarin kenarlarinda, acikhk
ve kirlik yerlerde de insa edilmistir. Yerlesme yerleri
arasinda bulunan cesmeler “menzil gesmeleri” ola-
rak adlandirilir. Bunlarin insanlarin ihtiyaglarini karsila-
yan lule veya musluklarindan baska hayvanlarin su-
lanmasi icin ayri Illeleri ve yalaklar vardir. Acik arazi-
de bulunan gesmelere ise genellikle “Coban Ces-
meleri” denilir. Agillarina dénen hayvanlar icin gok
sayida yalaklar olan bu cesmeler bircok halde yakin-
da olan pinardan beslenir.

Yerlesme yerlerinde olan ¢esmelerin suyu bazen
kaynaklardan saglanmis, bircok yerde ise su yollan
ile getirilmistir. Cesmelerin bazilarinin hazneleri var-
dir. Bazilari dogrudan dogruya su yoluna baglanmis
olup bunlardan su ya devamli akar ya da musluk taki-
larak ihtiyaca goére kullanilirdi. Su yollarindan besle-
nen cesmelere verilen su masura, Iile veya cuvaldiz
deyimleriyle olgulrd(.

Halkin blyik cogunlugu tim su ihtiyacini evinin bah-
¢esindeki dolap, su kuyusu gibi yer alti sularindan,
sarni¢ gibi toplama suyundan ya da mahalle cesme-
sinden tasinan sudan saglardi. Gunimuze ulasan
bazi belgelerden Osmanli yénetiminin, 6zellikle 16.
yuzyilda genellikle evlere su vermek yerine, mahalle
cesmelerine su gbtlirmeyi yegledigi anlasiimaktadir.
Bu yaklasim kendine 6ézgii ice déniik mahallelerin,
cumbali, ahsap evleri, cikmazlar, organik sokaklari
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Fountains

Cesme (Cesme in Turkish stands for fountain) comes from
the Persian word “cesm” which means “eye”.
Gesm was a name given to fountains, and springs
where water ran, and structures built, from which
water flowed, were also given the name Cesme. If
the wells of gardens and fields are fed from under-
ground water sources, the apertures that connect
these wells to the sources are also called cesme.

There are countless fountains of all sizes throughout
the whole of Anatolia from the Seljuk and from the
Ottoman period and throughout the entire Empire,
especially Istanbul. These fountains, which were
donated as charity, were built in the cities, towns, vil-
lages, and on the sides of main roads. They are also
found in the country and in the fields. The fountains
built in populated areas are known as “menzil foun-
tains.” Besides the faucets and taps for the use of
the people, there are also separate faucets and
troughs for animals to drink from. The fountains in
the open fields are usually known as the “shepherd
fountains.” Many troughs were made for the ani-
mals returning to their stables and they are mainly
sourced from nearby springs.

In populated areas the water for the fountains was
sometimes provided from natural springs, and in
many places it was transferred from one source to
another by pipes. Some of the fountains have a
reservoir while others have a direct pipeline from the
source. On some of the fountains, the water runs
from the pipe constantly and others have a faucet,
which allows use when necessary. Sources that
feed these fountains are known by the expressions
masura, ltle or guvaldiz.

Most of the population would use the water from the
wells in their gardens and from their cisterns. They
would carry water from public fountains, which were
placed in central locations of populated areas. It is
apparent from documents found that during the
Ottoman reign especially in the sixteenth century,
instead of giving a source of water directly into the
houses, it was preferred to have the fountain placed




Seyh koyu yakinindaki
Cam Cesme (Kartal).
{Suitan Il. Abdiilthamid Arsivi
Istanbul Fotografiar 19. yy. sonu)

Glass fountain close to
Seyh Village (Kartal).
(Istanbul Photographs, end of
nineteenth century from the
Sultan Il. Abdllhamid Achieves,
Istanbul)

Nisantasi Cesmesi'nin resm-i
kiisadi (agihis) 1902.
(Sultan Il. Abdtlhamid Arsivi Istanbul
Fotograflar 19. yy. sonul

Opening ceremony of the
Nisantasi Fountain, 1902
{Istanbul Photographs, end of nine-
teenth century from the Sultan 1.
Abdtlhamid Achieves, Istanbul)
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kadar cesmelerin de mahalleyi bigimlendiren vazge-
¢ilmez elemanlar olmasina neden olmustur. Insan 6l-
cedine uygun organik sokaklarin acildigi “cami mey-
dani, kiraathane, g¢inar alti” Uggeninin tamamlayici
0gesi gesme baslar birer klclk sosyal iletisim me-

kanidir.

Yuzyillara gore yapi malzemesi, bicim ve uslup
acisindan degisimler gosteren cesmelerin ana
semasi ise soyledir:

Suyun depo edildigi, erken dénemlerde ¢cesme mi-
marisini etkileyen hazne.

Uzerinde daima akan (salma) veya kesilebilen
(burma) musluklarin yer aldigi, genellikle ait oldugu
dénemin mimari modasina uygun sUslemelerle
bezeli ve ¢ogunlukla kemerli bir nis icinde bulunan
musluk tasi - ayna tasi.

Musluk - ayna tasi Uzerinde ¢esmeyi yaptiran
hayirseverin, kimi zaman suyun cinsinin, gesmenin
yapilis tarihinin belirtildigi kitabe.

Musluktan akan sularin toplanip aktigi gukur tekne-
kurna ve teknenin iki tarafinda bekleme yerleri.

Bu boéliumler yuzyillara gore degisen mimari moda-
lar, sehircilik anlayisi ve begenilere gore degisim
gostermiglerdir. En basit sekliyle gesmeler kesme
tastan yapiimis olmakla beraber mermer malzeme
kullaniimasi, kemer, ayna taslari, hatta diger yuzeyle-
rin zengin surette islenmesiyle gosterisli bir goru-
nim alabilmistir. Turk yapi sanatinin nisbetlerdeki
ahenge ve slislemeye dikkat eden klasik donemi, 18.
ylUzylldan itibaren Bati'dan gelen yabanci Usluplarin
tesiri ile asin suslemeli gesme mimarisini meydana
getirmistir.
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in a public area. This was one of the characteristics
that shaped the community. Instead of having closed
in communities of dead end streets with wooden
houses, these public fountains actually played a large
part in the lives of the community and became a
place to socialize just like the “reading rooms,
mosque grounds and sitting beneath the sycamore”
tree where people would chat and socialize.

The main diagram of the fountains that showed
alterations in their building materials, form and
style according to the centuries is as follows:

Reservoirs used for water storage affected the
architectural structure of the fountains

The faucet stones and mirror stones that were
buift in an arched covet were generally ornamented
according to the period that they were built in, with
either constant flowing pipes or faucets.

Inscriptions on the faucet stone or mirror stone of
the persons who donated the fountains, also give
information about the water and the date were usu-
ally inscribed on it as well. The inscription on the
faucet stone and the mirror stone gave the name of
the person who had donated the fountain along with
inscribed information about the water and date.

The reservoir where water collected and flowed
and the waiting areas on both sides of the reservoirs.

These areas have seen many changes over the cen-
turies due to the different architectural styles, the
concept of urbanism and even just according to peo-
ple’s preferences. Even though some of these foun-
tains were made in the simplest form with cut stone
pieces, use of arches, marble and mirror stones and
also with the rich embellishments and decorations of
other surfaces they gained a spectacular look. The
classical Turkish art of building, which paid attention
to proportion and harmony became extravagant with
the ornamentation and influence of western styles
starting from the eighteenth century.



IlI. Mustafa'nin annesi Mihrisah Valide Sultan Cesmesi (Eyiip) 1793
Mihrisah Valide Sultan Fountain, mother of Mustafa Ill (Eyip) 1793.
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Istanbul’'da gesmeler...

istanbul’da fethin arkasindan 15. yiizyil sonun-
dan itibaren yapilan ¢esmeler, bir sivri kemerden
ibaret sade mimarili basit yapilardir. Istanbul'un en
eski kitabeli cesmesi, Haseki'deki Davut Pasa Camii
yaninda 1485 yilina ait olup son derece mutevazi bir
mimariye sahiptir.

Istanbul'da hitkiim siiren hemen hemen her sultan,
sadrazam, valide sultan ve diger ileri gelenler Os-
manli kiltdrinde, sosyal yasantisinda ve mimarisin-
de 6nemli yer tutan; déneminin ekonomik, sosyal ve
siyasi glclnin gostergesi olarak birgok cesme
yaptirmislardir.

Yaptirihs amaglarina gore vakif sulari, mulk sulari,
hassa sulari/miri sular gibi degisik adlar altinda sinifla-
nan sulardan kaynaklarini alan bu gesmeler, kimi za-
man kamuya acik sehir mekanlarini bicimlendiren
Osmanli killiyelerinin bir pargasi, kimi zaman da oda
cesmeleri gibi 6zel mekéanlar slsleyen, anlam-
landiran déneminin mimari zevkini ve ozelliklerini
yansitan birer gosterge olarak karsimiza g¢ikmak-
tadirlar.

Istanbul halkinin temel ihtiyaglarindan en énemlisini
karsilayan cesmeler, mahallelinin kullanimina ve
sakalara ait olmak tzere iki grupta toplaniyordu.
Ozellikle at sakalarinin mahalle cesmelerinden su al-
malari yasaklanmasina ragmen, kimi zaman bu yasa-
ga uyulmadigindan, kimi zaman da atl sakalarla ar-
kalikla su tasiyan sakalarin ayni gesmeden su alma-
lari yGzinden sik sik anlasmazliklarin ¢iktigr belgeler-
den anlasiimaktadir. Bu yiizden kimi gesme kitabele-
rinde gesmeyi yaptiran tarafindan sakalarin cesme-
den su alamayacaklari belirtiimistir.

Erken devirlerde lilesinden devamli su akan salma
lGleli cesmeler ¢ogunlukta iken, Kantni déneminde
Kirkcesme tesislerinin yapimi sirasinda burma lilele-
rin yani musluklarin konulmasi ile sokaklar camurdan
kurtarilmis ve sularin bosa akmasi engellenmistir.
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Fountains in Istanbul

Fountains that were built after the conquest of
Istanbul at the end of the fifteenth century were
made with a pointed arch and were quite simple. The
oldest inscribed fountain in Istanbul dates back to
1485 and is in Haseki beside the Davut Pasa Mosque
and is a modest example of the architecture .

Almost all of the Sultans, Grand Viziers and the
wives of the sultans built many fountains which
played an important part in the Ottoman cuiture,
architecture and social life. They were also a sign of
social and political power for the ones who donated
the fountains.

The fountains were named for the person who had
donated them or for the purpose they were intended
for. They received their water from different
sources, namely donation waters, property waters,
military waters, and state owned waters. At times,
they decorated the areas of universities that were
open to the public or enhanced private places with
indoor fountains but all of them reflect the architec-
tural tastes and specifications of the period they
were built in.

The fountains that supplied the people with the most
vital necessity were separated into two groups, the
ones for the neighbourhood and the ones for the
water carriers. [t was forbidden for the water carri-
ers to collect water from the public fountains but the
water carriers did not always abide by the rules, and
there were also problems amongst those who car-
ried their water on horses and on or their own backs.
Very often, as we see in documents, misunderstana-
ings and disagreements took place. Due to this,
some of the benefactors took to inscribing on the
walls that it was forbidden for water carriers to col-
lect water from their fountains.

In the early periods the water was mainly flowing
unhindered from the pipes. During the Kanuni period
in the course of building the Kirkcesme facilities,
faucets were fitted onto the pipes, which prevented
the streets from becoming muddy and also prevent-
ed the wastage of water.
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Eylp'te Mihrisah Valide Sultan Imareti
bahg¢esindeki sltun ¢esme.

Pillar fountain in the gardens of Mihrisah
Valide Sultan soup house, Eylp
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Eyip Sultan Camii i¢ avlusunda, tirbenin
karsisindaki gesme.

Fountain across the Eylip Sultan tomb,
inside the inner court of the Mosque.



Cumbhuriyet déneminde sanat degerine sahip 6nem-
li cesmeler yapilmamistir. Istanbul'da vakif sularin
belediyeye devredilmesi ve arkasinda da bunlarin
hepsinin korletiimesi sebebiyle cesme vakfedilmesi
gelenegi tamamen durmustur. Oysa bu vakif eser-
lerinden bugin de su akitilabilseydi ne glzel olurdu.

Osmanlh dénemin’de yerlesim yerlerinin icinde
yapilan ve hepsi de hayrat olan cesmeleri asagi-
daki sekilde gruplandirmak miimkandiir.

