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‘Turk Hat Sanati” ifadesi bir iddiay! da beraberinde
getirmis oluyor. Ctinkii bahis konusu harfler, asli itibariyle
Turk’e ait degil; Araplar’in Nabati kavminden alip
benimsedikleri ve islam’in zuhdrundan ancak iki asir
sonra sanat hiviyeti kazandirdiklari bir okuma-yazma
vasitasl... Tirkler, islamiyet’i kabul edislerinden sonra
tanistiklari bu yazi sistemiyle, zaman icinde o kadar icli-
dish olmuslar, onu dylesine sevmisler ki, ‘Tiirk Hat Sanati”
kavrami son bes asirdir milbalagadan uzak bir tesbiti
aksettirmekte ve bu ¢ kelime birlikte pek yarasmaktadir.

“Sanat” vasfini kazanmis bulunan bazi meslekler, asil
gayeleri itibariyle insanhda fayda saglayan bir vazifeyi de
yerine getiriyorlarsa, muhakkak ki enemmiyetleri cok
daha artmaktadir. Bu ciimleden olarak, herseyden ¢nce
islam aleminin okuma-yazma ihtiyacini da gidermeyi gaye
edinen hisn-i hattin (giizel yazinin) ortaya ¢ikisi dini
mahiyette sayilir. Clnki hat sanatina bu kadar kiymet
verilmesi, Kur’an- Kerim’in mushaf hélinde yaziya
aktarilmasinda ona yakisan bedii gizelligi arayip bulmak
gayretiyle baslamis, gindelik yazismalardaki sanat
tezahirl daha sonralari belirmistir. Bati'ya hilkkmeden
Ronesans hareketinin de dini konularla dogdugu ve uzun
middet bdyle sirdagia hatirlanirsa, bunu olagan
karsilamak gerekir.

islamiyeti kabul eden hemen hemen biitiin kavimlerin
—herseyden tnce- dini gayretle benimsemis olduklari Arap
yazisi, bu sebeple, Hicret'ten (622) birkag asir sonra artik
bir milletin degil, biitiin islam immetinin ortak mali haline
gelmis; asli ve baslangici igin dogru olan “Arap hatti” s6zi
de zamanla sumaliini genisleterek, en hakkaniyetli tarifiyle
“Islam hatti” vasfini kazanmistir. Esasen, hattin sanat
olarak gelismesi, XIV. asirdan itibaren Arap kavmi disindaki
Musliman milletlerde daha belirgin bir mertebede
hissedilmekte, bu hususta Osmanh Turkleri de basi
cekmektedir. Hat sanati Osmanlilarca bir ilahi emanet

gibi alindiktan sonra, asirlarca siiren bir stizilip arinma
Ve usllplasma hareketine girisilmis; buttin bunlar yazinin
esasini bozmadan yapilimistir.

islam tarihi boyunca Sam, Bagdad, Kurtuba, Kahire,
Konya, Semerkand, Herat, Tebriz gibi taht merkezlerinde
hikmini siirdiiren devletve hdnedanlann (Emewvi, Abbasi,
Faumi, Eyydbi, Meml(k, Selcuklu, ilhanh, Timuri, Safevi,
Akkoyunlu...) devrinde daima ilgi ¢ekici bir sanat olarak
gorilen hisn-i hat, buna merakli hiikkiimdar veya devlet
buyiklerinin himdye ve al@kasiyla yukselisini
stirdiirmiistir. istanbul’'un fethini miiteakip hat sanatinin
liderligini alarak bunu bes asra yakin devam ettiren
Osmanli Devleti’nin hikimdarlarindan yedisinin fiilen bu
sanatla mesgul olduklari bilinir (Resim 1). istanbul’un
hiisn-i hatta boylesine baglanisi islam aleminde de su
sozlerle tescil edilmistir: “Kur’an-1 Kerim Hicdz’da nazil
oldu, Misir'’da okundu, istanbul’da yazildi”. Gergekten, o
mushaflari (Resim 2) goriip de, islam hattina Kur’an-i
Kerim’in siiregelen bir micizesi nazariyla bakmamak
imkéansizdir. Bunun disinda, divanindan ferméanina, mermer
Ustine hakkedilmis ¢cesme kitdbesinden mezar tasma
kadar her bir eser, isimlerini burada ayri ayri yadetmeye
imkan bulunamayan hat sanatkarlar tarafindan, istanbul'un
ismine layik bir bicimde, gizelligi gorebilenlerin
nazarlarina sunulmustur.

