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Abstract: The Divan of Muhibbi is a work consisting of poems by Sultan Suleiman the Magnificent. The main
theme of the poems in the Divan is love. It also includes themes of Sufism, ethics, and heroism. It was decorated
by Kara Mehmet Efendi, the chief court painter of the time. With its decorative features, the Divan is among
the finest examples of the art of illumination. Sultan Suleiman compiled his poems, written under the pen name
Muhibbi, in this work. There are many copies of the Divan of Muhibbi. One of the copies that stands out for
its decorative features is dated 1566 AD and is registered in the Istanbul University Library under the number
T.Y. 5467. The work bears the signature of the painter Kara Mehmet Efendi, nicknamed Kara Memi. The artist
has become immortal with his designs featuring semi-stylized floral motifs and the unique style he created with
these motifs. Kara Mehmet Efendi created a unique decorative style by transforming flowers from nature into
motifs. These motifs are known as semi-stylized flowers.

In this study, the semi-stylized flower motifs found in the ornamentation of the manuscript "Divan-1 Muhibbi"
are examined. Some of these motifs are compared with flowers from nature to determine which flower may
have inspired their creation. The study attempts to observe how 16th-century artists studied nature and the
perspectives from which they reflected it. Many motifs and flowers were compared for research purposes, but
only 8 pages and 16 motifs are included here. Seven of the 16 flower photographs were taken by us and included
in the article. The study compares the motifs based on the shapes, numbers, and colors of the flower petals.
This work is important because it reminds contemporary artists, who have distanced themselves from nature,
that nature is our greatest source of inspiration. Furthermore, it emphasizes the importance of details and
observational skills that can serve as inspiration for new motif designs. The plants identified as a result of the
research are carnation, cornflower, rose, hyacinth, lilac, borage, spring branch, narcissus, lotus, iris, wild violet,
echinacea, rosehip flowers, and pomegranate fruit.

Keywords: Illumination, book art, Divan of Muhibbi, flower motif, stylization, Sultan Suleiman the
Magnificent

Oz: Muhibbi Divani Kaniini Sultan Siileyman’n siirlerinden olusan bir eserdir. Divan'daki siirlerin ana temas1
agktir. Ayrica tasavvuf, ahlak ve kahramanlik temalarini da igerir. Donemin saray nakkas basi Kara Mehmet
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Efendi tarafindan bezenmistir. Divan, tezyinat 6zellikleriyle, tezhip sanatinin en giizel 6rnekleri arasinda yer
almaktadir. KéanGni, Muhibbi mahlasiyla yazdigi siirlerini bu eserde bir araya getirmistir. Muhibbi
Divanlari’nin bir¢ok niishasi vardir. Bezeme 6zellikleriyle one ¢ikan niishalardan biri, miladi 1566 tarihli,
Istanbul Universitesi Kiitiiphanesi’nde T.Y. 5467 numara ile kayithdir. Eserde, Kara Memi lakapli, nakkas
Kara Mehmet Efendi’nin imzas1 bulunmaktadir. Sanatgi, tasarimlarini yar1 tisluplagtirilmis ¢icek motifleri ve
bu motiflerle olusturdugu benzersiz iislubuyla dliimsiizlesmistir. Kara Mehmet Efendi, tabiattaki g¢icekleri
motiflere doniistiirerek farkli bir bezeme iislubu ortaya c¢ikarmistir. Bu islubundaki motifler yan
iisluplastirilmis ¢igekler olarak adlandirilmaktadir.

Calismamizda, Divan-1 Muhibbi adli el yazmasi eserdeki tezyinatlarda yer alan yart iisluplastirilmis ¢igek
motifleri incelenmistir. Motiflerden bazilar ile tabiattaki ¢igekler yan yana getirilmis ve hangi ¢igekten ilhamla
yapilmis olabileceginin tespit edilmesi amaglanmistir. 16. Yiizyil sanat¢ilarinin dogay1 nasil inceledigi ve hangi
bakis acis1 ile yansittiklart gozlemlenmeye calisilmigtir. Arastirma amaciyla birgok motif ve ¢igek
karsilagtirilmis, ancak burada, sadece 8 sayfa ve 16 motife yer verilmistir. 16 adet ¢icek fotografindan 7 tanesi
tarafimizdan ¢ekilerek makaleye dahil edilmistir. Caligmada, ¢iceklerin tag¢ yaprak sekilleri, sayilar1 ve renkleri
temel alinarak motiflerle karsilagtirmalar yapilmistir. Calisma, tabiattan uzaklasan giiniimiiz sanat¢ilarina en
biiyiik ilham kaynagimizin tabiat oldugunun hatirlatmasi agisindan énem arz etmektedir. Ayrica, yeni motif
tasarimlarina esin kaynagi olabilecek ayrintilarin ve gozlem giicliniin 6nemi de vurgulanmistir. Arastirma
sonucu tespit edilen bitkiler karanfil, peygamber ¢igegi, giil, siimbiil, leylak, hodan, bahar dali, nergis, lotus,
iris, yabani menekse, ekinezya, kusburnu ¢igekleri ve nar meyvesidir.

Anahtar Kelimeler: Tezhip, kitap sanatlari, Muhibbi Divani, ¢igek motifi, stilizasyon, Kanini Sultan
Siileyman.
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Structured Abstract:

The finest examples of Ottoman book art The 16th century, known as the classical period, showcases
the finest examples of Ottoman book art. The 16th century, referred to as the classical period, is when these
finest examples of Ottoman book art were created. The decorative elements that rapidly developed in the 15th
century reached their peak of glory in the 16th century. The chief painter of the time was Kara Mehmet Efendi.
Having succeeded Sah Kulu as head of the palace workshop, Kara Mehmet Efendi left his mark on the era with
his semi-stylised floral motifs. With his style, which differed from traditional decorative styles, and his
incredible talent, he depicted many flowers that grew during that period. Kara Mehmet Efendi stands out among
artists with his unique design patterns and success. He left his mark on his era and created immortal works that
endure today. This style, which highlights various garden flowers, features many different types of them. In
the works of Kara Mehmet Efendi, there are flowers such as hyacinths, roses, tulips, daffodils, carnations, and
violets.

Flowers have always been indispensable elements of art. Holding a special place in Ottoman culture,
flowers were among the most frequently used figures in the book art of that era. Artists transformed flowers,
symbols of healing, abundance, grace, hope, and beauty, into motifs, reflecting them in their works. They saw
flowers as symbols of paradise and rebirth. With hundreds of thousands of different flower species, nature has
been a source of inspiration for all people from the oldest civilisations to the present day. Artists generally used
flowers not in their natural forms but in stylised versions. In our traditional arts, flower motifs are divided into
three categories: stylised, semi-stylised, and naturalistic. In stylised flowers, natural objects The semi-stylised
style depicts motifs in colours that closely resemble their natural hues and the flowers found in nature. in
outline, without excessive detail. In this method, the appearance of the flowers is simplified while their
character and defining physical features are preserved. Since many flowers resemble each other and details are
often their most prominent features, it can be difficult to trace the natural origins of stylised flowers. On the
other hand, semi-stylised flowers are depicted in a style similar to their natural appearances. Each flower is
drawn with its physical structure, colour, and petals. The naturalistic figures are depicted in a way that
accurately reflects the flowers.

The work that is the subject of our research is called the Divan of Muhibbi. The Divan is a manuscript
that is one of the rare examples of our book-art. This work is registered in the Istanbul University Library under
the number T.Y. 5467. It was written by Muhibbi in the year 973 AH (1566 AD). The Divan consists of poems
written by Sultan Suleiman the Magnificent under the pseudonym Muhibbi between 1520 and 1566. It is known
to contain approximately two thousand ghazals. Nineteen different copies of the Divan of Muhibbi, written at
different times, have survived to the present day. The works are in Persian and Ottoman Turkish. This work,
found in museums and libraries, is located in the following places: Istanbul University Library T.5467, Istanbul
University Library T.1976, Istanbul University Library T. 5471, Istanbul University Library T. 5758, Istanbul
University Library T. 5455, Istanbul University Library T. 689, Istanbul University Library T. 2885,
Nuruosmaniye Library no. 3873, Topkapi Palace Museum Revan no. 738, Hamburg Museum of Arts and
Crafts, Archaeology Museum no. 994, Hagia Sophia Museum no. 3970, Fatih Millet Library Ali Emiri 394,
393, 392, Konya Manuscript Library 3718, Turkish Islamic Art Museum 3878, Turkish Islamic Art Museum
1132, and Turkish Islamic Art Museum 1962.

The Muhibbi Divan, numbered T.Y. 5467 in the Istanbul University Library, which we examined,
bears the signature of Kara Mehmet Efendi. This manuscript was decorated by Kara Mehmet Efendi and written
by calligrapher Mehmed Serif. Each page of the work is uniquely decorated. The patterns include various semi-
stylised floral motifs, as well as stylised motifs such as leaves, hatayi, peng, rumi, clouds, and ¢intemani. The
semi-stylised floral style was developed by Kara Mehmet, the chief painter of the 16th century. This work
showcases the semi-stylised floral style developed by Kara Mehmet, the chief painter of the 16th century. in
this work. This style is found not only in book art from the 16th century but also in tile work, miniatures, wall
paintings, and wood, metal, and stone work. In the semi-stylised style, motifs are depicted in colours close to
their natural hues and similar to those of flowers found in nature. Therefore, identifying the motifs is effortless,
but there are many similar plant species in nature. Therefore, the origins of some figures Therefore, careful
observation and research are necessary to understand the origins of some figures. through careful observation
and research.

This article presents examples of semi-stylised floral motifs from the work "Muhibbi Divam". This
article presents examples of semi-stylised floral motifs from the work "Muhibbi Divan1". The selected figures
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have been compared with flowers to reveal their similarities. Many motifs and flowers were examined for
research purposes. However, only 16 motifs and flowers This article includes only 16 motifs and flowers. in
this article. We aim to highlight the similarities between the motifs and flowers and to show the details of the
motifs. The research also examined the artists' sources of inspiration, observational skills, and talents. The
research also examined the artists' sources of inspiration, observational skills, and talents. As a result of the
research, numerous common points The research identified numerous common points. The research revealed
numerous common points between the motifs and flowers. Flowers similar to the motifs were identified.
Cornflower, carnation, mouse ear, lilac, borage, spring branch, narcissus, lotus, iris, wild violet, echinacea, and
roschip flowers were identified. It was possible to see how the artists drew inspiration from nature and
transformed this inspiration into motifs. In addition, it was understood that the pomegranate fruit was depicted
as a flower. In traditional Turkish art, motifs of carnations and cornflowers are commonly used. Many
researchers frequently confuse carnation and cornflower motifs in traditional Turkish art. many researchers.
These flowers share similar physical structures. The physical structures of these flowers exhibit similarities. In
this study, both flowers are introduced separately. The distinctive features in the motifs have been emphasised
and included in our study.

Keywords: Illumination, book art, Divan of Muhibbi, flower motif, stylisation, Sultan Suleiman the
Magnificent.
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Résumé structuré :

Les plus beaux exemples de l'art du livre ottoman Le XVle siecle, connu sous le nom de « période
classique », présente les plus beaux exemples de l'art du livre ottoman. C'est au XVlIe siécle, appelé « période
classique », que ces chefs-d'ceuvre de 1'art du livre ottoman ont vu le jour. Les éléments décoratifs, qui s'étaient
rapidement développés au XVe si¢cle, ont atteint leur apogée au XVle siécle. Le peintre en chef de 1’époque
était Kara Mehmet Efendi. Ayant succédé a Sah Kulu a la téte de 1’atelier du palais, Kara Mehmet Efendi a
marqué son époque par ses motifs floraux semi-stylisés. Grace a son style, qui se démarquait des styles
décoratifs traditionnels, et a son incroyable talent, il a représenté de nombreuses fleurs qui poussaient a cette
époque. Kara Mehmet Efendi se distingue parmi les artistes par ses motifs uniques et son succes. Il a marqué
son époque et créé des ceuvres immortelles qui perdurent encore aujourd’hui. Ce style, qui met en valeur
diverses fleurs de jardin, en présente de nombreuses variétés. Dans les ceuvres de Kara Mehmet Efendi, on
trouve des fleurs telles que des jacinthes, des roses, des tulipes, des jonquilles, des ceillets et des violettes.

Les fleurs ont toujours été des éléments indispensables de 1’art. Occupant une place particuliére dans
la culture ottomane, les fleurs figuraient parmi les figures les plus fréquemment utilisées dans 1’art du livre de
cette époque. Les artistes transformaient les fleurs, symboles de guérison, d’abondance, de grace, d’espoir et
de beauté, en motifs qu’ils reproduisaient dans leurs ceuvres. Ils considéraient les fleurs comme des symboles
du paradis et de la renaissance. Avec des centaines de milliers d’espéces florales différentes, la nature a été une
source d’inspiration pour tous les peuples, depuis les plus anciennes civilisations jusqu’a nos jours. Les artistes
représentaient généralement les fleurs non pas sous leur forme naturelle, mais dans des versions stylisées. Dans
nos arts traditionnels, les motifs floraux se divisent en trois catégories : stylisés, semi-stylisés et naturalistes.
Dans les fleurs stylisées, les objets naturels sont représentés en contour, sans détails excessifs. Le style semi-
stylisé dépeint les motifs dans des couleurs qui ressemblent étroitement a leurs teintes naturelles et aux fleurs
que l’on trouve dans la nature. Dans cette méthode, I’apparence des fleurs est simplifiée tandis que leur
caractére et leurs traits physiques distinctifs sont préservés. Comme de nombreuses fleurs se ressemblent et
que les détails constituent souvent leurs traits les plus marquants, il peut étre difficile de retracer les origines
naturelles des fleurs stylisées. En revanche, les fleurs semi-stylisées sont représentées dans un style proche de
leur apparence naturelle. Chaque fleur est dessinée avec sa structure physique, sa couleur et ses pétales. Les
figures naturalistes sont représentées de manicre a refléter fidelement les fleurs.

L’ouvrage qui fait I’objet de notre recherche s’intitule le Divan de Muhibbi. Ce Divan est un manuscrit
qui constitue 1’un des rares exemples de notre art du livre. Cet ouvrage est référencé a la bibliothéque de
I’université d’Istanbul sous le numéro T.Y. 5467. Il a été rédigé par Muhibbi en I’an 973 de 1’Hégire (1566
aprés J.-C.). Le Divan se compose de poémes écrits par le sultan Soliman le Magnifique sous le pseudonyme
de Muhibbi entre 1520 et 1566. On sait qu’il contient environ deux mille ghazals. Dix-neuf exemplaires
différents du Divan de Muhibbi, rédigés a des époques différentes, ont survécu jusqu’a nos jours. Ces ceuvres
sont rédigées en persan et en turc ottoman. Cet ouvrage, que I'on trouve dans des musées et des bibliothéques,
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est conservé aux endroits suivants : Bibliothéque de 1'université d'Istanbul T.5467, Bibliothéque de I'université
d'Tstanbul T.1976, Bibliothéque de I'université d'Istanbul T. 5471, Bibliothéque de 1'université d'Istanbul T.
5758, Bibliothéque de I'université d'Istanbul T. 5455, Bibliothéque de l'université d'Istanbul T. 689,
Bibliothéque de I'université d'Istanbul T. 2885, Bibliothéque Nuruosmaniye n® 3873, Musée du palais de
Topkapi, Revan n°® 738, Musée des arts et métiers de Hambourg, Musée d’archéologie n® 994, Musée de Sainte-
Sophie n° 3970, Bibliothéque Millet de Fatih, Ali Emiri n°® 394, 393, 392, Bibliothéque des manuscrits de
Konya n° 3718, Musée d’art islamique turc n°® 3878, Musée d’art islamique turc n° 1132 et Musée d’art
islamique turc n° 1962.

Le Divan de Muhibbi, référencé sous le numéro T.Y. 5467 a la Bibliothéque de 1’Université
d’Istanbul, que nous avons examing, porte la signature de Kara Mehmet Efendi. Ce manuscrit a été décoré par
Kara Mehmet Efendi et écrit par le calligraphe Mehmed Serif. Chaque page de I’ouvrage présente une
décoration unique. Les motifs comprennent divers motifs floraux semi-stylisés, ainsi que des motifs stylisés
tels que des feuilles, des hatayi, des peng, des rumi, des nuages et des ¢intemani. Le style floral semi-stylisé¢ a
été développé par Kara Mehmet, le peintre en chef du XVlIe si¢cle. Cet ouvrage met en valeur le style floral
semi-stylisé développé par Kara Mehmet, le peintre en chef du XVle si¢cle. Ce style se retrouve non seulement
dans I’art du livre du XVlIe siécle, mais aussi dans la fabrication de carreaux, les miniatures, les peintures
murales, ainsi que dans les travaux sur bois, métal et pierre. Dans le style semi-stylisé, les motifs sont
représentés dans des couleurs proches de leurs teintes naturelles et similaires a celles des fleurs que 1’on trouve
dans la nature. Il est donc aisé d’identifier les motifs, mais il existe de nombreuses espéces végétales similaires
dans la nature. C’est pourquoi une observation attentive et des recherches approfondies sont nécessaires pour
comprendre 1’origine de certaines figures.

