Resim/Picture 1

Konya Sircali Mescid'de bulunan
ejder ve lotus motifli hah seccade 103x108 cm.
(Foto : Ali Sami ARITAN)

103x108 cm prayer rug with
demon and lotus pattern at Sircali

Frof. Dr. Beyhan Karamagarali* Mescid in Konya.

Di”i veya ladini sanatlar baslangicindan beri
inanca! bagl olarak ortaya ¢ikmaktadir. Paleolitik
magafa resmindeki kivrak hatlhi motif ve
figlrlerden taskin kalca, kann ve gogusleri ile
primitif magna mater heykellerinden,
Michalengelo'nun Vatikan Sistine Kilisesi
tavanindaki Adem'in yaratils freskine kadar her
donemin eseri, sanat¢inin iginde yasadig! sosyal
cevrenin inancini sergilemektedir. Dint mimari
olsun, |dini el sanatlari olsun hepsinde ayni durum
s0z kcjnusudur. Budizm'de lotus, Ahdi Atik'de
sinagl g Hristiyanlikta kilise, Tslamiyette yedi
kat g6k kutsaldir.1Yani, sanatkéarin eser viicuda
getiren kisinin 0rlinu, onun inang¢ giicl, dini
hassasiyeti ve yetenegi ile orantilidir. Meydana
getirilen nesne ise sanatkarin zihnindeki diistince
ve tahayilin yani gériinmeyenin gériniine
doniserek tasa, madene, ahsaba, haliya yani
malzemeye aktarilmasidir. Burada nesnenin
ampirik olarak, yani dokunma, gérme gibi duyu
organlari ile algilanmasi degil, onun bilinmeyen
ve gorilmeyenin gorinen olarak ortaya
cikmasidir. Sanatkarin bilme ve gérme noktasina
ulasmasi ise, onun Tanri'ya kavusmasi, O'na
ermesi ile mimkdin olur. Sanatkér inanca ve
dinin 6gretilerine gore hareket ederek Tann'yi
tahayyil eder, c¢izer veya yapar.
Michelangelo'nun yaptigi Davud heykeli, onun
Tanri fikri hakkindaki gérustini agiklar. islam
sanatinda ise gokyiizl, sonsuzluk, cennet
tasavvurlari gibi Kur'an'm bize vaaz ettigi seyler,

. . 9 * Hacettepe Universitesi, Edebiyat Fakultesi, Sanat Tarihi
mimariye bagli sanatlardan, el sanatlarina kadar ayri ayri

Bolimi Ogretim Uyesi.

sekillerde, sembollerde ortaya ¢ikar. Bu motiflerin ve 1Kuran-1 Kerim'de yedi kat gék : M'minun 17, 86; giines
sembollerin analizi, Islami ikonografik agiklamalarl  hareketi: Enbiya 33, Yasin 38; ay: Kad 2, Yasin 39-40; yildizlar
gerektirmektedir. 2 Yasin 40.
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Prof. Beyhan Karamagarali*

Both religious and non-religious arts are from time
immemorial the products of creeds. Works of art in all
eras from the sinuous figures and primitive magna mater
Statuettes with oversized hips, bellies and breasts to
Adam'’s creation fresco on the Vatican Sistine Church by
Michelangelo depict the beliefs of the social environment
in wiich lived the artists. This is valid as much for the
flelig ous architecture as for the handicrafts. Holy are the
lotus in Buddhism, synagogue in Old Testament, church
in Christianity and seven layers of sky in Islam1. Stated
differently, the quality of an artist's product is proportional
with the strength of his belief and his religious sensitivity
and of his artistic ability. The product that he creates is
actually the final stage of the process of conversion of
his thoughts and ideas into the stone, metal, canvas or
rug, or of invisible into visible. Rather than being a
subject conceived empirically through sensory organs,
this product constitutes the visible and tangible rendition
of invisible and intangible. The artist reaches the point
of conceiving the invisible and intangible when his soul
is associated with the Creator. Based on his religious
beliefs and tenets, the artist imagines, draws and carves
the Almighty. The statue of David sculptured by
Michelangelo is the personification of his ideas of God.
As for the Islamic art, the promises of Koran like sky,
infinity and paradise are revealed in a vast variety of
forms and symbols in a number of areas from architectural
arts to handicrafts. An analysis of these forms and symbols
will require some explanations on the Islamic iconography.