Hat, bu sanata 4sina bir insanin elindeki kamis kalem
(Resim 3) ve onun damarindaki kan meséabesinde olan is
mirekkebinin isbirligiyle kagid veya benzeri bir yazi
sahasinda husdle getirilir. Harflerin binyesi, hat nev’ine
gore, yazildigi kalemden ¢ikan eskenar dértgen veyakare
seklindeki noktalarla dlctlendirilir (Resim 4). Harflerin
boylarinin, kavislerinin, meyillerinin, aralarindaki
mesafenin tabi oldugu 6lc¢l birimi daima bu noktanin
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The expression of "the art of Turkish calligraphy"
carries a claim wvithin itself for the ietters used in this art
do not belong to the Turks originally. The Arabs took
these Ietters from the Nabataean people and gave them
an artistic identity two centuries after the emergence of
islam. The Turks were acquainted with this writing system
after embracing islam. in time, they were so fond of it
that the concept of "the art of Turkish calligraphy" has
been used wvithout any exaggeration for the last five
centuries.
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VWithout doubt, the importance of some professions
which bear the characteristics of an "art" increases even
more if they essentially aim to fulfill the important
purpose of serving the humanity. As a case in point,
calligraphy wwhose primary purpose has been to meet
the needs of the Muslims to read and wvvrite, turned into

Resim/Picture 1
Sultan 1. Mahmud’un (1785-1839) celi sults levhasi
(Topkapi Sarayl Muzesi Kitiiphanesi).

Aplate in /offthuluth by Mahmud Il (1785-1839). (Topkapi
Palace Museum Library)



Resim/Picture 2

Seyh Hamdullah’in nesih hatti ile 914/1508’de yazdigi
mushafin serlevha bélima. Tezhibi Hasan b. Abdullah
yonetimindeki Saray Nakkashanesinindir. (istanbul
Universitesi Kutiphanesi).

Frontispiece of a mushaf copied by Seyh Hamdullah in
naskh in 914/1508. The illumination was done in the
painting studio of the palace directed by Hasan b.
Abdullah. (istanbul University Library).

késegen boyudur. Hisn-i hat, noktalardan olusan basit
bir cizgi sisteminin ortaya koydugu blydleyici
hendesesiyle de hayranlik uyandirmistir. Sanat
yazilarindaki satirlar ve satir aralari da nokta hesabiyla
tesbit edilir. Harf 6lcileri, uzun bir zaman i¢inde olusan
“guzeli arayis™ar neticesinde kesinlesmistir; bununla
beraber, hattatlarin mecbur kaldiginda bu dlciilerin disina
tastiklari da goralar.

Hat sanatinda, ¢cogu kere renklerin rol almadigi uguk
bir zeminde bedit kavramlarin sadece siyah cizgiler halinde
bdylesine ifadelendirilisi —-diger harf sistemlerinde
gorilmedigi icin- Batr’ll ressamlarca da tetkik ve ilham
konusu olarak alinmistir. Bu noktadan bakildiginda da,
hatti, resim seviyesine ¢ikamamis basit ve iptidai bir
calismanin tezahiiri olarak degil, resmin Gtesinde ve resim
kavramlari ile anlatilamayacak bir estetigi ifade eden
yuksek bir sanat mahsali olarak gérmek gerekir. Her bir
harfi -minferid sekliyle de- mutlak gtizelligi yakalamis
bulunan ve kelimedeki konumuna (Resim 5), yani basta,

ortada ve sondayer alisina gore farkli bir manzarave ifade
kazanan, ayrica bazi harfleri uzatihp cekilmeye (keside)
misaid olan hisn-i hat, istif (terkip, kompozisyon)
imkénlariyla da olaganisti bir cazibeye burinmustir
(Resim 6). Bu haliyle, degisebilmeye kapali belirli
sekillerden ibaret olan Latin harflerine ve Uzakdogu’nun
cizgi estetigi guclu, fakat birbirinden ayr tutulmus harf
gruplarindan olusan yazilarina karsi da bariz bir ahenk
Ustinlugi gosterir ve benzeri bulunmayan mistakil bir
sanat dal oldugunu da boylece ispatlar. Hattin okuma-
yazma vasitasi olarak giindelik hayatta yer almasi, ondaki
bedii kudretin ayrintilarim hisseden insanlarda veya insan
topluluklarinda guzellik kavraminin yerlesmesine, tasidig
Olcu sistemi de intizam duygusunun dogmasina sebep
teskil etmistir.

