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SULTAN II. ABD0LHAMiD 06NEMiNDE 
e A 

NI 
TURKISH CALLlGRAPHY AND DECORATlVE ARTS DURING 
THE ERA OF SULTAN ABD0LHAM1D II 

YR.D. ooc;. DR.Ali RIZA OZCAN* 

Turk hat sanat111 111 zirve yuzy11larmdan biri ohm 
XIX. yuzy1lda hu sanar im.paratorlugun i<;in<lc 
bulundugu sosyal, siyas1 veya ekonomik 
durumdan hi<; cckilenmemi§tir. Musiki ve 
mimarimiz<le, aynca ba§ta tezhib ve kalem i~i 
olmak uzere rezyinl sanatlanmmla Bau rei, iri 
butun ag1rltg1yla hissedilirken, Bari yaz1s1yla 
herhangi bir ~ekilde haglant1s111111 olmamas1 
sayesin<le har ~anattnda h6yle hir mkmu 
ya§anmam1~1 h1lak1s her g~en gi.in daha guzcl 
eserler orcaya konmu§tur. 

Sultan II. Abdulhamid diinemi, hat sanat1 
a<;1smdan ol<luk<;a bol eserin verildigi ve isimleri 
hat sanan rnrihinin sayfalanna al rm h<1rtlerlc 
yaz tlm1§ hamular111 ya§ad1g1 bir diSnemdir. 
Donemin ham1dart bu sanacmm hemen her ya:1 
<;e§idinde farklt rnrz, malzeme ve cckniklerle 
escrler vermiiilerdir. 

Sulcan II. Ahdlilhamid tloncmindc ya§am1§ 
hattatlar arasmda Zeki Dede (ti.1881 ), 
Trabzonlu Rasim (o.1885), $cvki Efcndi 
(o.1887), Aliicddin Bey (o.1887), l lac1 Arif Bey 
(<;:a~anbal1, 6.1892), Kayl§:ade Hafiz Osman 
(o.1894), Muhsinzade Abdullah (ii.1899), 
Mehmed Emin Eyyubl (6.1895), Hafiz Vahdeti 
(o.1896), Abdulfcuah Efcndi (o.1896). Mehmcd 
izzet Efendi (ii.1904), C1r<; trl1 Ali Efendi 
(o.190?), Yahya Hilm!Efencli (i>.l 907), Hac1 
Arif Efcndi (Bakkal, o. 1909), Fchmi Efcndi 
(o.1915), Na:ifBcy (1846-191'3), llasan R1:a 

During the J 9th cenrury, an importanr ern for 
Turkish calligraphy, chi~ artform was nor 
affecce<l hy the s<.lcial, p<.llttical or economic 
s1ruarion in which che Ottoman Empire found 
icself. While Turkish architecture, music and 
dccorcicive arts, which consisted mostly of cezhip 
(illumination) and kcilem i~i (drawing, engniving), 
were all experiencing the full weighc of Western 
influence, Turkish calligraphy, which had no 
connection with Western ~cript, <lid nor suffer 
in the same way as the ocher arts; on the 
conrrary, with every pas~ing day more hcauciful 
works were produced. 

The Hamidian Era was in face one in which 
path-breaking calligraphers emerged and created 
a myriad of remarkable worb. These 
calligraphers produced worb of art in virtually 
every style, using different techniques ancl materials. 

The leading figures of Turkish calligraphy 
during this era were as fo l lows: Zeki Dede 
(d.1881 ), Trabzonlu Rnsirn (d. 1885), $evki 
Efcnd1 (d.1887), Alaeddin Bey (d.1887), Hac1 
Arif Bey (from <;a~anha, d.1892). Kay1~zacle 
Hafiz Osman (d.1894), Muh~mzacle Alxlullah 
(d. 1899), MehmeJ Emin Eyyuht (d.1895), I lafiz 
Vahdcti (d.1896), Abdnlfetrah Efcndi (d.1896), 
Mehmed izzet Efcndi (d.1904), C1r1;1rli Ali 
Efcndi (d.190?), Yahya Hi lml Efencli (d.1907), 
Hac1 Arif Efcndi {Bakkal !Shopkeeper], J. 1909), 
Fehmi Efendi (J.1915), N;uif Bey (1846-191'3), 
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Necmoddin Okyny'm cell tal1k 
Besmele levh<1s1 

Nccmeddin Okyay's jali mliq 
basmala ploq"e 

Hatr.ar !;)evki Efcndi'yc aot me~k 

A meshk belonging to the 
Calligrnphcr !;ievk1 Efondo 
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Efendi (1849-1920), Omer Vasfi Efend i 
(1880-1928), Ferid Bey (1857-1929?) , Aziz 
Efendi (1871-1934), Enderunlu Raktm Efendi 
(o.1940), Hulusi Efendi (1869-1940), Kamil 
Akdik (1862-1941), Neyzen Emin Efendi 
(1883-1945), Tugrake§ lsmail Hakk1 Altunbezer 
(1 869-1946), Re'fet Efendi (1873-1949) ve 
Necmeddin Okyay (1883-1976) one ry1kan 
isimlerdendir. 

Biraz daha geriye gidersek, XIX. yuzyilin ba§mda 
cell si.'l lus yaz1da Mustafa Raktm ve Mahmud 
Celaleddin mektepleri iki farkli ya21 anlayt§mm 
remsilcileri olarak kar§11ntza ~Lkar. Si.ili.'ls-nesih 
yaz1larda Hafiz Osman yolunda yurliyen bu iki 
usta hattat cell suli.is yaz1da birbirinden farkl1 
tav1r ve an lay t§ larla eser vertni§lerdir. 

Hat sanannda yaz1lann daha irice yaz1lan §ekli 
olan cel!nin geli§mesi olduk~a uzun zaman 
almt§UL Celt si.i li.iste XV as1rdan XIX. asra 
gelinceye kadar Topkap1 Saray1 Bab-1 

• 

• 

• 

Hasan R1za Efendi (1849-1920), Omer Vasfi 
Efendi (1880-1928), Ferid Bey (1857-1929?), 
Aziz Efendi (1871-1934), Enderunlu Rak1m 
Efendi (d.1940), Hulusi Efendi (1869-1940), 
Kami! Akdik (1862-1941 ), Neyzen Emin Efendi 
(1883-1945), Tugrake§ ismail Hakkt Alrunbezer 
(1869-1946), Re'fet Efendi (1873-1949) and 
Necmeddin Okyay (1883-1976). 

If we go back a bit earlier in the 19th century, 
we can see that there were two schools of 
calligraphy that both used the jali chuluth style. 
Mustafa Rakun and Mahmud Celaleddin, the 
leaders of these schools, followed the tradition 
of Hafiz Osman in their thuluth-nashki works, 
however with different approaches and styles. 

The jali diuluth style in calligraphy used larger 
fonts and the evolution of this style was a long 
process. From the 15th until the 19rh centuries, 
if we disregard Ali SGfl, distinguished by rhe 
magnificent work he wrote for the Sublime 
Porte which is located in T opkapi Palace 
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Humayunu'na mlisenna olarak yazd1g1 muhte§em 
hamyla adindan soz ettiren Ali SCtfl'yi 
saymazsak, bu yaz1da adm<lan hahsedebilecegimiz 
hatcat neredcyse yok gibiclir. 