The iconography is the process of imputing
significance to the forms, signs and elements of art
according to traditional rules outside of personal
preferences. Its purpose is to reveal the metaphysical
feelings, thoughts and philosophy. Verses of Koran, laden
with symbolic meanings, will greatly contribute to the
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Resim/Picture 2

Birinci resimden detay.
Sandik icinde stilize ejder baslan.

Detail from previous photo : Stylised
demon heads within the box.

solution of the grounds of patterns and compositions
through studies of Islamic art history and philosophy
and art.

With this in mind and in the light of the above
considerations, we want to dwell on the significance of
the demon and lotus patterns figuring on some Turkish
carpets.

There is a 103 x 180 cm. prayer rug with woollen
warps and wefts at Sircali Mescit in Konya (Picture 1).
According to the statement of a member of this chapter's
congregation, it was woven by his grandmother at Sille
in 1909. This rug, reminiscent of its Kirsehir brethren as
to its composition and patterns, has a broad border
consisting of flowers and pine branches. Its main
composition is a floral pattern of which the bofitier makes
right angles within a cove expressed like a stair. The
single flower constituting the pattern's focus is a lotus,
which is reproduced almost like its symmetry on the
water. Large lily leaves circle this central pattern. The
vaultal corners of the cove contain branches which bear
flowers among which are three semiflowers with
threelobes. Above the cove is a rectangular box with a
thin catenal border in which are seen two demon heads
knotted to each other (Picture 2).

* Instructor of History of Art of the Faculty of Letters in
Hacettepe University.



ikonografi, sahsi begenilerin disinda, geleneksel
kurallara gore sekillere, isaretlere ve sanat unsurlarina
anlam yiiklemektir. ikonografinin bir amaci da halkin fizik
Otesi duygu ve dislncesini, felsefesini ortaya koymaktir.
Sembolik anlamlar yiiklii olan Kur'an ayetleri, islam
felsefesi ve islam tasavvufu ile islam sanati tarihi
incelemeleri motif ve kompozisyonlarin, islami ¢oziimiine
yardimci olacaktir.

Biz de bu maksatla bazi Tiirk halilan tizerindeki ejder
ve lotus motiflerinin, yukanda isaret etmis bulundugumuz
hususlar dikkate alinarak anlamlari tzerinde durmak
istiyoruz. Konya Sirgali Mescid'in i¢cinde 103 cm. eninde,
180 cm. boyundaki, argaci da yiin olan bir seccade
bulunmaktadir (resim 1). Mescid'in cemaatinden olan bir
sahsin ifadesine gore hak seccade 1325H. tarihinde Sille'de
anneannesi tarafindan dokunmustur. Renkleri,
kompozisyonu ve motifleri bakimindan Kirsehir
seccadelerine benzeyen hakyi cicekler ile cam dallarindan
olusan enli bir bordiir dolamaktadir. Seccadenin ana
kompozisyonunu, kavsarasi dik kdseler yapan ve merdiven
seklinde ifade edilen nisin icinde yer alan ortadaki ¢icek

Ejder ve Lotus Motifinin Hali Seccadelerdeki Ikonografisi
PROF. DR. BEYHAN KARAMAGARALI

motifi olusturur. Bu tek cicegin esasini bir lotus teskil
eder. Bu lotus veya nilliferin sanki aksi suya vurmus veya
simetrigi alinmis gibi bir gérintist vardir. Ortadaki bu
cicegin etrafini iri niltfer yapraklan cevrelemektedir. Nisin
kemer koseliklerinde ¢igekli birer dal bulunur. Dallarin
icinde doért lobu mevcut lger yarim c¢icek ile ramiler
dikkat geker. Nis lstlinde sandik tabir edilen dikdortgen
bir cerceve vardir. ince bir zencerek bordiir ile gevrelenen
bu kismin icinde ortada digum yapan iki ejder basi asagi
dogru sarkmaktadir (resim 2). Ejderin etrafinda sekiz
loblu lotus gigekleri, ortadaki digimin iginde de yine bir
bitki mevcuttur. Burada siyah zemin (zerinde icleri bej
ile doldurulmus kirmizi sekiz loblu cicekler ile ¢am
dallarindan olusan bordir ile sari, kirmizi, beyaz ve agik
kahverenginden olusan sandik ve yine ayni renklerden
meydana gelmis bir lotus goraldr.