Hat sanatinin taklidi olarak dogup gelistigi kabul
edilmektedir. Bu sebeple, nceleri bu sanata emek verenler
aynen hocalari gibi yazmayi, UslGplarinin da bu yoldan
ayrilmamasini benimsemiglerdir. Fakat daha sonraki
ylzyillarda, taklid keyfiyetine farkli bir yorum getirilmis;
her yeni hattat, yetistikten ve bu hususta ehliyetini
ispatladiktan sonra, kendi sanat hiiviyetini ortaya koymayi
tercih etmistir. Artik bu seviyeye gelmis bir hattat, arzu
ettigi zaman kendi hocasinin veya eski bir Ustadin eserini
taklid etmeyi, bunu da yazisinin altinda belirtmeyi bir
seref saymistir. Taklid ederken, hattatin g6zu, karsisina
aldig bir yaziyi o anda hafizasina nakseder ve elleri de
ké&gid Gzerine fotografla gecirilmis gibi aynini yazar.
Tahmin edilemeyecek kadar zor olan ve Tirk Hat
Sanail’nda da bir hayli drneklerine rastlanan taklid hiineri,
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Resim/Picture 3

Husn-i hattin yazilmasinda kullanilan kamig, bambu veya
agactan hazirlanmis kalemler (Derman Arsivi).

Reed, bamboo and vvooden pens used in calligraphy
(Archives of Derman).

an independent art owing to the efforts encouraged by
islam. At first, calligraphy was used in copying the Holy
Qur'an in the form of mushafs in an aesthetically pleasing
way. Later on, daily correspondence was calligraphed
with artistic considerations. The reader should not be
surprised at the fact that this art emerged with a religious
nature and continued this way for a long time. in fact,
the arts vvhich emerged in the VWest during the
Renaissance dealt with religious subjects and carried this
influence for centuries.

Almost ali peoples which embraced islam adopted
the Arabic script-above all-because of religious
perseverance. For this reason, a few centuries after the
Hegira (622) the Arabic script became the common
asset not only of a nation, but of the entire Islamic
community; the term "Arabic script" which was used
correctly to denote the essence and origin of this script
was later expanded in meaning to be defined most
correctly as "Islamic calligraphy”. From the fourteenth
century onwards, the development of calligraphy as an
art was felt more evidently among Miuslim nations other
than the arabs and particularly among the Ottoman
Turks. it was the Ottomans who considered the art of
calligraphy as a sacred relic and subjected it to a
movement of selection and stylization vvithout spoiling
the essential characteristics of this script.

Throughout Islamic history, the states and dynasties
such as the Umayyads, Fatimids, Ayyubids, Mamluks,
Seljukids, llkhanids, Timurids, Safavids and the Aqgoyunlus
reigned in centers such as Damascus, Baghdad, Cordoba,
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Cairo, Konya, Samargand, Herat and Tabriz. in these
centers rulers and dignitaries of the State took an interest
in calligraphy and protected the calligraphers. After the
conquest of Constantinople, the Ottomans became the
leaders in the art of calligraphy and kept this position for
nearly five centuries. in fact, seven Ottoman sultans
actually practiced this art (illustration 1). The following
words clearly indicate the leading position of istanbul in
regard to calligraphy: "The Holy Qur'an was revealed in
the Hijaz, it was recited in Egypt and calligraphed in
istanbul". Indeed, when one sees those mushafs,
(illustration 2) one believes that Islamic calligraphy is a
miracle of the Holy Qur'an-a miracle that stili exits today.
Besides the mushafs, one also sees Islamic calligraphy in
diwans (collection of poetry), fermans (imperial decrees),
on the inscriptions of fountains and tombstones in istanbul.

Resim/Picture 4

Yesari Mehmed Es’ad Efendi'nin noktayla dictilendirerek
1200/1785'de yazdigi bir talik temrini (Arif Hikmet Bey
Kutuphanesi—-Medine).

An exercise sheet (tamrin) in ta'liq by Yesari Mehmed
Es'ad Efendi vwhich he wrote in 1200/1785 by measuring
with the rhomboid dots. (Arif Hikmet Bey Library-Medina).
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Resim/Picture 5

Osmanli-Turk sulis hattinin XIX.
ylzyildaki sekil zenginligine misal:
Be ve mim harflerinin onbes tirli
(Derman Arsivi),

baglanisi

ancak secilen hattatin sivesi iyice
tetkik edildikten sonra gercek-
lestirilebilir; yazilar da adeta
kopya alinmiscasina farksiz
gOrindr, lakin hig¢ bir slrette
kopya degildir (Resim 7). Hat
egitimi sonunda hocanin verdigi
icdzetndmenin de eski bir
hattatin yazisina takhd olarak
yazilmakla alinmasi gelenegi
mevcuttur (Resim 8).

Hattin sanat sekline
doénismesinde, mesk (Resim 9)
yoluyla hocasindan bunu
6grenmis bir insanin gerekliligi
disinda en mihim vazife kamis
kaleme dusmektedir. Onun elde
tutulusu, dénduarulisu, buna
bagh olarak hattin tam kalem
agziyla veya daha ince (yani
dikine) tutulup kagida yaslanisi,
iktizdsina gore kalem agzinin
kagida kismen intibaki, ortaya
¢ikan harfveya harfgruplarinin
mikemmeliyetini temin eder.