1- Sadirvan cesmeleri

Abdest almak igin kullanilan cami sadirvanlariyla bir il-
gisi olmayip, sadirvan adini bunlara halk vermistir. Bu
cesit cesmeler, bir havuzla ortasinda su akitilan liile-
leri olan tas bir direkten ibarettir ve halk suyu havuz-
dan alir. Sadirvan gesmelerinin Istanbul ve Anado-
lu'da 6rnegine rastlanmayisina karsin bunlarin Rume-
li yakasinda yaygin oldugu giniimuze kadar gelen 6r-
neklerden anlasiimaktadir. Avrupa Ulkelerinde pek
¢ok ornegdi olan bu sadirvan cesmelerinden biri, Tirk
idaresi sirasinda Macaristan'da Pecuy'da yapilan Ka-
di Cesmesi'dir.

2- Situn cesmeler

Bu ¢esmelerde mermer diredin icine bir su kanali
oyulmus, énline de musluk veya lile konularak bura-
dan su alinmasi saglanmistir. Sttunun gévdesinin yu-
kar kismina kitabe islenmistir.

Osmanli mimarisinde 18. ylzyildan itibaren cami av-
lusu, iskele meydani gibi degisik noktalarda gorilme-
ye baslanan 6zel bir gesme tipidir.

3- Meydan ve iskele cesmeleri

Kaglk meydan ve iskelelerin karsilarinda insa edilmis
olup bir kismi &bidevi bir gériinime sahiptir. Bunlarin
bazen tek ylzlerinde, bazilarinda iki veya dort
ylziinde de ¢esme ve slslemeler vardir. Istanbul’da
meydan ¢esmelerinin bazilari:
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During the first years of the Republic, no fountains of
any art value or importance were built. With the
transfer of the bequeathed waters to the municipali-
ty of Istanbul and with the flow of water being cut,
the tradition of bestowing fountains died. How nice
it would be to see water flowing once again from
these fountains.

It is possible to group the donated fountains
that were built in populated areas during the
Ottoman times as below

1-Sadirvan fountains

These fountains had nothing to do with the ones,
which are built in the mosque forecourts for ablu-
tions, but they were named as such by the people.
These were actually pools with a stone column in the
middle, which had faucets around it and the public
would collect the water they needed from that pool.
Although there are none of these fountains in
Istanbul or in Anatolia, we see that they were used
widely in the Rumelia area. There are many exam-
ples of these fountains in European countries, one of
them being Kadi Cesmesi which was built during the
Turkish rule in Hungary

2-Pillar fountains

These fountains were made by making a water chan-
nel in a marble pillar and by placing a faucet or a pipe
on the front of this pillar the water became accessi-
ble. There was an inscription on the upper part of the
pillar.

This special and unique fountain style was seen in
the forecourts of mosques and in the open areas by
seaports.

3- Fountains built in public squares and seaports

Built in open squares and opposite seaports most of
these fountains resemble monuments. Some of
them have faucets on just one side while others
have them on two or all four sides. Some of these
fountains in Istanbul are:



Sultan lll. Ahmed Gesmesi 1728. Topkap! Saray! esas girisi Bab-1 Himayun kapis! yakininda insa ettirilmistir.
Sultan Ill. Ahmed Fountain, 1728. Built close to Bab-1 Hiimdyun which is the main entrance to Topkapi Palace.
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Sultan lll. Ahmed Cesmesi

1728'de Sultan lll. Ahmed tarafindan Topkapi Sara-
yI'nin esas girisi Bab-1 Himayun'da insa ettirilen dort
cepheli ve koseleri sebilli muhtesem meydan ges-
mesi, sislemenin zenginligi bakimindan son derece-
ye ulasmustir. Her cephesi, ortada bir cesme, yanla-
rinda mihrap bigiminde oturma hcreleri ve koseler-
de sebiller olarak dizenlenmis, binanin bitint gok
genis sacgakli, bes klglk kubbeli sivri bir cati altina
alinmistir. Tark sanatinin klasik ¢agi sadeliginin yerini
burada asir ve gesitli bir sisleme almis olup aralarin-
da Bati Avrupa sanatindan sizmis motifler de gorulir.

Sultan IIlLAhmed'in ayni tarihlerde yaptirdidi ikinci
abidevi meydan gesmesi de Uskiidar'da Iskele Mey-
dani'ni stislemektedir.

Tophane Cesmesi

Tophane Iskelesi basinda, 1732'de Sultan |. Mah-
mud tarafindan yaptirilan Tophane Cesmesi de dort
cephesinin mermer kaplamasinin islenmesi suretiyle
zengin bigcimde bezenmistir. Bu meydan ¢gesmesinin
de koselerinde sebiller yoktur. Evvelce 19.ylzyilda
catisini kaybeden cesme, 1957'de eski gravirlerin
yardimiyla ihya edilerek genis sagakli catisina tekrar
kavusmustur.

Azapkap: Saliha Sultan Cesmesi

Plan bakimindan ¢ok degisik bir meydan ve iskele
cesmesi de Galata Azapkapi'da Sultan |. Mahmud'un
annesi Saliha Sultan tarafindan 1732'de bir sibyan
mektebinin bitisiginde yaptirilan cesmedir. Burada
ortada ileri tagkin bir sebil bulunmakta, iki yaninda
cesmeler yer almaktadir. Cesmenin diger yuzleri diz
oldugu halde sebilli én cephe tamamiyla nakislarla
bezenmistir. Bu gesme de 1954 te catisi yeniden ya-
pilarak ihya edilmis, fakat yanindaki sibyan mektebi
1957'de yiktirilip ortadan kaldirilmistir.
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The Fountain of Sultan Ahmed Il

This is @ magnificent example of the public fountains.
Built at the main entrance of the Topkap: Palace,
called Bab-1 Humayun, the fountain has four faces
and faucets on each corner and is decorated with
utmeost richness. On every side there is a faucet and
in the middle a niche shaped place to sit with a foun-
tain on either side. The whole building has wide
eaves with five small domes under a pointed roof.
The decorations on this fountain are overly exagger-
ated compared to the usual simple style of classical
Turkish art. The influences of the Western European
motifs are also seen on this particular building.

Another of the fountains built by Sulftan Ahmed [l
around the same time is the monumental fountain
that decorates Usklidar Square by the seaport.

Tophane fountain

This fountain was built in 1732 by Sultan Mahmud |
on the Tophane pier, covered with richly decorated
marble on all four sides. There are no faucets on the
corners of the fountain. The roof was damaged in the
nineteenth century and with the help of old gravures
it was restored with a wide eaved roof in 1957.

Azapkapt Saliha Sultan Fountain

The design of this fountain was much different to
those which are seen at other squares and seaports.
This fountain was built next to a primary school in
1732 by the mother of Sultan Mahmud |, Saliha
Sultan. There is an over flowing fountain in the miad-
dle with faucets on each side, even though the other
sides are flat, the front is completely covered with
decoration. The roof of this fountain was restored in
1954 but unfortunately the primary school beside the
fountain was demolished in 1957.



Alman Cesmesi

Sultanahmet
Meydani’'na Alman
Imparatoru Il. Withelm
tarafindan Sultan

Il. Abd(ilhamid'e
hediye olarak insa
edildi. (1901)

German Fountain

A gift from the
German Emperor
Wilhelm Il to Sultan
Abdlhamid 1l, this
fountain is situated at
the Sultanahmet
Square. (1901)
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Beykoz ishak Aga Cesmesi

Meydan ve iskele gesmelerinin en ilgi gekici ve sanat
degeri en ylksek olanlardan biri, Beykoz'da 1746 ta-
rihli Ishak Aga Cesmesi'dir. Basta Kirklareli olmak
uzere cesitli yerlerde, hatta Kuzey Afrika'da bu sekil-
de Uzerinde bir sundurma bulunan gesmeler olmakla
beraber Ishak Aga Cesmesi, bugln héala lUlelerinden
gurdl gurdl su akan yapisi ve kalem isi nakislarla be-
zenmis gatisi ile benzersiz guzellikte bir drnek olarak
Tlrk su mimarisinde yerini alir.

Alman Cesmesi

Meydan ¢cesmelerinin bir digeri ise ozel bir tarini ma-
hiyeti olan Sultanahmet Meydani'ndaki Alman Ces-
mesi'dir. Mimar M. Spitta'nin projesine gore yapila-
rak Alman Imparatoru II. Wilhelm tarafindan Sultan Il.
Abdulhamid’'e hediye edilen ve 27 Ocak 1901'de t6-
renle acilan ¢cesme, butin mimari ve susleme unsur-
lariyla Bizans sanatindan ilham alinarak meydana ge-
tirilmistir. Altin yaldizlarla ve mozaiklerle suslu kubbe-
sinin icine iki hukdmdarin armalari mozaik olarak is-
lenmistir.

4- Duvar cesmeleri

Cok yaygin olan cephe (duvar) gesmelerinin binlerce
ornegi, basta Istanbul olmak Uzere Osmanli Devleti'-
nin irili ufakli bUtln yerlesim yerlerinde yapilarak vak-
fedilmistir. Her donemin sanat Uslubunun 6zellikle-
rine sahip olan, bazilari ¢ok mutevazi, bazlar g¢ok
muhtesem ve iddall olan bu kiguk sanat eserlerinin
¢ogu kitabeli olmakla beraber kitabesiz olanlari da
vardir. Ayrica bu kitabelerden manzum olanlarin ¢es-
menin yapildigi donemin meshur sairleri tarafindan
hazirlandigi, yazilarinin da devrin taninmis hattatlari-
nin kaleminden ciktigr bilinmektedir. Bir mahallenin,
bir sokagin su ihtiyacini karsilamak Uzere hayir sahip-
leri tarafindan yaptirilarak vakfedilen bu kuguk ¢es-
melerden ¢ogu, bir duvara bitisik olarak insa edilmis
tek bir ylzden ibarettir. Bundan dolayi cephe gesme-
leri olarak da adlandinimalart mumkundur. Bazilari
ise bir sokagin kosesinde iki cepheli bigimde yapil-
mis oldugundan catal gcesme olarak adlandirilir.
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Beykoz ishak Aga Fountain

Beykoz Ishak Aga fountain is one of the most attrac-
tive seaport fountains with great artistic value dated
from 1746. The fountain is one of many, built in
places like Kirklareli and North Africa and has a lean-
ing roof. To this present day, the fountain still flows
vigorously and with its exquisitely engraved roof it
holds its place as one of the most beautiful fountains
built in Turkish water architecture.

German Fountain

This is another fountain, which has a unique histori-
cal nature, built in the Sultan Ahmet Square. Built
according to the design by architect M. Spitta and
given as a gift to the Sultan Abddlhamid Il, the foun-
tain was opened with a celebration on January 27,
1901. The entire architectural and decoration con-
cepts were influenced by the Byzantium art. The
emblems of both of the emperors were engraved on
the dome, which was embellished with gold gilding
and mosaic

4- Wall fountains

There are thousands of examples of wall-mounted
fountains throughout the Ottoman Empire, in almost
all populated areas and especially in Istanbul. They
carried the characteristics of their periods, some
were built very plainly while others were highly dec-
orative. Most of these fountains were inscribed but
some did not have any Inscriptions on them. The
ones with inscriptions were mostly composed by
famous poets and written by famous calligraphers of
the period. These fountains were built and donated
for the needs of the people living in one area and
were mainly built on one side of a wall. They can also
be called face fountains for this reason. Some have
been built on street corners, these usually have
faucets on both sides.

Corner fountains were built on street corners. In the
early periods most were made with a faucet on just
one side while in later periods the faucets were buiit
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Sabancilarin

“ath késk"Unun
bahgesinde
Osmanli'nin son
dénem sanat
uslubunu
yansitan mermer
bir cesme.

A marble foun-
tain in front of
the “horse
mansion” of the
Sabanci family
reflects the
Ottoman style
during the final
stages of the
Empire.



Kose cesmeleri sokak kdselerinde yer alir. Erken d6-
nemlerde ¢ogunlukla tek ylzll, daha sonraki donem-
lerde iki ve Ug yUzIU érnekleri bulunmaktadir. Kimi or-
neklerde iki sokagin kesistigi kdse kirllmaya karsi bel-
li bir yukseklige kadar pahlanmistir (¢calkdse). Duvar
¢esmeleri gibi 15. yUzyil'dan 20. ylzyila kadar yaygin
bicimde kullanilan gesme tipidir.

5- Sokak cesmeleri

Bu ¢esmeler vakif cesmesi olarak halkin hizmetinde
bulunmakla beraber bunlardan bazilar “Gedik ¢es-
meleri” veya “Saka cesmeleri” olarak ddda aracilar
vasitasiyla hizmet ediyorlardi. Cesmelerden doldur-
duklari sulari evlere dagitan sakalarin disinda birgok
¢esmeden halk dogrudan dogruya testilerini doldura-
rak faydalaniyordu. Kanani Sultan Sileyman, Istan-
bul’'un su ihtiyacini karsilamak Gzere yeni su yolu ya-
piimasini emrederken; cocuklarin, zayif, dul ve yasli
kadinlarin testilerini doldurmalarini, hayir dua
etmelerini istemisti.