Cin'de Tao'nun cisim haline gelmis sekli ejder en
buylk kuvvet semboludir. Bitun tecellileri gibi Ejder de
Tao'nun tecellisidir. Ejder yani Tao, yorulmayan, sonu
bulunmayan bir aktivitedir. O potansiyel enerjidir. Onun
aktivitesi mutlaktir, o her zaman mevcuttur. O kainatin

her safhasinda, her zerresinde tecessim eder.
O, gecmisi, bu ani ve gelecegi elinde tutar. Mutlak
zaman, mutlak feza, mutlak cisimdir. Kosmozu
yaratan odur. Ejderin kendisi esrarengizdir. Ejder,
erisilmeyen daglarda veya denizin dibi bilinmeyen
derinliklerinde saklanir. Firtinada bulutlarin
Uzerindedir. Ejder yelesini karanlik girdapta yikar.
Tirnaklari 1s1gin pariltisidir. Sesi, ormandaki
yapraklarin hisirtisi ve hizi akmaya baslayan bir
su gibidir."

Ejder, yin ve yang yani evrensel birligi
nesnellestirmektedir. Gékyuzinun ejderi yang,
sularin ejderi yin'e dbnusebilir?

XUI-XIV. yiizyil Anadolu Trk-islam sanatinda
ejder motifi gerek mimari stislemede, gerek el
sanatlarinda ¢ok kullanilan bir semboldir.2

Resim/Picture 3

Ahlat mezartasi (Karamagarali
1992:159, res.321)

Ahlat Tombstone (Karamagarali
1992, 159; picture 321). ~

2J.C. Cooper, Erdemin Isigi Taoculuk, istanbul
1994, s. 142-143.

3 Cooper 1994 :142.

4 Goniil Oney, "Anadolu Selguklu Sanatinda Ejder
Figurleri*, Belleten XXXIII, say! 130, 1969, s.171-192.
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Iconography of Demon And Lotus Patterns On Prayer Rugs
PROF. BEYHAN KARAMACARALI

Around the demon are octolobal lotus flowers and the
central medal is decorated with another plant. The
selected leitmotiv here is a box with a border made up
of octolobal vermilion flowers filled with buff, yellow,
pink and light brown and a lotus made up of the same
colours.

The incarnated form of Tao in China is the demon,
representing the greatest physical might and, as such,
is perennial, eternal, indefatigable and invincible. It is
an ubiquituous potential energy with absolute activity,
personified in all parts and at all times in the universe,
holding the past, present and future in its hand. It is the
absolute time, absolute space and absolute matter with
which it created the cosmos. The demon itself is
mysterious, hiding in the inaccessible mountain heights
and impenetrable depths of sea. It is above the clouds
during the tempests. It washes its mane in a dark
maelstrom. Its nails are the reflexion of the light and its
voice is the whisper of the leaves in the forest and the
lulleby of the stream meandering in the fields .

The demon is personified as yin and yang which
together make up the universal entity. Yang, the demon
of sky, may change into yin, that of water3.

The demon pattern is a symbol very frequently used
in both the architecture and handicrafts of the Anatolian
Turkish-Islamic art during the thirteenth and fourteenth
centuries4. In the Ahlat tombstones, two demon heads
constituting a vault are knotted in the centre (Picture
3) and hung downward5. The first examples of this
pattern are found at the Wu family cemetery in Shantung
Chia-hsiang to represent the aftermath. A similar pattern
was found also in a Shian-fu tombstone (Picture 4),
believed to have been made between fourth and sixth
centuries
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Resim/Picture 4

Shantug, Chia-hsiang, Wu aile Mezarligi
(Karamagarali 1992, res. 441).

Wu family cemetery at Shantung in Chia-hsiang,
(Karamagarah, 199, picture 441).

A sarcophagus lid, dating back to the first quarter of
fourth century and now in the Minneapolis Museum
has a similar demon figure of exactly the same
composition7. A Nastorian monument, erected in the
last quarter of seventh century in Shian-fu, is embellished
with the same decorative pattern with the difgerence
that the demons there are covered with scales . Many
similar examples of this may be seen in China and
Mongolia (Picture 5). They appear in the same
composition a top the Orhun steles just like in the Ahlat
tombstones.