Cet article présente des exemples de motifs floraux semi-stylisés tirés de 1’ouvrage « Muhibbi Divani
». Cet article présente des exemples de motifs floraux semi-stylisés tirés de I’ouvrage « Muhibbi Divan1 ». Les
figures sélectionnées ont été comparées a des fleurs afin de mettre en évidence leurs similitudes. De nombreux
motifs et fleurs ont été examinés a des fins de recherche. Cependant, seuls 16 motifs et fleurs figurent dans cet
article. Notre objectif est de mettre en évidence les similitudes entre les motifs et les fleurs et de montrer les
détails des motifs. La recherche a également porté sur les sources d’inspiration, les capacités d’observation et
les talents des artistes. La recherche a également porté sur les sources d’inspiration, les capacités d’observation
et les talents des artistes. A I’issue de cette recherche, de nombreux points communs ont été identifiés. La
recherche a révélé de nombreux points communs entre les motifs et les fleurs. Des fleurs similaires aux motifs
ont été identifiées. Le bleuet, ’eillet, I’oreille-de-souris, le lilas, la bourrache, la branche printaniére, le
narcisse, le lotus, I’iris, la violette sauvage, 1’échinacée et 1’églantier ont été identifiés. 1l a été possible de
constater comment les artistes ont puisé leur inspiration dans la nature et ont transformé cette inspiration en
motifs. De plus, il est apparu que le fruit de la grenade était représenté comme une fleur. Dans ’art traditionnel
turc, les motifs d’ceillets et de bleuets sont couramment utilisés. De nombreux chercheurs confondent
fréquemment les motifs d’ceillet et de bleuet dans 1’art traditionnel turc. Ces fleurs partagent des structures
physiques similaires. Les structures physiques de ces fleurs présentent des similitudes. Dans cette étude, les
deux fleurs sont présentées séparément. Les caractéristiques distinctives des motifs ont été mises en évidence
et incluses dans notre étude.

Mots-clés: Enluminure, art du livre, Divan de Muhibbi, motif floral, stylisation, sultan Soliman le
Magnifique.

Resumen Estructurado:

Los mejores ejemplos del arte del libro otomano. El siglo XVI, conocido como el periodo clasico,
presenta los mejores ejemplos del arte del libro otomano. El siglo XVI, denominado periodo clasico, es la
época en la que se crearon estos magnificos ejemplos del arte del libro otomano. Los elementos decorativos
que se desarrollaron rapidamente en el siglo XV alcanzaron su maximo esplendor en el siglo XVI. El pintor
mas destacado de la época fue Kara Mehmet Efendi. Tras suceder a Sah Kulu al frente del taller del palacio,
Kara Mehmet Efendi dejo su huella en la época con sus motivos florales semiestilizados. Con su estilo, que se
diferenciaba de los estilos decorativos tradicionales, y su increible talento, representé numerosas flores que
florecian en aquel periodo. Kara Mehmet Efendi destaca entre los artistas por sus patrones de disefio unicos y
su éxito. Dejo su huella en su época y cred obras inmortales que perduran hasta hoy. Este estilo, que pone de
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relieve diversas flores de jardin, presenta muchos tipos diferentes de ellas. En las obras de Kara Mehmet Efendi
aparecen flores como jacintos, rosas, tulipanes, narcisos, claveles y violetas.

Las flores siempre han sido elementos indispensables del arte. Las flores, que ocupaban un lugar
especial en la cultura otomana, se encontraban entre las figuras mas utilizadas en el arte del libro de aquella
época. Los artistas transformaban las flores —simbolos de sanacién, abundancia, gracia, esperanza y belleza—
en motivos, reflejandolos en sus obras. Consideraban las flores como simbolos del paraiso y del renacimiento.
Con cientos de miles de especies florales diferentes, la naturaleza ha sido una fuente de inspiracion para todos
los pueblos, desde las civilizaciones mas antiguas hasta la actualidad. Por lo general, los artistas no
representaban las flores en su forma natural, sino en versiones estilizadas. En nuestras artes tradicionales, los
motivos florales se dividen en tres categorias: estilizados, semiestilizados y naturalistas. En las flores
estilizadas, los objetos naturales se representan solo en contorno, sin excesivos detalles. En este método, se
simplifica el aspecto de las flores, al tiempo que se conservan su caracter y sus rasgos fisicos definitorios. Dado
que muchas flores se parecen entre siy los detalles suelen ser sus rasgos mas destacados, puede resultar dificil
rastrear los origenes naturales de las flores estilizadas. Por otro lado, las flores semiestilizadas se representan
con un estilo similar a su aspecto natural. Cada flor se dibuja con su estructura fisica, su color y sus pétalos.
Las figuras naturalistas se representan de forma que reflejan con precision las flores.

La obra objeto de nuestra investigacion se titula el Divan de Muhibbi. EI Divan es un manuscrito que
constituye uno de los raros ejemplos de nuestro arte del libro. Esta obra esta catalogada en la Biblioteca de la
Universidad de Estambul con el nimero T.Y. 5467. Fue escrita por Muhibbi en el afio 973 de la Hégira (1566
d. C.). El Divan esta compuesto por poemas escritos por el sultan Soliman el Magnifico bajo el seudonimo de
Muhibbi entre 1520 y 1566. Se sabe que contiene aproximadamente dos mil ghazales. Han llegado hasta
nuestros dias diecinueve ejemplares diferentes del Divan de Muhibbi, escritos en distintas épocas. Las obras
estan en persa y en turco otomano. Esta obra, presente en museos y bibliotecas, se encuentra en los siguientes
lugares: Biblioteca de la Universidad de Estambul T.5467, Biblioteca de la Universidad de Estambul T.1976,
Biblioteca de la Universidad de Estambul T. 5471, Biblioteca de la Universidad de Estambul T. 5758,
Biblioteca de la Universidad de Estambul T. 5455, Biblioteca de la Universidad de Estambul T. 689, Biblioteca
de la Universidad de Estambul T. 2885, Biblioteca Nuruosmaniye n.® 3873, Museo del Palacio de Topkapi,
Revan n.° 738, Museo de Artes y Oficios de Hamburgo, Museo Arqueoldgico n.® 994, Museo de Santa Sofia
n.° 3970, Biblioteca Fatih Millet, Ali Emiri 394, 393, 392, Biblioteca de Manuscritos de Konya 3718, Museo
de Arte Islamico Turco 3878, Museo de Arte Islamico Turco 1132 y Museo de Arte Islamico Turco 1962.

El Divan de Muhibbi, con el nimero de referencia T.Y. 5467 en la Biblioteca de la Universidad de
Estambul, que hemos examinado, lleva la firma de Kara Mehmet Efendi. Este manuscrito fue decorado por
Kara Mehmet Efendi y escrito por el caligrafo Mehmed Serif. Cada pagina de la obra presenta una decoracion
unica. Los motivos incluyen diversos motivos florales semiestilizados, asi como motivos estilizados como
hojas, hatayi, peng, rumi, nubes y ¢intemani. El estilo floral semiestilizado fue desarrollado por Kara Mehmet,
el pintor jefe del siglo XVI. Esta obra muestra el estilo floral semiestilizado desarrollado por Kara Mehmet, el
pintor jefe del siglo XVI. Este estilo se encuentra no solo en el arte del libro del siglo XVI, sino también en
azulejos, miniaturas, pinturas murales y trabajos en madera, metal y piedra. En el estilo semiestilizado, los
motivos se representan con colores cercanos a sus tonos naturales y similares a los de las flores que se
encuentran en la naturaleza. Por lo tanto, identificar los motivos resulta sencillo, pero existen muchas especies
vegetales similares en la naturaleza. Por ello, es necesario realizar una observacion y una investigacion
minuciosas para comprender el origen de algunas figuras.

Este articulo presenta ejemplos de motivos florales semiestilizados de la obra «Muhibbi Divani». Este
articulo presenta ejemplos de motivos florales semiestilizados de la obra «Muhibbi Divani». Las figuras
seleccionadas se han comparado con flores para revelar sus similitudes. Se examinaron numerosos motivos y
flores con fines de investigacion. Sin embargo, en este articulo solo se incluyen 16 motivos y flores. Nuestro
objetivo es destacar las similitudes entre los motivos y las flores y mostrar los detalles de los motivos. La
investigacion también analiz6 las fuentes de inspiracion, la capacidad de observacion y el talento de los artistas.
La investigacion también analizo6 las fuentes de inspiracion, la capacidad de observacion y el talento de los
artistas. Como resultado de la investigacion, se identificaron numerosos puntos en comun. La investigacion
reveld numerosos puntos en comun entre los motivos y las flores. Se identificaron flores similares a los
motivos. Se identificaron flores como el aciano, el clavel, la oreja de raton, la lila, la borraja, la rama primaveral,
el narciso, el loto, el iris, la violeta silvestre, la equinacea y el escaramujo. Se pudo observar como los artistas
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se inspiraban en la naturaleza y transformaban esta inspiracion en motivos. Ademas, se comprobd que la
granada se representaba como una flor. En el arte tradicional turco, los motivos de claveles y acianos se utilizan
con frecuencia. Muchos investigadores confunden con frecuencia los motivos del clavel y del aciano en el arte
tradicional turco. Estas flores comparten estructuras fisicas similares. En este estudio, ambas flores se presentan
por separado. Se han destacado las caracteristicas distintivas de los motivos y se han incluido en nuestro
estudio.

Palabras clave: Iluminacion, arte del libro, Divan de Muhibbi, motivo floral, estilizacion, sultan
Soliman el Magnifico.
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CrpykrypupoBanHoe Pe3ome:

Jlyumme o6pa3ipl OCMaHCKOTO KHHKHOTO HMCKyccTBa XVI Bek, M3BECTHBIM KakK KJIacCHYECKUit
MEPUOI, PEACTABISIET OO0 ydiie 00pa3ibl OCMAHCKOTO KHIDKHOTO HMcKyccTtBa. Mmenno B XVI Beke,
Ha3bIBACMOM KJIACCHYCCKUM TIEPHOJOM, OBUIM CO3IAaHBI 3TH JIy4IIHEe OOpa3lbl OCMAaHCKOTO KHIDKHOTO
UCKyCCTBa. J{eKOpaTUBHbBIE 3JIIEMEHTHI, KOTOPHIE CTPEMUTENBHO Pa3BUBAIUCH B XV BEKe, JOCTUTIU CBOETO
pacupeta B X VI Beke. Benymum xymoxxHrKOM TOT0 BpeMenu 0611 Kapa Mexmet Ddennu. Cmenus [lax Kymy
Ha ITOCTY PYKOBOJUTEIIS TBOPIIOBOI MacTepckoii, Kapa MexmeT DdeHau 0CTaBIII CBOM CIIE] B HCTOPHH ITOXH
Omaromapsi CBOUM IOy CTHIIN30BaHHBIM IIBETOYHBIM MOTHBaM. braromapsi CBoeMy CTHIIIO, OTIIMIABIIEMYCS OT
TPaIUIMOHHBIX JIEKOPAaTHUBHBIX HAIPABIICHHUH, 1 HEBEPOATHOMY TaJaHTy OH M300pa3wil MHOKECTBO IIBETOB,
paciBeTaBmIMX B TOT nepuoJi. Kapa Mexmer DdeHu BbIAeNIeTcsl Cpeiu XyN0)KHUKOB CBOUMH YHUKATIHHBIMU
KOMITO3UITMOHHBIMH PEIMICHUSMUA U TBOPUYECKUMH JOCTHX)eHUsIMH. OH OCTaBUJ CBOW Clie]l B UICTOPHU CBOEH
3TI0XH U CO37]aJ1 O€CCMEpTHBIE MPOU3BEICHNSA, KOTOPBIE COXPAHIIINCH J0 HAIIUX JHEH. DTOT CTUIb, B KOTOPOM
oco00e BHHUMaHHUE YJENseTCsl Pa3sHOOOpa3HbIM CaJOBBIM IIBETaM, BKJIIOYaeT B ceOsS MHOXXECTBO HX
pasHoBuaHOCTei. B paborax Kapa Mexmera DdeHan BCTpeyaroTcsi TaKue IBEThI, KaK THALUHTHI, PO3bI,
TIOJIBITAHBI, HAPIHCCHI, TBO3UKH U (hHAITIKU.

L{BeThI Bceryia ObUIM HEOTHEMIIEMBIMH 3JIEMEHTAMH UCKyCCTBa. 3aHUMast 0c000€ MECTO B OCMaHCKOH
KyJIbType, IIBETHl OBIIIM OJHUMH M3 HauOOJee YacTo HCIIOIb3YeMbIX 0Opa3oB B KHIDKHOM HCKYCCTBE TOH
3M0XHU. XyZA0KHUKH IPEBPAIaIH [IBETHl — CHMBOJIbI HCIIEICHUS, N300MIINS, TPALIIH, HAJEXK (bl U KPACOTHI —
B MOTHUBBI, OTpa)kasi MX B CBOMX Npou3BefeHHsAX. OHU BHIENM B IBETAX CHMBOJIBI pas M BO3POXKICHHS.
Bnarogapst COTHAM TBICSY pa3IMYHBIX BHJOB IBETOB NPHPOJAA ObUIA MCTOYHMKOM BIOXHOBEHHMS JUIS BCEX
JFoiel — OT IpEeBHEHIINX NUBUIM3ALNHN 10 HAIIMX JHEeH. XyI0KHUKH, KaK IIPABUII0, H300pakau I[BETHI HE
B UX €CTECTBEHHOM BHJIE, a B CTWIM30BAHHOM. B Hamem TpagullMOHHOM HCKYCCTBE LIBETOYHBIE MOTHUBBI
JIeNATCs Ha TPU KaTerOpUU: CTUIM30BAHHBIE, I10JIyCTUIIN30BaHHBIE U HATYpaIUCTUYECKUE. B CTHIIN30BaHHBIX
[[BETaX MPUPOJIHbIE OOBEKTHI H300paXkaroTcsl B OOIIUX 4YepTax, 0e3 M3MUIIHUX JeTanei. [Ipu aToM BHeUHui
BUJI I[BETOB YIPOINAETCS, HO UX XapaKTep W OTIMYHUTEIbHbIC (U3NIECKUE YepThl coXpaHaroTcs. [IocKonbKy
MHOTHE [IBETHI ITOXOXKH APYT Ha JAPyra, a JeTalM 3a4acTylo SBJLIIOTCS WX HanOojee 3aMEeTHBIMH YepTaMH,
ObIBaeT CIIOKHO IPOCIEIUTH NPHUPOAHOE TNPOMCXOXKICHUE CTHIN30BAHHBIX LBETOB. C JIpyroi CTOPOHBI,
MOJTyCTHUIIN30BaHHbIE IIBETHI M300paXkaroTcst B CTUIIE, OJM3KOM K MX €CTECTBEHHOMY BUly. Kaskipli nBeTOK
pucyeTcs C ydeToM ero (pM3M4YecKOW CTPYKTYpbl, IIBeTa W JIeTecTKoB. HarypanucTuyeckne n3o0pakeHHs
HEepPEeAA0T LBETHI C BEICOKOW CTENEHbIO TOUHOCTH.

[MpousBenenue, sBSIONIEECs IPEIMETOM HAIIETO HCCIe0BaHMs, Ha3biBaeTcs «AuBaH Myxuo0m».
«/luBaH» — 3TO PyKOIHKCH, IPEJCTABIIIOIAS COO0M OAMH U3 PEAKHX 00pa31I0B HAIIEr0 KHIYKHOT'O HCKYCCTBa.
JlanHOE TIpOM3BENCHNE 3apETUCTPUPOBAHO B OnbOIHoTeke CTaMOyIpCKOTO YHUBEpPCHTETa Mo Homepom T.Y.
5467. Ono 6pu10 HammcaHo Myxu66mu B 973 roxy xumkpsl (1566 rox Hamie# spsl). «luBaH» cCOCTOUT U3
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CTUXOTBOpPEHWH, HamucaHHBIX cynTaHoM CynefiMmaHoM BenmkojenmHbIM TOJ TCEBIOHUMOM Myxubom B
nepuon ¢ 1520 mo 1566 rox. M3BecTHO, YTO OH COJEPKUT OKOJIO JBYX ThICSd Tazaneid. Jlo Hammx aHel
COXPaHWIIOCH AEBATHAALATH PAa3IMUHBIX JK3eMIUIIPOB «/lmBaHa MyxuOOM», HallMCAaHHBIX B Pa3HOE BPEMS.
[IpowsBeneHust HamucaHbl Ha IIEPCHACKOM M OCMAHCKOM TYypPEeIKOM s3blkax. JlaHHOE NpOW3BEICHHE,
XpaHsIeecss B My3esiX W OHONMHMOTeKaX, HaXOJHWTCSA B CIEAyIONMX MecTax: bubmmoreka CtaMOyibCKOTO
yauBepcutera T.5467, bubnmoreka CramOynbckoro yHuBepcutera T1.1976, bubmmoreka CtaMOyiIbCKOTO
yauBepcurera T. 5471, bubauorexka CramOynbckoro yHuBepcutera T. 5758, bubnuoreka CtamOybCKoro
yuuBepcurera T. 5455, bubanorexka CramOynbckoro ynuBepcutera T. 689, bubmnorexka CramOyiabcKoro
yuuBepcurera T. 2885, bubnnoreka Hypyocmanue Ne 3873, Myseir nBopua Tonkamel, PeBan, Ne 738,
I"amOyprekuit My3eit HckyccTB U peMecen, Apxeoniorndeckuii Mmyseit, Ne 994, Myseii Cesatoit Coduu, Ne 3970,
Bubnuoreka «®arux Mumner», Amu Imupu Ne 394,393, 392, bubnmoreka pykonuceiit Konsu Ne 3718, Myseit
Typenkoro uciaaMmckoro uckyccrsa Ne 3878, Myseit Typerkoro uciaamckoro uckyccrsa Ne 1132 u Myseit
TYPEIKOT0 UCIaMCKOTo McKyccTBa Ne 1962.

