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Milletleri tarih? bir varlik olarak olusturan kulturel
degerlerin en 6nemli elemanlarindan biri sanat gelenekleri
ve bu geleneklerden dogan estetik kriterlerdir. Yizyillardan
beri devam eden motif, kompozisyon ve estetik kriterler
toplumun inanglart dogrultusunda sekillenmekte ve cok
az degisiklige ugrayarak devam etmektedir. Turklerin
inang felsefelerine dayali olarak yaptiklari hali ve kilimlerin
susleme programlarinda da bu prensipleri ve estetik
kriterleri takip etmek mimkundur.

Havli dokumalarin tarihi M.O. V-IIl. yizyillara
tarihlenen V. Pazirik kurganinda ortaya cikarilan haliya
dayandinlmaktadir. Bu dokuma 183x196 cm. 6l¢ilerinde
3.58m2'lik bir halidir. Gérdes digimii ile dokundugu ileri
surilmektedir. Kirmizi, kif yesili, sari-kahverengimsi
renklerden olusmaktadir. Halinin argac ve atkilan yundur.
Dokumanin lzerinde merkezde 24 kare, karelerin
ortalarinda palmet motiflerinin ilk 6rnekleri gérulur.
Karelerin olusturdugu panonun etrafini saran birinci
bordiirde grifon figirleri; daha enli ikinci bordirde Hun
sanalinda metal, ahsap ve kece Uzerinde turlu sekillerde
bulunan Ren geyikleri sirasi yer alir. Ugiincii bordiirde,
merkezdeki karelerin icinde de gorilen sembolik palmet
motifleri vardir. Dérdiincll bordirde, tinsla giden atlar
dikkati ceker. Bu atlara binmis veya bir asin olarak yaninda
yuriyen insan figurleri vardir. insanlann kiyafetleri biitiin
bordir boyunca gerek renk gerekse bicim bakimindan
ayni dzelliklere sahiptir. Atlarin hepsinin renkleri ayni,
yeleleri tirash, kuyruklan baghdir. Atlarin kuyruklannin
baglanmasi ve yelelerinin kesilmesinin Turkler'de bir yas
alameti oldugu ileri suiriilmektedirl insanlarin en bagh
bulunduklari adetler 6liimle ve 6li gdbmme ile ilgili
olanlardir. Alparslan da Malazgirt'te savasa baslarken
atinin kuyrugunu baglamisti. Bu sehit olmaya gitmek
anlamini tasiyordu2. Pazink halisi, 6lum kultiyle alékali
olarak yapilmis olmalidir. Halinin atli bordirinin sol tst
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kosesinde yer alan tekerlek motifi hayatin bitiinligind,
oldikten sonra émrin devamini ifade etmektedir. Bu
Hinduizm ve Budizm’de sonsuzlugu ve Tann'y ifade eden
bir semboldiir.

insanin son yolculugunda cesedin hali ve kilimlere
sarilmasini Palladiy, “Turkler tabutu, akkece ile halidan
yapilan bir katafalka koyarlar” seklinde ifade eder’ . Bu
yolculukta 6liniin tabut yerine, hali ve kilime sarilarak
mezara goturilmesi adeti hdlen Anadolu’da muhtelif
bolgelerde 6zellikle Nigde’'de yasamaktadir. Kayseri'nin
Sarioglan Kasabasi Kale Kdyi'nde mezarin igine hali

* Hacettepe Universitesi, Edebiyat Fakiiltesi, Arkeoloji-Sanat
Tarihi Bolimi, Sanat Tarihi Anabilim Dali Ogretim Uyesi.

1B. Ogel, Islamiyetten Once Tirk Kiiltir Tarihi, Ankara
1993, s. 68.

2A. Sevim, Anadolunun Fethi Selcuklular Dénemi, Ankara
1993, s. 86.

3W. Barthold (Cev. A.inan) “Tiirklerde ve Mogollarda Defin
Merasimi Meselesine Dair”, Belleten, 43 (1947), s. 526.
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One of the most important elements of cultural value
concept making nations a historical existence is art
traditions and aesthetic criteria born out of those
traditions. Those motifs, compositions and aesthetic
criteria having lasted for centuries are shaped in direction
of society's beliefs and survive with littie alterations. it
is also possible to follovv those principles and aesthetic
criteria on ornamentation programs of carpets and kilims
wvvoven based on belief-related philosophy of the Turks.

