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"The closest parallel of the relief at Susuz Han is, however, the relief

of the Talisman Gate at Baghdad from 1221 (Fig. 32) depicting a personage

seated cross-legged, holding two dragons by their tongues. Although it has
been interpreted in various ways by many scholars, its affinity to the miniatu-

re depicting a person in a similar manner holding a crescent in the medal-

lion formed by two dragons and framed by four angels in the frontispiece
miniature of the Kitab al-Tiryaq in the National Library in Paris (Fig. 34)
indicates that the personage between the dragons can represent the moon.
In this case, both the frontispiece miniature and the relief of the Talisman
Gate indicate the wish of fertility, a sort of blessing which appears in the
form of inscription in Samarkand pottery. The peculiar point is that at the
portal of Susuz Han, the motif of the moon is depicted as a human face
and the two angels above take the place of the four angels in the miniature
of Kitab al-Tiryaq. Thus the whole composition with confronted dragons
with the moon and the angels above indicates the idea of fertility brought by
the angels from heaven. This explanation fits with the name «Susuz Han»
which means «the waterless Han.» It is very possible that at that time there
was a relationship between the name of the han and its relief.

The ball of the Far East, the crescent of Samarkand, the roset of the
relief of the Oba Madrasah, the knot of Karatay Han’s portal, the figure
holding a crescent in the miniature of the Kitdb al-Yiryaq, the cross-legged
figure at the Talisman Gate and the head in the relief of Susuz Han, they all
convey the same conception of fertility in various ways.

Although this motif appears in the crypta of a fifth century church, Deir
as Zafarani in Mardin, there is no continuity up to the twelfth century, and
the Seljuk examples show quite different shapes. It is apparent that this mo-
tif has found its way into Anatolia with the Turks after Manzikard. It is no
longer the dreadful animal described in the Arab sources. It is the benign
dragon of the Far East and the Central Asia which brings fertility and good
omen to people. The content and the motif explain it. Thus, the Turks have
brought the Great Asian Culture, which is a mixture of Central Asian,
Chinese, Indian and Japanese cultures, and which they had adopted and had
made contributions to, to Anatolia, fulfilling the function of the carriers of a
culture. The point which draws attention is how they rendered this motif and
how they created its variations. They have changed it, and until it became
unrecognizable, they have played with it. Thus, the image of fertility of Asia
has become a completely different motif in appearance, and has been inclu.
ded in the repertoire of the Anatolian Seljuk art.

OTTOMAN ART AT THE FREER GALLERY

Esin AT]L

The Freer Gallery of Art in Washmgton D.C. Is one of the most

‘unique museums in the United States. It houses the finest specimens of

Far and Near Eastern art together with the largest compilation of the works

‘of the renowned Amencan painter James McNeill Whistler. Both the col-

lection and the building were given by Charles L. Freer as a gift to the
Smithsonian Institution. Under the terms of the deed Some- 9,500 items

‘were transferred to Washington upon the death of Mr. Freer in 1920.

Since the opening of the Gallery in 1923, numerous works of art were
added to the collection, bringing the total number of the objects close to
12,000, the bulk of which is made up of Chinese, Japanese, Korean, Near .
Eastern, and Indian objects. The Gallery also contains study material as
thousands of sherds of pottery and porcelain, a reference library with books,
slides, and photographs, the Herzfeld Archive, a technical laboratory, an
Oriental picture mounting department, a photographrc laboratory, and a

.cabmet shop.

Near Eastern objects which were moved fo Washmgton when the mu-
seum was established consisted of over 500 p1eces plus a large group of
ancient Egypuan glass. Within the last fifty years many invaluable Pre-Is-
lamic and Islamic objects were added to this section. In the Islamic group
Arablc Persian, and Ottoman manuscripts, pottery, and metalwork consti-

tute an exceedmgly comprehenswe collection, incorporating objects with
‘the highest aesthetic and historical values. Although the Islamic section at
‘the Freer Gallery is not the largest in existence, it is the one with the most

celebrated and unique pieces.

Due to the extensiveness of the collection in all phases of Islamic art,
we will concern ourselves only with the objects pertaining to the Ottoman
world in this paper. Ottoman art forms a relatively small portion of the mu-
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seum but its manuscript, painting, and ceramic traditions are well documen-
ted. Although limited in numbers, the various stages of the development of
Ottoman art can be determined through the representative pieces in the col-
lection. In this respect it is an invaluable grouping of objects, reflecting not

only the characteristic features of Ottoman art but also its problematic and .

transitional stages.

Art of the Book

. At the present the Freer Gallery owns four bound religious texts, two

‘sheets of calligraphy, a book binding, a rare literary text with two miniatu-

res, and eight single images.
' Among the religious. works there is a 16th—17th century manuscnpt

_'contalmng 28 folios of ten suras from the Koran (suras LXVII-LXXVII,
‘no. 37.40). The text is written. in alternating naskhi and thuluth with the
.t1tles glven in gold green or blue thuluth. The second work is a 17th century

book of prayers from the Koran ‘entitled Munajat-i Koran-i Sherif and con-
sists of 53 folios written in naskhi (no. 37.37). The headings are once agam
in thuluth and illuminated in gold and silver. Another religious text, dated

’1198/ 1783, is ‘a Turkish commentary on sura XXXVI with «Haza’ Sherh-i
"Yasm» appearing on the title page which has an ﬂlummated head-plece (no.