«JlnBan Myxu606m», nmetomuii Homep T.Y. 5467 B bubmmoreke CtaMOyJIbCKOTO YHHBEPCHUTETA,
KOTOPBIA MBI M3YUYHIIH, COJEPKUT moamuch Kapa-Mexmera Ddenan. Jta pykonuch Obuta ykpameHa Kapa-
MexmeroMm Ddenan u Hamucana kammrpapom Mexmenom Illepudom. Kaxmas cTpanwmma nmpowsBeneHUs
YKpalieHa I0-CBOeMY. Y30pbI BKIIOYAIOT B ceOsl pa3iMyHBIC MMOTYCTHIN30BAaHHBIC I[BETOYHBIC MOTHUBHI, a
TaKKe CTHIM30BaHHBIE MOTHBEI, TaKWe KaK IUCThA, XaTalW, MeHY, PyMH, oOlaka W YHHTCMaHH.
[MonycTHIIM30BaHHBIH LIBETOYHBII CTHIIL ObLI pazpadoTaH Kapa-MexmeTom, riaBHBIM XynoHUKOM X VI Beka.
B ganHOM mpou3BeACHMM HATJSIAHO MPOJEMOHCTPUPOBAH IOJYCTHIW30BAaHHBIM I[BETOYHBIA CTHIIb,
paspaboransbiii Kapa-MexmeTom, riaBHbIM Xy 10xkHHKOM X VI Beka. ITOT CTUJIb BCTPEYAETCS HE TOJBKO B
KHI>KHOM McKyccTBe X VI Beka, HO U B IUIMTKE, MUHUATIOpaX, HACTEHHOU JKUBOIIMCH, a TaKXKe B U3JEIUAX U3
JlepeBa, MeTajia U KaMHs. B MOTyCTUIM30BaHHOM CTHJIE MOTUBBI M300pakaloTcs B IBETaX, OJMM3KUX K MX
€CTECTBEHHBIM OTTEHKaM M CXOXXMX C LIBETaMHM LBETOB, BCTpevaroluxcs B npupone. Ilostomy
HUACHTU(QHUIIPOBATH MOTHBHI HECIIOKHO, OJTHAKO B TIPUPOJIE CYIIECTBYET MHOKECTBO CX0)KHAX BUIIOB PACTCHHUH.
IMosToMy 171 TOHWMaHHS TIPOUCXOXKICHUS HEKOTOPHIX (PUTYp HEOOXOIMMO TINATENhHOE HaOIIOJCHHE U
HCCIIEIOBaHUE.

B naHHOM cTaThe MNpenCTaBIECHBI NPHUMEPHI IMOJYCTHIM30BAHHBIX LBETOYHBIX MOTHUBOB M3
npousBeneHuss «Myxu66u [uBaHm». B naHHOW craTbe NpeCTaBICHBI NPUMEPHI IOJYCTHIM30BaHHBIX
[[BETOYHBIX MOTHBOB M3 Npou3BejeHus: «Myxuoou [luBaHu». BoiOpaHHbie (HUTypbl ObLIH COMOCTABIEHBI C
[[BETAMH JUIsl BBISBJICHUS UX CXOJCTB. B xoze nccnenoBanus ObUIO H3y4€HO MHOXKECTBO MOTHBOB U I[BETOB.
OpHako B JaHHOH cTaThe MPeICTaBICHBI JIUIIb 16 MOTHBOB M I[BeTOB. Harma 1enb — mog4epkHyTh CXOJICTBA
MEXJIy MOTHBAMHU M I[BETaMHU M ITOKa3aTh JETalIM MOTHBOB. B Xome mccienoBaHus TakkKe ObUIM M3yYEHBI
WCTOYHMKHU BJIOXHOBEHUS XYI0)KHHKOB, UX HAOJIOJaTeIbHOCTD M TaJIaHT. B X0/1e nccienoBanus Takxke ObLUIH
M3y4YEeHbl KMCTOYHUKH BIOXHOBEHMS XYJOKHHUKOB, HX HaOIIOJATEeIbHOCT, W TallaHT. B pesyibrare
UCCIeI0BaHMs OBUIO BBISBICHO MHOMKECTBO OOIIMX 4epT. MccienoBaHue BBISIBIIIO MHOXKECTBO OOLIUX 4epT
MEXAy MOTHBaMH | IIBeTaMH. bbUIM HAEHTH(UIMPOBAHBI IIBETHI, IOXOXKME HA MOTUBBL. bbiin
UIEHTU(HUIMPOBAHBI IIBETHl BACHIIbKA, TBO3ANKH, MBIIINHOTO YIIKa, CHPEHH, OI'ypEUHHKa, BECEHHEI BETKH,
HapIycca, JI0Toca, UpHca, JUKOM (uaiky, SXWHAlIeH W IIMIOBHHUKA. YIAJIOCh YBUAETH, KaK XYHOKHHKA
Yyeprnanyd BIOXHOBEHHE W3 MPHUPOJBI U MPeoOpa3oBbIBAIN 3TO BJIOXHOBEHHE B MOTHBBEL. Kpome Toro, Gbu1o
YCTaHOBJICHO, YTO IUIOJ TpaHaTa n300pakalcs B BUJE IIBETKA. B TpaaUIIMOHHOM TypeLKOM HCKYCCTBE IHPOKO
HCTIONB3YIOTCSI MOTHBBI TBO3IMKH M BacHiIbKa. MHOTHE MCCIIEJOBATENIN YAaCTO MyTal0T MOTHUBBI TBO3UKHU H
BaCWJIbKa B TPAJUIIMOHHOM TYPEIKOM HCKYCCTBE. DTH LIBETHl MMEIOT CXOXHE (U3NYECKUe CTPYKTypsl. B
JTAHHOM HCCIIEJIOBaHUHM 00a I[BETKa PAacCMATPHUBAIOTCS OTAENbHO. OTIMYUTEIbHBIE YEPTHl MOTHBOB OBLIN
BBIJICJICHB! M BKJIIOYCHBI B HAIlIe UCCIIEIOBAHNE.

KiroueBble cjioBa: WUTIOMHUHAINS, KHIDKHOE HCKYCCTBO, «JlnBaH Myxn60m», I[BETOYHBIH MOTHB,
ctunusanus, cynran CyneiMan BenukonenHslil.
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Yapilandirilmis Ozet:

Osmanli kitap sanatinin en giizel drneklerini, klasik donem olarak adlandirdigimiz 16. yilizyilda
goriiyoruz. 15. yiizyilda hizla gelisen dekoratif unsurlar, 16. yiizyilda en gorkemli dénemini yasamistir.
Donemin nakkasbasi Kara Mehmet Efendi'dir. Sah Kulu'dan sonra saray atdlyesinin basina gegen Kara
Mehmet Efendi, yar stilize ¢igek motifleriyle doneme damgasini vurmustur. Geleneksel dekoratif stillerden
farkli olan tarzi ve inanilmaz yetenegiyle, o donemde yetisen bir¢ok ¢icegi resmetmistir. Kara Mehmet Efendi,
farkli tasarim kaliplar1 ve basarisiyla sanatgilar arasinda dne ¢ikmaktadir. Sadece kendi donemine damgasini
vurmakla kalmamis, giiniimiize kadar ulagsan Sliimsiiz eserler de iiretmistir. Cesitli bahge ciceklerini dne
¢ikaran bu tarzda birgok ¢igek tiirli yer almaktadir. Kara Mehmet Efendi’nin eserlerinde, siimbiil, giil, lale,
nergis, karanfil, menekse gibi ¢i¢ekler vardir.

Cigekler her zaman sanatin vazgegilmez unsurlart olmustur. Osmanl kiiltiirinde 6zel bir yere sahip
olan gigekler, o donemin kitap sanatlarinda en sik kullanilan figiirler arasindaydi. Sanatcilar, sifa, bolluk,
zarafet, umut ve giizelligin sembolii olan ¢i¢ekleri motiflere doniistiirerek eserlerine yansittilar. Cigekleri
cennet ve yeniden dogusun sembolleri olarak gordiiler. Yiiz binlerce farkli ¢icek tiiriiyle doga, en eski
medeniyetlerden giiniimiize kadar tiim insanlar i¢in ilham kaynagi olmustur. Sanatcilar genellikle ¢igekleri
dogal hallerinde degil, stilize edilmis versiyonlarinda kullandilar. Geleneksel sanatlarimizda ¢igek motifleri iig
kategoriye ayrilir: stilize, yari stilize ve natiiralist gigekler. Stilize edilmis ¢iceklerde, dogal nesneler asir1 detay
verilmeden, ana hatlartyla tasvir edilir. Bu yontemde, ¢igeklerin goriiniimii basitlestirilirken, karakterleri ve
belirleyici fiziksel 6zellikleri korunur. Birgok ¢igek birbirine benzedigi ve detaylar genellikle en belirgin
ozellikleri oldugu igin, stilize edilmis gigeklerin dogal kékenini bulmak zor olarak kabul edilebilir. Ote yandan,
yari stilize edilmis cicekler, dogadaki goriiniimlerine benzer bir tarzda tasvir edilir. Her ¢icek, fiziksel yapisi,
rengi ve yapraklariyla birlikte ¢izilmistir. Dogalci figiirler, ¢igekleri dogru bir sekilde yansitacak sekilde tasvir
edilmistir.

Aragtirmamizin konusu olan eser, Muhibbi Divani olarak adlandirilir. Divan, kitap sanatlarimizin
nadide &rneklerinden biri olan bir el yazmasidir. Bu eser, istanbul Universitesi Kiitiiphanesi'nde T.Y. 5467
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numarastyla kayitlidir. Muhibbi tarafindan Hicri 973 yilinda (Miladi 1566) yazilmigtir. Divan, Kanuni Sultan
Siileyman'in Muhibbi takma adiyla 1520 ile 1566 yillar1 arasinda yazdig siirlerden olusmaktadir. Yaklagik iki
bin gazel igerdigi bilinmektedir. Muhibbi Divani'nin farkli zamanlarda yazilmig on dokuz farkli niishasi
gilinlimiize kadar ulasmistir. Eserler Farsca ve Osmanli Tiirkgesi dillerindedir. Miizelerde ve kiitiiphanelerde
bulunan bu eser, asagidaki yerlerde bulunmaktadir: Istanbul Universitesi Kiitiiphanesi T.5467, Istanbul
Universitesi  Kiitiiphanesi T.1976, Istanbul Universitesi Kiitiiphanesi T. 5471, Istanbul Universitesi
Kiitiiphanesi T. 5758, Istanbul Universitesi Kiitiiphanesi T. 5455, Istanbul Universitesi Kiitiiphanesi T. 689,
Istanbul Universitesi Kiitiiphanesi T. 2885, Nuruosmaniye Kiitiiphanesi no.3873, Topkap1 Saray1 Miizesi
Revan n0.738, Hamburg Sanat ve El Sanatlari Miizesi, Arkeoloji Miizesi no. 994, Ayasofya Miizesi no. 3970,
Fatih Millet Kiitiiphanesi Ali Emiri 394, 393, 392, Konya El Yazmalar Kiitiiphanesi 3718, Tiirk islam Eserleri
Miizesi 3878, Tiirk Islam Eserleri Miizesi 1132, Tiirk Islam Eserleri Miizesi 1962.

Inceledigimiz Istanbul Universitesi Kiitiiphanesi'ndeki T.Y. 5467 numarali Muhibbi Divan, Kara
Mehmet Efendi'nin imzasini tasimaktadir. Bu el yazmasini, Kara Mehmet Efendi siislenmistir ve hattat
Mehmed Serif yazmistir. Eserin her sayfasi benzersiz bir sekilde slislenmistir. Desenler arasinda gesitli yar1
stilize ¢igek motiflerinin yani sira yaprak, hatayi, pen¢, rumi, bulut ve ¢intemani gibi stilize motifler de
bulunmaktadir. 16. yiizyilin nakkasbagi Kara Mehmet tarafindan gelistirilen yari stilize gigek stili bu eserde
goriilebilir. Bu stil, 16. ylizyilldan kalma kitap sanatinin yani sira ¢ini islerinde, minyatiirlerde, duvar
resimlerinde, ahsap, metal ve tag iglerinde de bulunur. Yar stilize stilde, motifler dogal renklerine yakin ve
dogada bulunan ciceklere benzer renklerde resmedilir. Bu nedenle motifleri tanimlamak olduk¢a kolaydir,
ancak dogada birgok benzer bitki tiirii vardir. Bu nedenle, bazi1 figiirlerin kokenleri ancak dikkatli gézlem ve
aragtirma yoluyla anlasilabilir.

Makalemizde, "Muhibbi Divani" adli eserden yari stilize ¢igek motiflerinden Grnekler segilmistir.
Secilen figiirler, benzerliklerini ortaya ¢ikarmak i¢in ¢igeklerle karsilastirilmistir. Arastirma amaciyla birgok
motif ve ¢icek incelenmistir. Ancak bu makalede sadece 16 motif ve ¢igek yer almaktadir. Amacimiz motifler
ve ¢igekler arasindaki benzerlikleri vurgulayarak motif detaylarini gostermektir. Sanatgilarin ilham kaynaklari,
gozlem giicleri ve yeteneklerini de arastirilmistir. Arastirma sonucunda, motif ve ¢igekler arasinda gok sayida
ortak nokta bulunmustur. Motiflerin benzerleri olan ¢i¢ekler belirlenmistir. Peygamber ¢igegi, karanfil, fare
kulagi, leylak, hodan, bahar dali, nergis, lotus, iris, yabani menekse, ekinezya ve kusburnu ¢igekleri tespit
edilmistir. Sanat¢ilarin dogadan nasil ilham aldiklar1 ve bu ilhami nasil motiflere doniistiirdiikleri goriilme
imkani bulunmustur. Ayrica, nar meyvesinin ¢igek olarak tasvir edildigi anlasilmistir. Geleneksel Tiirk
sanatinda karanfil ve peygamber ¢igegi motifleri birgok arastirmaci tarafindan siklikla karigtirilmaktadir. Bu
cigeklerin fiziksel yapilarinda benzerlikler vardir. Calismada her iki ¢i¢ek ayri ayri tanitilmigtir. Motiflerdeki
ayirt edici 6zellikleri vurgulanarak ¢alismamiza dahil edilmistir.

Anahtar Kelimeler: Tezhip, kitap sanatlari, Muhibbi Divani, ¢icek motifi, stilizasyon, Kantni Sultan
Stileyman.
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Introduction

The 16th century of the Ottoman Empire was a century marked by numerous advances in the
arts. The most beautiful works were produced in the fields of calligraphy, miniature painting, ceramic
art, miniature painting, calligraphy, weaving, and architecture. The variety of styles used in
decoration increased, the repertoire of motifs expanded, and exquisite works emerged through the
compositions developed by talented artists.

Sultan Suleiman the Magnificent, under the pen name Muhibbi, compiled his poems in a
work called the Muhibbi Divan, and artists embellished these divans with decorative elements,
creating unique works. In addition to divans written in Sultan Suleiman's own handwriting, there are
also divans created through the collaborative work of calligraphers and illuminators. The copy of the
divan found at Istanbul University, number T.Y. 5476, was decorated by the artist nicknamed Kara
Memi, and his signature is present in the work. Kara Mehmet Efendi, who was the chief illuminator
in the 16th century, was a student of Sah Kulu, who was the chief illuminator of the palace before
him.

During the period when Kara Mehmet Efendi was the chief painter, many works were
produced in different art forms such as illumination, tile work, miniature painting, weaving, and
penmanship. Despite the diversity of art forms, there is a stylistic unity in the compositions (Demiriz,
1998, p. 466). In Ottoman ornamentation of this period, unprecedented designs using floral motifs
came to the forefront. In addition to his knowledge of design, talent, and mastery, Kara Mehmet
Efendi closely observed nature and reflected many flowers found in nature onto the pages, creating
virtually a flower garden on every page (Mesara, 2009, p. 364). The style he created with flowers,
depicted in a semi-stylized manner, continues to inspire contemporary artists.

Among the works decorated by Kara Mehmet Efendi are Qur'ans, illuminated manuscripts,
albums, divans, and tughras (Unver, 1951, p. 8). One of the manuscripts he decorated, the Muhibbi
Divan, is one of the finest examples of the semi-stylized floral style. The work contains many floral
motifs, and because they are close to a naturalist style, some are easily identifiable. However, in
nature, there are many plants that are very similar in color, appearance, and leaf shape, yet are
different species. Distinguishing these flowers requires more detail and examination. Here, the artist's
strong observational skills, knowledge, and mastery are evident.