History of nappy vveavings (ripple clothes) is
considered to be based on the carpet found in 5th Pazirik
Kurgan dated 5th-3rd BC centuries. This vveaving is a
carpet of 3.58 m2 with 183x196cm dimensions. it is
claimed that this carpet was woven with Gérdes knot.
The carpet is of red, mouldy green and yellowish brovwwn
colours. Wefts and wvarps of the carpet are of wool. On
the vveaving, there observed 24 squares at the centre
and first samples of ‘palmet’ motifs at the centre of those
squares. On the first bordure surrounded panel composed
of the squares, there are 'grifon’ figures, whereas, there
are reindeer line on the wvider second bordure, observed
with various types on metal, wood or felt in Huns' art.On
the third bordure, there are symbolic '‘palmet’ motifs,
seen also inside the squares at the centre. The fourth
bordure includes trotting horses, along with human
figures either riding or vvalking near to those horses.
Clothes of those human beings are similar through the
bordure both in terms of colour and of style. Colours of
ali horses are the same, manes of the horses are shaved
and their tails are tied up. it has been claimed that a
tied up horse tail and shaved manes are the indication
of grief in Turkish traditionl. The traditions most addicted
by the people are the ones related to death or burial.
Alparslan, also, tied his horse's tail up before commencing
the war in Malazgirt, which meant going to martyrdom2.
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Pazirik carpet should have been vvoven with relevance
to cult of death. Wheel motif placed on left upper side
of horseman bordure of the carpet symbolises the unity
of life and continuity of life after death. This symbol
expresses eternity and God in Hinduism and Buddhism.

Palladiy telis about covering the dead body with
carpets and kilims as "Turkish people put the coffin on
a catafalque made of carpet and of white felt"3. in this
travel to eternity, the tradition of covering the dead
body with carpets or kilims instead of putting into a
coffin is stili alive in some regions of Anatolia, particularly
in Nigde. The dead body is placed into the grave with
a carpet in Kale Village of Sarioglan, Kayseri4. it is also
a knovwvn fact that similar tradition is living among
Turkoman people in Kaz Mountain.

Thus, carpet and kilim vveavings are not merely
materials responding to our daily needs at homes but
are given an important role arranging our life after death.
it is therefore that human beings have transferred their
beliefs and traditions onto the carpets with several signs
and symbols, just as they have dravvn symbols and
vvritten on tombstones their devotion to God. Hence,
the symbols on the carpets and kilims are very important
documents reflecting the culture of Turkish societies.

* Hacettepe University, Faculty of Letters, Department of

Archeology and Art History.

1B. Ogel, Islamiyetten Once Tiirk Kiiltiir Tarihi, Ankara 1993,
p.68.

2 A. Sevim, Anadolunun Fethi Selguklular Dénemi, Ankara
1993, p.86.

3 W. Barthold, translated by A.inan, "Turklerde ve
Mogollarda Defin Merasimi Meselesine Dair", Belleten,43
(1947), p.526.

4 My thanks go to Prof. Hasan Gung6r who gave me this
information.



konularak 6linin mezara yerlestirildigi bilinmektedir4.

Kaz Dagr’nda da benzer bir gelenegin Turkmenler arasinda

bulundugu bilinmektedir.

Tiirk Hali Sanatindaki Motiflerin Yorumu tzerine
FRIF [R BEEHAN KNSV
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izmir, Bergama yoresine ait bir 15. yy. halisi (TIEM
Env. 566) 159x200 cm. dlglstndedir. (Resim 1). Halinin
ana motifi ortasindaki goébekte belirlenir. Distaki

O  halde hali ve kilim dokumalari sadece evlerimizdekisekizgenden sonra dort adet sekizgen bordir ile

gunlik ihtiyaclan karsilayan bir meta olarak yapilmamislar,
6limden sonraki hayatimizin diizenlenmesinde de énemli
bir rol kazanmisglardir. Bu sebepledir ki, insanlar nasil
mezar taslan lizerine tannya baglilhklanni bildiren yazilar
yazmig, semboller yapmislarsa, benzer bicimde birtakim
isaret ve sekillerle inan¢ ve geleneklerini halilara da
aktarmiglardir. Yani, halilar ve kilimler Gizerindeki sekiller
Turk toplumlarinin kaltarinia aksettiren, ¢cok énemli
belgelerdir. Ayrica bu motifleri yapan ve kullananlarin
Anadoluya gelmeden ewel nerelerde yasadiklanni, hangi
kultir cevreleri ile alisveriste bulunduklanni da ortaya
koyarlar.