06.301). Naskhi script appears on its 70 folios with the verses from the

‘sura glven ‘above the commentaries. The last of the group is a late Yevmma
‘mie, a day-book, dated 1222/1807 and signed by the calhgrapher Suleyman

(no 06.307). It'is a small volume with only ten folios.

The two calhoraphlc pages are from the 16th century, written in nas-
talik, each with an illuminated band in the center (nos. 29.66-67). They
obvmusly once belonoed to an antholocry of Turkish poems.

~ The bookbmdmg at the GaHery is a superb example of Ottoman work

.from the late 16 th or early 17th century. It is in red leather on pasteboard,
‘stamped and tooled in gold. The interior is plain with smgle gold medallions

while the exterior shows .a more intricate and refined decoration (plate 1)

On each. cover -an ogival medallion, flanked by two pendants, is framed by

.corner spandrels and enclosed by a wide border. The border shows a floral
scroll while the other areas are decorated with blossoms and. long curving
cloud bands, a popular motif in this period. S :

‘The miniature collection- is quite extraordinary since each object ref-
lects a. different aspect of Ottoman painting, which when assembled,. gives
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‘a most concise survey of the various themes, styles and mﬂuences mvolved
in the study of this tradition. »
. The most fascinating and exceptional painting is a portralt of an Ot—
toman painter which has caused many contraversies and various attributions
in the past (plate 2). The inscription on the lower left portion, giving the
name of Behzad, has confused many scholars who were not familiar with
Ottoman painting, and lead them to believe that this was a copy by the cé-

-lebrated Persian artist, based on the work of Gentile Belhm «Or even. that it

was executed by the Venetian painter himself. It is obvious that this portralt

is not by a Persran and the attribution, or the misattribution, was. placed

at a later date. Through the works of some late 15th century Ottoman

artists we know that Bellini was influencial in the Ottoman court school of

painting when he visited Istanbul between 1479 and 1480. Although his
impact was very shortlived, there exist several portraits the most famous of

which is by the Ottoman painter Sinan which combmes the westem style

with that of Islamic.!.

The Freer portralt is far more unique than Sinan’s work as it is closer

to its prototype, or to the style of Venetian Renaissance. The single figure

portrait is a genre characterisctic of the Ottoman school, with an accentuation
of the head and facial features as seen here. The treatment of the folds of
the voluminous kavuk, shading of the face, and certain other details, as
multiple sashes at the waist, is very European. Other aspects, as the patterns -
on the garment, strange placement of the nmeck within the collar of the
kaftan, jutting of the back of the garinent, stylization of thé folds on the
sleeves and the playful ripples at the hem seem distinctly Islamic. The

‘handkerchief tucked into the waist is a typical element found in Ottoman

portraits. The placement of the figure in tight quarters is also another as-

‘pect common to Ottoman portraiture.

The combination of western and eastern elements wrthm one unage
fits precisely into the style seen in early Ottoman painting. The fact that

this portrait was painted in Istanbul is quite obvious, but the identification

of the author of the image is still problematic. The imperial studio of pain-

‘ting incorporated artists of diverse origins who frequently worked together
on single scenes. We would like to suggest that either the combined efforts

1) Sinan’s portrait of Sultan Mehmet II is at the Topkap: Palace Museum (H 2153,
fol. 10a). There is also another portrait at the Gardner Museum in Boston, attribu-
ted to Gentile Bellini, which belongs to this group.
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‘of two artists trained in different traditions is represented here or that a

Turkish artist executed the portrait (possibly a self-portrait) working in
the manner of Venetian Renaissance to which he was exposed by Bellini
or 'through models by othr contemporary European artists.

The historiographical manuscript tradition of the 16th century is-

provided by one image which depicts the encampment of the Ottoman for-
ces on a desert region (plate 3). The commander-in-chief appears seated

on the upper left, in front ‘of his tent, receiving two foreign dignitarles pla-

ced on a carpet before him. High ranking officials form an enclosure
around these figures with Janissary officers and heads of other military

units placed in rows on the right. The setting of this meeting is given by
- the-palm trees lining the hills on the horizon and a stream which flows
into a body of water in the foreground.

The book from which this image is taken is unknown at the present

but the stylistic and iconographic features of the miniature, related to the

great shahnames written under Murat III, indicate that it was executed
around 1580’s. Parallels to the particular elements seen here, their arrange-

‘ment within the image, and the color scheme can be found in the Shahname-i

Selim Khan (Topkap: Palace Museum, A 3595, dated . 1581) and the
Shahinshahname (Istanbul University Library, F 1404, also dated 1581).
The size of this painting is also comparable to the dimensions of these two
Istanbul manuscripts as well as the text above the scene, written in Persian

verse, a feature observed in the works of Lokman, the chief historiograp-

her of the classical period.

A clue to the episode represented is given by the text which mentions
the reception of an Abd-Ali, a descendant of Ali, by the Paga. Adb-Ali,
given full honors and the customary gifts, leaves for Istanbul where he is
received by the Grand Vizier and the Sultan, and is claimed as the rightful
successor of his father.

In the image Abd-Ali is recognizable through his placement in the
scene and- his non-Ottoman headdress which has a scarf tied to it. Ap-
parently during his reception he was accompanied by one of his officials

who sat behind him. The problem of identifying the Pasa and Abd-Ali .

historically, and establishing the location of this meeting has not yet been
resolved. Historiographic works from the reign of Murat III not only cover
the personal campaigns of the Sultans but also of the viziers and military
leaders. Documentation of the southern campaigns in the Near East and
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North Africa during the relgns of Selim II and Murat IIT were taken up
by the court historians and painters. This image obviously refers to one of
these, perhaps more specifically to the campaign of Sinan Paga who conque-

" red Yemen and Tunusia in 1570-74.