The diversity of plants and floral motifs in Kara Mehmet Efendi's works can be considered
an indicator of his love for nature (Mesara, 2009, p. 364). For centuries, people have drawn
inspiration from nature. In our time, when our connection with nature is diminishing and nature is
becoming polluted and destroyed, artists are finding it difficult to find sources of inspiration. This
research aims to understand the decorative style of Kara Mehmet Efendi, an artist who lived in the
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16th century. To investigate how the artist created immortal works by incorporating nature into his
art, one of his works was selected. The semi-stylized floral motifs found in the Divan were examined.

Semi-Stylized Flowers and Kara Mehmet Efendi

Floral motifs used in traditional arts are divided into stylized, semi-stylized, and naturalistic
categories. Turks, in their decorative arts, drew inspiration from nature, simplifying flowers and
stylizing them according to their own taste and style (Birol & Derman, 2005, p. 14). In Turkish art,
ornamentation is free from material elements and is a combination of the aim to reflect the most
beautiful and imagination (Arseven, 1970, p. 210). Direct imitations of nature are quite rare in our
art. Artists have only interpreted the structures of flowers without imitating them.

Another name for stylization is "stylisation." Through stylisation, forms existing in nature
are simplified and made schematic and decorative (Miilayim, 1994, p. 86). Artists who viewed the
universe from an Islamic perspective saw nature as a magnificent work of art. They did not simply
reproduce the flowers they observed; instead, they synthesized them with their imaginations and
depicted them in a stylized manner — this is called stylisation (Birol, 2009, p. 490). The word
stylisation is also used interchangeably with "stylization." The Turkish Language Association
Dictionary defines stylisation, a word of French origin, as "design." The meaning of stylisation is the
creation of motifs by simplifying natural forms without losing their physical appearance (Turkish
Language Association, 2024). Stylisation is also defined as simplifying natural elements while
preserving their physical characteristics. Although it is difficult to trace the natural origins of stylized
flowers, it is generally possible to understand which flower inspired the semi-stylized motifs. The
flowers are depicted with their own characteristic stem shapes and leaf forms (Ozkegeci & Ozkececi,
2007, p. 74).

Stylization is one of the striking features of Turkish art, even in its earliest surviving
examples. Through this method, natural elements are depicted in simple forms (Ozkegeci, 2008, p.
12). Plants are transformed into abstract forms, distanced from their natural origins (Ayvazoglu,
1997, pp. 320-321). In Islamic art, artists attempted to depict nature by abstracting it in order to
reflect what lies beyond the visible world and infinity (Kog, 2010, p. 39).

In the late 15th century, semi-stylized motifs, along with small flowers, began to appear in
the surah-beginning decorations of Qur'ans. This style developed and emerged as a new decorative
style using garden flowers in the first half of the 16th century (Mabhir, 1990, p. 6). Many motifs used
in our traditional arts were first applied in book art and later used in different art forms (Birol &
Derman, 2005, p. 113). Among the rare examples of the Kara Memi style in the 16th century are tile
works. In the tiles used in the decoration of various architectural structures, it is possible to see all
kinds of garden flowers in semi-stylized forms.

The style created using semi-stylized floral motifs is known to have been developed by Kara
Mehmet Efendi in the 16th century (Cagman, 1988, p. 14). Sahkulu, known as Kara Memi's teacher,
was a painter of Baghdad origin who was brought from Tabriz in 1514 during the reign of Yavuz
Sultan Selim. It is known that Sah Kulu initially worked in Amasya, and later was appointed as the
chief palace painter by Kanuni Sultan Siilleyman. Sah Kulu produced many works between 1520 and
1556 and became known for his Saz Yolu style. He is a master who contributed to Ottoman art by
training his student Kara Memi (Mabhir, 1988, p. 28). There is no information in the sources about
the origin, birth date, birthplace, death date, tomb, education, and family of Kara Mehmet Efendi, an
artist whose art and works have left their mark on his era and whose name and art have been
mentioned in every period, from centuries ago to the present day (Unver, 1951, p. 3). The name Kara
Memi appears in the registers of craftsmen from the reign of Sultan Suleiman the Magnificent.
Archives in the Topkapi Palace Museum contain information indicating that he worked as an
illuminator and painter in the embroidery workshop and that he was alive during the reign of Selim
II (Duran, 2001, pp. 362—-363). Furthermore, in the Topkapi Palace Museum, under the heading
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"Cemaat-i Zerduzlar" (Garden of Goldsmiths) with number 9612, it is stated that the chief illuminator
Karamemi received a salary of twenty-five and a half akce (Iince & Bilen, 2023, p. 34). It has been
learned from archival documents that Kara Mehmet Celebi, who distinguished himself among other
artists with his superior and unique style, also had a son among the artists working in the painting
workshop (Ali, 1982, p. 117).

The most important source regarding Kara Mehmet Efendi is the book titled Menakib-1
Hiinerveran. Written in 1586, it was authored by Mustafa Ali Efendi of Gelibolu. In the section
concerning illuminators, it is stated that he was a student of Sahkulu and headed the Sultan Suleiman
Han's workshop. The work also states that after the death of the chief illuminator Sahkulu, Kara
Mehmet Efendi was appointed to his position in 1557 (Unver, 1951, p. 4). During his long reign,
Suleiman the Magnificent was a very powerful and successful ruler. Besides his administrative skills,
he is known to have placed great importance on culture and art, supporting artists. It is known that
talented artists like Kara Mehmet Efendi also received support from the Sultan. The artist added his
own style to the classical decorative elements of Ottoman art, successfully depicting the flowers of
nature in a naturalistic way with keen observational skills (Mesera, 2009, pp. 361-364). He
incorporated his love of nature, his own interpretation, taste, and talent into the classical
understanding of illumination, reflecting these in the most beautiful way. The artist's name appears
on two separate pages at the end of the work (Figures 1-2). On page 355a of the Divan, on a gold
background surrounded by flowers, it reads "Elfakiriil Hakir Miizehhib Kara Memi" in an almost
illegibly distorted form, and on page 356b, where the calligrapher's signature is also found, it reads
"Miizehhib’iil Fakir Kara Memiyyiil Hakir" (Unver, 1951, p. 6).

| -, : 4 W

Figure 1. Page 355 a! Figure 2. Page 356 b
The Divan of Muhibbi

Approximately 3000 poems written by Sultan Suleiman the Magnificent under the pen name
Muhibbi have been compiled into a collection titled Divan-i Muhibbi. While generally preferring the
pen name Mubhibbi, Sultan Suleiman sometimes used Muhib and sometimes Muhib, depending on
the meter. Muhibbi means love, loving, feeling loved, lover, and beloved, and the root of the word is
the Arabic word hubb. The work consists of ghazals that deal with emotions such as love and
heroism, with traces of Sufism. This divan, which exists in various copies, is found in various
museums and libraries. Among these divans, the one that stands out in terms of its decorative
elements is the copy numbered T.Y. 5476 in the Istanbul University Library.

The work has a red leather binding with carved motifs in its ornamentation. The decoration
includes Hatayi and cloud motifs. The texts on the pages are arranged in two columns and are placed
between gold-painted borders. In the areas outside these borders, different schemes have been applied

! Kara Memi's signatures, Muhibbi Divan, Istanbul University Library, T.Y. 5467 (All images used in
the study were taken from the Istanbul University Library, T.Y. 5476).
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to the ornamental sections and the motifs between the texts, avoiding repetitive designs (Atasoy,
2011, p. 140).

Muhibbi's Divan is not only a harmonious catalog of colors in terms of ornamentation, but
also in terms of the colors used (Unver, 1983, pp. 15-17). The mastery of Kara Memi's art can be
seen in his avoidance of repeating a pattern and his use of different colors and tones together. In his
delicate floral patterns, the flowers appear to dance.

In the halkar technique, crushed gold is mixed with gelatinous water. The ornamentation
created by applying this mixture to the motifs with varying degrees of intensity and shading is called
halkari (Derman, 1997, pp. 365-366). Many pages in Muhibbi's Divan feature this type of
ornamentation. The area immediately outside the writing area is separated by a thin gold border. The
area from this border to the very edges of the page is seen to be decorated.

In addition to his powerful administration, Suleiman the Magnificent was a poet who valued
art, viewed the past and his own era from a literary perspective, and wrote thousands of ghazals and
poems. Almost all copies of the Muhibbi Divans, which are among Suleiman's works, are ornate. In
fact, each poem in the works appears to be individually decorated. Copies of the Muhibbi Divans are
found in many museums and libraries, including the Mevlana Museum Library, the National Library,
the Topkapi Palace Museum, the Nuruosmaniye Library, the Istanbul University Library, and the
Archaeology Museum Library (Yavuz & Yavuz, 2016, pp. 13—14). In the literary community and
among Ottoman sultans, Kanuni undoubtedly stands out and shines like a star with his work, the
Divan of Muhibbi, and its numerous copies (Yavuz, 2021, p. 155).

It is known that Muhibbi's Divan consists of approximately two thousand ghazals. Nineteen
copies of the Divan, written at different dates, have survived to this day. The works are in Persian
and Ottoman Turkish. The locations of the copies found in museums and libraries are as follows:
Istanbul University Library T.5467, Istanbul University Library T.1976, Istanbul University Library
T. 5471, Istanbul University Library T. 5758, Istanbul University Library T. 5455, Istanbul
University Library T. 689, Istanbul University Library T. 2885, Nuruosmaniye Library no.3873,
Topkapi Palace Museum Revan no.738, Museum fur Kunst und Gewerbe Hamburg, Archaeological
Museum no. 994, Hagia Sophia Museum no. 3970, Fatih Public Library Ali Emiri 39, Fatih Public
Library Ali Emiri 393, Fatih Public Library Ali Emiri 392, Konya Manuscript Library 3718, Turkish
Islamic Art Museum 3878, Turkish Islamic Art Museum 1132, Turkish Islamic Art Museum 1962
(Besenk, 2016, p. 311).

Semi-Stylized Flower Motifs in the Muhibbi Divan Manuscript Preserved in Istanbul
University Library

In the work titled Muhibbi Divani, plant motifs predominate, and the flowers included are
hyacinth, rose, marigold, tulip, carnation, hollyhock, violet, iris, and narcissus. In addition to flowers,
spring branches and tree species such as cypress are also featured in the designs. The artist Kara
Memi depicted the plants he observed and painted, sometimes in groups and sometimes individually.
He skillfully blended the decorative elements used up to that time with his own unique motifs, using
them in his compositions in an unparalleled harmony.

The 16th century was a period of flourishing in many art forms. During this century, the
variety of motifs increased, and new techniques and styles emerged. Designs diversified, and the
color palette expanded. Muhibbi's Divan is one of the finest examples reflecting this era.As a result
of the field studies conducted within this scope, 189 plant species (43 families) and 9 fauna families
were identified. All plant and animal specimens were photographed by the researcher, and the data
were documented through tables and visuals.
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The variety of plants and beautiful floral designs seen especially in Kara Mehmet's
Muhibbi Divan, which bears his signature, are an indication of Kara Mehmet's artistry as well as his
love of nature (Mesera, 2015, pp. 361-365).

The paper colors seen on the pages of the work include shades of cream, yellow, light
pink, and light green. The motifs used are designed in a wide variety of colors. Stylized plant motifs
include leaves, hatayi patterns, claws, and buds. Sometimes they are depicted solely in gold in the
halkar style, and sometimes they are enlivened with the addition of different colors. They are used
together with semi-stylized flowers or separately on different pages. The designs also include
ornamentation in the saz yolu style. Pages decorated in the saz style feature long, curved, pointed,
toothed leaves, detailed hatayi patterns, and claws. In addition to plant motifs, rumi, cloud, and
cintemani motifs are also used in the ornamentation.

On the pages of the divan, in areas other than the title and text area, different illuminations
are seen in thin, long, vertical, horizontal, and varying-sized areas (Atasoy, 2011, p. 140). All
sections, both within and outside the text area, are decorated. Many of the floral motifs are depicted
with their own unique colors. Despite the different designs, a general design unity is observed across
all pages.

For our research, pages 9a, 12b, 191b, 204a, 207a, 252b, 340a, and 359b, which specifically
feature floral motifs, were selected for examination.

On page 12b of Muhibbi's Divan, the text is surrounded by numerous floral motifs such as
hyacinths, roses, carnations, violets, and tulips. These are depicted emerging in bunches from small
clumps of grass. Some are painted solely with gold, while others are painted using both gold and
color. One striking element of the page is the arrangement of the flowers vertically, horizontally,
parallel, and upside down within the text area. It is also observed that the rosebuds in the bunches at
the top and bottom corners have broken necks. Furthermore, it appears that the points where the
flowers emerge from the ground are covered with leaves, giving the appearance of clumps of grass
(Image 3).

In the writing area, blue and red flowers stand out in the spaces outside the writing areas
(Figure 4). These motifs are likened to cornflowers in terms of color and structure (Figures 5-6, 7-
8). This plant exists in nature in two different colors, as it does in the ornamentation. The motifs
located in the rectangular areas formed in the upper, lower, and middle sections of the writing area
have their own characteristic structure.

Among the most striking motifs found in the pages of the work, especially in the areas
covered by text, are those resembling Centaurea sp., also known as the cornflower. The plant, which
includes both blue and red varieties, can be easily confused with a carnation at first glance. This is
because both carnations and cornflowers have zigzag-like petal tips. The red cornflower, in
particular, can be likened to a red carnation. However, the distinct shapes of its petals and the layered
appearance of its calyx reveal, upon closer inspection, that it is a different flower from a carnation.

A key difference between the cornflower and the carnation is that the petals are attached to
the flower bud at a distance from each other, and the carnation has fewer petals. The artist particularly
emphasizes the distinctive features of the cornflower in both top and side drawings (Figures 5-7).
Known colloquially as cornflower or apricot thistle, this plant is endemic to Anatolia.
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Image 3. Muhibbi Divan, IUL?. T.Y. 5467, page 12b.

Cornflower and carnation are compared because of their stylized zigzag petals, but the
cornflower's calyx is shaped like fish scales (Demiriz, 2005, p. 285). The two plants belong to
different flower families. Cornflower and carnation have very different natural appearances, but both
plants have long, slender leaves.

2 Istanbul University Library.
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Figure 4. Detail from figure 3.

Image 5. Red flower motif.  Image 6. Red cornflower.
(Centaurea tchihatcheffii) (URL 1) .

Image 7. Blue flower motif. Image 8. Blue cornflower.
(Centaurea cyanus) (URL 2).

On page 12b of the artwork, in the central part of the writing area, very small red and blue
motifs are depicted alongside real flowers to highlight their similarities (Figures 6-8).

On the same page of the Divan, carnations and hyacinths are also depicted in the
ornamentation outside the writing area (Image 9). Carnations and hyacinths, shown emerging from
the same clumps of grass on separate branches, are accompanied by blue wildflowers. The hyacinths
appear to be colored pink, blue, and gold. They are arranged side-by-side on the flower branch, as
they are in nature (Image 3). The hyacinth motifs are depicted close to their natural origins in terms
of drawing style and coloring (Images 9-10). The hyacinth, after the tulip and rose, is a flower that
has inspired poets, especially because of its fragrance and colors. In literature, the hyacinth flower is
likened to the hair of a lover.

The flower called "Sheikh's Hyacinth," cultivated by the sheikh of the Siinbiiliyye order in
the 16th century, is found in many manuscripts from the 16th-century Ottoman period. Images of
different types of hyacinths, bound in leather and lacquer, can be found in the libraries of Istanbul
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University, Nuruosmaniye, and Topkap1 Palace. In the Ottoman period, hyacinths were also depicted
in various forms, referred to as single-flowered and double-flowered (Demiriz, 2005, p. 286). In
traditional Turkish art, hyacinths are often depicted alongside carnations, tulips, roses, or cypress
trees. It is also known that hyacinths are generally painted in shades of pink, blue, and white, both
light and dark.

In Kara Memehmet Efendi's decorations, it can be said that most of the hyacinths, which
extend horizontally in single branches within rectangular areas, are dark blue. There are also some
that are colored with a pair of blue and a pair of red on a single branch (Atasoy, 2011, p. 141).

" :

Image 9. Hyacinth-like motif. Image 10. Hyacinth (Hyacinthus orientalis).
(Photo: Hamide Nur Ozsoy).

Many different types of carnations were cultivated during the Ottoman period. It is known
that there were approximately 17 varieties among these, known by names such as rengi giizel, bozuk
al, hind, cafer giilgiinisi, beyaz ¢in, sart alaca, berber moru, kazaz karanfili, sebkusa, sakiz karanfili,
arabaci karanfili, konak karanfili, katmerli, pirin¢ci karanfili, adi karanfil ve nergis karanfili
(Atasoy, 2011, p. 336). Carnation motifs are particularly seen in the folk art (halkdr) in the
manuscripts of Muhibbi's Divan. Carnations were generally not depicted alone, but together with
tulips, roses, and hyacinths (Demiriz, 2005, p. 281).