cevrelenen sekil, koyu mavi bir zemin tizerinde bir altigen
Ve onun daicinde dort kollu hagvari bir semadan meydana
gelir. Bu seklin kollan Uzerinde sekiz kollu yildizlar ile
yildizlann merkezlerinde birer kare yer alir.

Diger bir 18. yy. izmir Bergama halisinda da (TIEM
Env. 670, 152x210 cm.) ana motif olarak bir kare icinde,
sekizgen bordurlerin olusturdugu bir gébek ve onun
icinde de yoringe cizen sekiz adet sekiz kollu yildiz ile
merkezde bir sekiz kollu yildiz daha bulunur (Resim 2).

Bu yo6ringelerinde donen yildizlan ile gbkyiizi tasvir

4 Banabu bilgiyi veren Prof. Dr. Hasan Giingor’e tesekkiir

ederim.
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They also reveal vwhere the vveavers and users of them
lived before coming to Anatolia and vvhich cultural
environments they contacted wvith.

A 15th century carpet of Bergamajzmir (TIEM Inv.
566) is of 159x200 cm. (Picture 1). Main motif of the
carpet is at the centre. This figure surrounded by four
octagonal bordures after the octagon at outside border
is comprised of a four-sided cross-like scheme inside a
hexagon on a dark blue background. On the branches
of this figure, there are eight-sided stars and at the centre
of each star there is a square.

On another 18th century Bergama - izmir carpet
(TIEM Inv. 670, 152x210 cm.), main motif is a centre
comprised of octagonal bordures inside a square full of
eight eight-sided stars dravving an orbit and another
eight-sided star at the centre (Picture 2).
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Sky is described with the stars turning around their
orbits. Once again, on an 18th century Bergama carpet
(TIEM Inv. 444, 178x237 cm.), the same composition
isobserved. On another 18th century carpet of Canakkale
(Metropolitan Museum of Art, NevvYork, 143x197 cm.),
main motif is an octagon at the centre inside of which
there is a cross-like figure.

Occasionally, it is noticed that an extension of a
square is added to horizontal-vertical and diagonal axis
of this cross-like diagram opened from to centre to the
sides. On a 19th century Ezine-Canakkale carpet of
110x1 70 cm., there is a cross figlre with an octagonal
star at the centre (Picture 3). The figure is expanded
zigzagging through squares left betvveen branches of
the cross. The same composition is repeated on another
Canakkale carpet of the same century (TIEM Inv. 452,



edilmistir. Yine bir 18.yy. Bergama halisinda (TTEM Env.
444,178x237 cm.) ayni kompozisyon gortlir. 18. yizyila
ait bir Canakkale halisinda da (Metropolitan Museum of
Art, New York, 143x197 cm.) ana motif olarak gébekte
bir kare icinde sekizgen, onun icinde de hagvari bir sekil
yer almaktadir.

Bazen, merkezden yanlara acilan icteki bu hagvari
diyagramin, yatay—dikey ve capraz eksenlerine bir karelik
uzanti eklendigi de gorulmektedir. Bir 19. yy. Canakkale
Ezine halisinda (110x170 cm.) merkezde hag sekli ile
onun ortasinda sekiz koseli yildiz yer alir (Resim 3). Hagin
kollar1 arasinda kalan karelerle sekil zigzak yaparak
genisler. Bu ylizyila ait bir dijer Canakkale halisinda da
(TIEM Env. 452, 162x216 cm.) ayni kompozisyon
tekrarlanir. Bunlarin merkezlerinde ve kollari tzerinde
yildizlar vardir (Resim 4). 3.12.1972 tarihinde Antalya
Mizesi'ne Konya yoresinden getirilen 109x162 cm.