6- Sebillerle birlikte tasarlanan cesmeler

Sebil kaynaklarda, gelip gegenlere su, serbet, meyve
suyu dagrtilan yapilar olarak tanimlanir. Sebillerin Is-
tanbul'da bilinen en erken 6rnegi 1496 tarihli Efdalza-
de Sebili'dir. Sebil-cesme kompozisyonunun ise Is-
tanbul'da bilinen, glinimdze ulasabilmis en eski 6r-
nedi 1663 tarihli Hatice Turhan Valide Sultan Sebil ve
Cesmesi'dir.

7- Namazgah cesmeleri

Genellikle kervanlarin konakladigi sehirler arasi men-
zil noktalarinda, sehrin gevresindeki mesire yerlerin-
de bulunan namazgéahlarin yaninda abdest almak, su
icmek ve hayvanlari sulamak igin yapilan cesmeler-
dir. Istanbul'a ait su yolu haritalari ve graviirlerden Is-
tanbul'dan Gebze ve Edirne yonlerine uzanan menzil
noktalari Gzerinde yer alan namazgah gesmelerinin,
insanlari yagmur, kar ve glinesten koruyacak genisce
bir sacagda sahip, yalakli sehir ici cesmeleri ile benzer
mimari 6zelliklere sahip cesmeler oldugu anlasiimak-
tadir.
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on both sides or, sometimes on three added sides.
Some were built at the intersection of two streets, to
avoid disruption they were built at a certain height
(Calkdse). The wall fountains were widely used from
the fifteenth to the twentieth centuries.

5-Street fountains

These fountains were also donations for public use
but some were ‘breach fountains’ or ‘water carrier
fountains’ which were giving service through an
intermediary. The water carriers would fill vessels
and take them to homes in the area but most of the
people would go to the fountain and fill their own
jugs and vessels. Kanuni Sultan Suleyman ordered a
new water way to be built and exhorted the children,
elders, widows and poor women to pray for him
while filling their water vessels from this fountain.

6-Fountains designed with Sebils

Sebil is a place, which gave service to the passer-bys
by providing them with water, fruit juice and sherbet,
One of the earliest examples is the Efdalzdde Sebil
dated 1496. The oldest example of a sebil and foun-
tain combination in Istanbul is the Hatice Turan
Valide Sultan fountain from dated 1663.

7- Namazgah fountains

These were fountains built next to Namazgéhs,
prayer rooms, mainly between cities where caravans
and travellers stayed and at picnic areas for ablu-
tions, drinking water and also for watering animals.
According to the Istanbul maps of waterways and
gravures, these fountains were built between Gebze
and Edirne at rest places and were large enough to
enable the travellers to take shelter against the
weather. They had a similar architecture with the
fountains in the cities.



Bir kus yalagi
Eyip, Mihrisah Valide Sultan Imareti bahgesi

A bird bath

Eyiip Camii aviusunda selsebil
Gardens of Mihrisah Valide Sultan Soup house, Eylip
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8- Selsebiller

Osmanli yapilarinin iginde, kosk / yali bahcelerinde
bir tur cesme olarak tanimlanabilecek, mermerden
blytk bir tas (zank tasi) Gzerinde degisik kotlarda tas
seklinde duzenlenmis kiglk vyalaklarin bulundugu,
bu yalaklarin birinden digerine dokllen sularin
asagidaki havuz veya kurnaya toplandigi dekoratif
amacl yapilar selsebil olarak adlandirimaktadir. Bu
yapllar, su ihtiyacinin karsilanmasina yonelik yapilar
olmayip, Osmanli mimarisinde mekéanin zenginlesti-
rilimesine katkida bulunan mimari 6geler olarak kul-
lanilmiglardir. I¢ mekanlarda tasarlananlar, oda ces-
meleri gibi suyun huzur verici ve seslerin duyul-
masini engelleyici 6zelliinden yararlanmanin yani
sira, mekani klimatize edici isleve de sahiptir. Kdsk
ve yalilanin dis mekanlarinda tasarlananlar ise, gorsel
ve diger islevsel Ozelliklerine ek olarak kuslarnn su
ihtiyacinin karsilanmasina da hizmet etmektedirler.

9- Oda cesmeleri

Saray, konak ve yalilarda temizlik, abdest almak, su-
yun huzur verici ve seslerin duyulmasini engelleyici
ozelliginden yararlanmak icin yapilan oda ¢esmeleri,
ayni zamanda devrinin mimari begenisini yansitan bi-
¢im ve formlari ile i¢ mekanlar zenginlestiren birer
estetik mimari eleman olarak Osmanl c¢esme
mimarisindeki yerlerini almislardir. miri sular, hassa
sulari ve mulk sularindan beslenen oda ¢esmeleri 15.
yUzyildan itibaren oda, sofa gibi degisik i¢c mekéanlar-
da kullanilmistr.

( Islam Ansikiopedisi “cesme” maddesinden ve T.C. Kiiltiir Bakanhgi
“www.kultur.gov.tr” sitesinden dzetlenmistir)
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8- Selsebils

These are fountains that are found in gardens, pavil-
lons and waterside residences of the Otoman peri-
od, a large marble stone with smaller troughs of
stone where the water runs from one trough to
another and into a pool below, they are not function-
al just decorative. These fountains were a part of the
Ottoman architecture and built purely for decoration,
giving a resplendent feel to the property. The foun-
tains built inside homes were said to climatize the
rooms, and give peace to the inhabitants while mini-
mizing the noise of the street. The outside fountains
were mainly built for their functional and visual fea-
tures and for providing water for the birds.

9-Indoor fountains

The indoor fountains were built in palaces, mansions
and waterside residences for ablutions, cleaning pur-
poses and also its relaxing sound, it also helped in
blocking outside noise. They have an important place
in the Ottoman fountain architecture with their style
and form that gave a rich feeling to the environment
and reflect the architectural taste of the time. The
water supply came from state owned waters, mili-
tary waters and private property waters and was
used in various indoor locations like rooms and halls
from fifteenth century onwards.

(Summarized from the fountain section of the Encyclopaedia of Islam
and from the website of the Ministry of Culture, www.kultur.gov.tr)



Sakalar /| Water carriers

Kirbali dervis saka 1865
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Sakalar

Kelime anlami olarak, Arapga kok ismi mubalaga
yapilarak tlretilmis “su veren, su tasiyan kisi” an-
lamina gelen sakalar 6zellikle su sebekelerinin evlere
kadar ulasamadigi dénemde ihtiyag sahiplerine su
taglyan esnaf 6rgutl idi. Ayrica Ayasofya'nin Sekerci
Kapisi karsisindaki Sakalar Cesmesi'nin yaninda ko-
guslar bulunan (Kogu 1958: 42) saraya bagh sakalar,
yenigeri sakalari vard.

Sehir sakalari, atli sakalar ve arka sakalari olmak tize-
re ikiye ayrilirdi. Ath sakalar atlarinin yan taraflarinda
icine su doldurduklari saka meski denilen deriden tu-
lumlari tasirlardi. Bu su tulumlarina kirba adi verilir ve
agizlart mesin bir bag ile baglanirdi. Yaya sakalarin ise
45 - 50 litre su alan kirbalarindan baska necef tas ve
kaseleri de bulunurdu. Her evin giris kapisi yaninda
saka deligi diye adlandirilan tastan klguk tekneciler
olurdu. Sakalar getirdigi suyu evin igine girmeden bu
teknelere bosaltirlardi. Su bu teknecige bagl boru-
dan avludaki veya ev i¢indeki kiplere dolardi. Su ge-
reksinimi oldukga en buiylik klplerden masrapalar ile
kullanihrdi. Kimi evlerde abdesthane ya da sofalara
yapilan cesmelerin duvara géomuli ¢omlek bigiminde
kagUk haznelerine yine ayni sistemle su doldurulur,
oradan da bir boru ile muslugu su verilirdi.

Sakalarin hangi cesmelerden su alabilecekleri belli bir
sisteme bagliydi. Her cesmeden su alacak saka belli
olur, sayilari degismez, ancak bir saka bu isten vaz-
gegerse, yeni bir saka onun yerine gegebilirdi. Ces-
me vakfedenler eger sakalarin kendi cesmelerinden
su alip satmalarini istemiyorlarsa, bunu gesme vakfi-
yesinde veya kitabesinde belirtirlerdi. Sakalarin de-
vamli su aldiklar gesmeler ise saka gesmesi olarak
adlandirilirdi. Sakalarin yani sira Osmanl su teski-
latina sistemli bir sekilde dahil olmayan, yalnizca se-
vap kazanmak amaciyla atli veya yaya olarak su
dagitan dervisler de bulunmakta idi.

fwww.kultur.gov.tr)
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Sakas / Water bearers

The meaning of the word Saka in Arabic is water
giver or water carrier. This was the name given to
those carrying water to those who were in need, at
a time when water was not available inside houses.
The sakas had their own tradesman’s organization.
They also had sleeping quarters next to the Sakalar
Cesmesi (water carriers’ fountain) opposite the
Sekerci door of Hagia Sophia, which belonged to the
sakas of the palace and the janissaries.

The water carriers in the city were separated into
two groups, water carriers on horseback and water
carriers on foot. The water carriers on horseback
would fill the big leather containers hanging on both
sides of the horse and tie the containers with leather
rope. The water carriers on foot would have rock
crystal bowls as well as the leather container, which
held forty five to fifty litres of water. At the side of
each house there was a hole called the water carri-
ers hole which had a small basin made of stone. The
water carriers would empty the water into these
basins without having to enter the house. The water
from the basin would flow through a pipe pouring
into jugs in the house or the yard. When needed,
water would be taken from big jugs with dippers. In
some houses there would be a small basin buried in
the wall, filled from the same system, with a pipe
and faucet going either into the bathroom or the hall.

Each water carrier could only get water from a cer-
tain fountain, the number of water carriers belonging
to a fountain was determined and only if one of the
carriers left could another take his place. If the donor
o f the fountain did not want the water carriers to
take the water from their fountain, they would have
this written on the inscription or in the deed. The
fountains that were generally used by the watercar-
riers were named after them, saka cesmesi. There
were also those who did not belong to the Ottoman
water organization but they were dervishes’
who used to give the water as a good deed.

(www.kultur.gov.tr)



Yildiz Sarayi bahgesindeki duvar cesmesi
Wall fountain at the Yildiz Palace gardens
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Cesme kitabeleri ayni zamanda, sinirsiz ver-
menin coskusunu yansitan muhtesem birer
hayrat belgeleridir. iste istanbul’daki yiizlerce
cesme yazilarindan (sadelestirimis ve kisaltiimis
olarak) birkac ornek...

Erenkéy istasyon Cesmesi 1922-1923
Ethem Efendi cad. Hat Boyu sk. no:3 Erenkdy / Kadikéy

Gdzyasindan ortaya ¢ikti bir zavalli annenin

Geng¢ iken vefat eden eviddima bu yadigar,
Fahirim’le Fatimam ruhen onlara ulasmis gibi.
Ben dlince gdzyasim kurur fakat

Gézlerimi agan bu cesme kalsin ebediyete kadar.
lemeden ge¢me yolcu iste kardes cesmesi,
Bagri yanmis anneye gel sen de ol bir serinletici,

Hafiz isa Aga Cesmesi 1822-1823

Ihsaniye mah. Iskele sk. no: 43 Uskidar

Bi-hamdillah meydana getirdigi glizel eser hayr oldu.

Kime nasib olur boyle eser, bu giizel gesme,
llahi devietimi ve émrimii daim eyle
Yazilsin defter-i hayrima durdukga bu diinya.

Hatice Hanim ve Mustafa Tahir Efendi cesmeleri
1825/1826
Kuleli mah. Abdi pasa sk. no: 17 Cengelkdy / Uskiidar

Bu ¢cesmeyi ihlasla yaptiran
Hanim kiyamete kadar anila
Igtikge susayanlar bu kevseri
Cennetteki kadru riitbesi yiiksele

Pertevniyal Valide Sultan Cesmesi 1862-1863

Karatag mah. Karabulut sk. Karagtimriik / Fatih

Adalet tahtinda oturdukca
Hatadan hifz ede Mevia viicad-i Abdiilaziz Han
Karaglmrik meyaninda ed(bdlir hayriyle ihsan
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The fountains inscriptions are testimonials
of donations that reflect the ennoblement of
immeasurable giving

Erenkdy Istasyon Fountain 1922-1923 (1340)
Ethem Efendi Road Hat Boyu Street no: 3 Erenkdy / Kadikdy

This fountain was donated by a mother who lost
two of her children, Fahir and Fatima. She wishes
everyone to drink from the fountain and believes
that although her tears will dry,when she dies this
fountain will continue to flow until eternity

Hafiz isa Aga Fountain 1822-1823

Ihsaniye District. Iskele Street no: 43 Uskiidar

Ihsaniye District Iskele Street. no:43 Uskiidar

The donor built this fountain so that even after he
dies the blessings from it will still continue to be
written in his book of good deeds.