Mustafa Rakim bu sanatta, ozellikle cell sii lLis 
yaz1da onemli rcformlar yapm1§tir. Yazin1n daha 
buyuk yaztlan ~cklinde o devre gel inceye kadar 
~ozulemeyen estetik prohlcmleri ba§anyla 
~ozm~, yaz1da ycni ufuklm a~m1~nr. Celi SLiliisii, 
sOli:1s yazar gihi rahar ve ak1c1 bir §ekilde yazmay1 
ba§arm1§t1r. Bunda harflerin anatomik 
yaptlarmda yapug1 degi§iklikler yanmda, 
kompozisyonun butiini.inde uygulad1g1 rcknik 
~ozOmlerle karma~ay 1 ortadan kald1rmas1 da 
onemlidir. Yaz1ya getirmi-!l nldugu yenilik 
kcndinden sonra gelen hatraclan derinden 
erktlemi§ ve onun yaz1 anlay1§1 haleflerince 
surd i.iri.ilmi.i§tilr. Son §eklini verdigi. rngray1 da 
cstetigin zirvcsinc ta§1m1§rtr. 

Rak1m'111 ~gda§• Mahmud Celaleddin de aym 
donemin mektcp sahibi diger bir hattaml1r. 

l 
T fl l 

Museum, rhere were no calligraphers who 
followed this style. 

T 
I 

Mustafa Raktm made important reforms in 
Turkish calligraphy, parcicularly in che jali 
chuluth. He successfully resolved aesthetic 
matters that were conncctetl to the use of larger 
fonts, opening new horizons for fucure 
calligraphers. Indeed, Rak1m wrore injali thulwh 
as comfortably and smootbly as he did in regular 
chulwli.. In addition to the changes that he made 
Lo the anatomic structure of the letters, his 
ability co eliminate the overall confusion of 
writing in this style, thanks to technical 
solutions that were extended over rhe entire 
composition, arc sign ifi cant. Rakim's 
calligraphic innovations had a profound impact 
on the following generation of calligraphers, 
who continued his style of calligraphy. Rak1m 
also broughl the cughra, the call igraphic imperial 
seal of the Ottoman Sultans, into its most 
csthetic form. 
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Han01 N,1;1( Bcr'm 
sOltLYnt'~th lcvh0ts1 

A chuhuh n:1sih pln<1uc hy chc 
Calliwarhcr N:11if Bey 
CO--. L\. ~.I t\ .111 1 
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Mahmud Celaleddin, a contemporary of Mustafa 
Rak1m, wos the fou nder of another school/tradition 
in the Hamidian Era. H is writing style was 
different from that of Rak1m: the le tters were 
brought to the foreground in his works. By using 
smaller and less frequent diacritics, Celaleddin 
Efendi was able to thus strengthen the overall 
visual effect of the le tters. Furthermore, by 
ensuring that the lerrers did not interfere with 
or rest upon one another, he was able to create a 
sense of solicude in his works. Although there is 
a theory chat chis style, which helped to 
esLablish a calligraphic tradition, stemmed from 
Celaleddin Efendi's natural solitary character, it 
is interesting that the same character is not 
visible in his thuluch or na.shki works. 

The ground-breaking works of Mahmud 
Celaleddin and Mustafa Rakun provided the 
next generation of calligraphers with a broader 
and richer aesthetic perspective. Consequently, 
later calligraphers took Turkish call igraphy co 
new dimensions. Indeed, it is thanks to such 
calligraphers chat jali ch11l11ch cominued its 
progress. As for raleeq calligraphy, in the first half 
of the 19•" century, the movemem for change 
init iated by Mehmed Es'ad Yesar1' at the end of 
the 181h century found completion with his son, 
Yesarlzade Mustafa izzec; now it was distinct 
from its Persian counterpart and established as a 
calligraphy style. Thanks to the students of 
Yesartzade, who followed Lhis tradition, wi th 
every passing day Turkish u:deeq produced greater 
aesthetic works. Kaz.asker Mustafa izzec, 
Abclulfettah Efendi and A li Haydar Bey a ll 
contributed to this process, while Sami Efendi, 
a famous calligrapher during the Hamidian era, 
broughL Turkish raleeq to its zenith. 

The calligraphers mentioned above resolved 
aesthetic matters in calligraphy and presented 
a new approach, particularly with jali chttlttch. 
In the last quarter of the l 91h century, a new 
distinct posr-Rak1m approach directed Turkish 
calligraphy to a quite different course. In fact, 
in the hands of Kazasker Mustafa izzec and his 
students, ~efik Bey and Abclii lfettah Efendi, 
calligraphy truly became an art work, the 
srruccure of the letters became tidier, and Lhe 
position more balanced. 1 ow calligraphic works 
gave the viewers a desire to continue looking. 

During the years between 1845 and 1940, 
another calligraphic perspective emerged 
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Cel§ledd in Efendi'nin yaz1. anlay 1.§1 Mustafa 
Rab m'a gore biraz farkltl1k arz eder: Yaz1 lannda 
harfler on plandadtr. Harekeleri ki.i\'.iik ve seyrek 
kullanmas1 harflerin etkisini daha da a rttirmt§tir. 
Harfleri n birbirini kesmeden ve List Lisee 
binmeden kullarulmas1 yaz1lannda yaln1zltk hissi 
uyand1m . Mektebin in olu§masmda f1tratmdan 
kaynakland1g1 varsayilan aksi tes irlerin sii li.is­
nesih yaztlannda gorlilmeyi§i dli§i.indi.iri.ici.idi.ir. 

Yukanda adt ge\'.en hattatlarm, a\'.t1klan yolda 
geni§ bir baki§ a\'.1S1 ve estetik anlayi§la 
yet i§tirdikleri usta talebeleri bayragt zirveye 
ta§ tm1§lard1r. Cell si.ili.is, Rak1m'dan sonra gelen 
hattatlarm elinde hep daha ileri ginn i§tir. Tallk 
yaz1da ise, XVIII. ylizy1l sonlarmda Mehmed 
Es'ad Yesarl tarafmdan ba§laulan degi§iin 
hareketleri XIX. yi.izyilm ilk yansmda oglu 
Yesanzade Mustafa izzer ile kemal bulmu§ ve 
Turk raliki iran ta llkinden fa rkl1 bir yaz1 ta n ve 
tam olarak orraya \'.1km1§t1r. T iirk ta llk mektebi 
Yesarizade ve ralebeleriyle gun ge\'.t ik\'.e daha da 
gi.izelle§mi§, Kazasker Mustafa izzet, Abdi.ilfettah 
Efendi ve A li Haydar Bey'in elinde geli§erek II. 
Abd i.ilhamid devrinin tiSta hattan Sami 
Efendi'yle zirveye (:1km1§t1r. 