The only complete volume of an illustrated Ottoman work at the
Freer Gallery is the Gulistan by Sadi which contains two miniatures. It is
in 153 folios and written in Persian by Rajab bin Khair al-Din.  The
manuscript is intact with its contemporary binding. The first digit in the
colophon has been tampered with but the last two read 72. If these figures
are correct, then the date 972-1564 seems to be given. This fits into the
stylistic identification of the miniatures which belong to the second half
of the 16th century and may have been painted at a slightly later date than
the completion of the text. Literary manuscripts are quite rate during the
classical period and this manuscript provides us with an example of one
of the less common themes illustrated at that time. .

An exterior scene on folio 103a shows a youth standing in an archway,
offering a drink to the facing figure (plate 4A). It illustrates an episode
from the Gulistan? in which a youth appears from the antechamber of a
house to offer a goblet of ice water to the poet who is very thirsty' and
hot. The shading in the archway, folds in the garments, treatment of trees,
and type of headgear belong to the school of Murat III. The peculiarity of
tiny clusters of grass covering the ground appearing here is frequently seen
in the 17th century, and provides a prototype for this feature which is a
characteristic of the following century.

The other scene, on folio 110a, depicts an interior scene, representing
the visit of the king to the kadi whose amorous activities had been spreading
(plate 4B). According to the text,® the king, accompanied by his chief officers,
finds the kadi in a drunken stupor with the lights still burning. In the image
the king appears on the upper left with his two sword-bearers, obviously
quite surprised at the scene he witnesses. The kadi is asleep, reclined on a
cushion. His books and great ulema kavuk placed on a stand are seen in
the niche above. In the foreground three musicians play with wine bottles
and a burning candlestick sprinkled on the carpet. The youthful favorite of
the kadi sits on the right, holding his wine cup. The architectural features,
postures of the musicians, and the placement of the elements in horizontal

2) Chapter V, story 15. John T. Platt, The Gulistan of Sadi, London, 1904, p. 220.
3) Chapter V, story 19. Platt, p. 237.
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groupings are to be found in the painting style of the late 16th century.
Album painting, which becomes the major artistic concern from. the

beginning of the 17th century-on, is represented in the remaining images

in the collection. Ap exquisite little painting, dated about 1600, shows

two figures in landscape (plate 5). The Persian poetry appearing on the -

page is-unrelated to the image as is frequently seen in albums. A striking
perspective is achieved by the brook which coils into the background with
a small bridge over it, and by the relative sizes of the trees. In .the
foreground a courtly figure reclines against a cushion having unburdened
himself of his kavuk and outer garments. An attendant kneeling before him
seemns to be removing his shoes to which he.objects with a raised hand. A
wine bottle and a bowl of fruit complete the scene, giving an atmosphere
of pleasure and serenity. It is significant that the setting receives as equal an
importance as the figures, reflecting the trend of independent single images.

Another album painting is. more problematic, combining certain
archaistic features within a new form. Representing a religious episode, it
shows Abraham thrown into the fire (plate 6). Abraham appears on the
right, conversing with an angel, both surrounded by flames. The interior
of the fire pit has become a verdant meadow. The miracle is observed by
King Nimrud and his wife from a window with a div and three other specta-
tors below. The peculiarities of the image indicate that it is derived from
various sources. The garments and headgear of the figures are related to
early 15th century images as well as the architectural features. The placement
of figures on the lower left corner is rather peculiar with most of them
appearing suspended. The mechanical contraption, resembling a catapult,
is not connected with the story. The episode from the Koran (XXI: 59-69)
states that after Abraham destroyed the idols he was thrown into the fire
which became coolness and peace for him, often interpreted as a foliated

‘green area in the images. This painting includes extra elements which are

not iconographically related to the story, expanding the subject into a more

-elaborate narrative. With inclusion of King Nimrud, spectators, and the
“angel,? it follows a more extensive historical text with a variety of models.
"Religious themes generally “illustrate historical texts and their appearance

as single images is quite unusual. In the early 17th century there exists a
numbér of Falname album paintings some of which depict religious sub-

<'4) To my knowledge this.is the only image wluch shows an angel ]ommg ‘Abraham in
the fire pit.

i
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jects.® They are oversized miniatures and .constitute .a unique group with a
specific style. It is possible that this image may have been inspired by such
‘a genre. : -

A There is an unf‘mshed su]ole unage belonging to the. Ottoman school
of painting whlqh is pasted Verucally on an unrelated page of text (plate 7).
The left portion has been trimmed and was probably rounded off as the
remaining end. The unique dimensions of this thin and long strip is not to
be found in album images and suggests another purpose, perhaps a sketch
for penbox decoration. The style of the image is also most-unusual, showing
a battle scene with an interesting use of perspective. The foreshortening
of the figures (especially evident in the horses), soldiers, cannons, and ot-
her elements diminishing in size as they recede into the picture, and the
massing of figures in the background indicate a western influence. The
great activity. andmovement representing the fervor of the -battle is also
rather unique. It seems to depict two forces, Ottoman and European, and

‘yet no distinction of sides are made beztween some of the combatant

couples
- Dating a painting so problematic is difficult. We are either. dealmg

-w1th a 15th-century image, relative to the mixed styles seen in the portrait of

the Ottoman painter, or a late 17 th or 18th century object. The later da-
ting seems more probable as there were European influences coming into
the Ottoman world. at*that time with singular paintings showing a strong
western impact. Until more comparable and datable miniatures come * to
light,-we will have to be content with the tentative dating of the second . half
of ‘the 17th -century, which is the most problematic period in ‘Ottoman
painting with very few images in existance. o
Among the drawings pertaining to the Ottoman school there is a scene
which shows a lion. attacking a chi<lin and a dragon attacking a bird (plate
8). This image fits into a group of drawings reflecting Chinese influences,
most of which are collected in various albums in Istanbul. A great number
of these drawings depict dragons and -other mythical animals in- ¢cGmbat.