Hatice Hanim ve Mustafa Tahir Efendi Fountains
1825-1826
Kuleli District. Abdi Pasa Street no: 17 Cengelkdy / Uskiidar

Again, the donors wish to be remembered and gain
blessings through this fountain.

These and many other fountains were built wishing
and hoping for the blessings of Allah Almighty. In
Islamic culture one believes that a good deed that
continues to serve the people after one’s death will
continue to bring blessings until the day of judge-
ment.



Topkap! Sarayi-Sogukkapi disindaki
cesme, 1888-1889

(Sultan Il. Abdtilhamid Arsivi Istanbul Fotograflan
19. yy. sonu)

Fountain outside the Sogukkapi, Topkapi
Palace, 1888-1889

{Istanbul Photographs, end of nineteenth century
from the Sultan ll. Abdilhamid Achieves, Istanbul)

Topkap! Sarayi'nda askerlerin
koguslarinin éniindeki musluklu gesme
ve tulumba,1888-1889

(Suitan Il. Abdilhamid Arsivi Istanbul Fotograflar:
19. yyv. sonu)

The fountain with a faucet and the water
pump in front of the ward of the soldiers
at the Topkapt Palace, 1888-1889.

{Istanbul Photographs, end of nineteenth century
from the Sultan Il. Abdllhamid Achieves, Istanbul)

Topkapi Saray: — Demirkapi'nin disindaki
Cifte Cesmeler,1888-1889.

(Sultan Il. Abdiilhamid Arsivi [stanbul Fotografiari
19. yy. sonu)

Twin Fountain outside the Demirkap,
Topkapi Palace, 1888-1889

(Istanbul Photographs, end of nineteenth century
from the Sultan Il. Abdilhamid Achieves, Istanbul)



Muvaffak oldu bu hayre getirdi hos su-akan
[cenler berrak sudan edeler hayr ile dua
Yapib bu cesmeyi ihya eyledi Valide Sultan.

Rustem Pasa Cesmesi 1550-1551

Katip Sinan sk. ile Silahtar Sinan sk. késesi Kadirga /Emindni

Fisebilillah yapip itdi bu cesmeyi sebil
Hak nasib ede ona aynen miisemma selsebil

Yahya Efendi Cesmesi 1557-1558
Yahya Efendi sk. Besiktas

Sebil lizre bina etdim bu ayni

Ola kim selsebilin ola ayni

Saf lzre kemer i¢inde bu &b
Cihanin gencine feth eyledi bab
Gelen dursun bu kemerde

Acub ibret gbéziin bakub ki mlirde
Bina tarihi bu insalar olsun

Konup igenlere afiyetler olsun.

Yakup Aga Cesmesi 1678-1679

Eski Toptasl cad. Hasan Bey sk. Divitciler Cami avlusu/ Uskiidar

Kabul etsin H(d& hayrini, emeklerini eylesin makbul
Daim eylesin adini zikr-i hayr ile ihyé

Nasib olsun ona icmek serab-1 kevser-i cennet
lyiligini versin cenéb-1 hazret-i Mevla.

Yane Sokagi Cesmesi 1786

Silivrikapi cad. Yane sk. Kocamustafapasa / Fatih

Harab oldukda suya cekdi hasret nice susayanlar,
Velakin sonra zamani gelince su yolunun,

Yapip insanlara hayat bahseden bu cesmeyi hasbeten lillah, Yildiz Sarayr bahgesinde bir cesme 19. yy.

Akittikta bu semtin halki oldu climleten sadén. Fountain at the Yildiz Palace gardens. Nineteenth century.
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Usktidar'da Mihrimah Sultan Camii Sadirvani, 1548 den beri huzur dagitmaya devam ediyor.
The Sadirvan of the Mihrimah Sultan Mosque has been a source of tranquillity since 1548.

(Mihrimah Sultan Camii, Usklidar Meydani'nda, iskelenin karsisindadir. Kandnf Sultan Stileyman'in kizi Mihrimah

Sultan tarafindan 1548 de yaptinlmistir. Killiye Mimar Sinan'in eseridir. Cami, medrese, tlirbe, sibyan mekteb,
han, imarethane ve tabhaneden olusmaktayd). Bunlarin ancak bir kismi glinimtize kadar ulasrmigtir.)
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Bu ¢inarlarla, siyah servinin gélgesini;

Bu sadirvanda suyun sanki ledinni sesini.
Eski mimara nasil rahmet okunmaz burada?
Suyu cennetten akitmis bu glizel manzarada.

Yahya Kemal Beyatl

Suyun Mimariyle
Batanlestigi Mekanlar,

Saairvaniarimiz...

Places Where Water
and Architecture Meet

Sadirvans

27



Bursa Ulucami (1399) Sadirvani, Caminin tam ortasina

inlik kubbe cont sadirvan

ayri bir guzellik katn s Ives a unit




123

Bursa'da Zaman

Bursa'da bir eski cami aviusu
Kliglk sadirvanda sakirdayan su,
Orhan zamanindan kalma bir duvar,
Onunla bir yasta ihtiyar ¢inar,

Eliyor dort yana sakin bir gund.

Bir rtivadan arta kalmanin hiznt
Icinde gliliiyor bana derinden
Sanki bir hatira serinliginden:
Ovanin yesili, gégtin mavisi

Ve mimarilerin en ildhisi.

Bir zafer mdjdesi burda her isim,
Yekpare bir anda gln, saat, mevsim,
Yasiyor sihrini gecmis zamanin,
Hala bu taslarda gtlen rciyanin.
Glvercin bakisl sessizlik bile
Cinliyor bu eski zaman vehmiyle...
Serin hulyasiyle bahgelerinin.
Basindayim sanki bir mucizenin,

Su sesi ve kanat sakirtisindan
Billur bir avize Bursa'da zaman.
Yesil Tirbe'sini gezdik diin aksam
Duyduk bir musiki gibi zamandan
Cinilere sinmis Kur'an sesini

Fetih gunlerinin saf nesesini
Aydinlanmis buldum tebessimdinle.
Isterdim bu eski yerde seninle

Bas basa uyumak son uykumuzu
Bu hayal iginde... Ve ufkumuzu
Cepecevre kaplasin bu ziya, bu renk,
Havayi dolduran bu uhrevi ahenk.
Bir ilah uykusu olur elbette

Oldm, bu tilsimii ebediyette

Belki de riiyasi eski cedlerin

Beyaz bahgesinde su seslerinin.

Ahmet Hamdi Tanpinar



Sadirvanlarimiz...

Kultdramuzde camilerde abdest alma yeri olarak ya-
pilan sadirvanlar, ddeta suyun mimarisiyle oyun oy-
nadidi mekanlardir. Musluklarindan sinl sl sular
akan sadirvanlar, etrafinda oturanlar ve abdest alan-
lar i¢in huzur, ayni zamanda i¢ ve dis temizlik vasita-
sidir.

Su ve kus seslerinin birbirine karistigi bu mekanlar,
camilere bagl olarak insa edilmislerdir. Selguklu-
lar'dan sonra Osmanli cografyasinin da hemen her

kosesinde rastlamak mumkindur. En glzel érnekle-
rine de Bursa Ulucamii, Stleymaniye, Sultanahmet
gibi blyuk yapilarda rastlanilir.

Eyip Camii Sadirvani / Sadirvan of Eylp Mosque
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Sadirvans...

The large fountains, called Sadirvan, that are built for
the worshipers to make ablutions in the mosque
yard are actually places where water sports with
architecture. Surroundings of the Sadirvan with its
flowing water, are peaceful places for people to relax
or make their ablutions, but at the same time they
are vessels for inner and outer cleanliness.

These places where the sound of running water
blends with the singing of birds, are built connected
to a mosque. After the Seljuk period, these fountains
were found in almost every corner of the Ottoman
Empire. The most beautiful examples can be seen in




Sadirvanlar caminin dis duvarina bitisik musluk sirala-
ri seklinde olabilecegdi gibi, cami avlusunda bagimsiz
yap! seklinde de olabilir. Istisna olarak da Bursa
Ulucami'inde sadirvan cami icinde yer almistir. Ge-
nellikle sekizgen govdeli, mermerden, Uzeri ¢ati veya
kubbe ile ortlll yapilardir. Sekizgenin her yltzinde
ayri bir cesme yer alir. Sadirvanin ortasi ise su depo-
sudur ve Uzeri kapalidir.

Yapilarimizda ibadetle su, suyun temizligi ve dinlen-
dirici ozelligi birlestirilmistir. Ibadet, egitim, hastane
gibi mekéanlara giren kisi ayni zamanda su sesleri
icinde dinlendirici, huzur dolu bir ortama girmis olur.

Bursa Ulu Cami, Suleymaniye and Sultanahmet.

These fountains can be either faucets lined up on
the mosque’s outer wall or as an independent struc-
ture in the middle of the courtyard

Bursa Ulu Cami is an exception since the fountain
was built inside the mosque. These are generally
shaped like an octagon. Built from marble it has
faucets on all eight sides, with a roof or dome as a
cover. The middle of the fountain is a covered water
tank.

In these structures, worship and water, cleanliness
and the relaxing qualities of water were combined
beautifully. Those who enter places of worship, edu-
cation or hospitals can feel the peace and comfort
coming from the sound of flowing water.

Fatih Sultan Mehmed built 8 mosque next to the tomb of Halit
bin zeyd, one of the companions of the prophet Muhammed
(peace be upon him), which was found in 14563. The Sadirvan of
the Mosque still serves people today.

1453'ten sonra yeri tesbit edilen Hélit bin zeyd'in (Eydp Sultan)
kabri yanina Fatih Sultan Mehmed tarafindan cami inga edilmis-
tir. Caminin sadirvanindan da o glinden beri su akar ve herkes
istifade eder.
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Osmanli doneminden kalma madeni musluk ornekleri

Metal faucets from the Ottoman Period

(Tlrk Islam Eserleri Mizesi / Turkish Islamic Arts Museum)
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Topkapi Saray Arz
Qdasi girisindeki
gesmenin muslugu

Faucet of the
fountain, which is at
the entrance to the
Reception Hall,
Topkap! Palace

Topkap! Sarayr mutfagindaki musluk

Faucet at the Topkap Palace Kitchen

Turk ve Islam Eserleri Miizesi'nde
bir musluk ornegi

A faucet on display at the Turkish
Islamic Art Museum
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Hamam ibrigi ve legen, pestamal.
Osmanl 19. yy.
(Sadberk Hamm Mdizesi)

Public bath pitcher, wash basin and loincloth

Nineteenth century, Ottoman
{Sadberk Hanim Museum)
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Bir hamam ki, arinma gayesinden saheser;
Arinmuslarin yeri, cennette nurlu kevser.

Necip Fazil Kisaklirek

Hamamliarimiz ve
Hamam Kulturumeuaz...

Turkish Baths and
our Turkish Bath Culture
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Kiltarimuizde temizlik, hayatimizin  temel
esaslarindan biri olarak kabul edildigi icin, tarihi-
miz boyunca yasadigimiz cografyanin hemen her
yerinde hamamlar insa edilmistir.

Hamam, suyun istilmasi suretiyle insanlarin yikanma-
sl igin yapilmis bir tesistir. Yer altindan fiskiran, igin-
de kimyevi maddelerin varligi sayesinde bazi hasta-
liklara karsi sifa verici ozellikleri bulunan sularin kulla-
nildigi yapilara da bazen hamam denilmekle beraber
bunlara Turkce'de kaplica, suyun genellikle tabi-
i olarak sicak olusundan dolayi da ilica adi verilir.

Vicut temizligi Gzerinde 6zellikle duran Islam dininin
tesiriyle maslimanlar hamama buylk dnem vermis
ve bilhassa Turkler'de hamam, sehirlerin ve yerlesim
yerlerinin vazgecilmez unsuru olmustur.

