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Sahkulu Uslubunun Giiniimiiz Sanat Egitiminde Ogrenci Calismalarina Etkileri
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Abstract: This study provides information about the artistic identity, works, and saz style technique developed
into a school by Sahkulu, one of the important artists of 16th century Ottoman book art. Sahkulu, who held the
title of sernakkas in the palace workshop during the reigns of Bayezid II and Suleiman the Magnificent, created
intricate compositions featuring dagger shaped leaves, sinuous branches, and mythological animal figures,
giving rise to an original style within the classical decorative tradition. The article examines the visual and
formal characteristics of Sahkulu’s saz yolu style within a conceptual framework and evaluates the influence
of this style on various art forms, particularly Ottoman book arts. In the application section, after transferring
the saz yolu style to today’s art education environment, the processes of students redesigning traditional motifs
with contemporary interpretations are evaluated. Similar to the knowledge and experience Sahkulu passed on
to his students during his own time, the aim today is to ensure the sustainability of this artistic heritage and to
attract the interest of new generations with a contemporary understanding. Student projects, initiated with
pencil sketches, were developed using both traditional and digital production techniques throughout the design
process. During this process, watercolor applications were supported by digital drawing methods, transforming
the projects into a multifaceted visual expression tool. It demonstrates that the saz yol style not only carries
historical value, but also serves as a vibrant and productive source that inspires the creative expression
processes of today’s students.

Keywords: Sahkulu, Saz Yolu Style, Ottoman Book Arts, Decorative Arts, Art Education, Traditional Motifs,
Digital Design.

Oz: Bu galisma, XVI. yiizy1l Osmanli kitap sanatiin énemli sanatkérlarindan biri olan Sahkulu’nun sanatsal
kimligi, eserleri ve bir ekol héline getirdigi saz yolu iislibu hakkinda bilgi vermektedir. II. Bayezid ve Kanuni
Sultan Siileyman Doénemlerinde saray nakkashanesinde, sernakkas iinvanini alan Sahkulu’nun; hangeri
yapraklar, kivrak dallar ve mitolojik hayvan figiirleriyle olusturdugu grift kompozisyonlar, klasik bezeme
gelenegi icerisinde 6zgiin bir iisliibun ortaya ¢ikmasini saglamistir. Makalede, Sahkulu’nun saz yolu iisliibunun
gorsel ve bigimsel 6zellikleri kavramsal ¢ercevede ele alinmig; bu iisliibun bagta Osmanli kitap sanatlar1 olmak
iizere farkli sanat dallari iizerindeki etkileri degerlendirilmistir. Uygulama boéliimiinde ise saz yolu iislibunun
giiniimiiz sanat egitimi ortamina aktarimindan sonra, dgrencilerin geleneksel motifleri ¢agdas yorumlarla
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yeniden tasarlama siiregleri degerlendirilmistir. Sahkulu’nun kendi doneminde yetistirdigi Ogrencilerine
aktardig1 bilgi ve birikime benzer bicimde, glinlimiizde de bu sanatsal mirasin siirdiiriilebilirliginin saglanmasi
ve cagdas bir anlayisla yeni kusaklarin ilgisinin ¢ekilmesi amaglanmistir. Karakalem eskizlerle baslatilan
Ogrenci ¢alismalari, tasarim stirecinde geleneksel ve dijital tiretim teknikleri birlikte kullanarak gelistirilmistir.
Bu siiregte, suluboya teknigi ile yapilan uygulamalar, dijital ¢izim yontemleriyle desteklenmis ve ¢alismalar
cok yonlii bir gorsel ifade aracina donligmiistiir. Saz yolu {islibunun yalnizca tarihsel bir deger tasimadiging;
ayni zamanda giiniimiiz 6grencilerinin yaratict ifade siire¢lerine ilham veren, canli ve tiretken bir kaynak
niteligi tasidigini ortaya koymaktadir.