The Freer image with the distorted movements of the animals and foliage,
‘the calligraphic use of thick and thin lines, and pale tints is a characteristic
‘example of this series which date from the 16th century. Parallels to the

5) As the Falname of Kalender Pasa at the Topkap: Palace Museum. (H 1702, between
. 1604-17) and three separate images owned by the Metropolitan Museum of Art in
New York (nos: 50.23. 12 and 35.64.3).
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be discussed below. In' this drawing the dragon grasps foliage with his
paws while devouriny a small bird perched on a branch and the lion twists
Far Eastern influences will be seen in the pottery of the period -which will
around, biting into the hind quarters of the chi-lin, this portion engu]fed

by a curving vine with large lotus blossoms. The entire scene is conceived

with great energy reflected in the violent and contorted movements of the
¢lements. :

The influence of another tradition appears in a contemporary drawing
of a flying ‘peri- who holds a wine flask and goblet (plate 9). This image
bears an attribution to Shah Kuli whose authenticity is highly questionable.
From the archives at the Topkap: Palace Museum we know that Shah
Kuli came¢ from Tabriz to Amasya, and was then brought to Istanbul.®
He was working in the imperial painting studio in 1520. Although mentio-
ned in 1545 Ehl-i Hiref entries, his name does not appear in the ensuing
register of 1558, which indicates that he died sometime between these two
dates. As there is no clear indication of his style, this drawing cannot be
attributed to him with certainty.

The theme of peris was a popular one in the mid 16th century with

numerous examples appearing in albums at Istanbul. Some of these may

have been execited by Persian artists who worked in the palacé studios,
as Shah Kuli and Vali Jan, others by the Turkish painters who were influ-
enced by this theme. The overall patterns on the figure, stylization of the
wings and flowing ribbons, stiffness in drapery and brushwork, and a
schematic formal arrangement leads us to believe that the flying peri was
painted by a Turkish artist working in the imperial studio when the Persians
were employed.

Aside from this drawing the Freer owns another peri who is seated
and holds a flask and cup (no. 33.6). It combines certain features seen in
the flying peri images with the flowing movement of line observed ‘in the

drawing depicting animals in combat.

The images described above clearly indicate the many modes invol-
ved in the development of Ottoman painting. Strong western influences
seen in the late 15th century (plate 2) and once again in the later period
(plate 7) point to one of these trends. Influences from the east, as Chinese
(plate 8) and Persian (plate 9), are the other significant features. We are

6) - Topkapr Palace - Archives, D~ 9613:1. I am indebted to Mrs. Flhz Cagman for
supplying me with the information of Shah Kuli’s activities.
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fortunate in having not only the images which show these trends at their
purest possible form but also images which are characteristically. Ottoman.
From the classical period the most significant and monumental Ottoman

_genre, historiography, is repressented (plate 3) as well as the rare literary

tradition (plates 4 A-B). The popularity of album painting is presented m
the single paintings and drawings (plates 5-9). Portraiture, which will exist
in all periods, is observed at its most interesting and early stage (plat¢ 2).

A cross section of techniques, themes, and influences from the 15th
to the 17th century is well illustrated and provides ample material for the
thorough study of Ottoman painting. This even distribution in time and

~ style is the most significant feature of the Freer Gallery as Ottoman minia-

tures were traditionally executed for the imperial libraries with relanvely
few complete cycles available in foreign collections.
Ceramics

Similar distribution of techniques, types and shapes is observed in
the collection of Ottoman pottery at the Freer Gallery. There exist some

" thirteen pieces which cover all phases of the development of the art of Iz-

nik potters as well as about five later objects which give an mdlcatlon of
the post-Iznik tradition.

Belonging to the early blue-and-white wares is a rare and well preser-
ved plate with a white body and underglaze blue painting (plate 10). It is
dated around 1500 when this style becomes established. The breakdown into
contour panels with decoration reserved on dark ground in the rim and
center, alternating with a pure white cavetto is a characteristic of this group
which has comparatively few examples in existence. Greatly inspired by
the blue-and-white Chinese tradition of t' . 14th century, it employs Fat
Eastern motifs as a lotus blossom scroll +:n the rim and interlacing floral
elements mixed with cloud bands in the central medallion. The impact of
Chinese porcelains on Iznik ware - w. ; considerable and will be seen
throughout the 16th and early 17th century with varying intensities. The
great value placed upon Chinese ceramics is evident from the imperial.col-
lection at the Topkap: Palace whose origin dates back to the last quarter
of the 15th century. ‘

Another plate which shows a differen_t aspect of the early Iznik group
has a central medallion decorated with three vases holding flowers, set wit-
hin a polylobed arch (plate 11). The central vase is placed on a tabouret

Sanat Tarihi - Forma: 13
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resembling an architectural structure. The cavetto is adorned with eight
flower sprays, reflecting Chinese themes, while the flat rim has a band of
tulips. The existence of typically Turkish flowers link this plate with the
second Iznik group although it lacks the manganese purple commonly as-
sociated with the later type. This plate shows features which are found in
the early blue-and-white wares, especially noticeably in the floral branc-
hes which adorn the arch in the center, floral sprays of the cavetto, and
the formal arrangement of contour panels. The appearance of turquoise
color as well as the carnations, roses, and tulips seen in the later period
makes it a valuable object which determines the transformation of one
type into another. Here we-have not only an object which reveals the
intermediary stage between two types of Iznik wares but also a combination
of Chinese and indigenously Turkish decorative elements.