Her yazi nev'i igin belirlenmis

olan kalem agzi genigligi (mesela

takribi 6lglyle nesih 1 mm., stiliis

ve talik 2-25 mm.) bundan daha da kii¢tldiginde yazi
ince, hail (=gizli), hirde (=kic¢ik) gibi vasiflarla tanitilir,
buyudiginde ise celi olarak anilir.

Islam medeniyetinde hattin pek ¢ok cesidi olmussa
da, Osmanl zevki, zaman icinde bunlardan sanata en
yatkin gordiklerini tercih etmistir. Bedii degerleri Tirkler
indinde agir basan hat nevileri sunlardir: Stlis, celi stlis,
nesih, rika’(icaze), ta'lik, celi talik, divani, celi divani,
nka (elyazisi), tugra. Selguklular’dave XV. yizyil sonlarina
kadar Osmanlilar’da hat sanati, devrinin miikemmeli olarak
misahede edilse de, Uslabu itibariyle Abbésiler’deki
gelismelere tabi idi. Bu konuda, Bagdad’da yasayan XIII.
asrin biyuk ismi Yakatil-Musta’simthin (P-1298) aklam-I
sitte (sulus—nesih-muhakkak-reyhani-tevki’,rika’ adiyla

Tiirk Hat Sanat: Incelikleri \e Bedit Degerleri
M. KilR [)KRM\\

An example of the rich variety of forms in
Ottoman-Turkish thuluth script in nineteenth
century: The connection of the letters ba and
mim in fifteen ways (Archived of Derman).

Resim/Picture 6

“ilim ritbesi, ritbelerin en yiicesidir” mealindeki hadisin
Tugrakes ismail Hakki Altunbezer tarafindan celi silliisle
1344/1926’da yazilmis istifli séheseri, tezhibi Muhsin
Demironat’a aittir (Turkpetrol Vakfi Kutiiphanesi).

The jali thuluth composition of the hadith: "The highest
rank is that vvhich is conferred by Science". This work,
dated 1344/1926, is a masterpiece by ismail Hakki
Altunbezer. The illumination was done by Muhsin
Demironat. (Turkpetrol Foundation Library).

Resim/Picture 7

Hafiz Osman’in Seyh Hamdullah’a taklid olarak yazdigi
nesih kit’a (Topkap! Saray!r Mizesi Kutiphanesi).

The passage (kit'a) in naskh in which Hafiz Osman emulated
Seyh Hamdullah's work. (Topkapi Palace Museum Library).
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bilinen alti nevi yazi) anlayisi Anadolu’da da gecerliydi.
Ancak Amasyali Seyh Hamdullah (1429-1520), 1485'den
sonra istanbul’da - Yakut'un harflerinden en giizellerini
secerek -ortaya koydugu uslipla aklam-i sitteye Tirk
damgasini vurmus oldu ve ondan sonra bitiin Osmanli
topraklarinda “Seyh tslibu” yayginlasti (Resim 2). Yine
XVI. asirda, Ahmed Karahisari (1469-1556), Yakut yolunu
tekrar canlandirmaya calistiysa da (Resim 10), bu yol
ancak bir hattat nesli yurutilebildi. Bu defa XVI1. ylizyilin
son geyreginde, Hafiz Osman (1642-1698) isimli bir hat
biygl, aklam-i sitteyi eleyip arindirma faaliyetini Seyh
Usldbu icin gerceklestirdi. (Resim 7,11). Bu gelismeden
hemen sonra aklam-1 sittenin dizlik hakim olan cesitleri
(muhakkak, reyhani) Tirk zevkiyle bagdasmadig igin
terkedildi. Zaten Osmanh mimarisinde agir basan yuvarlak
cizgiler, hat sanatinda da hakim oldugundan Osmanl
Turkleri kafi gibi sert ¢izgili yazilara fazla iltifat
etmemislerdir.