Anahtar Kelimeler: Sahkulu, Saz Yolu Usliibu, Osmanl Kitap Sanati, Cini, Dekoratif Sanatlar, Sanat Egitimi,
Geleneksel Motifler, Dijital Tasarim.
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Structured Abstract:

This study examines the artistic identity, stylistic characteristics, and historical significance of
Sahkulu, one of the most distinguished artists of 16th century Ottoman book art. Sahkulu, who produced works
in the Ottoman palace workshop during the reigns of Bayezid II and Suleiman the Magnificent and rose to the
rank of chief court painter, established a unique and influential school within the classical decorative tradition
through the “saz yolu” style he developed.

In this study, the subject is addressed from both conceptual and practical dimensions, aiming to
evaluate the “saz yolu” style from a design perspective throughout its evolution from the past to the present.
The conceptual framework of the study was shaped by a literature review on Ottoman book arts and the
tradition of ornamentation. The fundamental elements of the saz yolu style sword shaped leaves, supple and
dynamic branches, and stylized figures of mythological animals were examined in terms of classical
compositional rules. The dynamism, asymmetrical balance, forest inspired scenes, and the nuances and details
in the motifs observed in Sahkulu’s compositions have been identified as the style’s distinctive features. These
characteristics diverge from the symmetrical compositions typical of traditional arts, thereby introducing a new
aesthetic perspective. The study also notes that the saz yolu style was not limited to book arts alone, but was
also employed in various other fields such as ceramics, textiles, carpets, and metalwork. In this regard, the saz
yolu style established a distinct school within traditional Turkish arts and continued to exert its influence in the
centuries that followed. It is evident that the style became more enduring thanks to the students trained by
Sahkulu and established a beloved tradition within the palace workshop. Thus, Sahkulu’s individual style
gradually transformed into a collective memory. The practical section of the study addresses the adaptation of
the saz style to today’s art education environment. Traditional motifs used during Sahkulu’s period were
explained to students through theoretical and visual examples, after which students were asked to redesign
these motifs while adhering to both contemporary and traditional design principles. The practical process,
initiated with pencil sketches, continued with compositions that were sometimes intricate and sometimes
simple. Applications were carried out using watercolor techniques that combine traditional arts, as well as
digital drawing programs and ceramic tile work. Thus, the combined use of traditional and digital techniques
provided students with the opportunity to utilize multiple methods simultaneously.

The primary objective of this study is to determine the place of the saz yolu style in Turkish art by
analyzing its formal, aesthetic, and technical characteristics. The Sahkulu style has been addressed from both
theoretical and practical perspectives as it should be in art education and illustrated through student works. Key
objectives of the research include exploring how this traditional style can be reinterpreted in contemporary art
education and ensuring its continuity. From this perspective, the study contributes to identifying the distinctive
features of the saz yolu style and determining the similarities and differences between it and Sahkulu’s classical
decorative methods. The research was initiated by seeking answers to questions such as how this style can be
evaluated today. Fundamentally, this question also determines how the design will take shape.

The conceptual framework of the study is based on a comprehensive literature review of Ottoman
book arts and the tradition of ornamentation. The hangeri leaves, supple and dynamic branches, and stylized
mythological figures such as dragons and the Simurg found in saz yolu compositions have been examined.
These motifs were evaluated in terms of classical compositional rules and employed using a freer, more fluid
technique compared to the symmetrical compositions we are accustomed to seeing in traditional arts. The fact
that the designs do not repeat one another is the most distinctive feature of this style. The study employed
qualitative research methods, utilizing document review and visual analysis techniques. The works belonging
to the “saz yolu” style, which form the main focus of the study, were supported by visual materials from various
museum collections and archives. By evaluating visual materials gathered from sources in Turkish art history,
digital museum catalogs, and other sources, the technical and formal characteristics of the style were identified.
The findings of the study demonstrate that the saz yolu style is not limited to book arts alone; it has also been
influential in ceramics and digital art. This situation reveals that the style in question has become a school
within traditional Turkish art and continued to exert its influence in subsequent centuries. It is understood that
this style became widespread and sustained in the palace workshop through the students trained by Sahkulu.
Thus, the artist’s individual style has, over time, evolved into a lasting artistic language.