The Freer Gallery owns two other plates which also possess transitional
gqualities, although they themselves fall into a unique group with their themes
directly derived from the Chinese porcelain of the early 15 th century.
The first plate,painted in cobalt blue under a transparent glaze, has three
bunches of grapes amid leaves, tendrils, and a ‘'scrolling vine in the center
while the cavetto is decorated with thirteen flower sprays (plate 12). The

foliate rim shows a stylized wave pattern. The outside is adorned with twel-

ve flower sprays, repeating the cavetto design, a common feature on Chinese
porcelain and those which imitate them in Persia and Turkey. The color
scheme and motifs used in decoration are directly taken over from Ming
porcelain as can be seen from one such example, also at the Freer (plate 13).
Although the Ming plate employs a different pattern on the rim, a floral
scroll, Chinese porcelain at the Topkap: Palace and in other collections
frequently show the wave pattern in conjunction with the grape motif.

The other plate with a gro = design possesses touches of turquoise in
addition to the blue, a much mc.." common color combination for this type
which links it with the second grc 5 of Iznik wares (no. 70.25). This object
has a more stylized representatic. of the fruit and floral motifs, but the
scroll with blossoms in the cavetto and on the outside adheres to the Chinese
repertoire. It has a plain rim which becomes more popular toward the
end of the 16th century, replacing the foliate ones seen earlier. Following
the style seen in the second quarter of the 16th century, it reveals the
continuation of this theme for another fifty years.

The fully established second type of Iznik pottery which appears
between 1525 and 1555 and itself forms a link between the early blue-and-
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white and later polychrome ware, is represented by one plate (plate 14). It
is painted in the characteristic hues of light blue, purple, and white on a
dark blue ground. Springing from a central root, another Far Eastern con-

. vention, there are oversized roses, pomegranates, and sprays of hyacinths.

The motifs used here are purely Turkish and Chinese elements so prevalent
in the earlier pieces have been considerably subdued.

The introduction of brilliant red into the color scheme appears in a
unique plate painted in turquoise and blue showing an ogival floral medal-
lion in the center, flanked by pendants and large palmettes against a scale-
pattern ground (plate 15). This type of background appears in the mid 16th
century Iznik ware and continues up to the end of the century, perhaps also
into the 17th. The trefoils on the rim is another feature of the period.

The spectacular series of plates belonging to the third Iznik group is
well represented at the Freer Gallery. One such plate has the central medal-
lion painted in coral red, forming a unique background for the floral mo-
tifs (plate 16). Around the medallion is a polylobed frame and the flat rim
displays the popular wave pattern. Although it employs contour panels of
the earlier type, the polychrome palette and the serrated leaves with tulips
and roses in the central medallion indicate that it belongs to the third type.

The wave pattern adorning a foliate rim appears on two other Iznik
plates. One of them has a central cypress tree flanked by large leaves, fully
bloomed roses and rosebuds (plate 17). Painted in blues, greens, red and
black against a white ground, the plate exemplifies the fully established
third Iznik type.

A similar plate, painted in blue, turquoise and red, shows a far more
refined painting technique. The central lotus blossom is attached at a looped
stem from which symmetrically drawn leaves, roses and floral sprays shoot
up (plate 18). The graceful movement of the leaves and stems reflect the
high aesthetic values of the Iznik potters. Even the wave pattern on the rim
has a softness and delicacy rarely seen in this type. The red on this plate
is a deep dark red, not like the bright coral tone seen in the others. This
may well be one of the earlier examples of the third type, still retaining the
strong linear quality so highly esteemed in the second group. The charac-
teristics of the polychrome ware, feathery leaves and flowers,, stylized wave
pattern borders, and foliate rims, are all preserved in this example.

A variation is seen in another plate (no. 69.26) with alternating sprays
of blue tulips and red blossoms adorning the foliate rim. In the center
symmetrically arranged roses 'and tulips spring from a cluster of leaves.
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Aside from the plates, there are two polychrome containers, the first of
which is a large tankard with an angular handle (plate 19). Its decoration
shows boats with the sails in full wind, passing through small islands with
castles and cypresses on them. Each piece of land has a large bird in the

center, transforming this seascape into a fantastic image. One island ap- -

pears upside down on the rim, reminiscent of the early 16th century car-
tographic illustrations with almost a bird’s-eye-view representation of the
scene. ‘ A : :

The other vessel is in the frequently seen from of a single-handled
jug (no. 69.2). There is a highly stylized cloud collar on the rim with ho-
rizontal bands of blossoms, overlapping petals, and trefoils decorating the
body. Tankards and jugs of this type are generally dated in the third and
fourth quarters of the 16th century.

Among the Ottoman tiles in the collection, there is a truly magnificent
specimen from the early 17th century showing two confronting parrots
perched around a fountain with serrated leaves, sprays of hyacinths and
other flowers surrounding them (plate 20). Aside from the cobalt blue and
warm red, a brilliant emerald green appears. Although the rich colors and
profusion of elements may seem overwhelming at first, the clarity of rep-
resentation and the white ground setting off the decoration gives it an airy
well-balanced overall impression. As there are relatively few tiles which
show. animals and birds, this piece is quite unusual.