On page 204a of the work, in the ornamentation of the text section, it is noteworthy that the
first rectangular area features delicately crafted Rumi motifs in the form of "sencide" (a type of
Rumi). The background colors of these motifs are pink and green, while the delicate elements appear
to be dark blue. It is understood that the central motifs, which are Rumi elements, are also delicately
crafted in a manner consistent with the "sencide" Rumi motifs. In the other rectangular area of the
text, there are cypress trees along with blue flowers.

In the Halkar ornamentation, semi-stylized flowers such as carnations, roses, and tulips are
accompanied by various plant motifs. The branches and leaves of the flower motifs are made with
gold plating. Tulips are also seen to be colored only with gold (Image 11). The carnation is
immediately recognizable among the semi-stylized flowers with its distinctive appearance. In
Muhibbi's Divan, it is generally depicted in shades of red and pink. Tulip motifs are painted with
gold, while roses and carnations are toned in red. It is understood that each flower is depicted with
its own unique petal. The side, top, and bottom views of the carnations shown on the page are
noteworthy. In the Halkar-style gold ornamentation, a stylized bud motif colored in blue is seen in
the center of the hatayi motifs designed in a form similar to a plane tree leaf (Image 11).

It has been observed that the carnation flower is distinguished by both its long, slender green
petals and its dense, zigzag-shaped petals. The motif of the numerous and tightly bound petals makes
it easy to distinguish it from other flowers. In some species of red carnations found in nature, the
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parts where the sepals are attached to the flower head are close to white, and the color intensifies
towards the petal tips (Figures 12-13).

Image 11. Muhibbi Divan, I[UL. T.Y. 5467, page 204a.

Many of the floral motifs depicted in the designs on the divan include not only the petals but
also the sepals. The depiction of the sepals, which are among the criteria used to distinguish one plant
from another, makes it easier to identify the types of flowers.

Image 12. Flower motif. Image 13. Carnation flower (Dianthus caryophyllus L.)
(Photo: Hamide Nur Ozsoy).
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Carnations are one of the most frequently used and beloved flower types in our traditional
arts. This exquisite flower can be found not only in book art but also in many other fields, from
weaving and stone to glass, marbling, miniature painting, and ceramics.

Image 14. Muhibbi Divan, I[UL, T.Y. 5467, page 9a.

\

Image 15. Lilac-like motif . Image 16. Lilac (Syringa vulgaris) (URL 3).
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Image 18. Flower motif. Gorsel 19. Hodan flower (Borago officinalis) (URL 4).

In some manuscripts, pages containing texts on different subjects or pages located between
different sections are not filled with text but only with decorations (Giindiiz, 2022, p. 136). Even
without text, page 359b of the Divan is decorated. One of the finest examples of blank page
decoration, page 359b, featuring around 15 different floral motifs, resembles a flower garden. The
blank area within the page is decorated using the zerevsan technique (Image 17). Zerevsan is made
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by sprinkling crushed gold, which has reached a paint-like consistency, onto a surface using a brush
mixed with gelatinous water. It can also be by passing the gold leaf through a sieve over the surface
to be decorated (Derman, 2009, p. 534). After application, the gold is polished with a burnisher.

On page 359b, the ornamentation on the outer part of the gold-framed border uses many
motifs and colors. The design features flowers such as carnations, daffodils, various types of roses,
irises, tulips, marigolds, wild violets, spring branches, hyacinths, borage, and anemones. A motif
resembling a blue borage flower, but not immediately noticeable, is located in the lower right corner
of the design, at the junction of the pages (Figure 18). Borago officinalis is also commonly known
as the "zenbil flower." The motif is depicted with blue petals, characteristic of the borage flower.
Since the brown-green sepals are also clearly depicted, similarities between the plant and the motif
are evident (Figures 18-19).

In our traditional art, spring branches represent fruit trees in bloom during spring. It's difficult
to guess which tree inspired the motif (Demiriz, 2005, p. 274). However, since many fruit trees bloom
in different colors and appearances, it's possible to trace the motif's origins to some extent. In the
Anatolian region, there are fruit-bearing trees such as plum, sour cherry, peach, cherry, apple, pear,
and almond. These types of motifs are referred to as spring branches, spring trees, or fruit trees in
bloom during spring.

The concept of the tree of life is a common belief in Muslim, Jewish, and Christian faiths
(Azakli, 2022, p. 40). Spring branches are also among the motifs referred to as the tree of life. In our
book art, date palms and cypress trees are used as motifs. The leaves and fruit of the grapevine, as
well as the leaves of the plane tree, are among the plant motifs used.

Spring trees, one of the most frequently used motifs in naturalist style, were first seen in book
art, in the designs of Kara Memi. Later, in the second half of the 16th century, they began to be used
with pleasure in ceramic panels (Turan Bakir, 1999, p. 213).

The spring branch motif is also seen on page 359b of the Muhibbi Divan. The motif is
depicted emerging from a clump of grass painted in gold at the base (Image 20). The arrangement of
the branches and flowers of the pink-flowered fruit tree is depicted in a manner similar to nature. The
flowers, arranged in a claw motif on the branches, appear to be painted in a darker tone in their
centers, while the branches and leaves are colored in gold (Images 20-21).

Image 20. Flowering tree motif. Image 21. Spring Branch (Chaenomeles japonica).

(Photo: Hamide Nur Ozsoy).
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Another flower thought to be featured on page 359b is the narcissus (Figure 22). It appears
that the design incorporates both the mature and bud stages of the flower. The plant is depicted not
only with its crown but also with its sepals, emphasizing its unique color and characteristic features
(Figures 22-23). The motif shown in Figure 20 is called zerrin or narcissus in our traditional arts.
Both plants belong to the same family. There are also different types of narcissus called fulya and
zeren.

The narcissus motif, seen only in simple forms in the works of Kara Memi in the 16th
century, was depicted in both simple and double forms in later centuries (Demiriz, 2005, p. 289).
The narcissus flower has a tubular section in the center of its petals and is depicted in white, orange,
and yellow colors in book art. In Ottoman-era books on floriculture, the yellow varieties were called
zeren or zerrin, the white varieties were called sim, and the double varieties were called katmer sim
or zerrin (Ozkegeci, 2007, p. 78).
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Image 22. Bud and flower motif. Image 23. Daffodil bud and flower (Narcissus sp.)
(Photo: Hamide Nur Ozsoy).

The lotus is associated with wisdom in cultures around the world and is considered sacred in
many. This flower represents beauty, purity, fertility, abundance, and rebirth (Coruhlu, 1989, pp.
107-127). The lotus also appears in works belonging to the ancient Turks, originating from Central
Asia. It is known as a motif used by Hun and Uyghur artists. Mentioned in Uyghur texts, the lotus
later became known as hatayi, one of the most frequently used plant motifs in Turkish Islamic art
(Coruhlu, 1996, p. 156).

On page 191b of the work, the ornamentation in the text area features stylized plant motifs.
In the Halkar ornamentation, it is estimated that the lotus flower and its leaf are depicted in a stylized
manner (Figure 24). In addition to the flower's unique physical structure, its heart-shaped leaf is also
included in the design. The similarities between the motifs, the flower, and the leaf in the photographs
prove this (Figures 25-26, 27-28). It is noteworthy that, despite being a stylized flower motif, Hatayi's
work is remarkably similar to its natural source of inspiration. Lotus and water lily flowers are among
the plants thought to be the same flower species. Both are aquatic flowers, but they belong to different
families.
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Image 24. Muhibbi Divan, IUL, T.Y. 5467, page 191b.

Image 25. Leaf motif. Image 26. Lotus leaf (URL 5).
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Image 27. Flower motif. Image 28. Lotus Flower (Nelumbo nucifera) (URL 6).

Each page of the Divan is decorated with different patterns. On page 20a, cypress trees and
stylized plant motifs are featured in the ornamented areas within the text. The ornamentation outside
the text features wildflowers such as carnations, irises, and wild violets (Figure 29). Among the
motifs, blue irises are particularly depicted with their buds (Figures 30-31). The iris is also known as
the "siisen" flower among the people. This motif was used especially in tile and book art in the 16th
century. In its natural state, some of the petals of the plant are turned downwards. It appears that the
page is drawn in a naturalistic style and painted with colors found in nature.

Image 29. Muhibbi Divan, IUL, T.Y. 5467, page 207a.
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Image 32. Flower motif. Image 33. Wild violet (Viola sp.) (URL 7).

It has been observed that the motif, resembling a wild violet, is drawn with its own uniquely
colored, curved petals, as found in nature, thus making it easier to identify which flower it might be.
Furthermore, the sepals between the stem and the crown are very similar to their natural origins. The
flower stem of the motif is also curved, as it appears in nature (Figures 32-33). The design reflects
the characteristic features of the flower.

Image 34. Flower motif. Image 35. Echinacea (Echinacea purpurea).

(Photo: Hamide Nur Ozsoy).
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Some of the motifs on page 207a resemble the echinacea flower. The downward-facing
structure and shape of the petals of the motif show similarities to the echinacea flower (Figures 34-
35). The petals of some daisy and calendula species can also take on a curved shape towards the
ground due to the influence of climate and soil conditions. We believe the motif to be echinacea
because of its conical flower head and the color of this part.

Image 36. Muhibbi Divan, IUL T.Y. 5467, page 252b.

On page 252b, two cypress trees are depicted horizontally on either side of the text. The
cypress tree was a common tree in almost all gardens during the Ottoman period and, with its elegant
structure, became one of the most frequently used motifs by artists (Atasoy, 2011, p. 159). Blue iris
flowers are located at the bottom of the ornamented areas within the text section.

One of the pages that caught our attention the most in the work is page 252b. This is because
the flower motif in the halkar decoration actually resembles a fruit. In the decoration outside the
writing area, a motif that at first glance appears to be a flower is visible. With careful observation, it
becomes clear that the motif closely resembles a pomegranate (Figure 36).
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Figure 37. Pomegranate-like motif. Image 38. Pomegranate (Punica granatum) (URL 8).

On page 252b, in the ornamentation outside the text, it is seen that some parts of the motifs
in the gold and paint ornamentation are colored. It is noteworthy that the motif is made to resemble
a pomegranate fruit ripened and opened on a branch, and its inner part is colored pink. The
pomegranate motif is designed almost like a flower (Figures 37-38). The pomegranate is known as a
fruit symbolizing fertility, abundance, and prosperity (Darvishi & Narimani, 2022, p. 28). The
pomegranate is a fruit known to have been cultivated in Central Asia, where the foundations of
Turkish art were laid, and it has been a motif used in designs. Pomegranate motifs have been found
in wall paintings from the 7th-8th centuries of the Uyghur period (Coruhlu, 2006, p. 11). It is known
that the word "tree" appears 26 times in the Quran, and the pomegranate is among the fruits
mentioned. In Islamic art, it has generally been a preferred motif in depictions of paradise.

Image 39. Muhibbi Divan, [UL, T.Y. 5467, page 340a.
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On page 340, it is understood that stylized and semi-stylized motifs are used together in the
pattern design (Figure 39). Within the text area, cypress trees, blue and red cornflowers, tulips, and
leaf, bud, and claw motifs on spiral branches are visible. In the halkar ornamentation outside the ruler
section, semi-stylized roses and motifs resembling blue anemone or blue crocus flowers stand out.
Since the green leaves of the three blue flower motifs seen at the base of the roses are not depicted,
it is difficult to determine which flower they were inspired by. In the halkar ornamentation, there are
also leaf-shaped hatayi motifs in the corners and pen¢ motifs on the branches surrounding them.

Roses are among the most frequently used floral motifs in the designs on the divan. Designs
show them in bud, blossom, and fully opened forms. Rosehip is a plant from the rose family. The
motif appears to have similar physical features to the rosehip flower (Figures 40-41). The same motif
is also designed in bud form, and when juxtaposed with the flower, which is thought to have
originated in nature, remarkable similarities are observed (Figures 42-43).

The rose is a flower that has been the subject of not only art but also literature. It is the

symbol of all flowers. The buds of stylized flower motifs are also called rosebuds (Demiriz 1933, p.
33).

Image 42. Flower motif. Image 43. Rosehip bud (Rosa canina)
(Photo: Hamide Nur Ozsoy).

Conclusion

The 16th century was the most brilliant period of the Ottoman Empire in every respect. This
century, known as the Classical period, saw magnificent works in all branches of art. Kara Memi
was the leading illuminator of the 16th-century Ottoman period. In addition to classical decorative
elements, Kara Mehmet Efendi, who brought a different style to our ornamentation, not only left his
mark on his era but also became one of the artists who established a school of thought with his style.
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It is understood that Kara Memi, a very skilled illuminator, was also talented in observing nature.
His designs, close to a naturalist style, shaped our art history. He transformed flowers into motifs,
transferring them to books, and managed to turn the pages into gardens. He depicted flowers in nature
in a semi-stylized manner. The work titled "Muhibbi Divan" consists of poems by Sultan Suleiman
the Magnificent and was illuminated by the illuminator Kara Memi. Each page is decorated with
different designs.

Spring branches, cypress trees, pomegranate fruit, rose, carnation, tulip, hyacinth,
cornflower, narcissus, iris, marigold, echinacea, lilac, hyacinth, violet, anemone, bellflower, lotus,
borage, hollyhock, bellflower, rosehip, and plants like cornflower and anemone are among the semi-
stylized flowers found in Muhibbi's Divan. The use of semi-stylized motifs, particularly in many
halkar-style decorations, is noteworthy. The drawings, colors, and shapes of the flowers in the
designs are very close to those found in nature. Even the petals of each flower are depicted with their
unique characteristics preserved, resembling those found in nature. The fact that many of the plants
are drawn not only with their colorful petals but also with their sepals is a striking element of the
work. Another notable feature of the Divan is the reflection of the physical changes that flowers
undergo as they grow in their natural environment. The motifs in the ornamentation depict flowers
in their unopened bud form, their appearances during their growth stages, and their fully mature
states. It is evident that all stages of plant development are observed individually. Furthermore, the
depiction of flower types with similar colors and physical appearances from various perspectives —
bottom, side, back, front, and top — to highlight their distinctive physical details, is another interesting
aspect of the designs. The work showcases the magnificent designs characteristic of 16th-century
Ottoman ornamentation, presented in a modest style. Works like Muhibbi's Divan continue to inspire
artists from the past to the present. It is hoped that this study will open new doors for researchers and
artists.
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I.U. Kiitiiphanesi’ndeki Muhibbi Divam Niishasindaki Yar1 Usluplastirilmis Cicek Motifleri

Giris
Osmanli dénemi 16. ylizyilda sanat alaninda bir¢ok gelismenin oldugu bir asirdir. Hat,
tezhip, ¢ini, minyatiir, kalem isi, dokuma ve mimari alanlarda en giizel eserler ortaya konmustur.

Tezyinatlarda kullanilan degisik tisluplarla birlikte motif dagarcigi artmis, yetenekli sanatgilar
tarafindan olustirulan kompozisyonlarla nadide eserler iiretilmistir.

Kéanini Sultan Siileyman, Muhibbi mahlastyla yazdigi siirlerini Muhibbi Divani adli eserde
toplamis ve sanatcilar bu divanlar tezyini 6gelerle bezeyerek benzersiz eserler olusturmuslardir.
Kanini Sultan Siileyman’in bizzat kendi el yazisiyla yazmis oldugu divanlarin yani sira hattat ve
miizehhiplerin bir arada calisarak ortaya koyduklar1 divanlari da mevcuttur. Istanbul Universitesi
T.Y. 5476 numarada bulunan divan niishasin1 Kara Memi lakapli sanat¢i bezemistir ve eserde imzasi
blunmaktadir. 16. yilizyilda nakkas basi olan Kara Mehmet Efendi, kendinden 6nce saray bas nakkasi
olan Sah Kulu’nun 6grencisidir.

Kara Memi’nin bag nakkas oldugu donemde tezhip, ¢ini, minyatiir, dokuma ve kalem isi gibi
farkli sanat dallarinda bir¢gok eser {lretilmistir. Sanat dallar1 degisik olmasmma ragmen
kompozisyonlarda iislup birligi vardir (Demiriz, 1998, s. 466) Bu donem Osmanli tezyinatinda, gigek
motifleriyle yapilan daha 6nce benzeri goriilmemis desenler 6n plana ¢ikmistir. Kara Mehmet Efendi
desen bilgisi, yetenek ve ustaliginin yaninda tabiat1 yakindan gozlemleyerek, dogadaki bir¢ok ¢icegin
benzerini sayfalara yansitmis, adeta her sayfada bir ¢igek bahgesi olugturmustur (Mesara, 2009,364).
Yari stilize sekilde resmettigi cigeklerle olusturdugu iislubu giiniimiiz sanatgilarina da ilham kaynagi
olmaya devam etmektedir.