Yukanda ad 1 ge\'.en hattatlar tarafrndan hat 
sanatrnrn estetik problemleri \'.Ozt:1lmi.i§, ozell ikle 
cell sulus yaz1ya yepyeni bir anlayt§ getiri lmi§ti. 
Yi.izy1Lm son \'.eyreginde Raktm sonras1 anlayi§la 
yaz1 bamba§ka bir mecraya girdi. Kazasker 
Mustafa izzet ile talebesi $efik Bey ve 
Abdi.ilfettah Efendi'nin ellerinde yaz1, 
harflerinin anatomileri di.izgi.in, istifleri dengeli 
ve seyrine doyulmaz bir hale geldi. 

Bu iki mektebin d1w1da yan i Mustafa Raktm ile 
Mahmud Cela leddin mektepleri a rasmda 
"Kazasker Mustafa izzet Efendi §ivesi" ad1 
verebilecegimiz 1845-1940 tarihleri arasm1 
kapsayan bir yazi anlay 1~1 daha vard1rl . Sultan 
Abdi.ilmecid, daha once Mah mud Cela leddin' in 
talebesi Tahir Efendi'den yaz1 \'.ah§t1g1 i<;in 
kazaskerden kendisine Celaleddin tam yaz1 
ogretmesini isredi. Ancak cell si.i li.iste Mustafa 
Rakim yolunu tercih eden kazaskerin yazilannda 
bu istekten dolayt farkl1 bir \'.e§ni ortaya \'.1kt1. 
Kazasker, padi§ahm oli.imi.iyle Raktm yoluna tam 
donememi§, yazilan iki mektep arasmda farklt 
bir §ive olarak kalm1§ttrZ. 

Nazif Bey de donemin kud:rerli 
hattarlarmdand1r. Aslmda XIX. yi.izy1 lm i.i<; 

alongside the schools of Mustafa Raktm and 
Mahmud Celaleddin, which we can call the 
"Kazasker Mustafa izzet Efendi Style I." Sultan 
Abdi.i lmecid had stud ied calligraphy under the 
supervision of Tahir Efendi, a student of 
Mahmud Celaleddin. He then desired that the 
kazaske1· (chief military judge) teach him 
calligraphy in rhe style of Cela leddin. However, 
when the kazaske1-, who had been wri ting in the 
jali ihuluth style of Mustafa Rakun, responded ro 
the sultan's request and incorporated the 
celllleddini style into his writ ing forms, a new 
rwist was added. In fact, even after Sultan 
Abdlilmecid had passed away, the lwzasker was 
unable to return m the rdk1mi style and h is 
writings con tinued in a c.lifferenr style that lay 
somewhere between celaleddin and ralamZ. 

azif Bey was also a famous calligrapher during 
the Hamidian Era. As a matter of fact, we can 
describe the three 19th-century call igraphers, 
Mehmed $evki, Sami Efendi and Nazif Bey, as 
ones with a distinct school/rradition, whose 
works were the most ideal and mature in form. 
In brief, they were the embodiment of 
Ottoman-Turkish call igraphy. As indicated by 
Necmeddin Okyay: "$evki Efendi erected the 
statue of fine calligraphy in. thuluth and nashki, 
as did Sarni Efendi in jali thulutl1 and jali taleeq. 
Nazif Bey, like Sarni Efendi, wrote in the akldm-1 
sitce (the six styles, nashki, cliuluch, riqa, 
muhaqqaq, tawqi, and rayhani), and wrote in the 
jali tliuluth in the style of Mustafa R~k 1m. 

However, his tliuluth and nasliki produced such 
an aesthetic style that they present, in d isguise, 
the del ight of all great calligraphers3." 

Each calligrapher menrioned above created 
works that made invaluable contributions co the 
history of Turkish calligraphy. For instance, 
$evki Efendi t ransformed nashki inro an almost 
spiritual calligraphic style, wh ile r.hulurh in his 
hands became an elaborated form of calligraphic 
expression. Modem calligraphers are srill trying 
to imitate h is style of writing. Not only was 
$evki Efendi a teacher for the ~ehzades, his 
works delineated a path for today's calligraphers, 
leading them to the summit in tliulutli and 
nashki. 

Other significant contributors co Turkish 
calligraphy during this e ra were as follows: 
Abdi.ilfettah Efendi created call igraphic works 
that can be found in many mosques in Istanbul, 
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$evki Efendi'nin 
sn1(.s .. nesih k1t13S1 

A 1huluth nnsih smnz:i by 
$evki Efendi 
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hattat1; Mehmed $evki, Sarni Efend i ve Nazif 
Bey adeta il)'.lil bir mekteptir ve biitiln yazilan en 
ideal, kamil ve olgun bir seviyede yazm1§lard1r. 
Onlar, Osman! 1-Tilrk hattatligmm hulasas1d1r. 
Necmeddin O kyay'm dedigi gibi, "$evki Efendi 
silli.is ve nesih'te; Sami Efendi celi si.ili.is ve cell 
ta'l1k'te hi.isn-i hamn heykelini dikmi§tir. Nazlf 
Bey de Sami Efendi gibi aklam-1 sittede ve cell 
si.i lilste Mustafa Rak1m i.islubunda yazmt§Sa da 
si.ili.is ve nesihlerinde de o kadar gi.izel bir §ive 
vard1r ki bunlarm ic; inde bliyi.ik hatratlarm 
hepsinin zevki gizlidir3." 

as well as one magnificent calligraphic piece 
found today on the side of the Bab-1 Humayunu, 
fac ing Topkapi Palace. \: tr\:1rl1 Ali introduced 
forms of arranging letters in Turkish calligraphy. 
Likewise, Fehmi Efendi was very skilled in 
calligraphy; unfortunately his works were lost 
in a fire. In addition to Bakkal Arif Efendi, an 
eJo..-pert calligrapher of Rumeli origin, Hasan R1za 
Efend i produced most of !Lis works in nasliki 
scritp and was famous for the copies of the 
Qu'ran he wrote in different styles. Aziz Efendi 
worked in Egypt for many yeai-s as a teacher of 
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Adt gei;en isimlerin her biri verdikleri eserlcrle hat 
tarihinde onemli bir yere kazanm1§ hattarlardir. 
Mescla $evki Efendi'nin elinde nesih ya21 adera 
ruhanl bir ha! alm1§; SLillis, kemalini bulmu§tur. 
Gi'lnlimliz harradan hala onun yazd1g1 gibi yazma 
gayreti iyindedirler. Donemindc §chzadelere de 
hocalik yapan $evki Efendi, cserleriyle si'l li'ls-nesih 
yaz1da buglin de zirve ve rnkip edilen yoldur. 

isranbul'da bir~k carnide yaz1S1 bulunan, aynca 
Topkap1 Sarayt Bab-1 Hlimayunu'nun saraya bakan 
rarafmdaki yaz1S1yla dikkaderi yeken Abdulfetrah 
Efendi, isrif uscas1 \:1ry1rl1 Ali, rcrekesi bir yangmla 
yok olan kudrerli hauat Fehmi Efendi, Rumeli 
kokcnli usta kalern Bakkal Arif Efendi, daha ziyade 
ncsih yaztyla eserler vcren, bilhassa yazd1g1 
mushaflanyla bilinen Hasan R1za Efendi, M1srr'da 
uzun y1llar yaz1 hocaltgmda bulunan Aziz Efendi, 
ve hocas1 Sarni Efendi'nin "Allah, Nazif i yav 
yazmak i9n yara~tttl" diyerek yazilannm 
guzelligini ovdugti azif Bey, donemin onernli 
hattadandtr. Q>gunlukla :zerendO<l yaz1larla 
ka~1rn1za ytkan Sarni Efendi'nin elin<le sullis ve 
tal1k'in cellsi kemale ermi§lir. 