Of the later Ottoman ceramics, the Freer Gallery owns an 18th-19th
century Kiitahya bottle painted in brown and blue (no. 05.244), an 18th
century large polychrome tile panel showing a cypress and vine scroll rising
from.a bulbous vase (no. 08.193), and several late monochrome tiles (nos.
09.4,-03.198, and 03.199).

A comprehensive survey of Ottoman ceramics from 1500 to the 18th
century is represented by the objects at the Freer Gallery. The complete
history of the production of Iznik workshops can be obtained through the
study of plates, tiles, and other containers. The most exciting pieces are the
transitional ones which show elements from two different groups. These
are invaluable for the art historian in tracing the themes and techiques, and
relating them to the preceding and ensuing styles, thus determining the
tradition of this art form.

We can observe the development of Ottoman ceramics from its early
blue-and-white stage showing strong Chinese influences to a combination of
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purely Ottoman themes mixed with the Far Eastern motifs. In the second
quarter of the 16th century the imported elements become a part of the

‘indigenous vocabulary of the Iznik potters, employed to create a particular

style which will be uniquely Ottoman.

Conclusion

In an attempt to study the Ottoman creative world one is faced with
a many-faceted problem as its cultural milieu incorporates a number of
features found in the various traditions absorbed by the vast empire or
exposed to it through the extensiveness of its contact. Divergent influences
from within and without are reflected in the by-products of its culture, in
its art. Trends and motifs coming in from the East and the West appear in
various stages, seen in their purest form at their initial introduction,
eventually to be absdrbed by its own tradition, resulting in a style charac-
teristic to the Ottoman world. -

It is this importation and assimilation of themes which makes the
study of Ottoman art a fascinating one. Objects which reveal various stages
of this development are invaluable in understanding the phenomena we call
Ottoman art. The Freer Gallery collection is most unique in this respect as
each object exposes a particular facet of the development of themes and
the final establishment of the indigenous genres. Covering a wide range of
time, styles and techniques, a comprehensive view of Ottoman painting and
ceramics is provided by the objects themselves. Once the meaning of the
objects are determined, the development of Ottoman art takes a new signi-
ficance, broadening our understanding of its tradition, achievement, and
the morphology of its culture which gave birth to it.
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FREER GALLERY’DEKi OSMANLI ESERLERI
Ozet
Esin ATIL
_ Washington, D.C.'deki Freer Gallery bf Art, Amenkamn en nadlde

hur Amenkah ressam James McNeill Whistler'in en zengm koleks1yonuna
da sahiptir. Eserler ve miize binas1 Charles L. Freer tarafindan Smithsonian
Instltuuona hedlye edilmis ve kendlsmm 1920°de olumu ile 9 500 kadar

eser Washington’a getirilmistir.

Galermm 1923°de aciligindan ben gelen eserlerle beraber bugun mu-
zede topla.nan 12,000 kadar objenin gogunlugunu Cin, Japon, Kore, Yakin
Dogu, ve Hint eserleri tegkil eder. Miizede ayrica etiid icin ayrilan parcalar
halinde binlerce keramik ve porselen, kitap, fotograf ve diyapozitif kiitiip-
hanesi, Herzfeld Argivi, teknik laboratuvar, oriental resim monte klsml,

éfotografhane, ve marangozhane “vardir.

Miize agildifr zaman 500 parca kadar Yakin Dogu esennden bagka

Vzéngm bir Eski Misir cam koleks1yonu vardi. Son elli sene iginde bu kisma

katilan Arap, Iran, ve Osmanh yazmalari, seramikleri ve metal 1§Ieny1e

esash ve genis bir koleksiyon meydana getlnhmgur

Isldm sanatmm biitin konularmi icine alan bu kolekSLyonun biiyiik-

,Iugunden dolay1 makalede yalniz Osmanli sanatina ait eserlerden bahsede-

cegxz Kolleksiyonun ufak bir béliimiinii tegkil etmesine ragmen Osmanlt
sanatmin degisik devirlerini gosteren bu eserler hem bu sanatm tlplk ele—

\manlarm1 hem de problemauk ve. mtlkal safhalarml behrurler

Mmyaturlu yazmalar ve kitaplar:

Freer Gallery’de Osmanli sanatina ait dort dint yazma, iki sayfa giizel
yazi, bir kitap cildi, iginde iki minyatiir bulunan nadlde bir edebi eser ve
seklz adet tek minyatiir vardir.

Sanat Tarihi - Forma: 14
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Dini kitaplardan biri 16 nc1 asra ait olup Kuran’dan on sureyi (LXVII-
LXXVII) icine alan 28 varakli bir yazmadur (no. 37, 40). ikincisi ise Ku-
ran’dan Miinacat-i Kuran-i Serif adli 17 inci asirda yazilmig 53 varakli bir
kisimdir (no. 37, 37). Digeri ise 1198/1783 tarihli XXXVI inci sure iize-

rine Tiirkce yazilmig 70 -varakli Serh-i Yasin’dir (no. 06, 301). Sonuncusu.

da 1222/1807°de Siileyman tarafindan kopya edilmis 10 varakli ufak bir
Yevminame’dir (no. 06, 307). Nestalik ile yazilmig iki sayfa ise 16 mec1 asir-
" dan Tiirkce bir mecmuaya aittir (no. 29, 66-67).