The demon patterns we encounter in these steles
reappear within a special frame on the upper part of
our pray-rug and represents a divine power. The turn9
of Moses' stick into a snake or a demon10 and the ban
placed by the hadiths on killing the house snakes or
snakes resembling long silver sticks approximate the
Islamic snake-demon philosophy to the oriental demon
one.

Resim/Picture 5

Bezeklik 9. Mabed bati duvannda ejder ve lotus,
9-10. yy. (A Von Le Coq, Chotco, Berlin 1970'den)

Demon and lotus on western wall of 9thtemple
of 9th or 10th century in Bezeklik (From A. Von
Le Coa. Chotco. Berlin 19701



Ahlat mezartagslannda kemersekli yapan iki ejder basinin,
ortaya yerde diugimlenerek (resim 3) baslarini asagiya
dogru sarkittiklarr gorilir. 5Bu seklin ilk 6rneklerini
Cin'de Shantung Chia-hsiang'da, Wu aile mezan odasinin
ahireti tasvir eden bélimiinde baslan asagiya dogru olan
iki ejderin tepede bir digim yaparak bir kemer meydana
getirdikleri goralir. Shensi'de IV-VI. ylzyillar iginde
yapildigi kabul edilen bir mezartasi Gzerinde tepede
kemerin tepe kisminda digium yapan (resim 4) iki ejder
basi bulunmaktadir. 6

Mineapolis Mizesi'nde bulunan VI. yuzyilin ilk
ceyregine ait bir lahit kapaginda da ayni kompozisyonda
ejder figliri mevcuttur.7 Sian-Fu'da VIII. yizyilin son
ceyregine ait bir Nesturi anitinda da ayni tarzda ejderlerle
kemer sekli meydana getirilmis ve ejderlerin tizeri pullarla
kaplanmistir.8 Bunlarin Cin'de, Mogolistan'da daha pekgok
orne@i mevcuttur (resim 5). Orhun stellerinde de Ahlat
mezartaslarindaki gibi stelin en Ustinde yine ayni
kompozisyon igerisinde gorunrler.

iste bu stellerde karsilastigimiz ejder motifleri yine
ayni kompozisyon icerisinde hah seccademizin bas
tarafinda, Ustte, 6zel bir cergeve i¢inde tanrisal bir gici

Ejder ve Lotus Motifinin Hali Seccadelerdeki Ikonografisi
PROF. DR. BEYHA\ kARUIAIARALI

Resim/Picture 6

Berlin Pergamon Miizesi'nde geometrik
madalyonun yukarisinda lotus bulunan
mezartasi (Karamagarali 1992, res. 90.)

Tombstone at Pargamon Museum in Berlin
with a lotus pattern above geometrical
medallion (Karamagarali, 1992, picture 90).

temsil etmektedir. Kuran'da Musa'nin sopasinin yilan veya
ejder sekline gelmesi 9ve hadislerde 10 "ev yilanlarinin™
ve gimis cubuk gibi uzun yilanlarin éldiralmesinin
yasaklanmasi ve onun mistik yoninun gésterilmesi, ejder-
yilan hakkindaki islam felsefesi gériisinii Dogu ejderi ile
yaklastirmaktadir.

Seccade hali Gizerinde duracagimiz diger motif lotustur.
Lotus camurun karanhginda biter, bulanik suyla beslenir,
ciceklerini ginesin aydinhginda agar. Lotusun kokleri
olimsuzligu, sapr hayati simgeler. Lotus gecmisin,
gelecegdin ve bu anin simgesidir. O suyun ve 1s1gin etkilerini
tasir. O aydinlik ve olgunlugu temsil eder. O bir
batanluktir. Tdm varliklarin Gstiindedir. O, bltin
nesnelerin esasidir. O kendi kendini yaratan, yoktan var
edendir. Budizm'de Buda'yi temsil eder. ikonografide
kullanilan lotus, duyu organlan ile algilanan lotus ile ayni
sey degildir. ikonografik olarak o, gok biiyik veya gok
kicik olabilir. Bu durum, bu c¢igegdin ¢izimini yapanin
orantty1 bilmemesinden kaynaklanmaz. Bilakis bu durum
sanatkar igin onun izafi bir tarafinin oldugunu gésterir.
Yani lotus mecazi, manevi ve ilahidir.112