Sarni Efendi Sultan IL AbdLilhamid'in ~ahsi 
tcvcccUhune nail olmu§tur. Hatta padi§<1hm am1Su 
i'lzerine yazd1gi "Buda ge~er yll Ha" rnanasma gelen 
"In nlz bigii.zere.I'' levhasmdan, bir mUddet sonra 

calligraphy. The works ofNazif Bey were praised 
by his teacher, Sarni Efendi, as: "And God 
created him to write4." Last, but not least, Sarni 
Efondi himself was a distinguished calligrapher, 
known mainly for his zerendud (gilded) 
inscriptions, who brought the styles of jali 
chulucli and taleeq to maturity. 

In fact, Sarni Efendi was rewarded with the 
personal favor of Sultan Abdolharnid 11. Upon 
the sultan's request, Sarni Efendi wrote an 
inscription that read: In nfz bigazered, or "Oh 
God, rhis too shall pass." Delighted with this 
work, the sulcan requested that he make another 
copy of the same inscription. Sarni Efcndi sent a 
note to the sultan's palace saying: "Could you 
please send it back to me so that l can write it 
again." Ab<lulhamid IL, aware of his extraordinary 
talent in calligraphy, responded that "he can 
rewrite it without the original." Eventually the 
calligrapher diJ so and sent it to the sultan. 

This inscription has a fascinating story as well. 
Sultan Abdulhamid II was examining the reports 
of informers that had submitted for his attention. 
An acquainrance of Sarni Efendi, who was a 
member of the investigating committee, came 
with a friend ro see the calligrapher. In the presence 
of Sarni Efendi, he suddenly remarked: "the jumals 
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Hulu.<i EfenJ1'nm cell milk 
yaz1s1 

The jali 1.1hq of I lulu51 Efond1 



S.mu Efenda·nm ccli 1.1'1ik 
:cn:nJikl lcvh.l>I 

Sama EfonJ•'• J·'" 1.1114 
::en:n,luJ rl.oquc 

S:im1 Efondi'nin Knr•-l t \""ll~ 1 
kap1lannJJn l'>ar111il\ 

u:crin.Jcko kit,l~.,,, 

C>ne of rh~ 1nscr1r1a.m ... 
\\.flltcn h)· S:uni EfcnJ1 u,·cr 

1 he ,h,,,.. of the GmnJ R.o::aar 

S.11n1 FJcnJ1 "1rafmJ.m l'J>tl.m 
H.11nid1\c Etful HaMaru.~~1'nm 

cdi ~01tn k11.llx-"1 

1lu.• J.111 thuluth m~rip'k'n 
'" >r 1 he Hamidiyc Chi klrc11" 

H'"'l'it,11 hi• Saml Efo11,1i 
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hGnkar hir cane daha istcmi§, Sarni Efcn<li de 
Mahcyn'c "Lcvhay1 s,t0ndersinler de, aynmt yazay1m" 
diye haber yollam1~t1. Onun kudrctini balen 
II. Alxlulhamid "O gondenneden de yazir" cevahm1 
verince Sami Efcndi bir ikinciyi yaztp gl1n<lermi§. 

Bu levhanm hir de ho~ hikaye~i vard1r. Sultan 
Alxlulhamld hal' olunup kemlisinc verilen 
jumaller rerkike ha~land1ktan sonra, cerkik 

(reports) indicate chose we least expect!" A lirrle 
Upi.Ct, Sami Efendi commenced: "Please make 
yourself dear without throwing suspicion on us!" 
Then, the friend said: "Here is a jumal in<l1caring 
our sulmn, in nfz bigUzered!" Then everybody 
hurst out laughings. 

The 1-lamidian era u hcrcd in an increased 
importance for the printing of the most valuable 



komisyonunda vazifoli bulunan bir can1d1g1, 
arkada§lanyla hcraher Sarni Efcn<li'yi ziyarete 
gclmi~ ve herkesin ic;mdc "En ummad1g1m1z 
kimselcnn jurm1lleri c;1k1yor!" Jiye orcaya bir laf 
aunt§. Can1 s1k1lan Sarni EfonJ1 "insam §aibe 
alnn<la b1rakma<lan <1c;1k konu§unuz, rica 
e<lerim!" <leyince, sozi.i soyleyen zat "Efcndimizin 
de bir jurm1li c;1kt1: In nfz bigiizered" cevabm1 
vermi§ ve hepsi kahkahay1 basmi§lar5. 

Bu d6nemde hat sanatman en gUzel ve nadide 
t)rneklerinin bas1mma arrnn bir onem verilmi§, 
bu yazilar aharli kag1tlam, hattatm kalcminden 
c;1km I§ intibam 1 verccck kadar itina ile 
basilm1§t1r. Ancak her cserin basktsmm aharl1 
kag1da yapild1g1 hat1ra gelmemelid ir. Bu ti.i r 
bask.tar sanaL degcri ta§iyan k1ymerli kicaplar 
ic;in mahdCi<l say1da gcrc;ck lc~t i rilm i §tir. I 686'da 
Hafi z Osman Larafmdan yaz1lan Kur'an-1 Kertm, 

examples ofTurki h call igraphic arr. Works of 
rhis sort were printed on dressed folios with such 
care char they did noc arrear to he printed, but 
rather written by the calligrapher. However, let 
there he no misunderstanding here; not every 
calligraphic work was primed on a dressed folio. 
Those printed on dre:;sed folios were limited in 
number, and were used for books that had an 
artist ic quali ry. For insrance, 111 1686, rhe Qur'an 
that Hafiz Osman, one of the mabeynci (chancellor) 
of Su lean Ahdi.ilhami<l II, had copied in a 
calligraphic form was printl'tl in the Matbaa-i 
Arnire (imperial printing house) under the 
supervision ()f Mehmed Emin. This was done on 
the order ofSulrnn Abdulhamid II and rhe printed 
copies were to he presented LO sratesmen6. What 
is imporcanc here is the rrocess involved in 
printing these works. The water used on the 
printing cahlecs of the Qu r'an was hrought from a 
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A:i; EfenJ1'nin cdi 'tilu" 
:ere:ndUJ haJ1:t'1 ~rif lt.·,·h.1:-1 

A 1al1 thuluth :erenJuJ 
h;iJ1th·1 'hanf pl.1q11e h)· A:1t 
EfcnJ1 
(~ll l\dll\ l... .. l 

Mulll>in<!ltlc Alxl11ll11h Bey 
itru:\lt cdi slllli:, zcrrnJGd 
lcvha 

A jali 1huluth :ncnJml r l•"I"" 
'{igned hy Muhsin!ade 
AbJull~h Be~ 

(l'\.~t l\. K1l ll( K • ..a.) 
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Sultan II. Abdulhamid Devri 
Geleneksel Sanatlar Kronoloji Denemesi 

1876: ( 15 Kamn) llacwt Kazasker M1mafa /z.zdin t'<!fac1 (d .1801) . 
l lcmac Mdm1e1 Salih (Kayy1mz{ule) t•efc.u ecci. 
I /acwc M11hsinz£ule r\hclullah, /10c<1s1 "'l11srafa /r;:l!! Efend1'nin me~ar ia~mr :wzd1. 