In conclusion, this study demonstrates that the “saz yolu” style established by Sahkulu in the 16th
century holds a very significant place in both art history and art education. The reproduction of the knowledge
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and expertise that Sahkulu imparted to his students during his own time in today’s educational settings is
important for ensuring cultural continuity.

Keywords: Sahkulu, Saz Yolu Style, Ottoman Book Arts, Decorative Arts, Art Education, Traditional
Motifs, Digital Design.
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Résumé Structuré:

Contexte et objectif: La présente étude examine 1’identité artistique, les caractéristiques stylistiques
et I’importance historique de Sahkulu, I’un des plus éminents représentants des arts du livre ottomans du XVIe
siécle. Actif au sein de ’atelier impérial ottoman sous les régnes de Bayezid II et de Soliman le Magnifique,
Sahkulu accéda au rang de Naqqasbasi (peintre en chef de la cour) et fonda, grace au style original qu’il
développa, connu sous le nom de « Saz Yolu », une école artistique singuliére et durable au sein de la tradition
classique de I’ornementation ottomane.

L’étude aborde cette problématique selon une double perspective, conceptuelle et pratique, en
proposant une évaluation du style « Saz Yolu » sous I’angle du design, tout en retragant son évolution historique
du passé jusqu’a I’époque contemporaine. Le cadre théorique repose sur une revue approfondie de la littérature
consacrée aux arts du livre ottomans et a la tradition ornementale. Les principaux ¢léments constitutifs du style
« Saz Yolu » — les feuilles en forme de poignard (hangeri), les rameaux souples et dynamiques ainsi que les
figures stylisées d’animaux mythologiques — ont été analysés a la lumiére des principes classiques de la
composition décorative. Les résultats montrent que le dynamisme des compositions, I’équilibre asymétrique,
les paysages inspirés des foréts ainsi que la finesse exceptionnelle des détails ornementaux constituent les traits
distinctifs de D’esthétique de Sahkulu. Ces caractéristiques s’écartent sensiblement des compositions
symétriques traditionnellement dominantes dans les arts décoratifs, introduisant ainsi une conception
esthétique novatrice au sein de I’art ottoman.

L’étude souligne également que le style « Saz Yolu » ne s’est pas limité aux seuls arts du livre, mais
qu’il a également exercé une influence considérable dans des domaines tels que la céramique, le textile, le tapis
et les arts métalliques. A ce titre, il s’est affirmé comme une véritable école artistique au sein des arts
traditionnels turcs, dont 1’influence s’est prolongée durant les si¢cles suivants. Les analyses montrent en outre
que ce style acquit une dimension institutionnelle grace aux disciples formés par Sahkulu au sein de 1’atelier
impérial, transformant progressivement son langage artistique individuel en une mémoire esthétique collective.

La dimension appliquée de la recherche est consacrée a l’intégration du style « Saz » dans les
environnements contemporains de 1’enseignement artistique. Les motifs traditionnels caractéristiques des
ccuvres de Sahkulu ont été présentés aux étudiants a travers des explications théoriques et des supports visuels,
avant que ceux-ci ne soient invités a les réinterpréter selon les principes conjoints du design traditionnel et
contemporain. Le processus de création a débuté par des esquisses au crayon, puis s’est poursuivi par
I’¢laboration de compositions tantét complexes, tantdt épurées, réalisées au moyen de techniques d’aquarelle
inspirées des arts traditionnels, de logiciels de dessin numérique ainsi que de travaux sur carreaux de céramique.
Cette approche hybride, associant techniques traditionnelles et outils numériques, a permis aux étudiants
d’expérimenter simultanément différents procédés de création artistique.