Lotus veya nilufer ¢ice§i Kuran'da gecmedigine gore
lizerinde namaz kilinan ve secdeye vanlan bu seccade de
sadece sls olarak mi kullaniimistir, yoksa ikonografik bir
anlami mi vardir? Lotus'un ilahi anlami Anadolu'da,
Selguklulardan Osmanli imparatorlugu'na kadar
surmistir. Mezartaslan tizerinde de motifin kullaniimasi
uhrevi alemle olan baglantisini géstermektedir. Berlin
Pergamon Mizesi'ndeki geometrik bir madalyonun

5 Beyhan Karamagarali, Ahlat Mezartaslan, Ankara 1992,
s.74-78, Kat. No : 60, 64, 71, 288, 289, 291-298, 316-321.

6 Karamagarali 1992 : 77, resim :441.

7 O. Siren, Chinese Painting, I, London, s. 17-18, lev. 111.2

8 A Von Wennig-W. Heimann, ""Das Nestorianner-Denkmal
von Sian-Fu", Orientalisches Archis, 11, Leipzig 1912-13, s. 19-
20, Abb. 2.

9 Taha 20, el-Kasas 31, Suara 32.

10 Buhari, Bedi'Ul Halb 14; Maslim, Selam 128 (2233); Eba
Davud, Edeb 174 (5249, 5261).

11 J. Chevalier-A. Cheerbrant, Dictionnaire des Symboles,
1964 s. 466467; H. Read, Sanat ve Toplum (Cev. Selguk Mulayim),
Ankara 1981, s. 58-72; Yasar Coruhlu, "Lotus ikonografisi ve
Uygur Sanatinda Lotus", Uluslararasi Osmanli Oncesi Tiirk
Kultura Kongresi Bildirileri, Ankara 1997, s. 155-168; Cooper
1994 :146.

12 Beyhan Karamagarali, ""Icice Daire Motiflerinin Mabhiyeti
Hakkinda™, 'Sanat Tarihinde ikonografik Arastirmalar® Giiner
inal'a Armagan, Ankara 1993, s. 249-270.
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Iconography of Demon And Lotus Patterns On Prayer Rugs
PROP. BEYHAN KARAMAGARALI

The other pattern we would like to dwell on our
prayer rug is the lotus. A plant arising from the black
silty depths and feeding on murky water, the lotus
blossoms into the sunny atmosphere. Its roots represent
the immortality and its stem depicts the life. The lotus
is the symbol of the past, present and future. It bears
the effects of the water and light, represents the
enlightenment and maturity. As a unity, it is situated
above all other objects of which it is the alma mater,
creating others similar to itself. In Buddhism, it depicts

Buddha, however, the lotus used in the iconography
is not the same as that conceived with sensory organs.
From the jconographic viewpoint, it may be far larger
or smaller than the real thing. This is not due to the fact
that it has a certain relative aspect for the artist rather
than because he does not have a notion of ratios. In
other words, the lotus is allegoric, spiritual and divine1l.

One might wonder whether the lotus is used solely
for decorative purposes in this rug on which prayers are
made or whether it has anm iconographic significance
since it is not mentioned anywhere in the Koran. Should
it be it said that the divine context of Iqtrgs continued
in Anatolia from Selchuks to Ottomans . Its use also
on the tombstones is suggestive of its connection with
the aftermath. A tombstone which has found its way
into the Berlin Museum (Picture 6) corroborates this
statement with as lotus carved above a geometrical
medallion

The dark violet palmettoes bursting diagonally from
the second stalactite ofthe vault box of the mihrab in
the Aslanhane Mosque in Ankara decorate the curvatures
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of the altar (Picture 7), creating thus a hitherto
unprecedented crosswise vegetal composition. Second
of the four palmettoes here is the lateral view of a lotus.
There is a demon atop the alter of Aslanhane Mosque.
In other words, the demon and lotus was used
togetherjust like in the prayer rug. Similarly, the verso
of the facade of one Ahlat tombstone having a knotted
demon figure under a vault is decorated with lotus
patternsi4.