Tiirk Hat Sanati: incelikleri ve Bedit Degerleri
M. IGIR DERMAN

Silist andiran ve on altinci asra kadar resmi

ve celi divani (bunun celi vasfi blyukliginden degildir)
isimli iki Turk yazisina birakinca, aklam-1 sittenin sadece
dcunidn Osmanhlar’da kullaniimasi stirdiriildi. Bunlardan
siliis ve onun uzaktan okunabilecek kalinliktaki celi siliis
sekli sanat géstermeye en ziyade musaid olanlaridir. Hattin,
¢ogu zaman satir halinde yazilmasina mukabil, celi siiliiste
istif endisesi, yani harfve kelimelerin bir kaide dairesinde
Ust Uste terkip edilmesi lizOmu bas gosterir (Resim 6).
istif tertibinde, ekseriya asagidan yukariya dogru iki-(c
kath bir siralama takip edilir; harf ve kelimeler okunusa
gore basariyla yerlestirilmisse, bu yazinin “tesrifati
yerinde”dir. Osmanli hattatlari, Kur’an ayetlerinin hatali
okunmasina meydan vermemek igin, bu tesrifat
mes’elesine anadili Arapca olan diger Misliman
milletlerden fazla ridyet etmislerdir. Resim terbiyesi almis
bulunan hattatlarin istif hususunda daha muvaffak

Resim/Picture 8

Necmeddin Okyay’in (1883-1976),
Imadi’l-Hasentye taklid olarak
yazdi§i ve Hocasl Sami Efendi’den
aldig talik icazetkitasi (1323/1905,
Derman Arsivi).

An icazet kit'a (certificate) in ta'liq,
dated 132371 905, vvhich
Necmeddin Okyay (1883-1976)
calligraphed in order to emulate
Imad al-Hasani. His teacher Sami
Efendi gave this certificate to
Necmeddin Okyay (Archives of
Derman)

| Resim/Picture 10

Ahmed Karahisari’nin celi stlliis, siilis,
muhakkak, gubéri hatlari ile bir kit'asi
(Suleymaniye Kiutiphanesi).

A kit'a by Ahmed Karahisari in jali
thuluth, thuluth, muhaqqaq and
ghubari scripts. (Suleymaniye
Library).
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Resim/Picture 9

Mustafa Rakim Efendi’nin bir 6grencisi icin yazdidi, iki
harfin bitisme sekillerini gosteren (miifredat) siillis-nesih
meski, sw/ms harfleri 14l murekkebiyle dlculendirilmistir
(Topkapi Saraylr Muzesi Kitiiphanesi).

A thuluth-naskh mesk by Mustafa Rakim Efendi which he wrote
for one of his pupils. This meskisa mufradét (letters incombination
with one other letter). The letters in thuluth were delineated
with red ink of ruby color. (Topkap! Palace Museum Library).

S Y/

The calligrapher produces his works
by using a reed pen (illustration 3) and
soot ink on a paper or a similar surface.
According to the kind of the script, the size
of the letters are measured by rhomboid
or quadratic dots produced by the pen
(illustration 4). The size of the dot depends
on the width of the pen's nib. The width,
length and position of each letter is
calculated by taking the dot as a unit. The
length of the letters is measured wvith
reference to the length of a dot; that is,
the diagonal measure from corner to corner.
Thus, the simple system of lines consisting
of dots creates a geometry that wins the
admiration of the beholder. in any piece
of vvriting that is regarded as a work of
calligraphy the length of the lines and the
spaces betvveen them are calculated by
means of dots. Calligraphers may not always adhere too
strictly to these measurements, vwhich emerged in a long
time as a result of the search for beauty, but when they
deviate from the norm, they do not do so arbitrarily.
Othervwvise, the proportions the scripts have attained
over the years will be distorted.

in the art of calligraphy, aesthetic concepts are
expressed only by black lines on a slightly colored



Resim/Picture 11

Hafiz Osman’in 1093/168L1 tarihli stlis - nesih kit'asi
(istanbul Universitesi Kitiiphanesi).

A kit'a in thuluth-naskh dated 1093/1681 by Héafiz
Osman (istanbul University Library).

olduklarini da bu vesileyle belirtmeliyiz. Hafiz Osman
vadisindeki silust cell olarak yazmakta kendi devrine
kadar erisilmemis bir mertebeye gelen Mustafa Rakim
(1757-1826) da ayrica ressamligiyla taninir (Resim 12) ve
onun yazi tavri Sdmi Efendi (1838-1912) eliyle (Resimi3)
daha da geliserek zamanimiza kadar intikal eder. Celi
silisiin karsilikli getirilmesinden dogan ve farkli bir hat
nev’i sayllmayan misenna (aynall) yazi da Turk zevkine
hayli uygun gelmistir (Resim 14).
Osmanlilar’in sanat icrasi igin en ziyade
benimsedikleri siliis, mushaf yazimina tahsis
ettikleri nesih ve icazetndmelere mahsus nk4”
(ichzet) yazilar da Hafiz Osman yolunun devami
olarak XIX. ylzyilda Kadiasker Mustafa izzet

Resim/Picture 12 |

Ayni zamanda ressam olan Mustafa Rakim kagidin
bir yiiziine papadani ¢izdikten sonra diger yiizine
de “Ey lutuflarinin nasil belirecegi bilinmeyen
Allahim! Bizi korktugumuzdan emin eyle” manasina
gelen dudyi dehasina yarasir bicimde bu kusun
cizgilerine gore istiflemistir (Derman Arsivi).