Kara Mehmet Efendi’nin tezyin ettigi eserler arasinda Kur’an-1 Kerim’ler, murakkalar,
albiimler, divanlar ve tugralar vardir ((Unver, 1951, s. 8). Bezedigi el yazmasi eserlerden biri olan
Muhibbi Divani yar usluplagtirilmis ¢igek tislubunun en giizel 6rneklerinden biridir. Eserde bir¢cok
cicek motifi yer almaktadir ve bunlar natiiralist tarza yakin bicimde olduklarindan bazilar1 kolaylikla
tanimlanabilmektedir. Ancak tabiatta renk, goriintii ve yaprak sekli bakimindan birbirine ¢ok
benzeyen ama farkli tiirlerde bitkiler cok fazladir. Bu ¢igekleri ayirt etmek icin daha fazla ayrintiya
ve incelemeye ihtiya¢ duyulur. Burada sanat¢inin giiclii gézlem yetenegi, bilgi birikimi ve ustaligi
g0ze carpar.

Kara Mehmet Efendi’nin eserlerindeki bitkilerin gesitliligi, ¢igek motifleri onun doga ile
sevgisinin gostergesi olarak adlandirilabilir (Mesara, 2009, s. 364). Insanlar yiizyillar boyunca
ilhamlarini tabiattan almiglardir. Doga ile baglarimizin gittikce azaldigi ve tabiatin kirlenip yok
olmaya basladigi giiniimiizde sanatgilar ilham kaynagi bulmakta gii¢liik ¢cekmektedir. 16. ylizyilda
yasamis bir sanatci olarak Kara Mehmet Efendi’nin bezeme iislubunu anlamak amaciyla bu aragtirma
yapilmak istenmistir. Sanat¢inin, dogay1 yapitlarina tasidigi iislubuyla nasil 6liimsiiz eserlere imza
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attiginin arastirilmasi amaciyla eserlerinden biri secilmistir. Divanda yer alan yar1 tisluplastirilmig
cicek motifleri ele alinmustir.

Yar1 Usluplastirilmis Cicekler ve Kara Mehmet Efendi

Geleneksel sanatlarda kullanilan ¢icek motifleri iisluplastirilmis, yari tisluplastirilmis ve
natiiralist olarak boliimlere ayrilir. Tiirkler tezyini sanatlarda ilhamlarini tabiattan almislar, ¢igekleri
sadelestirerek, kendi zevk ve tarzlarina gore yansitarak stilize etmigler yani tsluplastirmislardir
(Birol & Derman, 2005, s. 14). Tiirk sanatinda bezeme, maddi 6gelerden arinmis, en giizeli yansitma
amac1 ve hayal giiclinlin birlesiminden olusmustur (Arseven, 1970, s. 210). Sanatimizda tabiattan
birebir taklit edilmis tasarimlar oldukga az goriiliir. Sanatgilar ¢igeklerin yapilarini taklit etmeden
sadece yorumlamislardir.

Usluplastirmanin diger adi stilizasyondur. Stilizasyon ydntemi ile tabiatta var olan bigimler
sadelestirilip, sematik ve tezyini bir hale getirilir (Miilayim, 1994, s. 86). Kainata, islami bakis
agisiyla bakan sanatcilar, tabiatt muhtesem bir eser olarak gormiistiir. Gozlemledikleri ¢igeklerin
aynisinl yansitmamislar, onlari, hayal giicleriyle sentezlemisler ve iisluplastirarak resmetmislerdir,
buna stilizasyon denmistir (Birol, 2009, s. 490). Usluplastirma kelimesi yerine, stilizasyon da
kullanilmaktadir. Fransizca kokenli bir kelime olan stilizasyon sdézciigliniin Tirk Dil Kurumu
Sézliigii’ndeki karsihigi, bicimlemedir. Usluplastirmak kelimesinin anlami ise dogal sekillerin
fiziksel goriiniislerini kaybetmeden yalinlastirilmasiyla motiflerin olusturulmasi seklindedir (Tiirk
Dil Kurumu, 2024). Usluplastirmak, tabiattaki varliklarm fiziksel o6zelliklerini koruyarak
yalinlagtirilmasi diye de tanimlanmaktadir. Stilize ¢igeklerin tabiattaki kokenine ulasmak zor olsa da
yart tisluplagtirllmis motiflerin genellikle hangi cicekten esinlenildigi anlasilabilir. Cicekler,
kendilerine has dal bigimleri ve yaprak sekilleriyle resmedilmislerdir (Ozkegeci & Ozkegeci, 2007,
s. 74).

Stilizasyon, Tiirk sanatinin giiniimiize ulagan en eski 6rneklerinden itibaren dikkat ¢eken
ozelliklerinden biridir. Bu yontem ile tabiattaki varliklar yalin formlarda aksettirilmistir (Ozkegeci,
2008, s. 12). Bitkiler tabiattaki kokenlerinden uzaklagtirilarak soyut formlara doniistiiriilmislerdir
(Ayvazoglu, 1997, s. 320-321). Islam sanatlarinda sanatgilar, gériinen alemin tesini ve sonsuzlugu
yansitmak i¢in tabiati soyutlayarak resmetmeye ¢alismiglardir (Kog, 2010, s. 39).

15. ylizy1l sonlarinda mushaflarin stirebasi tezyinatlarinda, kiiciik cigeklerle birlikte yari
iisluplagtirtlmig motifler goriilmeye baslanmistir. Bu iislup ilerlemis ve 16. asrin ilk yarisindan sonra
bahge cigekleriyle yapilan yeni bir siisleme tarzi olarak karsimiza ¢ikmistir (Mahir, 1990, s. 6).
Geleneksel sanatlarimizda kullanilan bir¢gok motif dnce kitap sanatlarinda uygulanmis, daha sonra
farkli sanat dallarinda kullanilmigtir (Birol & Derman, 2005, s. 113). 16. Yiizyilda Kara Memi
iislubunun nadide 6rnekleri arasinda ¢ini eserler de vardir. Farkli mimari yapilarin bezemesinde
kullanilan ¢inilerde yar1 iisluplastirilmis bigimlerde tiim bahge ¢igeklerini gérmek miimkiindiir.

Yari iisluplastirilmis ¢igek motifleri kullanilarak olusturulan iislubu 16. asirda Kara Mehmet
Efendi’nin ortaya ¢ikardigi bilinmektedir (Cagman, 1988, s. 14). Kara Memi’nin hocasi olarak
bilinen Sahkulu, 1514’ de Yavuz Sultan Selim devrinde Tebriz’den getirtilmis, Bagdat kokenli bir
nakkastir. Sah Kulu’nun, ilk geldigi zamanlar Amasya’da gorev yaptigi, sonralari ise Kanuni Sultan
Stileyman tarafindan saray basnakkasi olarak gorevlendirdigi bilinmektedir. Sah Kulu, 1520 ile 1556
yillar1 arasinda birgok eser ortaya koymustir ve Saz Yolu iislubuyla adin1 duyurmustur. Ogrencisi
olan Kara Memi’yi de yetistirerek Osmanli sanatina katkida bulunmus bir iistaddir (Mahir, 1988, s.
28). Sanat1 ve yapitlariyla yiizyillar dncesinden giiniimiize dek uzanan, yasadigi doneme damga
vurmakla kalmayip, her donemde adindan ve sanatindan s6z ettiren ekol olmus bir sanat¢1 olan Kara
Mehmet Efendi’nin nereli oldugu, dogum tarihi, dogum yeri, 6liim tarihi, kabri, egitimi ve ailesi
hakkinda kaynaklarda bir bilgi yoktur (Unver, 1951, s. 3). Kara Memi adi1 Kan{ini Sultan Siileyman
devrindeki Ehl-i Hiref defterlerinde ge¢mektedir. Topkapt Sarayr Miizesi’ndeki arsivlerde
nakishanede miizehhip ve ressam olarak gorev yaptigy, II. Selim devrinde de hayatta olduguna dair
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bilgi vardir (Duran, 2001, s. 362-363). Ayrica yine Topkap1 Saray1 Miizesi’ndeki 9612 numarali
Cemaat-i Zerduzlar basligi altinda ilk sirada yer alan Nakkasbasi Karamemi’nin yirmibes buguk akce
iicret aldig1 ifadesi yer almaktadir (Ince & Bilen, 2023, s. 34). Ustiin ve farkl tarziyla diger sanatcilar
arasinda farkin1 ortaya koyan Kara Mehmet Celebi’nin oglunun da nakkashanede goérev yapan
sanatkarlar arasinda oldugu arsiv belgelerinden 6grenilmistir (Ali, 1982, s. 117).

Kara Mehmet Efendi ile ilgili en dnemli kaynak eser Menakib-1 Hiinerveran adli kitaptir.
1586 yilinda kaleme alinmig eserin yazar1 Gelibolulu Mustafa Ali Efendi’dir. Burada miizehhiplerle
ilgili kisimda Sahkulu’nun 6grencisi oldugu, Sultan Siileyman Han nakkaghanesinin basinda
bulundugu ifade edilmektedir. Eserde, bagnakkas Sahkulu’nun vefat etmesinden sonra, 1557 yilinda
miizehhip Kara Mehmet Efendi’nin onun gérevine tayin edildigi yazmaktadir (Unver, 1951, s. 4).
Kantini uzun yillar siiren hiikiimdarhiginda ¢ok giiclii ve basarili bir yonetici olmustur. idareciliginin
yaninda kiiltlir ve sanata ¢ok dnem verdigi, sanatkarlart destekledigi de bilinmektedir. Kara Memi
gibi yetenekli sanat¢ilarin da padisah tarafindan desek gordiigii bilinmektedir. Sanartgi, Osmanli
sanatindaki klasik tezyinat unsurlaria kendi tislubunu da eklemis, tabiattaki ¢igekleri ¢ok iyi bir
gbzlem giicii ile natiiralist bir gsekilde yansitmay1 basarmistir (Mesera, 2009, s. 361-364). Klasik
tezhip anlayigina tabiat sevgisini, kendi yorumunu, zevk ve yetenegini eklemis ve bunlar1 en giizel
sekilde aksettirmistir. Eserin son sayfalarinda iki ayr1 sayfasinda sanatcinin adi ge¢mektedir
(Gorsel.1-2). Divanda sayfa 355a’da ¢igeklerin cevreledigi altin bir zemin {izerinde neredeyse
okunamayacak kadar bozulmus bir bi¢imde “Elfakiriil Hakir Miizehhib Kara Memi” seklinde ve
hattatin da imzasinin bulundugu sayfa 356b sayfasinda “Miizehhib’iil Fakir Kara Memiyyiil Hakir”
seklindedir (Unver, 1951, s. 6).

-

Gorsel 1. Sayfa 355a°. Gorsel 2. Sayfa 356b.
Muhibbi Divam

Kan{ni Sultan Siileyman’in Muhibbi mahlastyla yazdig1 3000 civarinda siir Divan-1 Muhibbi
adiyla bir araya getirilmistir. Siirlerinde genellikle Miihibbi mahlasini tercih eden Sultan Siileyman
bazen Muhib, bazen de Muhib mahlasini, vezin 6l¢iisii geregi kullanmistir. Muhibbi sevgi, sevmek,
sevildigini hissetmek, seven ve yéar anlamlarma gelmektedir ve kelimenin kokii Arapca hubb
sozcligidiir. Eser ask ve kahramanlik gibi duygulari, tasavvuf izleriyle isleyen gazellerden
olugmaktadir. Degisik niishalar1 bulunan bu divan ¢esitli miize ve kiitiiphanelerde bulunmaktadir. Bu
divanlar arasinda bezeme unsurlar1 agisindan &ne ¢ikani Istanbul Universitesi Kiitiiphanesi’ndeki
T.Y. 5476 numaral eserdir.

Eserin kirmizi deri bir cildi vardir, bezemesinde oyularak yapilmig motifler vardir.
Tezyinatta hatdyi ve bulut motifleri yer almaktadir. Sayfalardaki metinler iki siitun seklindedir ve
altinla boyanmis cetveller arasina alinmistir. Bu cetvelin disinda kalan boéliimlerdeki alanlarda halkar
bezemeleri ve metin aralarindaki bezemeli boliimlerdeki motiflerde birbirinden farkli semalar
uygulanmaya ¢alisilmig ve tekrar eden tasarimlardan kagimilmistir (Atasoy, 2011, s. 140).

3 Kara Me{ni’nin imzalari, Muhibbi Divan1 IUK. T.Y. 5467 (Calismada kullanilan biitiin eser gorselleri
Istanbul Universitesi Kiitiiphanesi T.Y.5476 numarali eserden alinmustir).
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Muhibbi Divani sadece tezyinat noktasinda degil, kullanilan renkler agisindan da adeta
ahenkli bir renk katalogu gibidir (Unver, 1983, s. 15-17). Kara Memi’nin sanatindaki ustaliginin
gostergeleri bir deseni bir daha tekrar etmemesi, farkli renkleri ve tonlar1 bir arada kullanmasi olarak
ifade edilebilir. Zarif ¢igeklerden olusan halkar desenlerinde ciceklerin adeta raks ettigi gorliir.

Halkar tekniginde, ezilmis altin jelatinli su ile kanistilir. Bu karisimin motiflere farkli
yogunluk dereceleri ile golgeli sekilde siiriilmesiyle olusan tezyinata halkari adi verilir (Derman,
1997, s. 365-366). Muhibbi Divani’nindaki sayfalarinin birgogunda bu tarz tezyinatlar vardir. Yazi
alanlarinin hemen disi, altinla yapilmis ince bir cetvelle ayrilmistur. Bu cetvelden itibaren sayfanin
en u¢ kisimlarina kadar olan alanlarin bezendigi goriiliir.

Kéanini, giiclii idareciliginin yani sira, sanata 6nem veren, ge¢cmise ve yasadigi doneme edebi
bakis acistyla bakan bir sairdir ve binlerce gazel ve siir yazmistir. Kan{ini’nin eserleri arasinda yer
alan Muhibbi Divanlari’nin hemen hemen biitiin niishalar1 tezyinlidir. Hatta eserlerde yer alan her
siirin ayr1 ayr1 bezenmis oldugu goriilir. Muhibbi Divanlari’nin niishalar1 Mevlana Miizesi
Kiitiiphanesi, Milli Kiitiiphane, Topkap: Sarayr Miizesi, Nuruosmaniye Kiitiiphanesi, Istanbul
Universitesi Kiitiiphanesi, Arkeoloji Miizesi Kiitiiphanesi gibi pek ¢ok miize ve kiitiiphanelerde
bulunmaktadir (Yavuz & Yavuz, 2016, s. 13—14). Kéanlini, edebiyat camiasinda ve Osmanli
padisahlar1 arasinda, Muhibbi Divan1 adli eseri ve bir¢ok niishasi ile kuskusuz 6ndedir ve bir yildiz
gibi parlamaktadir (Yavuz, 2021, s. 155).

Muhibbi Divani’nin ikibin civarinda gazelden olustugu bilinmektedir. Divanin degisik
tarihlerde yazilmis olan ondokuz adet niishasi bugiine ulagmistir. Eserler Farsca ve Osmanlica
dillerindedir. Miize ve kiitiiphanelerde bulunan eser niishalarinin bulunduklar1 yerler sunlardir:
Istanbul Universitesi Kiitiiphanesi T.5467, Istanbul Universitesi Kiitiiphanesi T.1976, Istanbul
Universitesi Kiitiiphanesi T. 5471, Istanbul Universitesi Kiitiiphanesi T. 5758, Istanbul Universitesi
Kiitiiphanesi T. 5455, Istanbul Universitesi Kiitiiphanesi T. 689, istanbul Universitesi Kiitiiphanesi
T. 2885, Nuruosmaniye Kiitiiphanesi no.3873, Topkap1 Saray1 Miizesi Revan no.738, Museum fur
Kunst und Gewerbe Hamburg, Arkeoloji Miizesi no. 994, Ayasofya Miizesi no. 3970, Fatih Millet
Kiitiiphanesi Ali Emiri 39, Fatih Millet Kiitiiphanesi Ali Emiri 393, Fatih Millet Kiitiiphanesi Ali
Emiri 392, Konya Yazma Eserler Kiitiiphanesi 3718, Tiirk [slam Eserleri Miizesi 3878, Tiirk Islam
Eserleri Miizesi 1132, Tiirk islAm Eserleri Miizesi 1962 (Besenk, 2016, s. 311).

I.U. Kiitiiphanesi’nde Muhafaza Edilen Muhibbi Divim Niishasindaki Yar1
I"Jsluplastlrllmls Cicek Motifleri

Muhibbi Divani adli eserde bitkisel tezyinatlarin agirliktatir ve yer verilen gicekler arasinda
stimbiil, giil, ayn-1 safa, lale, karanfil ve giil hatmi, menekse, iris, nergis gibi tiirler vardir. Ci¢eklerin
yani sira, bahar dali ve selvi gibi agag tiirlerine de desenlerde bulunmaktadir. Sanat¢1 Kara Memi,
gozlemleyerek resmettigi bitkileri bazen gruplar seklinde, bazen de tek tek desenlerine aksettirmistir.
O zamana dek kullanilan tezyini unsurlarla kendine 6zgii motifleri, ustalikla harmanlamis, benzersiz
bir ahenk igerisinde kompozisyonlarinda kullanmastir.

16. yiizy1l bircok sanat alaninin inkisaf ettigi bir donemdir. Bu yiizyilda motif cesitliligi
artmis, yeni teknik ve tisluplar ortaya ¢ikmistir. Tasarimlar gesitlilik kazanmis, kullanilan renk paleti
genislemistir. Muhibbi Divani da bu devri yansitan en nadide drneklerden birisidir.