1877: l larcc11 Abdiilfwdh EfcnJi 11. Ahtl1ilhctmitl \,e~mesi'nin kiwbesini ye1~cl1 . 

Hmwr lsmt1i/ Ziihcli'ni11 Siilus-Ne~i/1 Me~/.: Mccm11m1'11m la~ hL1sb1 yo/nld1 . 
1878: 1 laruu Sami Efenr.li DMin-r Hiimtlytm Dairesr 11111111-1 Miirene1•11w muallimli.(rine 

gccirilJi . 
1879: Harwr Md1med Ra~icl E~·yiihi'nin wfa11 (d.1816). 

Hell Wt /\hcl11llc1h Z1iluli Efendi /l.f1m'dll wfar eui. 
1880: l-fow11 Mdtmcd ~efi/< Bey 'in wfat1 ( J.1819?). 

Hauar Omer Va4i Efe11d1'11i11 dogt11111L 
Hamu Mchmecl fzzet'in Tcrc1imii11-1 Htt1iir-i Osnumi - Siiliis, Nesi/1, Rik' a, 
Dlt'Cini, Talik , Celi IJii·ani Me~h Mecmrwsr bmild1 . 

1881: Hmwt Zeki Dccle'11i11 iiliimii. 
Ha!!m Ahdiill<lulir Saynaq'm J11J!rn1111 (ii.1967) . 
Ha!!aL HaJi~ Osma11'111 l686 ra1ih/1 m1isha[1, pad1~(ih111 emri}le Mmbaa-i Amire'Je 
ha.,1ul1. 

1882: (I Arnl1k) Hatw1 M11swfu ."li'lazi Efr:rnli'nin ii/iimii. 
1 la{rz o .,mar1'rn Siil1{s-Nesil1 Me~k Mecm11li.s1'nm c11~ '/mslmr yt1/lllil1 . 
llawu Swul Be)'°in doj!11m11 (o. 2B /\g11scos 1948) . 

1883: (29 Omk) Hmwr Necmctldin Okyay'm do~um11 (0. 5 Ocak 19i6) . 
( 14 Man) Hacrm (Neyzen) Emm Efcndi'nin do,i!1m111 (ii. 3 $ulmt 1945) . 

1884: Hmc1H Hasan R1za Efendi'nin )'<ml1i{1 Mushaf-1 $1.!rf[ Mathaa-i Amire'de bas1ld1. 
/swnlml. Ba)·ezid'dt• Kiitiiphane-1 l lm11mf-i CJ.,nwnl ce/ihe.,incle r fm(m R1za 
EJ'i!rn/i'nin calik k1whes1 

1885: Huuac Trab~unlu lfosim'in vefau . 
1 Iauar Abdiilfecwh F.fendi \'rldrz l-lamidiye Camii yazilanm yir:;:c/1 . 
Hmwt ~iikrii Ejernli'nrn iiliimii. 

1887: (7 Mayts) Hattac Mchmctl $evki Efe11cli'11i11 11:efa11 (1/. 1829). 
llc111ar Alcicddin Bey' in <iliimii ( d. 1844). 

1888: Ohanncs MiilK11tl1syan'm hazirlad1fi Miihendisyi.m Alb1imii bas1ld1. 
~lirw Hahib Ef<.'ndi'nin (Hahih-i Jsfahanf) Hae w He11111ran adlr kirah1 yay1mumd1. 

1889: 0/1111111e., Miiliernlis;·<m, ~11/1tm 1 /. Abdiilhamid wmf111dm1 Diirdiilicii Mccidl 11i~11nr 
ile tulrif edilJi. 
Haum i\!ehmed lzzct-Hafi:: T11h.~i11 ' i11 H11ruc-1 Osmani ) 'a:::1 Nwnrmeleri ha_,1/dr 
Hemm Mchmcd /zzer Efendi'!lin tJlrimu. 

1890: J lwuu Nlr<:if Bey )'r/d1z. Hamidi)·e Sllal K11/esi'n111 ·,·11:-1l11n111 ~·a~dr . 

1891: ( 11 Nisan) Harrm i'v!acid A:~mrl'm doj!11mu (ii 17 Mnrr 1961) . 
l-faw11 Kemal Uaiwwy d11.~d11 (ii. 22 Hm:frun l 9/"l I ) . 
1 Iurrar Hamid A )'UI\ tlogd11 (0 . 18 lo.1ay1s 1982). 
/·forrac Mel11n.:d l:::ze1 Efrndi'nin H11tiit-1 Osmani)')·r'si )'ay1mltmd1. 

' 
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1892: Htmac Hac1 Ariflky (<;ar~amba/1) l'efac cm (d. 1825). 
Hwwc lvlehmed $iikn'i'niin Ha!C-r Nesrh vc Rik' a iii! Kiraac ,uU1 esen )'a)·11nland1. 

1894: Hacwc Kay1~ziull' f 1i1fiZ O.sman 'm t•efau . 
1895: Hartat 'Zal11c.le Selnw I lcn11m'm iiliirm1 (J . 1857). 

Harcar Meluned Emm Eyyrlhi 11efac etci. 
Haccac Melnned lfrz11 ( Arapz&le) 'nin iiliimii. 
Hacwc Mahmud Ycmr'm do.~umu. 
Hawu Sami Efi.'Tll.li Kt1rnarc1ll1T Camii ka/>1 1isni11c ccli siil1is "lnne's-slr.lfice" "Je!ini )'aztl1. 

1896: (16 Ekim) 11atuic Hafiz Valuleti'nin t'f:'/a!I. 

Hauac Abdiilfeua/1 Efe11d1 vefac ecti (d. 1814) 
Hamu Sanu Efe:11d1 Domeke t•e Yem~ehir'in fethiylc 1lgili utrih lucalar1111 w 
Kapal1r;ar~1 Fes~iler lwf"s' ii.:erindeki celi calik yaz1um yazd1 . 
Ham.it Se1m1 Eft!nd1 $el1::acle Cmni1'ndt! ka/H lbtiine cdi siilil~ "innt?' .s-s<l/{rr.." 
ayetini yazd1 . 
Hmrac Sami fi.fendi Atil.:. Ali Pa~a Camii ((~emherlite1~)'rule k11Jn ilsciine celi .~iillis 
"lnne's-saliltt.!" ayccini yCl';:dr. 

1898: Hawu tvl11swfa I /11/m1 c')z)•a:::1c1 dngdu (i.i. 30 Eyliil 1964). 
Harcar Sam1 Ejcndi Enmkny-Ga.lip Pa~a Camii'nin ya::ilari)·la Sulwn 11. 
Abdiilhanud'in bir )'t~mda d1fceri lumalr.~mdan lilen 1'1z1 I lc111ce S11lum'111 lwcn·asma 
Himayc-i Ecfal (~'ficuklan hima)·d Ha.Haha11cs1'11in kn/>1 iiscii luwbcsini yazcl1. 
Hmrat Nuri Ktmnan, f :::zcc im:::as1yla Alman <;e:~mesr'nin kubbe kas1ta.~mdt1k1 
ya:1lan yL1~d1. 
Prodn nno.~ Anmcm:.•mdi'nin Hiisn-i Hatt-I ( )snwni Mew Ka!'cr1d' i yaym1la11d1 . 
Ord. Prof. Dr. A. Sii/1eyl Onwr'in dogrnnu (ii. 14 ~11/wc 1986). 