Mustafa Rakim, who was at the same time a
painter, drew a parrot figire on one side of the
paper and, on the other side, he composed
the follovving prayer inside the drawing: "Oh
Lord whose divine favor has no boundary! May
you render us safe from what we fear". The
composition is a manifestation of his genius.
(Archives of Derman).
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background. VWestern painters vvere interested in and
inspired by this art since this kind of expression is not
seen in other letter systems. From this vievvpoint,
calligraphy should not be considered as a simple work
belowv the level of dravwing. On the contrary, it isa highly
artistic product that is beyond drawving. in calligraphy,
each letter by itself is an expression of absolute beauty.
Each letter is vvritten differently according to its position
in the beginning, in the middle or at the end of the
word (illustration 5) and some letters can be elongated.
Calligraphers arranged the letters in different vways and
created charming compositions (illustration 6). The
letters of the Latin alphabet are static and the alphabets
of the Far Eastern countries consist of separate groups
of letters made of aesthetic lines. Islamic calligraphy is
superior to these alphabets in regard to the harmony of
the letters. it is indeed a separate, distinct and original
art form. The use of calligraphy in daily life as a means
of reading and wvriting led to the development of aesthetic
concepts in the minds of people. The measurement
system of the letters led to a sense of orderliness.

The art of calligraphy emerged and developed by
way of imitation. Therefore, in the beginning, the pupil
did his best to emulate his master and the school to

wvhich his master belonged. But, in later centuries, each
new calligrapher preferred to express his ovwwn artistic
identity. A calligrapher, vwho has reached this point,
considered it an honor to emulate his ovwn master or an
old master and to acknovvledge this in his work. in
imitation, the calligrapher registers the piece to be copied
in his memory and copies the work on paper as if he
wvere taking a photograph. One sees several specimens
of imitated wvorks in the art of Turkish calligraphy. in
fact, imitation is much more difficult to achieve than
one can imagine. The calligrapher thoroughly examines
the style of the master before he starts to emulate his

work. Thus, the imitated work looks precisely the same
as the original, but, in imitative calligraphy, it should be
noted, the original was never copied by tracing
(illustration 7). The pupil receives his certificate
(icazetname) from his master after having emulated an
old master's work (illustration 8).

The most important elements in making calligraphy
an art the pupil who learns it from his master by an
example (mesk) (illustration 9) and the reed pen. The
way a calligrapher holds it and turns it in his hand and
the way he applies the nib of the pen to the paper
determines the excellent arrangement of the letters or
the letter groups. The width of the pen's nib is determined
for every kind of script. (For example, approximately 1
mm. for naskh and 2-2,5 mm. for thuluth and ta'liq).
When it is larger, the script is called jali.

Resim/Picture 13

Sami Efendi’nin ihtiyarliginda zirnik miirekkebiyle yazdig
enfes bir cell silus taslagr (Derman Arsivi).

An outline wvritten with yellovv arsenic ink in splendid jali
thuluth by Sdmi Efendi in his old age. (Archives of Derman).

Although there have been several kinds of scripts
in Islamic civilization, the Ottoman taste selected those
wvhich vwvere most suitable for artistic usage. These are:
Thuluth, jali tuhuluth, naskh, riga, (icazet), ta'liq, diwani,
jalidivvani, rig'a (handvvriting) and the tugra. Calligraphy
reached perfection in the Seljukid and the Ottoman
periods until about the end of the fifteenth century.
Howvever, concerning the style, it stili depended on the
developments during the Abbasid period. in this regard,
Yaquat al-Musta'simi (d.1298), the great figtre who lived
in Baghdad in the thirteenth century, identified the
aglam-i sitta or six pens (thuluth-naskh-muhaqggag-rayhani-



(1801-1876) ve Mehmed Sevki (1829-1887) efendiler gibi
iki biyuk ustadin elinde farkl tsluplarda nihat seklini
almistir (Resim 15-Resim 16).