Umumi Tiark hamamlar, (¢carsi hamamlarn veya
halk hamamlari) [sitma sistemleri bakimindan eski
Roma hamamlarina benzemekle beraber mimarileri
buatlintyle degisiktir. Turk hamamlarinda belirli bir ek-
sen dizenlemesi hakim olmus ve bilhassa sicaklik
bolumlerinde Orta Asya'dan beri yapl sanatinda gori-
len dort eyvan semasi uygulanmistir. Arap ulkelerin-
de pek ¢ifte hamam yapilmazken Tlrkler'de birbirine
bitisik olarak erkekler ve kadinlar icin iki binadan olu-
san c¢ifte hamamlar insa edilmistir.

Bu arada kulgUk yerlesim yerlerinde eskiden yapilmis
mutevazi ¢arsl hamamlarinin da ihmal edilimemesi
gerekir.

‘;3“' .
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Cleanliness is a fundamental part of our life in
this culture and throughout history we have built
public baths in every place we lived and settled.

The public bath, called hamam, is a facility made to
heat water for people to wash themselves. The nat-
ural spring waters, containing many healing aspects,
have also been called hamams, but in Turkish the
correct name is "kaplica” and due to the heat of the
water they are also called “ilica”.

With the emphasis on cleanliness in Islam, public
baths were of paramount importance for Muslims
and especially public baths became an inseparable
part of the cities, towns and villages in the Turkish

culture.

General Turkish Baths (Public baths or Bazaar
baths)

While the heating system of these Turkish baths is
very much like the old system used by the Romans
the structure on the whole is completely different.
The Turkish baths have a certain order to the struc-
ture and especially in the heating compartments, the
four iwan diagram, which was used in structural
plans since the times of Central Asia, has been put
into practise. In Arab countries there were no twin
baths for men and women, Turks built the baths for
men and women In two separate buildings. The
bazaar baths, which were small and simple, were
mainly bullt in towns of small population should not
go unmentioned.

Nalin, hamam tasi, sabun

Osmanli 19. yy.
(Sadberk Hamm MUizesi)

Wooden Bath clogs, bath
bowl and soap

Nineteenth century, Ottoman
(Sadberk Hanim Museum)



Hamamlarin bolimleri

1- Soyunmalik (camekén) olarak adlandirilan bélim,
genellikle buylk ve gosterisli olup Uzeri kubbe ile 6r-
tuludur. Bu bolume bazi hamamlarda sadirvanlar ve
fiskiyeler insa edilmistir. Hamama girenlerin dinlen-
mesi i¢in yapilan bu mekanin duvar kenarlarinda se-
dirler, merdivenle ulasilan Ust katta ise ahsap galeri-
ler vardir.

2- Soyunmaliktan sonra gelen ihkhk (bazen soguk-
luk da denilir) genellikle enine uzanan dikdortgen bi-
¢iminde bir mekandir. Eksen yoninde atilmis kemer-
lerle bircok durumda ¢ bodlime ayrilan bu kisimda
tas bir sekiden baska yan ucunda birkac¢ hela bolme-
si de vardir. llikhgin Ustu besik tonozlarla veya kub-
belerle ortulmustdr.

3- Dar bir kapidan hamamin sicaklik denilen kismina
gecilir. Bu mekanlar, ortada bir gébektasI ve etrafin-
da halvet hicreleriyle (kismen mdstakil olarak kulla-
nilan yikanma odalari) degisik mimari duzenlere sa-
hiptir.

Osmanli gargl hamamlarindan bazilarinda gesitli sts-
leme kalintilari da tesbit edilmistir. Kadinlar kisminda
da genellikle bir kurna digerlerinden daha sUsli ve
ozenli olarak islenmistir ki bunlara “gelin kurnasi”
denilir.

Nalin
Osmanli 19. yy.

(Tlrk Isldm Eserleri Mizesi)

Wooden Bath Clogs

Nineteenth century, Ottoman
(Turkish Islamic Art Museum)

Sections of the Turkish Bath

1- Changing room, called camekan, is generally big

and imposing with a dome over it. In some baths

these rooms | wilt in fountains and sadirvans.

This was built as a resting area for those coming to

ches around the wall and on

1

2- After the changing room is the place known as the
warmer (or sometimes called the cooler). Generally,
this is a long rectangular shaped hall. Customarily
having three partitions, these structures had cross-
cut arches and a stone terrace with toilet facilities at
one end. The warmer section would be covered by a

dome or hanging vaults

3- A narrow door came up to the part called “heat.”
These areas had various architectural designs gener-
ally with a large round stone and individual washing

quarters set in the wall surrounding this stone.

There were decorative motifs on the remains of the
Baazar baths from the Otoman period that were dis-
covered. Customarily one of the marble basins in the
women's section had more decoration and embel-
lishment from the rest and these were known as the
‘bride basin's.



Selguklu déonemi hamamlari

Selguklular'in Anadolu'ya yerlesmesiyle birlikte her
tarafta hamamlar yapiimaya baslanmistir. Kaplicalar
veya lIlicalar disinda havuzu bulunmayan Turk ha-
mamlarinda kurna basinda su dokunerek yikanilirdi.
Terleme icin ise kapali ayri bir mekan degil her sicak-
lik bolimuntn ortasindaki “gobek tasi” denil'en yik-
sekge seki tercih edilmistir.

Soyunma vyeri blylk ve abidevi bir mekan halini al-
mis, burasi yorgunluk gikarma, dinlenme ve ferahla-
ma mahélli olarak distnulmustir. Bu sebeple orta-
sinda fiskiyeli bir sadirvanla sonralari bir kahve ocagi-
nin bulunmasina 6zen gosterilmistir.

Kullanilan su, kunklerle (kapali arklar) disaridan getiril-
mekle beraber su tesisati ve imkéani olmayan yerler-
de genis c¢apta bostan kuyularindan ve hayvanlarla
cevrilen su dolaplari yardimiyla temin ediliyordu.

Turkler'in hamama verdikleri buylk 6nem, konakla-
diklari yerlerde ¢adir hamamlari kurmalarindan da an-
lasilir. Sultan I. Alaeddin Keykubad'in “hamam-i sefe-
" denilen bir ¢cadir hamamiyla sefere c¢iktigr bilin-
mektedir.

Selguklular ddneminde Anadolu'nun Mardin, Kayseri,
Konya, Kastamonu, Tokat, Beysehir gibi pek ¢ok ye-
rinde vakiflara gelir temin etmek igin ¢arsi hamamla-
r yapilmistir.

Osmanl donemi‘nde hamam

Hamama en fazla 6nem verenler Osmanlh Turkleri ol-
mus ve devletin sinirlarinin ulastigr her yerde irili
ufakli hamamlar yapilmistir. Ayrica ¢arsi hamamlari
disinda bluyuk sehirlerde konak ve vyalilarda, Anado-
lu'da ise ayan konaklarinda esas binadan ayri olarak
kUgUk capta kagir 6zel hamamlar insa edilmistir. Ufak
yerlesim yerleriyle kdylerdeki evlerde ise gusulhane
denilen yikanma yerleri bulunurdu.

Osmanli dénemi'nde gok fazla hamam insa edilmesi-
nin iki sebebi vardir. Bunlardan biri hamamlarin iyi ge-
lir getirmeleri nedeniyle hayir eserlerine gelir kaynagi
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Public Baths of the Seljuk period

With the settlement of the Seljuks in Anatolia, public
baths started to be built everywhere. Except for the
kaplicas and the ilicas, the Turkish baths did not have
a pool. They consisted of large basins, which were
filled with water and poured from. There were no
separate ‘saunas’ but in the middle of every heated
division there would be a large marble platform.

The changing area was large and had more of a mon-
umental status, a place to relax and freshen up. This
is why they would be designed with a fountain in the
middle and in later times had a coffee room .

The water ran through pipes or when there was no
piping the water would be brought from outside
wells and other sources with water wheels pulled by
animals.

Turkish travellers used to build bath tents when they
camped during long journeys, which show the impor-
tance given to bathing. It is known that Sultan
Alaaddin Keykubad | used to journey with a tent bath
called "hamami seferi”, a journey bath.

During the Seljuk period many Bazaar baths were
built in Mardin, Kayseri, Konya, Kastomonu, Tokat,
Beysehir and in many other cities as a source of
income for charitable foundations.

Turkish baths of the Ottoman period

The Ottoman Turks were the ones who gave the
utmost importance to Turkish baths. Large and small
baths were built in every corner of the empire. Apart
from the bazaar baths there were small, brick and
stone baths built for private use next to large residen-
cies and mansions in Istanbul and in Anatolia, these
were built next to the court lodges. There were also
small baths within the houses in small settlements
and villages, called bathing cubicles.

There were two reasons for building countless
Turkish baths. Firstly, the baths were a good source
of income, which was donated for the conservation
of charitable gifts. Secondly, this was a good system



olarak vakfedilmesidir. Ikincisi hamamlarin ait oldukla-
r yapl manzumesinin merkezi olan cami cemaatine
hizmet vermesidir. Ancak bu tesisler gelir getirdikleri
surece kullanilmis ve gelir saglayici 6zellikleri
azaldik¢a ortadan kaldirilmistir.

Hamam sayisi bilhassa sehirlerde hizlica artinca bi-
yuk Olcide su harcanmasina, ozellikle de inanilmaz
derecede odun harcanmasina yol agmis, bu da halk
yakacak ve su bulamama sikintisina sokmustur. Bun-
dan dolayi 18. ylizyilda hamam sayisinin artmamasina
yonelik tedbirler alinmistir.

istanbul’da Osmanli‘dan kalan hamamlardan
birkacu...

Istanbul'da en eski kitabeli hamam 1467'de yapilan
Mahmud Pasa Hamami‘dir.

Cemberlitas Hamamu

Cemberlitas'ta Divanyolu Uzerinde, Cemberlitas Aniti
civarinda yer alir. Sultan Ill. Murad'in annesi Nurbanu
Sultan tarafindan, Uskudar'daki
Atik Valide Camii ve Kulliyesi'ne
gelir temin etmek maksadiyla
1684'te vyaptinimistir. Hamam
bir Mimar Sinan eseridir. Aslin-
da kadinlar ve erkekler igin ayrn &
kisimlar olan bir ¢ifte hamam
olarak yapilmis fakat Sultan Ab-
dulaziz doneminde (1861-1876)
yapilan yol genisletme galisma-
lari esnasinda, kadinlar bolimuU-
ndn bir kismi yikilmistir. Bu ne-
denle glnimUlzde sadece er- '
kekler bolimu vardir.

Galatasaray Hamami

Galatasaray'da, Kuloglu mahal-
lesinde Turnacibasi sokagiyla
Capanoglu sokaginin kavsagin-
da yer alir. 1715 yilinda halka

for providing service to the worshipers going to the
mosque. These baths were only in use while a
steady income was obtained, when the income start-
ed to drop they began to demolish these buildings.

With the number of baths increasing, especially in
the cities, there was an incredible increase in the use
of water and particularly wood, which made it hard
for people to find water and wood supplies. Due to
this, in the eighteenth century, precautions were
taken to prevent the increasing number of Turkish
Baths.

A few of the Turkish baths remaining from the
Ottoman period

The oldest inscribed bath in Istanbul is the Mahmud
Pasa Bath dated in 1467.

Cemberlitas Baths

This structure is on Divanyolu in Cemberlitas near the
Cemberlitas monument. Sultan Murad IllI's mother
built this bath to provide an
income for the Atik Valide
mosque in 1584. [t is the work
of the famous architect Sinan.
It was originally built with a
separate section for women
but part of it was demolished
to widen the roads during the
reign of Sultan Abdllaziz.
Today, there is only a men's
section in the building.

Galatasaray Baths

On the corners of Turnabasi
and (Capanoglu street in the
Kuloglu area of Galatasaray this
bath was built as a public
Bazaar bath in 1715 in classical
Turkish architectural style. In

Galatasaray Hamami, 1715'te ¢arsi hamami olarak insa edilmistir.
Galatasaray Baths were built as a bazaar bath in 1715.
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actk bir carsi hamami olarak insa edilmistir. Klasik
Tlrk hamam mimarisiyle yapiimistir. 1965 yilinda ge-
cirdigi tadilatta tasariminin ana hatlari korunmus, fa-
kat mimari ayrintilar ve i¢ aksam yenilenerek 6zgun-
IGgunU yitirmistir. Aslinda tek hamam olarak insa
edilmis bu yapiya, 1965'te yapilan tadilatta kiiguk bir
kadinlar bolimU de eklenmistir. Bakimli bir durumda
ginimize ulasan hamam, halen faaliyetini strddr-
mekte, yerli misterilerin yani sira yabanci turistlere
de hizmet vermektedir.

Haseki Hamami

KanQni Sultan Stleyman'in hasekisi Hirrem Sultan
tarafindan 1556-1557 tarihinde Mimar Sinan'a yapti-
nimistir. Yapi gifte planhdir. Cifte planl hamamlar ge-
nellikle sirt sirta bitisik vaziyette insa edilirken, dik-
dortgen seklindeki Haseki Hamami kuzey-guney yo-
nunde uzanmaktadir.