1899: Hattat M11hsin'l'ctcle Abd11/la/1 Hmndi Be)'°in l'i!fatr (d. IH32). 
Ha1rac Filih.:li I l3al<l<c1l Anfin olu1mi. 

1900: Hatcac IIilmi Eft•mli (Kil\iik Efendiz!idc)'nin 1·eji1t1 . 
1901: Hacwc Sami Efcnd1 lmp,iin Ma~ka'd..1 h11l1mcm 11. Abdiilhamid Ce~mesi ya:;:1/arm1 ya:::d1 . 
1902: (7 Temm11z) Hwwc (;ir\rrl1 (Haydarl1) Ali Efendi'mn t1cfa11. 

Hauac Sarni Efcndi Cagaloglll Nalli Mcscid'm kapr t1sume cdi siiliisle hadis-i ~en[ )'azd1. 
Hattac Smni Eft?1uli Zihni P~a Onni1'ni11 ya:ulcmnr ya-:dr. 

1903: (27 Nisan) '/l..lii:::c/1h1bt! F. Rrkl<ac Kunc'rm dug1111111 (ii. 14 Occ1k 1986). 
1904: Haccm l::zer Efe11di'11i11 wfiw. 

Hacwt Mehmetd Iner t•e hcutat Hafiz Talmn Efendi'nin /iazirl1.1d1gi sillii.s, 11L'.\ih t'I! 

wli/c yazilan.Jm1 ol11~tm Mt!~/c MccmtUL\I )'a)'1111lm1J1. 
1905: HtlLCLIL l-111/usi Efcncl1 Fmih I-laziresi'nde medf1111 Nmif J>a~a'nm /whir /dra/Jcsini yu~cl1. 
1907: Harwc Yirh)·a H1/mi'ni11 i'.:f1u1. 

Harem Sami Efencli Yeui Camii Sebili'nin tamir krwl>e.~ini yuzd1. 
Harcar Sami Ef~·mli; tald'1:1~'l·i Na:::if Bey, l>nu.!r Vmfi EfC!tu.li, Neoneddin Okyay 
toe Kii~iik H11md1 Efcnd1'yc icazemamebm1 venli. 
Miizehhi/> M11hsi11 Demiw1wc dogd11 (6. 27 Ha~1ran 1983). 

1908: Umum l'vll!k{rcil>-i Osmaniyye ~akirdiinma i\.!ahsrcs Talnn-i Hatt-1 Os11w11i mqh 
defterlt?ri 1'asild1 

1909: Tiaccat Arif E[l.'ncli ( 13aklw/) iilclil (I Z Eylii/). 
Harem 1-liio;cyin llii'inii'11ii11 SiilU.s-Nesi/1-Ta'/i/.;, Me~k MecmullSr bas1IJ1. 
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>uliis i>tollo lcvh.1>1 

An 1-11111 1al1 1huluth rl."IOC 
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tH~""l-"unJu.:~~· 

AhJillferrnh EfonJi'nin 
ccll slil(h )'lllW 

j.1lo thulmh inscnpuun hy 
A~Olfctuh Efemh 
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1 la,;m Rua'nm y.1:.l1ih Holyc-i 
$erifo le\'has1 

A Holy;t-o Slunf. rl."'loc ~l 
Hib~n Ro;:a 
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Sultan II. Alxli.ilhamid'in mabeyncilerinden 
Osman Bey tarafmdan padi§ahm emriyle 
muayyen miktan devlet ricaline hediye edilmek 
i.izere Mchmcd Emin nezaretinde 1881 'de 
Marbaa-i Amire'de bas1lm1§Ctr6. Bu arada bir 
nokta ozelliklc d ikkar .,:ckicidir. Mushaflan n 
bas11ninda, kaltplar i<yin ku llamlan sular ayn bir 
mcnfozden tahliye edilir, matbaanm rnbi i 
lag1m 111a (kanalizasyon) kan§tmlmazd1. Bu 
durum, Kur'an'a gosteri len saygmm bir ni§ancsi 
olarak hat1rlanmaya deger7. 

ine bu donemde bas1lan eserlerin bir kismm1 hat 
sanatmm egitimiyle alaka li me§kler 
ol~turmaktad1r. <:;ogunlugunu si.ili.is-ncsih 
me§klerin meydana getirdigi albumler<le bu 
sanatm tarihine ait malumat bulunmamakta<lir. 

II. Abdulhamid'in kendi adma yapt1rm1§ oldugu 
Yild1z Hamidiye Camii'nin ku§ak yazis1 Ebuzziya 
Tevfik Bey tarafmdan kufl hat ile yaz1lm1§C1r. 
Devrinde hat sanat1 c;ok ileriykcn sulcanm kemli 
adma yapt1rd1g1 cami i<yin kUfl yaz1 sec;imi 
di.i§Gndi.iri.ici.idur8. 

Sultan IL Abdl.i lhamid'in hat sanar1yla a lakas1 
hakkmda kaynaklarda bahsi gec;en ve imzas111 1 
la§•y~m. bilinen tek escri bugi.in Topkap1 
Saray1'nda 3295 numarada kay1tl td1r. Cell 
sull.isle ka leme a l111m1§ "Ah Ya Vedad" yazil1 
zcrcndOd levhanm a lt ve list ko§elerinde rokoko 
buketler mevcuttur. 

Yukanda bahsettigimiz uzere hat sanatt 
Tanzimat Fermam'yla ba§layan Baulila§ma 
surecinden etkilenmemi§, yiikseli§ grafigini her 
gec;en gun devam ettirmi§tir. Ti.irk hat sanan 
digcr sanatlan mm saran Batt hayranlig1 
kar§Lsmda bir meden iyetin ve imparacorlugun 
ni§anesi olma yolunda yaln1z kalmi§m. 

T ezyini Sanatlar 
1826'da Yenic;eriligin kaldmlmas1yla ba§layan 
degi§im hareketiyle birlikte Ban tesiri hemen her 
a landa kenclini gO.Stermi§, Baa zevki taklit eclilmeye 
ba~lami§m. Ti.irk usulli, her §<!Yi ile alaturka olarak 
kotl.i leniyor; buna ka~1 lik Frenk usulli, yine her §eyi 
ile alafranga olarak ovuluyordu. Bu dunimun etkisi 
gi.inllmi:lze kadar k1smen azalsa da tamamen yok 
olmam1§ bi.yimde devam ennekteclir9. 

Tezyini' sanadann da bu cereyanm d 1§mda 
kalmas1 hemen hemen mlimkun degildi. Bu 
seheple klasik tezyinat terk edilmi§, yerini Bat1 
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different conduit and was not returned into the 
drains of the priming house. In short, this 
process embodied the tremendous respect that 
was given to the Q ur'an7. 