16 mc1 asrn sonuna veya 17 inci asrm bagina ait kirmizi deriden ki-
tap kab1 Osmanl: cilt sanatimn inceligini belirtir (Resim 1). Dis kismindaki
altin ya1d1211 semse ve k0§ebenﬂer gemg bir bordurle gevrelenmlgtlr y

Mlnyatur kolek31yonu Osmanh res:mmn deglgxk uslup,tve mtehgxm
agxkga gosterecek mahlyettedxr En ‘entresan eser bir Turk nakka§1mn port—
re51d1r (Resun 2) Sayfamn kenarmda’ sonradan ﬂave edﬂen «Behzad» ke-
l1m351 sanat tanhcﬂenm hayh ucrra§t1rnu§, bu resnu Iranh bir . sanatkarm
yaptigt iddia edilmis ve hattd Gentile Bellini’ nin bn' -eseri oldugu bile 11er1
stirtilmiigtiir. Teknik ve iislip bakimindan hem Batl hem de Dogu oze]hk~
'len gostermem bu eserm Belhm Istanbula ge1d101 su'alarda Osmanh nakkag—
larmdan biri tarafmdan yapﬂnn§ oldugunu belirtir.

On altmc1 yuzyﬂ Osmanl1 ‘tarihi yazmalarma ait bll‘ sayfa ac1k sahada
bn: kabul sahnesml tasvir eder (Resnn 3) Hangi kitaba ait olducru henuz “bi-

linmemekle beraber iislip olarak 1580 senelerinde II[ Murat 1§1n yazﬂan '

Farsga sahnameler gurubuna girer. Mmyatur sayfasmdakl metne Oore Mir
Abdiil- Ali adlt’ bir sahis bir Pasa tarafindan kabul edﬂdlkten sonra Istan-
‘bula gider ve babasmin iilkesine varis olarak costenhr ‘Bu ﬁ«rurlenn tarihi
‘hitviyetleri tespit edilmedigi halde esas yazmamn II. Sehm ve IIL Mur.at
zamaninda Arablstana veya Afnkaya yapﬂan sefelerden blnm tasvu' ettlgx
zannedﬂmektedlr ‘ =

'~ Klasik ekole ait nadir edeb1 yazma‘ardan bm Freer Gallery de bulu-
nan Sadlmn Giilistan’ 1d1r 153 ‘varak olan bu eseri hattat Recep b. Hayret—
tm Farsca oIarak yazm1§t1r Kolofonun tahnb edxlmesme ragmen 972/ 1564

asrin ikinci yarismi gosterir. Acxk havada gecen sahnede bir geng tarafin-
dan saire bir bardak soguk su verilmesi gosterilir (Resim 4 A). Diger min-
yatiir ise Sultanin Kadiy: ziyaretini anlatir: (Resim 4 B). Kiyafetler, kavuk-
lar, mimari ozellikler ve guruplandirma;¥IL. Murat devrine aittir. .-

17 inci asrin bagindan sonra ehemmiyet kazanan albiim resimleri ara-
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sinda ufak ve gayet giizel islenmis bir minyatiir iki figiiriin nehir kenarinda
dinlenmesini gOsterir (Resim 5). Orijinal bir perspektifie 1600 siralarinda

-yapilmugtir. Difer bir albiim sayfasi ise Ibrahim Peygamberin atese. atllma—

sint canlandirir (Resim 6). Firavun, Nimrut, karisi, ve diger sahislarla: be-
raber atesin ortasma bir melek konulmasi, ayrica bir de katapult ildve edil-
mesi, ikonografik problemler meydana getirir. Uslfibu, erken orneklere da-
yanmakla beraber 17 inci asira ait bir eser oldufunu gosterir. '

Geg bir Osmanl: albiim resmi ise bir savas sahnesini tasvir eder (Re-
sim 7). Figiirlerin arkaya dogru ilerledik¢e kiiciilmesi ve bir kiitle olarak
gdsterilmesi kuvvetli Bat: tesirine isaret eder. Ince uzun bir resim olan bu
tamamlanmarm§ eserin bir kalem kutusu dekorasyonu olarak dusunulme31 ve
17 m01 astin sonunda yapilmis olma51 kabildir.

Slyah cizgi ﬂe yapﬂm1§ resimler arasmnda bll‘ e]der ile aslamn saldn:—
malarim gsteren minyatiir 16 mci asra ait albiimlerde toplanmig Cin tesiri
belirten resim’er gurubuna girer (Resim 8). Baska bir tesir ise ucan melegin
tasvirinde belirir (Resim 9). Burada Veli Can’m ismi verildigi: halde eserin
iranli sanatkirlarin Osmanli nakkaghanesinde caligtig: devirde bir Tiirk
ressappunin elinden ciktigi asikardir, R S

Yukarida temas edilen eserlerde goriildiigii gibi Osmanli resim sana-
tmm degisik safhalar: Freer Gaﬂery’deki minyatijrlerden etraﬂ1ca“65renileé

tiir geleneglm ayd1nlat1r ve deg1§1k mtehklenmA behrtu'

Keramik :

Aym iislip ve teknik degisiklikleri Freer Gallery’deki Qsmanl kera-
miklerinde' de -gbriiliir. On ii¢ eser Iznik sanatin biitiin safhalarim kapsar
ve difer bes parca ise ge¢ Osmanh sanatimi aciklar. -

Erken mavi-beyaz guruba ait (1550 sencleri) bir tabak bu iislibun t1p1k
eserlerinden biridir (Resim 10). Panolara ayrilnug, ortasi ve. kenari mavi ze-

min iizerine beyaz Uzak Dogu motifleriyle islenmis bu eser 14 . iincii -asir

Cin porselenlerinin tesirini g8sterir. Birinci Iznik gurubunun pano ayrmm

Ve Cin motifleri gibi hususiyetlerini gdsteren difer bir tabakda firlze ren-
_gin ilavesi. ve lale karanfil gibi hal1s Tiirk motiflerinin bulunmas1 ‘bunu

ikinci guruba dahil eder (Resim 11).