Erkekler ve kadinlar kismi birbirinin simetrigidir. Birbi-
rinden farklari genis kisimlarinin degisik sekilde di-
zenlenmesiyle olusturulmustur. Erkekler kisminin gi-
risi revakl, kadinlar kismi revaksiz inga edilmis ve ka-
dinlar kisminin kapisi bati
cepheye vyerlestirilmistir.
Her iki kisim da soyunmalik,
iiklik ve sicaklik mekanlarin-
dan olusmaktadir. 1980 yiI-
linda restore edilen Haseki
Hamami, gunumuzde hali

1965, alterations were made to the building, though
the outer structure was prese:ved, the changes

f the structure. The

a men’s bath but in

made Inside spollt the originality o
ally made as a

rations a small

Dt.’":[?n"fa was aciu
1965 during the
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istanbul icinde son ha-
mamlar, her ikiside 18.
yuzyll yapisi olan |. Mah-
mud'un Ayasofya'ya yaptigi
ek binalara vakif olarak inga
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Haseki Baths were built by Hirrem Sultan in 1556.
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Cagaloglu Hamami. 1741'de Sultan |. Mahmud tarafindan yaptiriimistir
Cagaloglu Baths were built by Sultan Mahmud | in 1741.

ettirdigi Cagaloglu Hamami (1741) ile Amcazade
Hiseyin Pasa'nin kizi Ayse Hatun'un babasinin hay-
ratina vakfettigi Stleymaniye semtindeki Ayse Ka-
din Hamami'dir. Sitleymaniye ile Beyazit arasinda
bir sokak icindeki simdi ¢ok harap durumda olan Ay-
se Kadin Hamami'nin da suyu bir dolapla kuyudan
cekilirdi.

Istanbul hamamlarinda hamamin suyu genellikle
sehrin suyundan saglanmakla beraber bazi hamam-
larin cok blylk ve genis capl kuyularindan dolap
yardimiyla elde edidigi bilinir. Suyu bu sistemle te-
min edilen buyuk hamamlardan biri, Bayezid Killiye-
si Hamami'dir. Kuyusu Seyyid Hasan Pasa Medrese-
si'nin yaninda bugin hala gorllebilir.
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the Ayse Kadin baths, which is situated on a street
between Beyazit and Suleymaniye, built by Ayse
Hatun as a donation to her father Amcazade Huseyin
Pasa. Now in ruins, the water to this bath would
have been drawn from a well by a water wheel.

The water that was used in the baths in Istanbul gen-
erally came from the city’s water supply but in some
cases the baths had large wells which they drew
water from using water wheels. One of the big
Turkish baths that used this method was the baths
of the Bayezid University. The well used for this bath
is next to the Seyyid Hasan Pasa school and can still
be seen today.



Mimar Sinan'in insa ettirdigi eserlere dair listelerde,
hepsinde degisik adlar verilerek, saraylar disinda ve
yalniz Istanbul ile yakin gevresinde 25 - 30 kadar ha-
mam belirtiimistir. Evliya Celebi yasadigi dénemde
Istanbul’da 151 hamam bulundugunu, fakat Misir-
Sudan seyahatini yaptigi sirada 17 yeni hamamin da-
ha insa edildigini belirtmektedir.

Istanbul garsi hamamlari genellikle gifte hamam ola-
rak yapilmistir. Yarisi erkeklere, yarisi kadinlara ayri-
lan ¢ifte hamamiarin bir 6zelligi de pek nadir haller di-
sinda hicbir zaman kapilarinin ayni cadde ve sokaga
acllmamasidir. Tek hamamlar gok azdir. Ayrica baz
ozel hamamlarda bagl bulunduklari kurulus veya 6zel
mulkin ortadan kalkmasiyla ¢arsi hamami haline gel-
migtir.

On the list of structures built by the famous architect
Sinan, there are twenty five to thirty Turkish baths
listed in Istanbul and surrounding areas and this is
not including the ones built in the palaces. Evliya
Celebi records that during the period he lived in
Istanbul there were a hundred and fifty one Turkish
baths in the city and whilst on his visit to Egypt and
Sudan another seventeen were built.

Generally, the Turkish baths in Istanbul were built as
twin baths, equal sections for both men and women.
Except for rare occasions, the entrances were never
from the same street or road. Single baths were
scarce. Some of the private baths became Bazaar
baths with the abolishment of the private establish-
ment or the property.
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Kazima teknigiyle yapilmis hamam tasi.
(Tirk Islam Eserleri Mizesi)

Bath bowl.



Hamam kaltardamedz... Turkish bath culture

Hamamlar glnlik hayatimizda arinmanin sembolii The baths are used as a symbol of purification in our
olarak kullanirken, ayni zamanda genel hayat daily lives and so the Turkish people developed a
tarzimiza uygun bir hamam kultiri de gelismistir. similar correlating bath culture. Special bath days for
Gelin, damat, lohusa, hamam gunleri adetleri, ha- brides, grooms and new mothers, bath parties and
mam eglenceleri, hamama ait 6zel esyalar gelistirme articles that are unique to public baths are a part of
bu kultdrin unsurlarindandir. this culture.

Kadin hamamlarinda misterilere hizmet edenlere The attendee on duty in the women's baths is called
genel olarak “natir” denilmektedir. Ancak kelime ‘natir’, but among the people, it is generally used in
halk arasinda daha ¢ok “yikayici” manasinda kullanil- place of “washer.” There were those called “moth-
maktadir. Belli bashi musterilere hizmet eden er” who attended special customers and others that
“ana"lar ile 6zel beceri isteyen hizmetleri géren specialized in certain fields were called ‘master.” In
“usta”lar da bu sinifa girmektedir. Erkek ha- = the men’s baths the washer was called a ‘tellak’

and also a group called 'baths servants’ who
consisted of ‘stoker’ ‘cleaner’, ‘loincloth
boy’, ‘errand boy’ and ‘coffee boy".

mamlarinda da yikayiciya “tellak” denilirdi.
Bu hamamlarda "“kulhanci, meydanci, pes-
tamalci, ¢cikmaci, kahveci” adlariyla anilan
ve "hamam usaklan” denilen hizmetliler
de vard.

There were rules and regulations for employ-
ing workers at these baths and for those who
Hamamlarda is¢i galistinimasi ve bura- used the facilities. These could be separated
larda yikanmanin bazi kurallari ve into groups of religious, legal and tradi-

adabi vardir. Bunlari dini, hukuki ve £ R e tional regulations. The duties under-
' % . taken by the Natir and Tellak, service

charges, rules for the public and for
those who were not Muslims were
clearly stated in the regulations.

geleneklere ait olanlar seklinde
gruplandirmak  mumkUindur.
Tellak ve natirlarin musteriye
karsi gorevleri, yapilan hizmet-
lerin Ucretleri, uymasi gere-
ken kurallar ve musliman ol-
mayan hamam misterilerinin
uymasl! gereken bazi kurallar
da bu nizamnamede vyer
almistir.

Until recently the Ottoman Turkish
baths had a place in the social life
and those who came to the baths
would be entertained while
bathing. This tradition, which still
exists in parts of Anatolia, turned
the baths into places where both
men and women went for bathing
and for socialising and entertain-
ment. During the times when
arranged marriages were in mode
the women would come to the pub-

Pestemal /Loincloth
(Tiirk Isldm Eserleri Mizesi
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Osmanl -Turk sosyal hayatinda yakin zamanlara
gelinceye kadar hamama girilince bir taraftan yi-
kanirken bir tarftan da eglenilirdi. Anadolu’da kis-
men de olsa devam eden bu gelenek kadin erkek
herkese hamami hem temizlik, hem de sohbet ve
eglence yeri haline getirmistir. Kadin hamamlari, gé-
rucd usullyle evlenmenin yaygin oldugu dénemlerde
anneler icin evlilik cagina gelmis erkek cocuklarina
kiz begenme vyeri olarak da énemli bir fonksiyon icra
etmistir.

Eskiden evlerde umumiyetle gustlhanelerden baska
yikanilacak yer olmadigindan yikanmak igin garsi ha-
mamlarina gidilirdi. Orta halli aile hanimlarinin en

except

were a [

wormen.

ment

bazaar baths were

el

of

it by or in the name of religious

rch of a suitable girl for their unmar-

Pop wlar r;"t.l'f'."..’?t" the

vas no place within the home to bathe

' bathing cubicles. These baths

place of entertainment for the middle class

This Is the main reason for the develop-

"hamam culture” especially within the

iths that belonged to the charitable founda-

leaders and

Kabartma, kazima gibi ¢esitli maden sisleme teknikleriyle
yapilmis hamam taslar ((Tirk Isldm Eserleri Muzesi)

Turkish bath bowls which were made using metal arts

such as embossing and engraving.
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onemli eglence yerleri de hamamlardi. Bu durum,
ozellikle kadin hamamlarn igin bir “hamam kualtard”
olugmasina sebep olmustur.

Ulema ve mesayihten bazilarinin vakfi olan, bilhassa
yakininda yatirlarin bulundugu semtlerdeki hamamla-
rin suyu sifall kabul edilir ve bazi hastaliklara iyi geldi-
gine inanilirdi. Hamama cgesitli yiyecekler gotaralar,
ogleyin gébek tasinin Gzerinde yenilir, bir taraftan da
eglenilirdi.

Hamamlarin sosyal hayatin cesitli safhalariyla da
ilgisi vardi. Evienecek kizlar dugtnden iki gin 6nce
genellikle sali ginu “gelin hamami”na goturulur, kiz
ve odlan tarafi ile yakin akraba es dost hamama da-
vet edilirdi. Bunun igin hamam kiz evi tarafindan kira-
lanir veya davetlilerin bahsisleriyle odenirdi. Davetli-
lerden énce hamama giren gelin misafirleri karsilar,
bu arada soguklukta toplanilir, kizin basina bir carsaf
tutulur ve kendisine avlu tavaf ettirilirdi. Ardindan
serbetler icilir, galgilar calinir, gesitli eglenceler di-
zenlenirdi. Daha sonra natirlar gelini halvete gotirdr,
yikadiktan sonra getirip gobek tasina oturturlardi. Bu-
nun arkasindan maniler soylenerek geline ve diger
davetlilere kina yakilir, gelinin basina bozuk paralar
serpilir, geng kizlar kismetlerinin agiimasi igin bunlari
kapisirdi. Anadolu’da “kina hamami” da denilen ge-
lin hamamindan baska baska yorelerde gerdekten 15
gln sonra gelin ve yakinlar icin de “glivey hama-
mi” yapilirdr.,

Eskiden lohusa kadinlar dogumunun kirkinct gnd ha-
mama goturultrd. Yiksek tabakaya ait ailelerde lo-
husa mutlaka konaktaki hamamda yikanir, diger aile-
lerde ise kadinlar icin bu vesile ile ¢arsi hamaminda
bir eglence dlzenlenirdi.

Erkekler arasinda ozellikle persembe geceleri, cuma
sabahlari, ramazan ve bayram arefelerinde hamama
gitmek &detti. Daha gok Istanbul'a mahsus olmak
Uzere erkekler yangin donusunde hamama giderler-
di.
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scholars were deemed to have healing powers. Food
was an important item at public baths. Lunch, which
was prepared potluck style, would be served on the
marble platform while everyone entertained one
another.

The Turkish bath was connected with all phases of
social life. Brides to be, would be taken to a bath two
days before the wedding, usually on a Tuesday, for
the famous ‘Brides Bath'. Many relatives and friends
from both sides of the family would be invited to this
event. The bride’s family would rent the baths and
sometimes the tips given by the guests would pay
for the occasion. The bride would be at the baths
before the guests arrived to welcome them, they
would meet in the room and put a sheet over the
brides head as she walked around the court. There
would be entertainment and music while sherbets
were served. The natirs would then take the bride to
a private wash area and after washing her they
would accompany her to the marble platform. This
would be followed with songs and poems during the
henna ceremony. Guests tossed money over the
brides head which would be collected by the young
girls as they believed that whoever picked the
money up would also find someone to marry. In
Anatolia, this is also called a "henna bath. " In various
parts of the country, they would also have an after
marriage bath which took place fifteen days after the
wedding for the bride and her close relatives.

In the old days, women would be taken to the baths
forty days after giving birth. In the homes of higher
class families the women would only bathe in the
bath built in the own homes, other families would
arrange a day of entertainment at the Bazaar baths.

It was a tradition for the men to visit the baths on
thursday nights, and friday mornings, before the
month of fasting and a day before Muslim celebra-
tions. Only in Istanbul, men who helped in putting
out fires e.g. member of the fire brigade, would go
to the baths before returning home.