Tuk HH Sretincbld Mitiflerin lorumu t zaire
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Olcusundeki bir 19. yy halisinda, ayni hagvari
kompozisyonun genisletilmis sekli ti¢c defa tekrarlanmistir
(Resim 5). Bu semalarin ortalarinda dikdértgen veya kare
goébekler vardir. Yine iplikgi Camii’nin 20.yy. halilari
arasinda bunlarin benzerleri mevcuttur (Resim 6).
Hali sanatinda ana motif olarak tasarlanan ve igice
kare, sekizgen ve merkezlerinde lotus bulunan hagvari
sekiller Hinduizm ve Budizm felsefelerinde inancla ilgili
bir sembol olarak karsimiza ¢cikmaktadir. Bu diagram
sonsuz enerji yiukli tanrisal bir glici temsil eder. Buna
Budizm’de mandala denir (Resim 7). Semada kare, bazen
daire, sekizgen ve merkezden dért yone dogru uzanan
hagvari sekiller bulunur. Ortada cogu kere bir lotus, dort
yonde de birer cicek yer alir. Bu sema mimariye de plan
tipi olarak yansimistir (Resim 8), Merkezdeki lotus,
herseyin baslangici, Buda’nin izerinde yukseldigi disiince
sistemidir. Bu kompozisyonlardan bir rnek Afganistan’da
5. yy.’a ait bir magara
mabette, bir digeri ise Uygur
sehirlerinden Hoco, Murtuk,
Tun-huang’daki mabetlerin
tavanlarindaki fresklerde ve
stupa planlarinda gorulirs.
17. yy. bir Konya halisinda
(TIEM Env. 295) ana
kompozisyonu baklava ve
icindeki yildizlar teskil eder
(Resim 9). 19. yy. bir Ber-
gama halisinda da baklavalar
icinde Budizm’de Tannyi
temsil eden yildizlar gorular.
Uygur fresklerindeki 6 hali
resimlerinde bu kompozis-
yonlari bulmak mimkindir
(Resim 10). Yani bu motifler
kutsal Buda’nin simgeleridir.
Buda’nin ayak izi sekli
tzerindeki Tanr sembolleri
arasinda bu motifler

gorulmektedir.
Dogunun gigcli, enerji
dolu bu kutsal diagramini
Musliman sanatkarin da
benimsemis oldugu
anlasiimaktadir. Budizm ve
Hinduizm’de mabetlerin
bicimleri mandala diagrami

3 AV. Le Coq, Bilderatlas

ZurKunts Und Kulturgeschichte
Mittel-Asiens, Berlin 1912, s 1(P-
103; Chotscho, Graz 1979, Tfl.
10; E Rawson, TheArt of Tantra,
London 1982.

6 AV. Gabain, Das Leben im

Uigurischen Kénigreich von Qoco
(850-1250), Tfl. 34, 44, 6061
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ornek alinarak yapilirken, Musliman sanatkér da Orta
Asya’nin bu geleneksel diagramindan etkilenmigtir.
Anadolu Selcuklu mimarisinden Timur dénemi mimarisine
kadar egemen olan bu motifler, Erzurum Cifte Minareli
Medrese’nin minare kaidesinde ve Gur-i Mir’in planinda
(Resim 11) ortaya cikmistir. Anadolu’da cami ve
medreselerde tas ve cini stslemelerde bu motif ve plan
kendilerini gdstermistir7 Bu diagram Kurarida Enbiya
Suresinin 33, Yasin Suresinin 338 ve 40. ayetlerinde su
sekilde ifade edilmistir. Enbiya 33: “Geceyi vegundizi, ay
e ginesi yaradan O’dur. Her biri bir yoriingede yiirir”.

Tiirk Hali Sanatindaki Motiflerin Yorumu | /erine
FRF [R BEEYHANKARAVAGARAU
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Yasin 38: ‘Gines de yodringesinde yiriyup gitmektedir.
Yasin 40: ‘Ay vegines de ayri ayri yoriingelerde dolasirlar.
Bu ayetler, giinesi, yildizlari ve onlari yaratani ayni
diagramla ifade etmektedir. Bitin bunlar Misliman
sanatkarin bu diagrami bilerek ve Allah’t anmak icin
yaptigini gosterir.
Bergama yoresine ait bir 19.yy. seccadesinde (112x120

cm.) carkifelek motifleri haliyi cevreler. icte, nisi hatirlatan

B
" N. Akgul, “Some Cosmic Motifs and Elements in Seljuk

and Ottoman Architecture”, 10th International Congres of
Turkish Art, September 17-23,1995 Geneva.