Kara Mehmet’in 6zellikle, imzasinin oldugu Muhibbi Divani’ninda gdriilen bitkisel ¢esitlilik
ve birbirinden giizel ¢i¢ek tasarimlart Kara Memi’nin sanatkarliginin yani sira tabiat sevgisinin de
gostergesidir (Mesera, 2015, s. 361-365)

Eserin sayfalarinda goriilen kagit renkleri arasinda krem tonlari, sar1 tonlari, agik pembe ve
acik yesil tonlar1 vardir. Kullanilan motifler ¢ok ¢esitli ve renklerde tasarlanmiglardir. Stilize yani
iisluplastirilmig diyebilecegimiz bitkisel motifler yapraklar, hatayiler, pen¢ler ve goncalardir. Kimi
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zaman sadece halkar tarzinda altinla resmedildikleri kimi zaman ise farkli renkler eklenerek
hareketlendirildikleri goriiliir. Yar tisluplastirilmis gigeklerle bir arada ya da ayr1 ayri sayfalarda
kullanilmislardir. Desenlerde, saz yolu tarzinda bezemeler de yer almaktadir. Saz iislubunda
bezenmis sayfalarda uzun, kivrik, sivri uclu, disli yapraklar, ayrintili hatayi ve pencler vardir. Bitkisel
motiflerin disinda rumi, bulut ve ¢intemani motiflerine de bezemelerde yer verilmistir.

Divanin sayfalarinda baslik ve yazi alan1 disindaki kisimlarda ince, uzun, boyuna, enine,
farkli biiyiikliikteki alanlar icerisine farkli tezhipler yapildig1 goriilmiistiir (Atasoy, 2011, s. 140).
Yazi alani igerisinde ve yazi disinda kalan tiim boliimler bezenmistir. Cigek motiflerinin birgcogunun
kendine has rengi ile resmedildigi goriiliir. Farkli tasarimlar goriilmesine ragmen tiim sayfalarda
genel olarak bakildiginda bir tasarim birligi goriilmektedir.

Arastirmamizda incelenmek iizere, 6zellikle cicek motiflerinin yer aldigi 9a, 12b, 191 b,
204a, 207a, 252b, 340a, 359D sayfalar1 secilmistir.

Muhibbi Divani’nin 12 b sayfasinda metnin ¢gevresini siimbiil, giil, karanfil, menekse ve lale
gibi birgok cicek motifi bezemektedir. Bunlar, kiiglik ot kiimelerinden demetler halinde ¢ikmig
sekilde resmedilmislerdir. Bazilar1 sadece altinla boyanmis, bazilari ise hem altin hem renk
kullanilarak resmedilmislerdir. Sayfada dikkat ¢eken unsurlardan biri ¢igeklerin yazi alanina dikey,
yatay, paralel ve ters bicimde konumlandirilmis olmalaridir. Ust ve alt kdselerde yer alan giil
demetlerinde gonca giillerin boyunlariin kirik oldugu da gézlemlenmistir. Cigeklerin tasarlanirken
topraktan ¢ikis noktalarinin ot kiimeleri goriinlimiinde yapraklarla kapatilmis olmasi da
gorlilmektedir (Gorsel 3).

Yazi béiiliimiinde, yazi alanlar1 digindaki bosluklarda mavi ve kirmizi ¢icekler dikkat ¢eker
(Gorsel 4). Bu motifler renk ve yapi itibariyle peygamber ciceklerine benzetilmistir. (Gorseller 5-6,
7-8). Bu bitkinin bezemelerde oldugu gibi, tabiatta da iki farkli renkte tiirleri mevcuttur. Yazi alaninin
iist, alt ve orta boliimlerindeki dikdortgen bigiminde olusturulmus alanlarda yer alan motiflerin
kendilerine 6zgii karakteristik bir yapilar1 vardir.

Eserin sayfalarinda 6zellikle yazi alanlari i¢inde kalan kisimlarda rastladigimiz en ¢ok dikkat
ceken motiflerden olan peygamber ¢igegi adiyla anilan Centaurea sp. benzeri motiflerdir. Hem mavi
hem de kirmiz1 tiirlerine yer verilen bitkiyi ilk bakista karanfil ile karistirmak miimkiindiir. Bunun
nedeni karanfil ve peygamber ¢iceginin ta¢ yaprak uclarimin iki bitkide de zikzakli gériiniimiidiir.
Ozellikle kirmizi peygamber cicegi, kirmizi karanfil cicegi ile benzetilebilir. Ancak cicegin tag
yapraklariin birbirinden ayr sekilleri ve ¢canak kismindaki katmanli goriiniim dikkatli bir bakisg
acisiyla karanfilden farkli bir ¢icek oldugu anlagilmaktadir.

Peygamber c¢icegi bitkisini karanfilden ayiran Onemli ayrinti, ta¢ yapraklarinin gigek
taslagina mesafeli sekilde baglanmasi ve tag yapraklarinin daha az sayida olmasidir. Sanatg¢inin
peygamber c¢iceginin ayirt edici Ozelliklerini gerek tepeden gerekse yandan cizimlerde oOzellikle
vurguladigr goriiliir (Gorseller 5-7). Halk arasinda peygamber ¢icegi, zerdali dikeni gibi adlarla
anilan bitki Anadolu’ya 6zgii yani endemik bir bitkidir.
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Gorsel 3. Muhibbi Divani TUK*. T.Y. 5467 sayfa 12 b.

Peygamber cicegi ve karanfil stilize edildiklerinde zikzakli tag yapraklarindan dolayi
benzetilirler, ancak peygamber ¢igeginin ¢anak boliimii balik puluna benzer sekildedir (Demiriz,
2005, s. 285). Iki bitki farkli familyalardan giceklerdir. Peygamber ¢igegi ile karanfilin dogal
goriiniisleri birbirlerinden ¢ok farklidir, ama her iki bitkinin de yapraklar1 bigim itibariyle uzun ince
yapidadir.

# Istanbul Universitesi Kiitiiphanesi.
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Gorsel 4. Gorsel 3’ten ayrinti.

Gorsel 5. Kirmizi ¢igek motifi. Gorsel 6. Kirmiz1 Peygamber Cigegi.
(Centaurea tchihatcheffii) (URL 1).

Gorsel 7. Mavi ¢igek motifi. Gorsel 8. Mavi peygamber c¢icegi.
(Centaurea cyanus) (URL 2).

Eserin varak 12 b sayfasinda, yazi alaninin orta boliimiinde oldukea kiiciik resmedilmis
kirmiz1 ve mavi motiflerin gercek c¢igeklerle yan yana getirilerek benzerlikleri ortaya koyulmak
istenmigstir (Gorseller 6-8).

Divanin ayn1 sayfasinda yazi alam digindaki bezemede karanfil ve stimbiil ¢igekleri de yer
almaktadir (Gorsel 9). Ayni ot kiimelerinden ¢ikmig sekillerde, ayr1 dallarda gosterilen karanfil ve
stimbiillere mavi kir gigekleri eslik etktedir. Stimbiillerin pembe, mavi ve altinla renklendirilmig
olduklar anlagilmaktadir. Siimbiillerin tabiatta oldugu gibi ¢icek dalinda sagli sollu bigimlerde
dizildigi goriilmektedir (Gorsel 3). Stimbiil motifleri ¢izim sekli ve renklendirilmeleri itibariyle
dogadaki kdkenine yakin resmedilmislerdir (Gorseller 9-10). Siimbiil, lale ve giilden sonra 6zellikle
kokusu ve renkleri dolayisiyla sairlere ilham olmus bir ¢igektir. Siimbiil ¢icegi edebiyatta sevgilinin
sagina benzetilmistir.

16. yiizyilda Siinbiiliyye tarikatinin seyhinin yetistirdigi “Seyh Siimbiili” isimli ¢igek 16.

Yiizy1l Osmanlt dénemi resmedilmis birgok yazma eserde bulunmaktadir. Farkl: tiirde siimbiillerin
resimleri ise deri ve lake ciltlerde Istanbul Universitesi, Nuruosmaniye ve Topkapi Sarayi
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Kiitiiphaneleri’nde bulunmaktadir. Osmanli’da yalinkat ve katmerli diye adlandirilan farkli
formlarda siimbiiller de resmedilmistir (Demiriz, 2005, s. 286). Geleneksel sanatlarimizda stimbiiller
genellikle karanfil, lale, giil veya selvi agaglariyla birlikte tasvir edilmislerdir. Siimbiillerin genellikle
acikli ve koyulu tonlarda pembe, mavi, beyaz renklerde boyandigi da bilinmektedir.

Kara Memehmet Efendi’nin bezemelerinde dikdortgen alanlarda, tek dal seklinde yatay
bigimde uzanan siimbiillerin ¢ogunun koyu mavi oldugu soylenebilir. Tek dal lizerinde bir ¢ift mavi,
bir ¢ift kirmizi renklendirilmis olanlar1 da vardir (Atasoy, 2011, s. 141).

Gorsel 9. Siimbiil benzeri motif. Gorsel 10. Simbiil (Hyacinthus orientalis).
(Fotograf: Hamide Nur Ozsoy).

Osmanli doneminde ¢ok farkli karanfil tiirli yetistirilmistir. Bu tiirler arasinda rengi giizel,
bozuk al, hind, cafer giilgiinisi, beyaz ¢in, sari alaca, berber moru, kazaz karanfili, sebkusa, sakiz
karanfili, arabaci karanfili, konak karanfili, katmerli, piringcgi karanfili, adi karanfil ve nergis
karanfili gibi adlarla anilan 17 civarinda ¢esit oldugu bilinmektedir (Atasoy, 2011, s. 336). Karanfil
motiflerne, Muhibbi Divani niishalarinda 6zellikle halkarlarda yer verildigi goriilmiistiir. Karanfiller,
genellikle yalniz ¢izilmemisler, lale, giil ve siimbiil ¢igekleriyle bir arada resmedilmislerdir (Demiriz,
2005, s. 281).

Eserin bagka bir sayfasi olan 204 a’da metin kisminindaki bezemede ilk dikdortgen alanda
sencide sekilli rumilerin hurdelenmis oldugu dikkat ¢eker. Bu motiflerin zemin renkleri pembe ve
yesildir. Hurdeler ise lacivert renkte goziikmektedir. Rumi elemanlarindan olan ortabaglarin da
sencide rumilerle uyumlu sekilde hurdeli oldugu anlagilmaktadir. Yazi alanindaki diger dikdortgen
alanda ise selvi agaclariyla birlikte mavi cigekler yer almaktadir.

Halkér bezemesinde karanfil, giil ve lale gibi yan stilize ¢igeklere, farkli bitkisel motifler
eslik etmektedir. Cigek motiflerinin dallar1 ve yapraklart sivama altinla yapilmistir. Lalelerin de
yalnizca altinla renklendirildigi goriilmektedir (Gorsel 11). Karanfil, yan stilize ¢igekler arasinda
farkli goriiniisli ile hemen taninir. Muhibbi Divan1’ nda genellikle kirmiz1 ve pembe tonlarinda
resmedilmistir. Lale motifleri altinla boyanmuis, giil ve karanfiller ise kirmiziyla tonlanmistir. Her
cicegin kendine has yapragi ile tasvir edildigi anlagilmaktadir. Sayfada yer verilen karanfillerin
yandan, Ustten ya da alttan goriiniisleri dikkat ¢eker. Halkar tarzi altin ile yapilan bezemede ¢imar
yapragina benzer formda tasarlanmis hatayi motiflerinin merkezinde mavi ile renklendirilen stilize
gonca motifi goriillmektedir (Gorsel 11).

Karanfil ciceginin gerek uzun ince yesil yapragi gerekse sik ve zikzakli ta¢ yapraklarinin
vurgulandigi gézlemlenmistir. Tag yapraklarinin ¢ok ve birbirlerine sik bi¢imde baglanmalar1 motifi
diger ciceklerden kolaylikla ayirt etmemizi saglar. Kirmizi karanfil dogada bulundugu bigiminde
bazi tiirlerde ganak yapraklarin ¢icek tablasina baglandigi kisimlar beyaza yakindir ve yaprak
uclarina dogru renk yogunlasir (Gorseller 12-13).
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Gérsel 11. Muhibbi Divani {UK. T.Y. 5467 sayfa 204a.

Divandaki desenlerde yer verilen ¢icek motiflerinin birgogunun sadece tag degil, canak
yapraklar1 da ¢izilmistir. Bir bitkiyi, digerinden ayirmak i¢in kullanilan kriterler arasinda yer alan
canak yapraklariin da resmedilmesi ¢i¢eklerin tiirlerinin belirlenmesinde kolaylik saglamaktadir.
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Gorsel 12. Cigek Motifi. Gorsel 13. Karanfil ¢igegi (Dianthus caryophyllus L.).
(Fotograf: Hamide Nur Ozsoy).

Karanfil geleneksel sanatlarimizda en g¢ok kullanilan ve sevilen g¢igek tiirlerinden bir
tanesidir. Bu nadide c¢igegi kitap sanatlarimizin yami sira dokumadan tasa, camdan ebruya,
minyatiirden ¢iniye kadar pek ¢ok alanda gérmek miimkiindiir.

Gorsel 14. Muhibbi Divani {UK. T.Y. 5467 sayfa 9a.
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Gorsel 15. Leylak benzeri motif. Gorsel 16. Leylak (Syringa vulgaris) (URL 3).

Muhibbi Divani’nda bazi sayfalarin zemin renklerinde de farkliliklar vardir. Varak 9a’da
zemin renginin pembe oldugu goriilmektedir. Metin i¢inde ilk dkdortgen alanda kirmizi ve mavi
stilize motifler goriilmektedir. Metin iginde yer alan diger alanda, helezonlar iizerindeki motiflere,
saz Uslubunda kivrik, sivri uclu yapraklar eslik etmektedir. Metnin ¢evresini bezeyen desende, leylak
cicegine benzeyen mavi-mor tonlarinda motifler dikkat ¢eker (Gorsel 14). Dikkatli incelendiklerinde
tek tek ta¢ yapraklardan olusmus cicekler oldugu anlagilmaktadir. Cigegin rengi ve goriiniigiindeki
benzerliklerden dolay1 leylak ¢icegi ile aralarinda bag kurulmustur. Leylak bitkisinde ¢igekler dallar
iizerinde kiimeler halinde yer alirlar (Gérseller 15-16). 16. Yiizyilda Roma Imparatorunun elgisi, lale
ve leylagr Istanbul’da gérmiis ve Avrupa’ya tamtmustir (Atasoy, 2011, s. 128). Leylak ¢iceginin
Osmanli donemi Anadolu’dan Avrupa’ya gotiirtildiigii bilinmektedir. Farkli ¢igek yapisindan dolay1
kitap sanatlarinda ¢ok fazla tercih edilmemistir (Demiriz, 2005, s. 283).
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Gorsel 17. Muhibbi Divani {UK. T.Y. 5467 sayfa 359b.
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Gorsel 18. Cicek motifi. Gorsel 19. Hodan ¢icegi (Borago officinalis) (URL 4).

Bazi el yazmasi kitaplarda, farkli konularda metinlerin yazili oldugu sayfalarin arasinda ya
da farkli boliimlerin arasinda yer alan sayfalara metin yazilmayip, sadece bezemeler yapilmistir
(Giindiiz, 2022, s.136). Divanin 359b sayfasinda da metin olmasa dahi bu sayfalarin da bezendigi
gorlilmektedir. Bos sayfa bezemesinin en giizel drneklerinden olan ve 15 civarinda farkli ¢igek
motifinin yer aldig1 sayfa 359b adeta bir ¢igek bahgesi gibidir. Sayfanin bos olan cetvel igerisinein
zerevsan teknigi ile bezendigi goriilmektedir. (Gorsel 17). Zerevsan, ezilmis ve boya kivamina
gelmis olan altinin jelatinli su ile firga yardimiyla alana serpilmesi ile yapilir. Ayrica varak altinin
bezenmek istenen yiizey lizerinde siizgegten gecirilmesi ile de yapilabilir. (Derman, 2009, s.534).
Uygulama sonrasi altin, genellikle akikten yapilan miihre ile parlatilir.

Varak 359b’de altinla yapilmis ¢ergevenin dis kismina yapilan bezemede birgok motif ve
renk kullanilmistir. Tasarimda karanfil, nergis, giil cesitleri, iris, lale, ayn-1 safa, yabani menekse,
bahar dali, siimbiil, hodan ¢i¢egi ve anemon gibi ¢igekler goriilmektedir. Mavi hodan ¢igegine
benzer, ama ilk bakista dikkat ¢cekmeyen motif, desenin alt sag tarafinda, sayfalarin birlesim
noktasinda yer almaktadir (Gorsel 18). Borago officinalis’e halk arasinda zenbil ¢igegi de
denmektedir. Motif, hodan (zenbil) ¢i¢eginin karakteristik yapisinda oldugu gibi mavi renkli tag
yapraklar ile goriilmektedir. Kahverengi-yesil tonlarindaki ¢anak yapraklar da goriiniir sekilde
resmedildigi i¢in bitki ve motif arasinda benzerlikler oldugu anlagilmaktadir (Gorseller 18-19).