Objects used in public baths had certain characteris-
tics. The women would have a large loincloth, a set



Osmanli hamam malzemeleri, tarak ve pestamaller /| Ottoman bath objects, combs and loincloths
(Sadberk Hamm Mdzesi)
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Hamamlarda kullanilan esyalarin da cesitli 6zel-
likleri vardi. Kadinlarin pestamal, haviu takimi, ha-
mam tasi ve hamam nalinlarindan meydana gelen
esyalarl "hamam bohgas!” icinde muhafaza edilirdi.
Bohgalar, haviular, tllbentler, hamam taslari, fildisi
taraklar ve keseler sanat dageri tasimaktaydi. Yine bir
sanat eseri niteliginde olan nalinlarin malzemesi ce-
viz, simsir, abanoz ve sandal agacindan olup sedef
ve kaplumbaga kabugu ile suslenirdi.

Hamam hayati devrin sairlerinin siirlerine de konu ol-
mus ve gundelik hayatin bir parcasi olarak ele alin-
mistir. Hamam ayrica blylk yerlesim merkezlerinde-
ki divan sairlerinin bilhassa kis mevsimlerinde bir ara-

Nalin

Osmanl 19. yy.
(Turk Isldm Eserleri Mizesi)

Bath Clogs

Nineteenth century, Ottoman
(Turkish Islamic Art Museum)
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of towels, a bathing bow! and wooden clogs, which
were all kept in a special bundle. The embroidered
cloth used for bundles, towels, headscarves, bathing
bowils, ivory combs and bath gloves were all valuable
pieces. The wooden bath clogs, which were each a
piece of art in themselves were made from walnut,
boxwood, ebony and sandalwood and decorated

with mother of pearl and tortoise shell.

Turkish baths have been the topic of many poems
written by the contemporary poets of those times
and accepted as a part of daily life. The poets would
use the baths as a meeting place especially during
fifteenth century
onwards the baths became a literary gathering place
for the poets and they would have discussion groups

the winter months. From the

there and sometimes these discussions would turn
into entertainment. Some of the

Turkish baths in



ya gelip sohbet ettikleri mekanlardan biri haline gel-
mistir. Daha 15. ylzyildan itibaren edebi bir mahvil
olma 6zelligi kazanmaya baslayan hamamlarda sairle-
rin sohbetler dizenledidi, bu sohbetlerin zaman za-
man eglenceye donistigi Istanbul'da bazi hamam-
larin belirli vakitlerde kapatilip buralarda siir Gzerine
konusmalarin yapildigi tezkirelerdeki kayitlardan anla-
siimaktadir.

Turk halk edebiyati ve folklorunda gesitli sekillerde
sOz konusu edilen hamama turkl ve manilerde daha
gok yarin gittigi bir yer olarak ele alinmistir. Ayrica
“hamam anasi (gibi), hamam gibi (sicak), hamama gi-
ren terler, hamamda deli var, hamamda gazel atmak,
hamamin namusunu kurtarmak, eski hamam eski
tas” gibi deyimlere konu olan hamam pek ¢ok ataso-
zUnun de konusu olmustur. Hamam kubbesi gibi her
seyi aksettirir; hamam suyu ile dost tutar; hamam
suyu ile misafir karsilanmaz; hamama gider kurna be-
genmez, dugune gider zurna begenmez; hamamda
kurnasi, diginde sediri belli; hamamda tirkl cagir-
mak her akillinin kar degil" soézleri bunlardan bazilari-

dir. (Islam Ansiklopedisi .hamam maddesinden ozetle.)

16. yuzyilda Osmanl ulkesini ziyaret etmis Batili
seyyahlar da Turkler'de hamam ve temizlikle
ilgili sunlari soylemislerdir.

“Turkler'de vlcut kirliligi bir kabahattir. Bundan ¢ok
cekinirler ve bu ruh kirliligi bdyik glnah sayilir. Bu-
nun igin TUrkler kendilerini daima temiz tutmaya gay-
ret eder ve sik stk hamama giderler.

Turkiye'de tim Islam memleketlerinde oldugu gibi
birgok hamam vardir. Bu umumi hamamlardan bas-
ka, blyuklerin evlerinde hususi hamamlar mevcut-
tur, sUphesiz bunlar da glizeldir. Fakat sehirlerde hu-
susi surette yapilmis blylk ve umumi hamamlarla
kiyas edilemezler. Bitlin bu umumi hamamlarin ze-
min ve duvarlari mermerlerle kaplidir.

Hamamlarin giris kisimlarinin etrafi, soyunmaya mah-
sus yerlerle gevrilidir. Burada elbiseler ¢ikarilir, igeri
girmek icin hazirlanilir. Ortada her zaman fiskiyeli bir
havuz bulunur ve etrafinda algak iskeleler veya siralar
vardir.
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Istanbul would be closed at times, so the poets
could meet and talk about poetry.

Baths have a distinctive place in the Turkish literature
and folklore. In many songs and poems, it is a place
where the beloved visits. Many sayings and phrases
have been derived from the bath culture. Although
they cannot be accurately translated, to give a feel of
the widely used “hamam " culture, a few can be stat-
ed. Here are some of the sayings, e.g. “ A bath
mother”, " as hot as a bath”, “if you go in a bath you
will sweat”, “there is @ madman in the bath”, " war-
bling in the bath”, "saving the honour of the bath”,
and “old bath old bowl! (same o" same ©')" Baths
have also been the topic of many proverbs such as,
“(S/he) echoes everything like a bath vault”, “(S/he)
keeps friendly with bathing water”, “one cannot
welcome guests with bath water”, “(s/he) goes to a
bath does not like the basin, goes to a wedding does
not like the flute”, "(his/hers) basin at the bath and
the seat at the wedding are set”, “no one in his right
mind will sing in a bath”. (Summary from the “hamam" section

from the Encyclopaedia of Islam)

The western travellers visiting the Ottoman
Empire in the sixteenth century stated the fol-
lowing about the Turkish baths and cleanliness

“Its a fault for the Turkish people to have dirty bod-
les, they refrain from this and equate this with hav-
Ing a unclean soul which is seen as a sin. This is why
the Turks make an effort to keep themselves clean
and go to the baths regularly.

As in all Muslim countries, Turkey has many public
baths. As well as the public baths there are also pri-
vate baths in the larger homes, which are very beau-
tiful. But these private baths are no comparison for
the bigger public baths in the cities, which have walls
and floors made of marble.

At the entrance there are changing areas, this is
where people undress and enter the baths. There is
always a fountain in the middle surrounded by low
benches. Next to this is a big area with a half globe
shaped dome that has skylights. This area has high



Bu ilk kisimda elbiseler ¢ikarildiktan sonra igeri girilir.
Burasi daha buyutk bir sekilde yapiimistir. Yarim kire
seklinde kubbesi vardir. Bunlarin lUzerinde duran yu-
varlak camlardan isik alir. Bu kismin iki tarafinda mer-
mer doseli sedir tarzinda ylksekce kisimlar ve kurna-
lar vardir. Evvela bunlardan birinin yanina oturarak si-
zi yikayacak tellak beklenir; bunlar gelirler, btin
mafsallarinizi catirdarak yumusatirlar, fakat bitin ha-
reketleri acitmadan yaparlar, nihayet siz de kendiniz-
de bir rahatlik hissedersiniz. Bunlar sizi daha ufak bir
yere gotlurerek orada yumusak bir bezle veya lifle yi-
karlar, sizi sicak havlulara sararak ve kurutarak disari-
ya goturdrler, siz de orada dinlenir ve giyinirsiniz.

Tlrkler'de kadinlarin ve erkeklerin hamamlari ayridir.
Buna ragmen hamamda mahrem vyerlerini Orterler.
Almanlar gibi hamamda butln yerleri agik olarak ¢inl-
¢iplak dolasmazlar ayrica Venedik'te oldugu gibi ¢ip-
lak hamama girmezler. Turkler pestamalleriyle bel ve

diz kapag arasini orterler.”
Seyyahlara Nazaran 16. ylzyilda 'da Istanbul, Istanbul 1964)

(Feridun Dirimtekin, Ecnebi

Nalin

Osmanli 19. yy.
(Tiirk Isldm Eserleri Mizesi)

Wooden Bath Clogs

Nineteenth century, Ottoman
(Turkish Islamic Art Museum)

marble benches and basins on both sides. First of all,
you sit next to one of these basins and wait for a tel-

d wash you .The washer

lak (washer ) to come ¢

rting you which

, tranquil and relaxed. Then
a smaller section where they wash

you with a soft cloth, wrap you in hot towels and dry
you before taking you outside where you relax and
get dressed.

Even though the sections for men and women are
separate, in Turkish baths the people are still careful
to cover their private parts uniike the Germans or as
in Venice where people go into the baths complete-
ly naked. Turkish people cover themselves from the
waist to the knees with a loincloth”.
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Ebruzen H. Barutgugil'in zarif bir ebrusu / An elegant ebru from Mr. Barutgugil
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Ebru (3b-ru),
Su Yuzu Resmii...
Ebru (36-ru)

A Picture of the Face of Water
Paper Marbling
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23 Mayis 2008'de Ayasofya Miizesi’de 20 met

llk~ ede tek parca olarak yapilan ebrular. Dene
T;;{::Imda vefat eden Ayasofya Hatibi biiyiik ebru

" ustasi Hatip Mehmet Efendi anisina yapildi.

ae -

The record bquinn experiment of Hikmet Barutgugil
On May 23, 2008 at the Hagia Sophra Museum Mr. '
Bartmgugil and h:s students made Ebru on a Menty
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Ylzyillar boyu slregelen sanatlarmiz iginde ebru
onemli bir yer almis; kitap suslemelerinde, hattatlarin
yazl fonlarinda veya bagimsiz tablolar olarak kullanila-
gelmistir.

Gunumuzde de bircok ustamiz bu sanati icra etmek-
te, geng nesillere de aktarmaya calismaktadir.

Onlardan biri olan yasadigimiz yillarin énemli ebru us-
talarindan Sayin Hikmet Barutcugil icra ettigi ve 6m-
rinu adadigi sanatini sdyle anlatiyor:

“Su, tabiatta en ¢gok bulunan, canli yasaminin devami
icin olmaz ise olmazidir. Kimyasal formili ¢ok sade
gibi gorinen, bazen asit bazen baz gibi davranabilen
mucizevi bir sividir. Molekdl yapisinin basit olmasina
karsilik fiziksel ve kimyasal cok karmasik &zellikler
gosterir. En onemlilerinden biri bircok maddeyi ¢oze-
bilmesidir. Hatta gunumuzde, suyun etrafindaki
enerjilerden etkilendiginden ve hafizasinin oldugun-
dan bahsedilmektedir.

Ebru su ylzeyinde yapilan bir sanattir.

(-

Ebrunun kokeni olarak kabul edilen “ab-ru"”, farsca
“su y0zU" anlamina gelir. Ebru sanatinin da en kisa
tarifi budur: “su yGzu resmi”. Sigir 6du ile
hazirlanmis suda erimeyen boyalar, kitre ile yogun-
lastinimis su Uzerinde ylzdUrllerek desenlendirilir,
kagida veya baska yuzeylere aktarilir. Ancak burada
aktarilan, sadece boyar maddeler degildir. Ebruzenin
gonlinden gelen yansimadir. Clinkl amag, boyall ve-
ya renkli kagit yapmak degil, ilahi glzellige yaklas-
maktir. Ebru yéntemi ile suyun yuzeyinde olusan de-
senler tabiatta zaten var olan goruntilerdir.

Kur'an-i Kerim, hayatin, higbir canli yok iken sema-
dan indirilen sudan yaratildigindan bahseder. Enbiya
stresi 30. ayette, “Her seyin sudan yaratildigini bil-
miyorlar mi, inanmiyorlar mi?” Yine Furkan s(resi
ayet 54'te ise, “O, sudan bir seyler yaratip da onu
soy sop yapandir. Rabbin (her seye) kemali ile kadir-
dir” der.

Teknik olarak, ebrunun nasil yapildigini tanimlamak
ve anlatmak mUmkindulr. Ancak géruntilerin nasil
oldugunu ve ne oldugunu tarif etmek gok zor, sanki
sonsuzlugu anlatmak gibi bir seydir. Desenler, keli-
melerin yetersiz kaldigi bir ifadesizliktir.
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For hundreds of years the art of Ebru had an impor-
tant place in the Turkish arts in the decoration of
books, calligraphy and wall paintings. Today many
artisans continue to work with Ebru and train young
people in this art.