a1



On Interpretation of the Motifs Observed On Turkish Art of Carpet-\Veaving
PROF. BEYHAN KARAMACARALI

Resim/Picture 7

162x216 cm.). At the centre and on the branches of
these, stars are placed (Picture 4). On a 19th century
carpet of 109x162 cm., brought from Konya region to
Antalya Museum on 3 December 1972, expanded version
of the same cross-like composition is repeated for three
times (Picture 5). in the middle of those schemes, there
are square or rectangular navels. Similar figures exist on
20th century carpets at iplikci Mosque (Picture 6).

Cross-like figure with lotus at the navel and comprised
of concentric squares and octagons, designed as main
motif in art of carpet-vveaving, is a symbol related to
beliefs in Hinduism and Buddhism philosophies. This
diagram represents a divine povver loaded with eternal
energy. This is called mandala in Buddhism (Picture 7).
in the scheme, there are cross-like figures extending to
four directions from the centre, square, octagon and
sometimes from the circle. At the centre, there is mostly
a lotus and a flovver at each direction. This scheme is
reflected as a plan type into architecture (Picture 8).
Lotus at the centre is the beginning of everything, a
system of thinking on wvhich Buddha ascends. The
samples of these compositions are seen on frescoes and
'stupa’ plans in a 5th century temple in Afghanistan and
in the temples in such Uygur tovwns as Ho¢o, Murtuk
and Tun-huang .

On a 17th century Konya carpet (TIEM Inv. 295), the
main motif is comprised of a lozenge-shaped figtire and
stars inside (Picture 9). On a 19th century Bergama

asiiim; M

carpet, there are stars inside the lozenge-shaped figure,
which represent God in Buddhism. it is possible to
observe those compositions on carpet pictures in Uygur
frescoes (Picture 10)6. Thus, those motifs are the symbols
of holy Buddha, which can also be observed among the
God motifs on the figure representing footprint of
Buddha.

it is understood that Mislim artists have also embraced
this holy diagram of East full of povver and energy. in
Buddhism and Hinduism the design of temples were
originated from traditional mandala diagram of Mid-Asia,
which also influenced the Mislim artists. These motifs,
dominant from Anatolian Seljukian architecture to Timur
period, are observed on minaret base of Cifte Minareli
Medrese in Erzurum and on the plan of Gur-i Mir (Picture
11). This motif and plan are also seen on stone and tile
ornamentation in Anatolian mosques and school of
theology7. This diagram is expressed as the following

*AV. Le Coq, Bilderatlas Zur Kunts Und Kulturgeschichte
Mittel-Asiens, Berlin 1912, pp.102-103; Chotscho, Graz 1979,
Tfl. 10; P. Ravvson, The Art of Tantra, London 1982.

6 A.V. Gabain, Das Leben im Uigurischen Koénigreich von
Qoco (850-1250), Tfl.34,44,60-61.

7 N. Akgul, "Some Cosmic Motifs and Elements in Seljuk
and Ottoman Architecture”, 10th International Congress of
Turkish Art, September 17-23, 1995 Geneva.
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kismin kemeri Gizerinde tepede
ejder motifi vardir (Resim 12).
Bu halinin benzeri Uygur duvar
resimlerindeki8hali ve kumas
desenleri ile dikkati ceker
(Resim 13). Bu desenler, islam
inancinda dayer alirlar ve islam
felsefesi ile Budist felsefeyi
birlestirirler. 18. yy. Konya
halisinda da (6zel koleksiyon,
103x163 cm.) gégln katlan ve
cennet ana motifi ifade
edilmektedir. Kurarida

ve goégun katlan belirtilmistir.