Objectif de I’étude: L’objectif principal de cette recherche consiste a déterminer la place du style «
Saz Yolu » dans I’histoire de 1’art turc a travers une analyse de ses caractéristiques formelles, esthétiques et
techniques. Elle vise également a examiner le style de Sahkulu selon des approches théorique et pratique,
conformément aux exigences de I’enseignement artistique, tout en illustrant son potentiel pédagogique a travers
les productions des étudiants. Parmi les objectifs spécifiques figurent 1’exploration des modalités de

www.turkishstudies.net/religion



1794 Ebru Kose

réinterprétation contemporaine de ce patrimoine ornemental ainsi que I’identification des conditions permettant
d’en assurer la transmission et la pérennité. Dans cette perspective, 1’étude contribue a préciser les
caractéristiques distinctives du style « Saz Yolu » et & mettre en évidence les convergences et les divergences
qui le distinguent des méthodes décoratives classiques élaborées par Sahkulu. Elle s’articule également autour
de la question fondamentale de savoir comment ce style peut étre réévalué dans le contexte actuel de la création
artistique, interrogation qui détermine en grande partie les orientations du processus de conception.

Méthodologie: Le cadre conceptuel de la recherche repose sur une revue systématique de la littérature
consacrée aux arts du livre ottomans et aux traditions ornementales. Les principaux motifs caractéristiques des
compositions du style « Saz Yolu », notamment les feuilles hangeri, les rameaux souples et dynamiques ainsi
que les figures mythologiques stylisées telles que le dragon et le Simurgh, ont fait ’objet d’une analyse
détaillée. Ces ¢éléments ont été¢ évalués conformément aux principes classiques de la composition tout en
mettant en évidence leur exécution plus libre et plus fluide que celle des compositions symétriques
caractéristiques des arts traditionnels. L’absence de répétition stricte des compositions apparait comme 1’une
des caractéristiques les plus remarquables de ce langage décoratif.

La recherche adopte une méthodologie qualitative fondée sur ’analyse documentaire et 1’analyse
visuelle. Les ceuvres relevant du style « Saz Yolu », constituant le corpus principal de 1’étude, ont été examinées
a partir de documents iconographiques issus de collections muséales et de fonds d’archives variés. L’évaluation
comparative des matériaux visuels provenant de 1’historiographie de 1’art turc, des catalogues numériques de
musées et d’autres ressources spécialisées a permis d’identifier avec précision les caractéristiques formelles et
techniques de ce style.

Résultats: Les résultats démontrent que le style « Saz Yolu » dépasse largement le cadre des arts du
livre et continue d’exercer une influence significative dans des domaines tels que la céramique et les arts
numériques. Cette continuité témoigne de son institutionnalisation en tant qu’école artistique au sein des arts
traditionnels turcs et de la permanence de son influence au cours des siécles suivants. Les analyses montrent
également que la diffusion de ce style au sein de ’atelier impérial fut assurée grace aux éléves formés par
Sahkulu, permettant a son langage artistique personnel d’évoluer progressivement vers une esthétique durable
et largement partagée.

Conclusion: Cette étude met en évidence que le style « Saz Yolu », élaboré par Sahkulu au XVIe
siécle, occupe une place fondamentale tant dans I’histoire de 1’art que dans I’enseignement artistique. Elle
souligne également I’importance de transmettre, dans les contextes éducatifs contemporains, les savoir-faire et
les connaissances que Sahkulu avait 1égués a ses disciples, afin d’assurer la continuité du patrimoine culturel,
de préserver la tradition ornementale ottomane et de favoriser sa réinterprétation dans les pratiques artistiques
et les démarches contemporaines de conception.

Mots-clés: Sahkulu ; Style Saz Yolu ; Arts du livre ottomans ; Arts décoratifs ; Enseignement
artistique ; Motifs traditionnels ; Conception numérique.

Resumen estructurado

Contexto y objetivo: El presente estudio examina la identidad artistica, las caracteristicas estilisticas
y la relevancia historica de Sahkulu, uno de los mas destacados representantes de las artes del libro otomanas
del siglo XVI. Sahkulu desarrolld su actividad en el taller imperial otomano durante los reinados de Bayezid
IT y Soliman el Magnifico, alcanzando el cargo de Naqqasbas:1 (pintor principal de la corte). A través del
estilo que cred, conocido como «Saz Yolu» (Camino del Saz), establecid una escuela artistica singular e
influyente dentro de la tradicion clasica de la ornamentacioén otomana.