There were a lso mesh!<, lesson books for learning 
calligraphy; in particular, mesh!< a lbums 
contain ing thuluth and nasliki lessons were 
primed, but their contents offer no details 
about the history of Turkish calligraphy. 

The calligrapher Ebuzziya T evfik Bey wrote the 
band of kufic inscriptions in the Yildiz Hamidi ye 
Mosque, which Abdulhamid 11 had had built in 
his name. It is interesting that Tevfik Bey 
selected this ancient variety of writing, despite 
the remarkable progress that had been made in 
calligraphy at this times. 

The only work penned by Sultan Abclulhamid II 
that is mentioned in the sources is recorded in 
Topkapi Palace Museum as no. 3295. The sultan 
wrote chis gilded calligraphic work in the jali 
1/wlu1h style; the work has rococo bouquets of 
flowers in the top and bottom corners, and the 
inscription reads, "Ah Ya Vedad." 

As discussed above, the Westernization process 
in the Ottoman State, which had started with 
the Tanzimat, did not in fact influence Turkish 
call igraphy much. O n the contra ry, calligraphy 
made consistent progress and remained original. 
In chis respect, Turkish calligraphy was isolated 
from the other branches ofT urkish art, which 
manifested thei r admiration for their Western 
counterparts, remaining an indicator of 
Occoman civilization and imperial grandeur. 

Turkish Decorative Arts 
With the era of change that began with the 
abolition of the Jani:>Sary Corps in 1826, the 
Ouomans began to imitate Western habits, and 
almost all the cultural elements in the Ottoman 
State came under the influence of the West. In 
general, the Turkish traditions were condemned 
as being alatttrka (~ la turque) and the French 
style was cheerfully praised as alafranga. In fact, 
this situation continues today, albeit to lesser 
degree'>. 

Ir wou ld have been impossible for the decorat ive 
arts to remain a loof from this movement. T hus, 
a Wcstcm -oricnted style supplanted the fo rmer 
cl;issical style. The use of gold in decorations 
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tesirl i tezyinal alm t§ll. Si.islemelerde alrtntn 
kullan1m1 artml§, XVI II. ylizy tlda ba§layan, 
zeminin s1varna altmla kapland1g1 nati.iralist 
~i~eklerin , fiyonklann ~ok~a yer ald1g1 bol renkli 
mociflcr tczyinaca hakim o lmu~tu . 

Bu doncmdc yaymlanan Hatt u 1-Iauilriln adl1 
eserde donemin mi.iccllid vc mi.izehhiplerinden 

increased, and starting from che l81h century, 
more vivid motifs were used; these involved a 
greal use of naturalist !lowers and rihbons on a 
gilded background. 

A contemporary book cnL iLlcd Hau u Hauacan 
(Calligraphy and Calligra/>liers) mentions che 
miicellic.ls (those who bound manuscripts) and the 

415 

Hamu Se,·k1 Efcnd1"yc 
air kamlama 

Draft hl' C1lh~''arhcr Se' ki 
Efend1 

T rab:onlu Rasrm \n 
siilf.s )'311.S.t 

Thuluth catl1gmrh~ bl' 
T mb:onlu R•sim 



$cfik lky'in, Hnrh1ye N"mrcll 
(g\inlimu?de lsrnnbul 

Onivcrsiwsi KampOsO) 
kap1sm<lak1 celi sfiltis 

"D.lirc-i UmUr-i Askt riyye" 
yru1s1 

T he jnli thuluth inscription 
tWcr th~ t.h)('1r tt' Lhc Mt11isLry 

of War ( toda1• btunbul 
Univer'ltl') hy $cfik Rey 

which read~ Dairc .. i Umur .. i 
Askeriyyc 
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bahsed ilmekredir. Eserin "gi.ini.imi.izd!'! hayana 
olan hartarlar bolumU''nde bahscdilcn 
rni.izehhibler arasmda, Hasan Efend i, RagLb 
Efendi ($amli Hac1 Mehmed Efendi'n in 
ogludur), HacL Ahmed Efendi (HacL Hi.iseyin 
Efendi talcbcsindcndir. Hocas1yla beraber 
Medine-i MUnevvere yaz1lannm tezh ib ve 
tezyininde <;al1§!11l§t1r. Aynca M1s1rl1 Kamil Pa§a 
i<;in benzeri gorUlmemi§ bir Mushaf-1 §erif tezyin 
etmi§tir.), Tevfik Efendi (Hac1 l-!Useyin Efendi 
talebesinden olup, Paris Sergisi'ne 
gonderilmi§tir. Aynca Sultan Abdi.:ilhamid' in 
Ydd1z Sarayt i<;inde yapt1rd1g1 Orhaniye 
Camii'nin rezyinatt ve yaz1lan bu zatm eseridir.), 
Hidayer Efendi (Yigir Pa§a olarak bilinir.), 
Nureddin Efendi (Lalelili $akir Efendi'nin 
ralebesi), Kadri Efendi ($i§man Mustafa 
Efend i'n in oglu)'nin isimleri zikred ilmekted ir. 
Bu isimlerin dt§mda yinc donemin onemli 
isim lerinden biri Bahaedclin Tokarl1oglu ( l866-
l939)'dur. Aynca kaynaklarda ge<;en ancak 
dogum ve oli.im tarihi belli olmayan Hilmi 
Efendi de donemin mi.izehhipleri arasmda yer 
al u·IO. 

Mi.icellid isimleri olarak ise; Salih Efendi 
(Mlicellidba§1)1 Hasan Efcndi (Aziz Efcndi'nin 

' \ 

muzehliips (those who decorated manuscriprs) in 
this era. In th is book, the section which is called 
"Calligraphers Living Ttx.fay" refers to the following 
muzehhi/>s: Hasan Efend i, Rag1b Efendi (the son 
of$am'1 Hac1 Mchmed Efendi), and Hac1 
Ahmed Efendi; the latter was a student of Hac1 
HUseyin Efendi who, with his reacher, worked in 
decorating the inscriptions in Madina. Hac1 
Ahmed Efendi also created a unique decoration 
for the Qur'an of MLs1rl1 Kami! Pasha. The other 
muzeh/1ips who are mentioned in rhe book 
include Tevfik Efendi (he was a student of Hac1 
Hi.iseyin Efendi who was sent to the Paris 
Exhibition. He also made the inscriptions in the 
Orhan iye Mosque, which Sultan Abcli.ilhamid 
had had built within the grounds of Yildiz 
Palace), Hidayer Efendi (known as Yigir Pasha), 
Nurecldin Efendi (a student of Lalelili $akir 
Efendi), Kadri Efendi (the son of$i§man Muscafa 
Efendi). In addition co these names, we should 
also consider the two eminent decorators of this 
era, Bahaeddin Tokatltoglu (1866-1939), and 
1-lilmi Efendi; the dates of their births and deaths 
are not stated in the recordslO. 

As for the mr:tcellids, the book I-lace u I-lamfo:ln 
refers ro the following names: Salih Efendi 
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ralebesinden), Mehmed Efendi (MUcell idba§t, 
$evki Efendi'nin ta lebesi )'nin isimleri 
am lmaktad1r. XIX. yLizytlda saray i\:in eser 
haz1rlayan mlizehhiplerin resmi unvan larmm 
saray ba§mlicellid i oldugu bil inmektedirl 1. 