One of these artists, Hikmet Barutcugil who has
been doing these paintings for most of his life has
this to say:

“Water is the most common substance found in
nature and is essential for the continuity of life. It is
a miracle liguid, which seems to have a very simple
chemical formula,sometimes acting like an acid and
at other times like a base. Even though the mole-
cules are very simple, it has extremely complicated
physical and chemical qualities. One of the most
important capabilities of water is that it can dissolve
many substances. Today, it is even said that the
energy around water affects it and it has a memory.

Ebru is an art that is done on the surface of the
water

The word Ebru originates from the Persian (ab-ru),
which means the face of water. This is the easiest
definition of the Ebru art, a picture of the face of
water. Paints that are made from cow gall, which are
insoluble in water, using gentle strokes are put on
water that s thickened by gum tragacanth. Patterns
are made and then transferred onto paper or other
surfaces. What is transferred onto the paper is not
only paint but it is a reflection of what Is inside the
artist’s heart. The aim is not making colourful or
painted paper but it is to reach divine beauty. The
designs that are created on the water with Ebru are
scenes that already exist in nature.

As it is said in the Qur'an, when there was no life on
earth, life was created from the waters of heaven.

In the Qur’an chapter 21 (Enbiya), verse 30, Allah
Almighty says, “We made from water every living
thing. Will they not then believe?”

In chapter 25 (Furgan), verse 54, He says, “It is he
who has created man from water for the Lord has
power over &ll things”



Ozetle ebrunun yapilisi / A summary of the making of Ebru

Sigir édi ile kanstinlmis suda erimeyen boyalar Paints that are made from cow gall, which are insoluble
uygun tekne igine kitre ile yogunlastinimis su in water. Water which is thickened by gum tragacanth is
hazirlanir. Boyalar at kilindan yapilmis fircalar prepared in a suitable basin. The paints are sprinkled on

yardimiyla su ylizeyine serpilir. water with a brush made from horse bristle

Boyalar sivri uclu bir metal ile su ylzeyinde de- Designs are made on water with a pointed metal

senlendirilir.

Desenlendirilmis suyun ylzline kadit veya bas- Paper is placed over and touching the water and then
ka bir yuzey kapatilir. gently pulled out of the basin, pulling and easing from
one side, without lifting.

Kapatilan kagit dizgiince ve tekne kenarindan The paper is left to dry
siyirarak alinir ve kurumaya birakilir,
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Ebru teknesinin yizeyinde olusan desenler, gonul
gozu ile bakanlar igin, sanki insan yapisi deg@ilmis gibi
geliyor. Nerede basladigl, nerede bittigi veya nerede
bitecegdi belli olmayan goériuntuler. Ilk renk, ilk kat bo-
ya hangisi, sonrasi hangisi, hangisi hangisinin 6nin-
de veya arkasinda, belli degil. Bir ebrulu kagitta bili-
nen highir resim tekniginin izleri yok. Firga, pistole,
spattl... gibi herhangi bir el izi de yok. Insani bly(le-
yen bir ilahi kuvvet, ond-arkasi, basi-sonu belli olma-
yan bir sonsuzluk var.

Sabun kopugunde olusan ilging bigimler, Venls ge-
zegeninden gelen fotograflar, bir hlcrenin elektro
mikroskoptaki gorintlleri, arabalardan yola damla-
yan yagin yagmur suyunda olusturdugu gok kusagini
andiran desenler... Bunlarin hepsi, su lzerinde olus-
turmaya calistiimiz ebru desenleri ile bilylk bir
yakinlk géstermektedir. Acaba bu esrarengiz gorin-
tuler kendiliginden nasil olusuyor? Kim bilir, belki de
Cenabi Allah, bizlere, bu goérlntllerle bazi yaratilis
sirlarint mi ifsa ediyor? Yoksa beser idraki ile algilan-
masli zor olan olaylari, gortinlr hale getirerek bizlere
dersler mi vermek istiyor? Makro ve mikro koz-
mosdan haberler mi veriyor? Ebru, sanki bu ifadesiz-
lik igindekiler, sekil olarak gértntlye gelmeyen mah-
lukatin ana dokularini, sonsuzlugunu, 6nstzlGgund
cagristinyor gibi. Bu ifadelere sigmaz 6zelliginin, gu-
zelliginin ic ice, i¢ ice uzantilarini veriyor. Dolayisi ile
sonunu géremiyoruz. Hep sonsuzluk, hep sonsuz-
luk... Ebru, gortntinin arka planindaki ilahi gizellik-
leri, bazen ciplak gozle gorilmeyen goruntlleri, su-
yun Uzerinde belirli kesitler yakalayarak bizlere goste-
riyor. I¢ ice bir gizem yumagi, ¢bz ¢ozebilirsen! Bu
karmasanin sonu nedir, nerededir? Henlz bilmiyo-
rum. Ancak su Ustinde olup bitenler géntl gozu ile
bakanlar igin, essiz hazlar tattirabilir.

Insan, esya, tabiat ve kainati gorlintliye getiren Rab-
bani nurun, butin varliklar sarnp blriyen Rahmani
nefesin gizemli bugusu igindeki ¢ok renkle yansima-
lari dstnun! Ne doyumsuz, ne harika ebrular ortaya
cikar degil mi?

Ebruzenlerin kitreli suyun Uzerinde olusturduklari
renk clmblsl, o Rabbani ve Rahmani nurlarin kul
boyutu olan ebrulardir.
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Technically, it is possible to explain and describe the
art of Ebru but it is very hard to explain how the pat-
terns come about and what they are, it is like explain-
ing eternity. The images are something that just can-
not be described.

For someone seeing from their heart, the images
that occur in the tray of Ebru do not seem to be man
made. One cannot fathom where the images begin
or end. Which one is the first layer, first colour,
which one comes after, which one is in front of
another is not clear. In an Ebru paper there is not one
single sign of a traditional technigue of painting.
There is no sign of a brush, spatula, paintgun or hand
mark. There is a captivating divine power and an
eternity where the beginning and the end, are not
clear.

The interesting images in soap bubbles, photographs
of Venus, the images of a cell under an electron
microscope and the rainbow like images that occur
on the oil that drips from the engine of a car and is
wet with rain. All of these are very close to the
designs we try to bring out in Ebru. How do these
mysterious images happen on their own? May be,
with these images, Allah Almighty is revealing some
of the secrets of creation. May be He is trying to give
us a lesson by revealing these images which are dif-
ficult for the human perception to grasp. Is He giving
news from the micro and macro cosmos? It is as if
Ebru evokes the main structure of the creations that
cannot be seen, and their eternity and endlessness
Is depicted in these images. It is like the coiling
extension of their beauty and specialty, which can-
not be described in any words. Therefore, we cannot
see its end. It is all eternity... Ebru exposes the
divine beauty behind the images, sometimes the
Images that cannot be seen with the naked eye are
revealed by catching certain angles in the water. A
mysterious coil that cannot be fathomed. Where is
the end to this confusion? | do not know.
Nevertheless, what happens on the face of the
water can give unique pleasure to those looking
through their soul.

Think about the colourful reflections, which are hid-
den in the mysterious breath of Mercy that sur-



Teknede hazirlanmis ancak henlz kagida alinmamis ebru

An Ebru, which is ready but has not been transferred onto paper
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Goruntustnun sonsuzlugu icerisinde gorinmezlige
burtinen yice Allah’in kudret ve azametinin yansima-
lari oldugu igin esrarini bir tirlt ¢dzemedigimiz alem,
bitin yonleri ile tam bir simetri armonisidir.

Su bir tedavi aracidir. Hareket eden su pozitif iyonlar
yaydigindan insanlar Uzerinde ¢ok olumlu tesirler ya-
par. Deniz kiyisinda ve akarsu kenarlarinda huzur bu-
lup kendimizi dinlenmis hissederiz. Osmanli evlerin-
de bulunan selsebillerin (cennette bulunan bir ces-
menin adi) amaci budur. Hatta suyun ¢ikardigi ses de
cok onemlidir. Sakinlestirici 6zelligi vardir. Eskiden
darussifalarda mutlaka bir havuz ve fiskiye bulunur-
du. Hastalar su ve sesiyle tedavi olurlardi.

Tefekklr edebilenler igin suyun Gzerinde neler olur
neler... Fizik, kimya, matematik, kozmos, kaos teori-
si, bigbang, fraktail geometrisi... daha neler neler...
Ama olup biten her sey ebruzene Allah't hatirlatir.
Yapilan eserlerin tekligi, vahdeti; hicbir eserin birbiri-
ne benzememesi, yaratilista tekrarin olmadigini
hatirlatir. Ylzeyde olusan turla tarld renkler, desenler
ise sanki Hakk'in sifatlar gibidir. Su hep vardir ve
aynidir, ama ylzeyde sonsuz renk ve bigimde gortn-
tuler elde edilir. Ancak “O" olmadan da hicbir sey ol-
maz...

Sonunda ebruzen anlar ki ebruyu yapan ebruzen de-
gil... Yapan yine “O"dur.

Suyun hikmetlerini anlatmakla bitiremeyiz. Su ile ug-
rasan herkese Cenab-i Allah selamet bahsetsin.”

(Hikmet Barutgugil / Uskiidar Mayis 2008)
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rounds all creation and the divine light that brings
humankind, objects and the universe into sight.
What wonderful Ebru’s will transpire from this!

The colour scheme the Ebru artist creates on the
special water is the human/servant level of divine
and merciful light.

The universe is a harmony of symmetry in all its
aspects. We cannot fathom its mystery since it is the
reflection of the power and magnificence of Lord
Almighty who has wrapped Himself in invisibility
within the eternity of his image.

Water is a vehicle for healing. Moving water spreads
positive ions and has extremely beneficial effects on
people. We feel rested and relaxed on the shores of
a sea or a river. This is the reason why the Ottomans
had selsebil’s (name of a fountain in heaven) in their
homes. In addition, the sound of water is very impor-
tant too because it has a relaxing effect. In old times
hospitals always had a pond and a fountain, and it
was known that patients could be healed with the
sound of water.

For those who can think deeply, many things happen
on water. Physics, chemistry, math, cosmos, chaos
theory, big bang, fractal geometry and many more...
Everything reminds the Ebru artist of Allah Almighty.
The uniqueness of the art reminds us of the
Oneness of Allah and the fact that not one piece
resembles another also reminds us that there Is no
repetition in creation. The many colours and designs
are like the attributes of Allah. Water is always there,
will always be there, will always be the same, but
from its face, images of infinite colours and shapes
are derived. However, without “Him” nothing can
happen.

Ultimately, the Ebru artist realizes that s/he is not the
one making the ebru but “He" is the one who makes
iiss

Even if we talk for hours, it will not be enough to
explain the wisdom in water. May Allah Almighty
grant salvation to all those working on Ebu”

(Hikmet Barutgugil / Uskiidar May, 2008)
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Genel kiittirimiizi Gzellikle de lstanbul umuzun Our culture and civilization have put forth sorme of
kaltardnd yalniz icerisindeki abidevi mimari eserler their best spiritual and material works in Istanbul. The
degil, ayrn zamanda, boyut olarak kigik ama sanat signature of our culture and civilization can be seen in
degeri olarak biyiik olup evierimize giren eserler monumental works as well as in the more simple works
olusturmaktadir. Bu sanat saheserferimizden bir of art. These come into our daily lives and are
grubu da suyu kullanirken yaptigimiz esyalar ve sometimes modest or small, but they still have great
uzerferine isledigimiz sanat usfubumuzdur. artistic value. Some of these masterpieces are objects
that are related to water and the aesthetic style that
has embroidered these works.

Gunlik hayatta suyu tarihimiz boyunca hem
tasarruflu kullanmis, hem de kullanirken bir edep
ve usdl gelistirmis aymi zamanda en onemili
hayir kapilarindan birisi olarak gormdisizdir.
Buna bagh olarak ta kullandigimiz egyalarin
uzerine en ince zevklerimiz yansumistir.

As a nation, we have used water frugally in our
dally lives and have also developed a manner
and method in doing so. We have also seen
water as a significant tool for
benevolernce. Our refined taste /s
reflected in these objects that
are used with water. Pitchers
that are symbols of elegance and
frugality, refined decorations on
glass, metal or ceramic water

Zerafetin ve tasarrufun sembolii

rbrikier. cam maden ve seramik su
kaplarindaki zarif islemeler,
Karsiliksiz vermenin pinariart
cesmeler, temizligin mekar
harmam ve hamam takimlari, su
yuzdnde resim yapmanin
erisiimez derinligi ebru, hep ayri
ddgsdnce yapisirun drinleridir,

bowls, fountains which are
springs of gratuitous giving,
hamams (Turkish baths) and
hamam objects which are the
centers of cleanliness, and
works of ebru that are pictures
on the face of water beyond
reach, are all products of
the same mentality.
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