Osmanli kiltiirinde miistesna yeri olan bir baska hat
nev'i de taliktir. Asli iran’da nestalik adiyla bilinen ve XV.
yuzyildan beri Osmanlilar’da gérulen bu yazi -stlis ile
celi stiliisiin hasmetine mukabil- nérin yapisiyla, XVI1. asrin
ortalarina yaklasirken istanbul’da daha da yayilmaya
baslamis; harekesiz yazildigi cihetle, edebi metinlerde ve
mesihat dairesinde tercih edilmistir. XVIII. yuzyilin son
ceyregine kadar iran’in maruf hattatt Mir Imadi’l-Haseni
(1564-1615) vadisinde yaziliyorken, sag tarafi felli oldugu
icin sol eliyle eser veren Yesari Mehmed Es’ad (?-1798),
Osmanliya has bir talik Gslibunu imad’in yazilarindan
secerek bulmus (Resim 4), ojlu Yesarizade Mustafa izzet
(?-1849) bu tavr daha da millilestirmistir (Resim 17). Hele

Tiirk Hat Sanatr: Incelikleri ve Bedil Degerleri

M IGIR DERMAN

Resim/Picture 14 |

Mustafa Halim
Ozyazicrnin (1898-1964)
celi stilis le musenna istifi:
“Men dakka dukka”
(=Calma kapyi; calarla
kapini). 1384/1964 tarihli
levhanin tezhibi. F. Cicek
Derman’indir (Derman
Arsivi).

A mirror-image
composition dated 1384-
1964: "Men dakka dukka"
(Don't cause trouble or
you will have trouble). The
illumination was done by
Mrs. Cicek Derman
(Archives of Derman).

onun elinden cikan celi talik biné kitabelerinin seyrine
doyulmaz. Bu yazi da evvelce anilan S&mi Efendi’de kemal
noktasini bulmustur (Resim 18).

Devlete mahsus yazilardan tugra (Resim 7), divant
ve celi divaninin (Resim 19) de gelismesini XIX. yiizyilda
tamamladigini belirttikten sonra, basladigimiz noktaya
donersek: Osmanli hattatlari,

1 Batidan tesir almamakla benligini koruyabilen
hat sanatini, “Ustad-talebe” manevi iliskisiyle 6greterek
—maddi karsilik beklemeksizin- yeni nesillere aktarmayi
asirlarca siurdirebildikleri;

2 “Allah giizeldir, guzelligi sever” hadisini (Resim
18) her harfinde yasayarak yazmanin neticesi, “mutlak
guzellik” kavramini bu yazinin gizgilerinde yakaladiklari
icin, onlarin torunlari bugin “Tirk Hat Sanatl”
diyebilmenin hazzini duyuyor.

ani
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tawqi'-rigd’) and laid down their rules. After his death,
his pupils carried on his work in Anatolia as well. However,
after 1485, Seyh Hamdullah of Amasya (1429-1520)
selected the best letters in Yaqdt's works and stamped
the Turkish influence on the aglam-i sitta in istanbul.
Aftervvards, the "Seyh's style"” became vvidespread in
the Ottoman lands (illustration 2). in the sixteenth
century, another calligrapher by the name of the Ahmed
Karahisari (1469-1556) attempted to revive Yaqdt's style
(illustration 10), but this attempt did not last for more
than a generation of calligraphers. During the last quarter
of the seventeenth century, Hafiz Osman (1642-1698),
another great calligrapher, found his own style by the
aesthetic evaluation of Seyh's calligraphic vvorks
(illustration 7,11). Before long, muhaqgaqg and rayhani
were eliminated from the aqglam-i sitta because these
scripts had few curved and rounded letters and they
pointed angles such as the kifisince the rounded lines
which characterized Ottoman architecture vvere also
dominant in calligraphy.

Until the sixteenth century, the tawqt script, vwhich
is similar to thuluth, was used in official correspondence.
From then on, it was replaced by two Turkish scripts
called divwaniand jali divvani(here the word jalidoes not
denote the size of the script). Thus, only three scripts in
the aglam-i sitta vvere used by the Ottomans. Among
them, the ones that are most suitable for artistic usage
are thuluth and jali thuluth. The latter is vvritten with a
pen of a very wide nib so that it can be read from a
distance. Although calligraphy is generally vvritten on
lines, in jali thuluth the calligrapher has to arrange a
composition (illustration 6), namely, letters and words
are composed one above the other according to a
principle. in the composition, the letters and words are
generally arranged from the bottom to the top in two
or three layers. in order to avoid any misreading of the
Our'anic verses, the Ottoman calligraphers took great
care about composing the words and letters correctly.

Resim/Picture 15

Kadiasker Mustafa izzet
Efendi’nin Ayasofya Camii
icin yazdigi ¢capi 7,5 m. olan
levhalardan biri (1275/1859).

One of the plates dated
1275/1859 which Kadiasker
Mustafa Iizzet Efendi
calligraphed for Ayasofya
Mosque. The diameter of
the plate is 7,5 m.

in fact, they were more careful in this regard than other
Muslim nations whose native tongues vvere Arabic. Let
us note that calligraphers vwho vvere trained in dravving
were more successful in arranging compositions. Mustafa
Rakim (1757-1826), who reached an unprecedented
level in calligraphing thuluth in its jali form according
to the style of Hafiz Osman, was also knovvn as a painter
(illustration 12). Mustafa Rakim's style in calligraphy was
further developed by Sadmi Efendi (1838-1912) (illustration
13) until it reached the present day. The Turks also used
the mirror image (muthannd) form in which the same
two passages in jali thuluth were facing one another and
intersecting in the middle. it was not regarded as a
separate kind of script, hovvever (illustration 14).