A. Stein’in Serindia adh
kitabinda tespit ettigi ve
Gokturklerin “bulung” dedigi
bu motif, Misliman
sanatkarlar icin de kutsaldir
(Resim 8). Konya Mevlana
Miizesi'nde bulunan 13. yy.
halisindaki bu yon isareti ve
aralardaki Allah’t hatirlatan
yildizlar (Resim 14), son dénem
iplikgi Camii halisinda da
gorilar (Resim 6). Yonlerin
kutsalligi Kur’an'da
belirtilmistir. Suara Suresi 28.
ayetinde ‘O, dogunun, batinin
e ikisi arasinda bulunanlarin
Rabbidir’’ve Merai¢ Suresi 40-
41. ayetinde “Dogularin we
batilarin Rabbine yemin ederim” denilmesi yonlerin
halilarda 6nemle belirtilmesine aciklik kazandinr. O halde
bu halilardaki motifler dogu ve islam dusiincelerinin bir
sentezidir.

Mandala sekliyle bajdasan Kur'anaaki ifadeler ve yine
Kuran’la bagdasan yon gosteren sekiller, hal
kompozisyonlarindaki motif geleneginin Orta Asya’dan
beri devam eden, islamiyetle ters diismeyen Anadolu’da
meyve veren ornekleridir. Bu drnekler ayni zamanda
Turklerin Anadoluyahangi bélgelerden geldiklerini ortaya

Resim/Picture 9

Tiirk Hah Sanatindaki Motiflerin Voruniu Uzerine
FROF CR EEYHAN KeRAvrGARAU

koyar. Turkmenistan ve
halinde gelerek yerlestiklerini, oralardaki gelenekleri
Anadolu’ya tasidiklarini ve Anadolu’da yeni motif ve
kompozisyonlarla hah sanatini zenginlestirdiklerini
gostermektedir.

Bu desenlerin Dogu felsefesine ve ayni zamanda Kuran
ayetlerine baglanmasi halilann Tirklerden baska milletlere
mal edilemeyecegini de gozler éniine serer. ®

-_-_ _________________________________________
8AV. Gabain, a.g.e, Tfl 58.
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in Enbiya 33 and Yasin 38-40 of the
Koran: "He created the night and the
day, and the moon, and the sun. Each
of them run in an orbit" (Enbiya 33);
"Sun also runs in its orbit” (Yasin 38);
and "Moon and sun runs in separate
orbits" (Yasin 40). Those verses express
the sun, the stars and the creator of
them with the same diagram. Ali these
show that the Muslim artist apply this
diagram on purpose and in memoriam
of Allah.

On a 19th century praying-rug of
Bergama (112x120 cm.), wheel-of-
fortune motifs surround the carpet.
inside, there is a dragon motif on the
top of an arch reminding a niche
(Picture 12). The similarity of this
carpet and carpet and cloth patterns
on Uigur wall paintings8is considerable
(Picture 13). Those patterns have also
their place in islam and combine
Islamist philosophy with Buddhist
philosophy. An 18th century Konya
carpet (private collection, 103x163 cm.),

Resim/Picture 11

expresses the levels of sky and the heaven as the main
motif, vvhich are also expressed in Koran.
This motif, determined by A. Stein in his Serindia and
named as ‘'butung’' by Gokturks, is also holy for the
Muslim artists (Picture 8). This sign of direction and stars
betvwveen reminding Allah on a 13th century carpet at
Konya\Museum of Mevlana (Picture 14) are also seen
on a late period Iplikgi Mosque carpet (Picture 6). The
holiness of these direction is also expressed in Koran.
Verse 28 of Suara in Koran reads as follows: "He is the
God of the east, of the west and of those betvween them
Verses 40-41 of Merai¢ in Koran also read as follows: "I
swear on the God of the east and the west". Those verses
clarify the importance of directions on carpets. Thus,

8A.V. Gabain, a.g.e, Tfl 58.
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those motifs is the synthesis
of eastern and Islamic
philosophies.

The expressions in Koran
which reconciled with Mandala
figure and direction figures
reconciled wvith Koran are
fruitful samples of motif
tradition of carpet compositions
continuing from Mid-
Asia and vvhich are not in
conflict wvith islam. These
samples are, at the same time,
reveal from wvhich regions
Turks came to Anatolia.
They also showv that Turkish
tribes came to Anatolia from
Turkmenistan and Mogholistan,
they brought those traditions
to Anatolia and enriched
the art of carpet vveaving
vvith  nevw motifs and
compositions.

The connection of these
patterns with eastern
philosophy and with the verses
in Koran reveals that carpets
can be the possession of the
Turks but not of any other
nation. «»

PROF. BEYHAN KARAMACARALI
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