El estudio aborda esta tematica desde una doble perspectiva, conceptual y aplicada, con el proposito
de evaluar el estilo «Saz Yolu» desde el punto de vista del disefio, siguiendo su evolucion historica desde sus
origenes hasta la actualidad. El marco tedrico se fundamenta en una exhaustiva revision de la literatura
especializada sobre las artes del libro otomanas y la tradicion ornamental. Los principales elementos
compositivos del estilo «Saz Yolu» —las hojas en forma de daga (hangeri), las ramas flexibles y dinamicas, y
las figuras estilizadas de animales mitologicos— fueron analizados de acuerdo con los principios clasicos de
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la composicion decorativa. Los resultados ponen de manifiesto que el dinamismo compositivo, el equilibrio
asimétrico, los escenarios inspirados en paisajes boscosos y el extraordinario refinamiento de los detalles
ornamentales constituyen los rasgos distintivos de las composiciones de Sahkulu. Estas caracteristicas
representan una ruptura con las composiciones simétricas predominantes en las artes tradicionales,
introduciendo una nueva concepcidn estética en el arte otomano.

Asimismo, el estudio demuestra que el estilo «Saz Yolu» no se limitdé exclusivamente a las artes del
libro, sino que también ejercid una influencia significativa en disciplinas como la ceramica, los textiles, las
alfombras y las artes del metal. En este sentido, se consoliddé como una auténtica escuela artistica dentro de las
artes tradicionales turcas y mantuvo su influencia a lo largo de los siglos posteriores. Los hallazgos indican
igualmente que este lenguaje artistico adquirio un caracter institucional gracias a los discipulos formados por
Sahkulu en el taller imperial, convirtiendo progresivamente su estilo individual en una memoria artistica
colectiva y duradera.

La dimension practica de la investigacion se centra en la adaptacion del estilo «Saz» a los contextos
contemporaneos de la educacion artistica. Para ello, los motivos ornamentales caracteristicos del periodo de
Sahkulu fueron presentados a los estudiantes mediante explicaciones tedricas y ejemplos visuales, tras lo cual
se les solicitd reinterpretarlos respetando simultaneamente los principios del disefio tradicional y
contemporaneo. El proceso creativo comenzé con bocetos realizados a lapiz y continud con el desarrollo de
composiciones de diversa complejidad, ejecutadas mediante técnicas de acuarela vinculadas a las artes
tradicionales, programas de ilustracion digital y trabajos sobre azulejos ceramicos. La integracion de técnicas
tradicionales y herramientas digitales permitid a los estudiantes experimentar con multiples metodologias de
creacion artistica de manera simultanea.

Objetivo del estudio: El objetivo principal de esta investigacion consiste en determinar la posicion
que ocupa el estilo «Saz Yolu» dentro del arte turco mediante el analisis de sus caracteristicas formales,
estéticas y técnicas. Asimismo, pretende abordar el estilo de Sahkulu desde perspectivas tanto tedricas como
practicas, conforme a los principios de la educacion artistica, ilustrando su potencial mediante los trabajos
realizados por los estudiantes. Entre los objetivos especificos destacan la exploracion de las posibilidades de
reinterpretacion de este patrimonio artistico en el contexto de la ensefianza artistica contemporanea y la
identificacion de estrategias que garanticen su continuidad y transmision. Desde esta perspectiva, el estudio
contribuye a definir las caracteristicas distintivas del estilo «Saz Yolu» y a establecer las similitudes y
diferencias existentes entre este y los métodos decorativos clasicos desarrollados por Sahkulu. La investigacion
se articula igualmente en torno a la cuestion fundamental de cdmo puede ser reinterpretado este estilo en el
contexto artistico contemporaneo, interrogante que determina en gran medida la configuracion del proceso de
disefio.