The Ottomans mostly used the thuluth in artistic
works, they devoted the naskh to mushafwvriting, and
the riq®’ (icazet) script to vvriting the icazetnames. in the
nineteenth century, two Ottoman calligraphers by names
of Kadiasker Mustafa izzet (1801-1876) and Mehmed
Sevki (1829-1887) Efendis interpreted Hafiz Osman's
works in different ways until the present day and perfected
those types of the aglam-i sitta vwhich are stili used today
(illustration 15-16).

Ta'liq is another important script in Ottoman culture.
it originated in Iran by the name of nasta'liq and the
Ottomans used it from the fifteenth century onvvards.
Contrary to the grandeur of thuluth and jali thuluth,
ta'llq has a delicate appearance and it became widespread
in istanbul towards mid-seventeenth century. Since it is
vvritten vvithout vovvel markers, ta'liq was preferred in
literary texts and in the office of the Seyhulislam. Until
the last quarter of the eighteenth century, ta'liq was
written in istanbul according to the style of the renovvned
Persian calligrapher Mir Imad al-Hasani (1564-1615).
Later, Yesari Mehmed Es'ad (d. 1798), who was paralyzed
on the right side and had to vvrite with his left hand,
found a new method for vvriting ta'liq by choosing what
appealed to his taste from among the letters and words






Resim/Picture 17

Yesarizade Mustafa izzet Efendinin
istanbul’da Fatinh Camii yanindaki
karakol binasi icin yazdigi celi taTik
kitdbe, ortada Sultan 1. Mahmud’in
tugrasi goriliyor.

An inscription in jali ta'liq vvhich
Yesérizade Mustafa Izzet Efendi
calligraphed to be placed on the
facade of the poligce station near

Fatih Mosque. in the middle is
seen Sultan Mahmud IlI's tugra.

of Imad (illustration 4). Yesari's son Yesarizdde Mustafa
izzet (d.1849) adopted this style to the Ottoman taste
(illustration 17). His inscriptions in jali ta'liq on buildings
are of unsurpassed beauty. This script reached perfection
at the hands of Sami Efendi (illustration 18).

The development of tugra (illustration 17), diwani
and jali diwarii (illustration 19), vvhich vvere used in
official state correspondence, was completed in the
nineteenth century. Let us note that there are some
reasons which account for the continuous development
of calligraphy until the tvventieth century:

1. Among the branches of Islamic art, there is no

ssim/Picture 16

ehmed Sevki Efendi’nin celi muhakkak,
IT siilis ve nesih hatlari ile yazdigi ve
lam Peygamberi’nin harici ve ahlaki
.siflanni anlatan “hilye-i nebevi levhas!”
282/1866 tarihli, Kahire Millt
iitiphanesi).

hilye levha or panel in jali muhagqgaq,
[i thuluth and naskh by Mehmed Sevki
endi. A description of the Prophet is
ritten on these panels. (Dated
282/1866, National Library of Cairo)

Resim/Picture 18

Resim/Picture 19

Tugrakes lIsmail Hakki
Altunbezer’in zer-end(d (=sirme
altin) olarak yazdigi celi divani
levha: “Elde altun bileziktir sanat
/ Ki verir ehline feyz U rifat”.

A levha in jali divwanioverlaid with
gold by Tugrakes ismail Hakki
Altunbezer: "Elde altun bileziktir
san‘at/ Ki verir ehline feyz U rifat=
One can rely on a craft in ali
circumstances to earn one's living.
Thanks to it, one prospers and
gains eminence" (Topkap! Palace
Museum Library).
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art in Europe comparable to calligraphy, hence perhaps
it is the only art that escaped VVestern influence. The
Ottoman calligraphers transmitted this art to their
students and to the next generation throughout the
centuries on the basis of a firm method of teaching and
without expecting money in return.

2. in line with the tradition of the Prophet to the
effect that "God is beautiful and loves beauty" (illustration
18), the Ottoman calligraphers felt the concept of
"absolute beauty" in every line of calligraphy. Therefore,
today their grandchildren are delighted to be able to
mention "the art of Turkish calligraphy”. «»

Sami Efendi'nin celi tatik hatti ile “Allah glizeldir, giizelligi
sever” hadisi (Turkpetrol Vakfi Kitiphanesi).
The work in jali ta'liqg by Sami Efendi depicting the hadith:
God is beautiful and loves beauty". (Turkpetrol