Barak ve rokoko \:izgiler ta§iyan vazolar, sepet ve 
saks1lar i\:inde golgeli boyanarak hacim kazanml§ 
\:i)'.ek dUzenlemeleri, \: i\:ek buketleri, perdeler, 
kordela lar, fiyonklar donemin tezhibinin bezeme 
elemanlandirlZ. 

XVlll. ve XIX. ylizy1llarda pek \:Ok kopyas1 
yaptlan Delilil-i Hayrat yaimalannda ka~1liklt 
sayfalarda Mekke-Medine tasvirleri 
bulunmaktad1r. Bunlann kimisinde biraz 
acemice, kim isinde daha ustaca derinlik 
yarat1 lm1§, Batt res im anlayt§t iyice hftkim 
olmu§rur13. 

(he was the miicellidbC!§r, i.e . the chief miicellid), 
Hasan Efendi (a student o f Aziz Efendi), 
Mehmed Efendi (miicellidbC!§i and a student of 
$evki Efendi). Here, those muz.ehhips who 
prepared works for the imperia l palace in the 
19Lh century were officialtiy referred to as saray 
bC!§miicellidi, or the chief miicellid of the palace I 1. 

During this century, vases, baskets, and 
flowerpots were included in the Baroque and 
Rococo styles. T hey were shaded, thus giving 
richer dimensions to the flower arrangements 
and baskets, ribbons, and bands, all of which 
were decorative elements of the eralZ. 

The large number of copies of the manuscriptS of 
De/ail-i Hayrat (Guide of Good Deeds) in the 18rh 
and l9<h centuries provided depictions of Mecca 
and Medina; however, some of these depictions 
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Abdolfcttah Efondi'nin Y 1!J,, 
Camii'ndc ti!.§ ve i~ kap1lar 
fs:erindc.ki ya21s1 

The inscripcion over the nulcr 
and inner doors to thi: Y1lcl~ 
Mosque hy Abdulfetmh Efondi 



Ebumy.1 Tcvfik Bcy'm 
Y1ltl1t C;11n1I kuhhcsindeki 

kufilmm 

Tiw kuO h'l-.c1·iption on rhe 
<lomc 11( the Y1khz M06Que 

hy Ehuu iy.1 Tcvflk Bey 
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Tczhipli escrlerde Bau tesiriyle yapilan slislcme 
yanmda klasik tezyinat1 hamlacan suslcme 
omeklc rinc de rastlanir. Sultan II. Abdulhamid 
devrinJe dogan A. Suheyl Onvcr, Muhsin 
Demironat vc Rikkar Kunt ileride rezyinl 
sanaclanm1zda Turk zevkine hirap eden klasik 

were a bit amateurish. In general these depictions 
showed co what extent the Western style of paiming 
had come to dominate the Otroman style13. 

In addit ion to the Jominam Western style, 
•ome decorated works also contained samples of 
·t 
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anlayi§a uygun eserler ortaya koyarak onemli bir 
donU§i.imi.in temellerini atarlar. 

Bu donemde mimari eserlerin i\: mekanlarmda 
kullamlan ve "kalem i§i" ad1 verilen siva Ustu 
si.isleme orneklerinde klas ik tezyinatm yerini 

T 
Ii 

the o ld, classical scyle. Born during the 
Hamidian Era, A. Suheyl Onver, Muhsin 
Demironat and Rikkat Kunt all decorated works 
in the classical tradition, a style that was more 
appealing to the Turkish taste, thus laying the 
foundations for a revival dn this tradition. 
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Kazoskcr Mustafa lne1 Efe1"1<li 
t3i"af1ndan Ay;1.~ofy:1·n 1 1' 
kublx.'.)1nc yaz:1lan Nur s1.1r1:.s1 

ayctlcri 

Vcm-s fmm Surnh Nur on the 
Jome nr Hn~hm Sophrn. wnr· 
rcn hi• 1hc qadinsker Mu<enfa 
Iner Efcnd1 



&uni Efcndi'ye alt Sultan 
II. Abdulham1J 1u~ms1 

Th< .eal of Alx111lh.1m1J II 
wntten by Sam1 E(cn.h 
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rokoko ve barok ~us leme alm1§t1r. Hayali 
b~kenr manzaralan veya yevre gori.inruleri 
yanmda k1y1lara yakm §ehirlerdeki resimlerde 
deniz manzaralan ve gemi resimleri yaygm 
olarak kullanilm1§t1r. 

XIX. yi.izyilin ikinci yansmda boyali naki§larda 
yeni tekniklcr kullanilm1§tlr. Ozellikle 
yaghboyanm kulla111lmas1 onemli bir yeniliktir. 
Oogrudan s1va veya ah§ap iizerine boyananlarm 
yan1 s1ra yogu kez ah§ap tavan veya duvarlann 
kaplama tahralan lizerine deri veya keten bezi 
gcrilerek bir tiir cuval olu§turulmu§ vc bunun 
uzerine yagliboya bezemeler yapilm1§t1r. Ba§ta 
Balyanlar olmak (izere XIX. yi.izyil 
Avrupas1'ndaki seymeci mimari anlay1§a ayak 
uydurmaya yah§an mimarlann iscanbul'da birbiri 
ardma yapt1g1 Dolmabahye, Bcylerbeyi, Goksu, 
<;1ragan ve Y1ld1z gibi bi.iyuk olyekli a~m 
bezemeli saraylar dizisi, boyal1 nakt§la ri veya 
duvar resimleri ay1smdan bt1yuk onem ra§1 r. 
Ah§ap veya s1va i.izerine yap1lan boyal1 naki§lar, 
ayn1 donem Avrupa'smm Barok, Rokoko, 
Ampir ve Neogocik kan§1m1 seymeci yakla§1mm1 
korur. Bu l>eymecilige yer yer yaldd1 
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During this era, Baroque and Rococo decorations 
replaced classical ones in decorative 
embellishments which were referred co as kalem 
i§i (drawing) and which were used in the 
interior spaces of a rchitectura l structures. These 
decorative works for the most part depicted 
ships and seascapes from nearby towns as well as 
imaginary scenes from the imperial capital, 
Istanbul, and landscapes. 

cw techniques were applied in painted 
decorations during the last half of the 19th 
century. In particular, the use of oil-painr was a 
novelty. O il-paint was d irectly applied to the 
varnish or wood. In addition, leather or cloth 
boards were stretched over the wooden ceiling 
or the wooden veneers on the walls, thereby 
creating a sore of canvas. The oil-paint 
decorations were applied directly onro chis canvas. 
During chis era, the 0Ltoman architects, 
primarily the Balyan fami ly, attempted to keep 
up with the elitist archi tectura l perspective chat 
had emerged in che West in [he 19th century. 
In Lhis regard, their large-scale, lavishly decorated 
series of palaces like Oolmabahye, Bcylerbeyi, 
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mukarnaslar, n1mller, sti lize, cricrck ya <la agacr 
mocifleri, yildizl1 geometrik mocifler gibi 
geleneksel bezeme kaltplan <la g1rmi~t irl1. 
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