Ayni gekilde ilk- gurubun 1kmc13me gecisini behrten mav1—beyaz -bir
tabakta goriinen iiziim salkimlari. kenarinda bulunan ¢igek demetleri, ve
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kaya dalga bordiirii bunun Ming porselenlerinden ilhamla yapildifmmn isa~
retidir (Resim 12). Freer Gallery’de bulunan 15 inci asir bagma ait bir Ming
porseleni model olarak kullanilan stili gdsterir (Resim 13). Renk anlami,
motifler,. ve satth aranjmam aymdir. Topkap: Saraymda bulunan Cin porse-
len koleksiyonu da bu eserlere verilen kiymeti. belirtir. Aynr motifi gosteren
diger bir Osmanh tabagmnda firfize rengin bulunmas: bu temanin 16 nci as-
rin sonuna kadar devam ettigini belirtir (no. 70, 25). '

ikinci Iznik gurubuna ait tek eser koyu mavi zemin iizerinde acik mavi,
mor, beyaz giil, nar ¢icegi, ve lle motiflerini tasvir eder (Resim 14).

" Parlak mercankirmizisiun iznik keramiklerinde belirmesiyle bagliyan
liclincii guruba ait tabaklardan ilkinde balik pulu zeniin {izerine ruml, pal—
met madalyon goriintir (Resim 15). Bu guruba dahil tibaklardan bir dlgen
ortada mercan kirmizis: fon iizerine yapraklar, giiller, ve laleler kenarlarda
kaya dalga bordiirii ile siislenmigtir (Resim 16). Aym bordiir yapraklar ve
giillerin gevreledlgl bir selvi ile iglenmis bagka bir tabakda da mevcuttur
(Resim 17). Bu bordiirle en giizel tabaklardan biri de mercan kirmzili-olup,
digerlerine nazaran daha hafif ve iglek bir tarzda merkezi lotus cicegi etra-
fma yapraklar ve gigek guruplar: ile dekorludur (Resim 13). Bir bagka eser
ise tek kokten cikan cicekleri gdsterir, fakat bordiir olarak ¢icek kumelen
kullanilmigtir (no. 69, 26).

Tabaklardan bagka diger polikrom keramlkler arasinda yelken acmis

gemiler ve ufak adalari tasvir eden kulplu bir bardak mevcuttur (Resim 19).-

Bir de yatay bantlarla cicekler, bulut motifleri, ve yapraklarla suslenm1§ bxr
tek kulplu vazo vardir (no. 69, 2).

Koleksiyonda bulunan ¢iniler arasinda erken 17 inci. asra-ait- gayet en-
teresan bir eser goriiliir (Resim 20). Bir fiskiyenin iki yammna konmug iki
papagan dallar ve cigeklerle cevrelenmigtir. Bu ¢inide mercan kirmizisi ve
kobalt mavisinden bagka parlak ziimriit yesili kullamimigtir.

Geg Osmanli keramikleri kismmda 18 inci - 19 uncu asra-ait bir Kii-
tahya vazosu (no. 05.244), 18 inci asirdan selvili biiyiik bir ¢ini pano (no.
08.193). ve birkag tane monokrom gini gorulur (nos 09 4 03.198,.03.199).

Osmanh keramik sanatinin 1500 senelermden 18 inci asra kadar olan
tarihcesi Freer Gallery'deki eserlerde goriilebilir. 113 mavi-beyaz gurubdaki

kuvvetli Cin etkisi, ikinci devirdeki tipik Tiirk motifleriyle Uzak Dogu ele-

manlarinin karigimmi, ve nihayet Osmanli kiiltiiriinii tam ménasiyla akset-
tiren 16 1nct astin ortasinda. beliren ve- bu motifleri benimsiyen Iznik stilini
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miizedeki eserlerden tetkik etmek miimkiindiir. (g Iznik gurubunu birbirine

bagliyan tranzisyonel eserler ise bu boliimiin en kiymetli objelerindendir.

Sonug :

Osmanli sanatinin yaratici kuvvetini etiid etmege baghyanlar karigik
bir problemle kargilagirlar. Imparatorlugun genigliginden ve difer kiiltiirler-
le olan temaslardan icten ve digtan gelen tesirler sanata aksettiritmigtir. Dofu
ve Bati gelenekleri ve motifleri baglangicta asil formlariyle goriildiigii halde
zamanla kendi eritilerek Osmanli diinyasin 6zel ve karakteristik iislibu
meydana gelir.

Bu tesirlerin belirmesini ve benimsenmesini tespit etmek Osmanli sa-
natmin deisik devirlerini agikliyan eserleri incelemekle miimkiin olur. Freer
Gallery’deki Osmanli eserleri minyatiir ve seramik sanatim biitiin safha-
larmi - aksettirdiginden bu koleksiyon sanat tarihgileri igin paha bigilmez
degerdedir. Ancak eserlerin ménds1 aydinlandiktan sonra Osmanli sanati-
nim mahiyeti ortaya gikar ve onun niteliFi, gelenekleri, ve kiiltiiriiniin morfo-
lojisini anlamamiza yardimct olur.