The simultaneous use of these two concepts is due
to the fact that they convey the same meaning and
represent the divine power. This situation brings the
pray-rug and the altar closer to each other from the
utilisation viewpoint: Prayers are made before the altar
and on the prayer rug. The lotus and demon, symbolising
the divine power in the oriental philosophy, reappear
in the casa dei with the same allegories imputed to
them. It may therefore be contended that these patterns
have entered the anatolian peninsula toward the end
of the thirteenth century by trespassing eras and borders.

The failure to find older examples of this should not
lead the reader to believe that he is in front of a new
concept. In fact, an eighteenth century Milas carpet
depicting the water surface with a single line (Picture
8) and an equisenile Gordes one with columns of which
the socles and architraves have the same patterns (Picture
9) are the expressive products of the same idea.

It is quite possible to increase these examples almost
ad infinitum. It should suffice, however, to state that the
appearance of these patterns on the carpets is of importance
in illuminating the Turkish culture history. €»



yukarisinda yer alan (resim 6) bir lotusu havi mezartasi
guzel bir 6rnek teskil eder.13

Anadolu'da Ankara Aslanhane Camii mihrap nisi kemer
kavsarasinin yukaridan itibaren ikinci stalaktitinden ¢apraz
olarak c¢ikan, patlican moru palmetler mihrabin
koseliklerini suslerler (resim 7). Bdylece kemer koselikleri
daha evvel hi¢ gériilmeyen bir ¢apraz bitkisel kompozisyon
meydana getirirler. Buradaki dort palmetten ikincisi yandan
gorulen bir lotustur. Aslanhane Camii'nin mihrabinda,
tepede ejderha mevcuttur. Yani bu mihrapta ejder ve lotus
bir arada tipki bizim seccademizde oldugu gibi
kullaniimistir. Ayrica Ahlat mezartaslarinda da kemer
seklinde, tepede digium yapan ejderli sahidelerin diger
ylzlerinde lotus bulunur.14

Bu iki kavramin bir arada kullaniimasi, ayni anlami
icermeleri ile ilgilidir. iki kompozisyon da tanrisal giiciin
bir ¢esit gostergesidirler. Bu durum seccade ile mihrabi
kullanilis bicimleri bakimindan, birbirlerine

Ejder ve Lotus Motifinin Hal Seccadelerdeki ikonografisi
PROF. DR. BEYHAN KARAMAGARALI

Resim/Picture 8

18. yy. Milas Halisi,
New York Metropolitan

. Museum of Art, 158x217 cm.
(Turkish Handwoven
Carpets 2, 1988 :116)

158x21 7 cm carpet of Milas
origin from 18th century at
Metropolitan Museum of
Art in New York (Cat. :
Turkish Handwoven

Carpets 2,1988: 116).

yaklastirmaktadir. Mihrap 6niinde secde edilirken, bu
seccade hali izerinde de namaz kilinmaktadir. Dogu
felsefesinde tanrisal giclin sahibi olan lotus ve ejder,
Allah'in evinde yine kendilerine yiklenen sembolik
anlamlarla karsimiza ¢ikmaktadir. O halde bu motifler
devirleri ve sinirlari asarak muhtemelen 13. yuzyilin
sonlarindan itibaren Anadolu'ya girmistir.

Bugn icin eski érneklerini bulamamamiz bunun yeni
bir motif oldugunu distindirmemelidir. Suynn dstiini bir
hatla belli eden diger benzer bir érnek 18. yy. Milas
halisinda (resim 8), baska bir rnek de yine 18. yy. Sttunlu
Gordes halisinda (resim 9) sutun kaide ve basliklarinda
karsimiza gikar. Bu 6rnekleri artirmak mumkundir. Bu
motiflerin halilarimiz Gzerinde yer almasi, Turklerin kaltir
tarihini aydinlatmada énem tagimaktadir.

13 Karamagarah 1992 :77, resim : 90.
14 Karamagarali 1992, resim : 296-298, 316-322.
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Iconography of Demon And Lotus Patterns On Prayer Rugs
PROF. BEYHAN KARAMAGARALI

Resim/Picture 9
Sutunlu Goérdes halisi, 18. yy. Istanbul Vakiflar Hali Miizesi,
Env. No :796,120x171 cm. (Turkish Handwoven Carpets 2, 1988:143).

120x1 71 cm Gordes carpet of 18th century with column patterns, Istanbul
Vakiflar Carpet Museum, (Cat. Turkish Handwoven Carpets 2, 1988: 143).
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