Bahar dallar1 geleneksel sanatlarimizda, baharda gicek agmis meyve agaclaridir. Motifin
hangi agactan ilhamla yapildiginin tahmin edilmesi zordur (Demiriz, 2005, s. 274). Ancak meyve
agaclariin birgogu farkli renklerde ve goriiniimlerde cicek agmakta oldugundan bir nebze olsun
motifin kokenine ulasmak miimkiin olabilir. Anadolu cografyasinda erik, visne, seftali, kiraz, elma,
armut ve badem gibi meyve veren agaglar vardir. Bu tarz motifler; bahar dali, bahar agaci1 ya da
baharda ¢i¢ek agimig meyve agaci seklinde adlandirilmaktadir.

Miisliiman, Yahudi ve Hristiyan inaniglarinda hayat agaci kavrami ortak bir inanistir.
(Azakli, 2022, s. 40). Bahar dallar1 da hayat agaci olarak adlandirilan motifler arasindadir. Kitap
sanatlarimizda motif olarak hurma ve selvi agaglarina yer verilmektedir. Asma bitkisi yapragi ve
meyvesi ayrica ¢inar yapragi da kullanilan bitkisel motifler arasindadir.

Natiiralist tarzda en ¢ok kullanilan motifler arasinda yer alan bahar agaglarinin ilk 6rnekleri,
kitap sanatlarinda, Kara Memi’nin desenlerinde goriilmiistiir. Sonralar1 16. Yiizyilin ikinci yarisinda
¢ini panolarda da sevilerek kullanilmaya baglanmistir (Turan Bakir, 1999, s. 213).

Muhibbi Divani’ndaki 359b sayfasinda da bahar dali goriilmektedir. Motif, dip kisminda yer
alan, altinla resmedilmis ot kiimesinden ¢ikmis bi¢cimde gdsterilmistir. (Gorsel 20). Pembe gigekli
meyve agacinin dal ve c¢icek diziliginin tabiattakine benzer sekilde resmedildigi goriillmektedir.
Dallarda pen¢ motifi seklinde yer verilen ¢igeklerin, orta kisimlarinda koyu tonda boyandigi, dallar
ve yapraklarin ise altinla renklendirildigi anlagilmaktadir. (Gorseller 20-21).
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Gorsel 20. Cicek agmig agag motifi. Gorsel 21. Bahar Dali (Chanomeles japonica).
(Fotograf: Hamide Nur Ozsoy).

359 b sayfasinda yer verildigi diisiiniilen cigeklerden bir digeri de nergistir (Resim 22).
Cigegin olgunlagmis ve tomurcuk agamalarinin tasarima ekledigi anlasilmaktadir. Bitkinin sadece
tag degil, ¢anak yapraklar1 ile kendine 0zgii rengi ve karakteristik Ozellikleri vurgulanarak
resmedilmistir (Resimler 22-23). Gorsel 20°de yer verilen motif geleneksel sanatlarimizda, zerrin
veya nergis olarak adlandirilmaktadir. Her iki bitki de aym familyadandir. Fulya ve zeren diye
adladirilan farkl tiirlerde nergisler de vardir.

16. asirda yalnizca Kara Memi’nin eserlerinde yalin formlarda goriilen nergis motifi, ileriki
ylizyillarda yalinkat ve katmerli formlarda resmedilmistir (Demiriz, 2005, s. 289). Nergis ¢iceginin
tag yapraklarmin ortasinda boru bigimide bir kisim vardir ve kitap sanatlarinda beyaz, turuncu ve sari
renklerde tasvir edilmistir. Osmanli dénemi ¢icekgilikle ilgili kitaplarda, ¢igegin sar1 olanlarina zeren
ya da zerrin, beyaz c¢icekli olanlara sim, katmerli tiirlerine katmer sim veya zerrin diye isimler
verilmistir (Ozkegeci, 2007, s. 78).

Gorsel 22. Tomurcuk ve ¢igek motifi. Gorsel 23. Nergis tomurcugu ve ¢icegi (Narcissus L.)

(Fotograf: Hamide Nur Ozsoy).

Turkish Studies, Language and Literature, 21(O1)



The Semi-Stylized Flower Motifs in the Copy of the Divan of Muhibbi at the I.U. Library 1925

Lotus, diinyanin dort bir yanindaki kiiltiirlerde bilgelikle iligkilendirilir ve bir¢ok kiiltiirde
kutsal kabul edilir. Bu ¢igek, giizellik, saflik, dogurganlik, bereket ve yeniden dogusu temsil eder
(Coruhlu, 1989, s. 107-127). Lotus, Orta Asya’dan bugiine ulagsan Eski Tiirkler’e ait eserlerde de
karsimiza ¢ikmaktadir. Hun ve Uygurlu sanatcilarin kullandigi bir motif olarak bilinmektedir.
Uygurca metinlerde de ad1 gegen lotus, ileriki dénemlerde Tiirk islAm sanatlarinda en ¢ok kullanilan
bitkisel motiflerin baginda gelen hatayi olarak adlandirilmistir (Coruhlu, 1996, s. 156).

Eserin 191 b sayfasinda metin alanindaki bezemelerde stilize bitkisel motifler vardir. Halkar
tezyinatinda ise, lotus ¢igegi ve yapraginin stilize edilerek resmedildigi tahmin edilmektedir (Gorsel
24). Cigegin kendine 6zgii fiziksel yapisimin yam sira, kalp bi¢imli yapragina da desende yer
verilmistir. Fotograflarda motifler, ¢icek ve yaprak arasindaki benzerlikler bunu ispatlar niteliktedir
(Gorseller 25-26, 27-28). Hatayi, iisluplastirilmig bir ¢igek motifi olmasina ragmen tabiattaki ilham
kaynagiyla birebir benzer 6zellikte olmasi dikkat gekici niteliktedir. Lotus ve niliifer ¢igekleri ayn
cigek tiirli oldugu sanilan bitkiler arasindadir. Her ikisi de suda yetisen ciceklerdir, ama familyalar
farklidir.

Gorsel 24. Muhibbi Divani {UK. T. Y. 5467 sayfa 191b.
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Resim 25. Yaprak motifi. Resim 26. Lotus yapragi (URL 5).

Gorsel 27. Cicek motifi. Gorsel 28. Lotus gigegi (Nelumbo nucifera) (URL 6).

Divanin her sayfasi birbirinden farkli desenlerle tezyin edilmistir. Sayfa 20 a’da metin
icindeki bezemeli alanlarda selvi agaclar1 ve bitkisel stilize motifler yer almaktadir. Yazi kisminin
disindaki tezyinatta ise karanfil, iris, yabani menekse gibi kir ¢igekleri goriillmektedir (Gorsel 29).
Motifler arasinda 6zellikle mavi irislerin tomurcuklariyla birlikte yansitildigr goriiliir (Gorseller 30-
31). Irise halk arasinda “siisen” ¢icegi de denmektedir. Motif, 16. yiizyilda dzellikle ¢ini ve kitap
sanatlarinda kullanilmigtir. Bitkinin dogal halinde, ta¢ yapraklarindan bazilar1 asagi dogru doniis
vaziyettetir. Sayfada da natiiraliste yakin bir bigimde ¢izildigi ve tabiattaki renklerinde boyandigi
anlasilmstir.

Gorsel 29. Muhibbi Divani {UK. T.Y. 5467 sayfa 207a.
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Gorsel 32. Cicek motifi.  Gorsel 33. Yabani Menekse (Viola sp.) (URL 7).

Yabani menekse benzeri motifin tabiatta oldugu gibi, kendine 6zgii rengi olan kivrik tag
yapraklartyla ¢izildigi ve bdylelikle motifin hangi ¢icek olabileceginin tespitinin kolaylastigi da
anlasilmistir. Ayrica ¢igek sapi ile tag kisim arasindaki ¢canak yapraklarinin, tabiattaki kokeni ile cok
benzer oldugu goriilmektedir. Motifin ¢igek sap1 da dogada oldugu sekliyle kivrik bigimdedir.
(Gorseller 32-33). Cicek karakteristik 6zellikleri yansitilarak tasarlanmistir.

Gorsel 34. Cicek motifi. Gorsel 35. Ekinezya (Echinacea purpurea).
(Fotograf: Hamide Nur Ozsoy).

Sayfa 207 a’da yer alan bazi motifler ekinezya c¢icegine benzemektedir. Motifin tag
yapraklarmin asagiya doniik yapisi ve sekilleri itibariyle, ekinezya ¢icegi ile benzer 6zellikler tagidigi
gorlilmektedir (Gorseller 34-35). Bazi papatya ve calendula tiirlerinin ta¢ yapraklarn da iklim ve
toprak sartlarinin etkisiyle topraga dogru kivrik bi¢im alabilmektedir. Motifin ekinezya oldugunu
diistinmemizin nedeni konik bigimdeki ¢icek tablasi ve bu kismin rengi olmustur.
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Gorsel 36. Muhibbi Divani1 IUK. T.Y. 5467 sayfa 252b.

Sayfa 252b’de, metin kisminin ortasinda sagli sollu yatay sekilde uzanan iki tane selvi agaci
goriilmektedir. Selvi, Osmanli donemi hemen hemen tiim bahgelerde yetisen bir agactir ve zarif
yapisyla sanatcilar tarafindan en fazla kullanilan motiflerden biri olmustur (Atasoy, 2011, s. 159).
Yazi boliimil igindeki bezemeli alanlarin en altinda mavi renkli iris ¢igekleri yer almaktadir.

Eserde en dikkatimizi ¢eken sayfalardan biri 252 b olmustur. Bunun nedeni halkar
bezemesindeki ¢igek motifinin aslinda bir meyve gibi olmasidir. Yazi alan1 disindaki bezemede ilk
bakista ¢igek oldugu diisiiniilen bir motif goriilmektedir. Dikkatli bir gozlem ile motifin nar meyvesi
ile cok benzedigi dikkatleri ¢ceker (Gorsel 36).

Gorsel 37. Nar benzeri motif. Gorsel 38. Nar (Punica granatum) (URL 8).
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Sayfa 252 b’de yazi1 disindaki halkar tarzi bezemede altin ve boya ile yapilmis tezyinattaki
motiflerin bazi boliimlerinin renklendirilerek yapildigi goriiliir. Motifin dalinda olgunlagmis ve
acilmis bir nar meyvesinin benzeri bi¢imde yapilmasi ve i¢ béliimiiniin pembe ile renklendirilmesi
dikkat ¢ekicidir. Nar motifi adeta bir ¢icek gibi tasarlanmistir. (Gorseller 37-38). Nar, verimlilik,
bolluk ve bereket timsali olan bir meyve olarak bilinmektedir (Darvishi & Narimani, 2022, s. 28).
Nar, Tiirk sanatinin temellerinin atildig1 Orta Asya’da yetistirildigi bilenen bir meyve ve desenlerde
kullanilan bir motif olmustur. Uygur donemi 7-8. Yiizyillarda duvar resimlerinde nar motiflerine
rastlanmigtir (Coruhlu, 2006, s. 11). Ku’an-1 Kerim’de 26 kere agac kelimesinin gectigi bilinmektedir
ve nar da adi gecen meyveler arasindadir. Islam sanatlarinda genellikle cennet tasvirlerinde tercih
edilen bir motif olmustur.

Gorsel 39. Muhibbi Divani i{UK. T.Y. 5467 sayfa 340 a.

Sayfa 340’a desen tasariminda tsluplagtirilmis ve yari iisluplastirilmig motiflerin bir arada
kullanildig1 anlagiimaktadir (Gorsel 39). Yazi alani iginde selvi agaglari, mavi ve kirmizi peygamber
cicekleri, laleler, helezonik dallarda yaprak, gonca ve pen¢ motifleri goriilmektedir. Cetvel kisminin
disinda yer alan halkar bezemesinde yar1 stilize giil ve mavi anemon ya da mavi ¢igdem ¢igegine
benzetilen motifler goze carpar. Giillerin dip kisimlarinda goriilen ii¢ tane mavi ¢i¢ek motifinin yesil
yapraklar1 resmedilmedigi i¢in hangi cicekten ilhamla yapildiklarinin anlasilmalar1 zordur. Halkéar
tezyinatinda ayrica koselerde, yaprak seklinde hatayiler ve onlarin etrafindaki dallarda peng motifleri
vardir.
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Giiller, divandaki desenlerde en ¢ok kullanilan ¢i¢ek motifleri arasindadir. Tomurcuk, gonca
ve tam agmis bigimlerinin oldugu tasarimlar goriiliir. Kusburnu, giilgiller familyasindan bir bitkidir.
Motifin kusburnu ¢icegi ile benzer fiziksel hatlara sahip oldugu anlasilmaktadir (Gorseller 40-41).
Ayn1 motifin gonca bi¢iminde de tasarlandigi ve tabiattan kokeni oldugu diisiiniilen ¢igek ile yan
yana getirildiginde dikkate deger benzerlikler oldugu goriilmektedir (Gorseller 42-43).

Giil, sadece sanata degil, edebiyata da konu olmus bir ¢icektir. Biitiin ¢igeklerin simgesi
konumdadir. Stilize ¢igek motiflerinin tomurcuklarina da goncagiil denmektedir (Demiriz 1933, s.
33).

Gorsel 42. Cigcek motifi. Gorsel 43. Kusburnu tomurcugu (Rosa canina).

Sonug¢

16. yiizy1l Osmanli imparatorlugu’nun her bakimdan en parlak donemidir. Klasik donem
diye tabir edilen bu asirda biitiin sanat dallarinda muhtesem eserler goriiliir. Kara Memi 16. yiizyil
Osmanli donemi bag nakkasidir. Klasik bezeme unsurlarinin yaninda, tezyinatimiza farkl bir iislup
getiren Kara Mehmet Efendi sadece bulundugu caga damga vurmakla kalmayip, tislubuyla ekol
olmus sanatgilar arasindadir. Cok iyi bir miizehhip olan Kara Memi’nin aym1 zamanda tabiat1 da
gozlemleme konusunda yetenekli oldugu anlagilmaktadir. Natiiralist {isluba yakin bigimdeki
tasarimlar1 sanat tarihimize yon vermistir. Cigekleri motiflere doniistiirerek, kitaplara tasimig, adeta
sayfalar birer bahgeye doniistiirmeyi basarmistir. Tabiattaki cicekleri yar iisluplastirilmig sekilde
tasarlayarak resmetmistir. Muhibbi Divani1 adli eser Kanlini Sultan Siileyman’in siirlerinden olusur
ve miizehhip Kara Memi tarafindan bezenmistir. Her bir sayfasi birbirinden farkli desenlerle tezyin
edilmistir.

Bahar dallar1, selvi agaglari, nar meyvesi, giil, karanfil, lale, siimbiil, peygamber c¢icegi,
nergis, iris, ayn-1 safa, ekinezya, leylak, siimbiil, menekse, anemon, ¢an ¢icegi, lotus, hodan ¢igegi,
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hatmi, ¢an, kusburnu ve peygamber ¢igekleri, anemon gibi bitkilerin Muhibbi Divani’nda yer alan
yar1 isluplastirilmig cicekler arasinda oldugu goriilmiistiir. Eserde 6zellikle birgok halkar tarzi
bezemede yar1 iisluplagtirilmis motiflerin kullanilmasi dikkatleri cekmektedir. Tasarimlarda yer alan
ciceklerin ¢izim, renk ve sekilleri dogadakine ¢cok yakin bir bigimdedir. Her ¢igcegin yapraginin dahi
kendine has Ozellikleri korunarak, dogadakine benzer sekilde yapildigi goriilmistiir. Bitkilerin
bircogunun sadece renkli tag yapraklariyla degil, ayn1 zamanda ¢anak yapraklari ile birlikte ¢izilmesi
eserdeki dikkat ¢ekici unsurlardandir. Divanda en dikkat ¢eken 6zelliklerden bir digeri de ¢igeklerin
dogal ortamlarinda biiyiitken olusan fiziksel degisimlerinin yansitilmasidir. Cigeklerin heniiz
agmamis gonca halleri, bilylime agsamalarindaki goriiniimleri ve tam olarak olgunlagsmig halleri motif
olarak bezemelerde yer almistir. Bitkilerin tiim gelisim asamalarinin ayr1 ayr1 gozlemlendigi
gorlilmektedir. Bunlarin yani sira benzer renk ve fiziksel goriiniimde olan ¢igek tiirlerinin ayirt edici
fiziksel detaylarinin verilmesi amaciyla alttan, yandan, arkadan, 6nden ve iistten goriinecek sekilde
resmedilmeleri de tasarimlarda ilgi ¢eken detaylar arasindadir. Eserde, Osmanli donemi 16. yiizyil
tezyinatina mahsus olan muhtesem tasarimlarin miitevazi bir iislupla yansitilmasina sahit
olunmaktadir. Muhibbi Divani gibi eserler gecmisten giiniimiize sanat¢ilara ilham kaynagi olmay1
siirdiirmektedir. Caligmamizin arastirmaci ve sanatgilara yeni kapilar aralamasi iimit edilmektedir.
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