Metodologia: El marco conceptual de la investigacion se sustenta en una revision sistematica de la
literatura especializada sobre las artes del libro otomanas y la tradicion ornamental. Se analizaron
detalladamente los principales elementos compositivos del estilo «Saz Yolu», entre ellos las hojas hangeri, las
ramas flexibles y dindmicas, asi como las figuras mitoldgicas estilizadas, especialmente el dragén y el Simurg.
Dichos motivos fueron evaluados conforme a las normas clasicas de composicion, destacando que fueron
ejecutados mediante un lenguaje plastico considerablemente mas libre y fluido que las composiciones
simétricas habituales en las artes tradicionales. La ausencia de repeticion sistematica de los disefios constituye
uno de los rasgos mas distintivos de este estilo ornamental.

La investigacion adopt6 un enfoque metodologico cualitativo, basado en el analisis documental y el
analisis visual. Las obras pertenecientes al estilo «Saz Yolu», que constituyen el corpus principal del estudio,
fueron examinadas mediante materiales visuales procedentes de diversas colecciones museisticas y archivos
especializados. La evaluacion comparativa de recursos iconograficos obtenidos de la historiografia del arte
turco, de catalogos digitales de museos y de otras fuentes académicas permitié identificar con precision las
caracteristicas técnicas y formales de este estilo artistico.

Resultados: Los resultados demuestran que el estilo «Saz Yolu» trasciende el ambito de las artes del
libro, ejerciendo también una notable influencia en disciplinas como la ceramica y el arte digital. Este hecho
confirma su consolidacion como una escuela artistica dentro de las artes tradicionales turcas y la continuidad
de su influencia a lo largo de los siglos posteriores. Asimismo, se constatd que este estilo se difundid y
consolido en el taller imperial gracias a los discipulos formados por Sahkulu, permitiendo que su lenguaje
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artistico individual evolucionara progresivamente hasta convertirse en una expresion estética perdurable y
ampliamente compartida.

Conclusiones: La presente investigacion demuestra que el estilo «Saz Yolu», desarrollado por
Sahkulu en el siglo XVI, ocupa una posicion de extraordinaria relevancia tanto en la historia del arte como en
la educacion artistica. Del mismo modo, pone de relieve la importancia de reproducir en los entornos educativos
contemporaneos los conocimientos, las competencias y la tradicion artistica transmitidos por Sahkulu a sus
discipulos, con el fin de garantizar la continuidad del patrimonio cultural, preservar la tradicion ornamental
otomana y favorecer su reinterpretacion dentro de las practicas contemporaneas del arte y del disefio.

Palabras clave: Sahkulu; Estilo Saz Yolu; Artes del libro otomanas; Artes decorativas; Educacion
artistica; Motivos tradicionales; Disefio digital.
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CTpyKTYpPHPOBAaHHAS AHHOTALUS

BBenenne u meab ucciaenoBaHusi:  Hacrosimiee  mccieloBaHHWE — TOCBAIICHO — aHAJH3Y
XYJO0XKECTBEHHOH HACHTHUYHOCTH, CTHJIMCTHYECKHX OCOOEHHOCTeH M ucropmyeckoro 3HaueHus Ilaxkyuy
(Sahkulu) — oxHoro u3 HamboJyiee BBIIAIOMIMXCS MAacTEPOB OCMAHCKOTO KHW)KHOTO HMcKyccTBa XVI Beka.
Pabotas B uMIiepaTopcKoi MpuABOpHON MacTepckoii OcMaHCKOW UMIIEpUH B 310Xy npaBieHus bassuna 11 u
Cyneiimana BenukonenHoro, Illaxkymy gOCTUT JOKHOCTH HAKKAamOamu (TJI1aBHOTO NPUABOPHOIO
XYA0KHHKA) U, pa3pad0oTaB OpUTHHANBHBIA CTHII, M3BecTHHIN Kak «IlyTs Ca3a» (Saz Yolu), chopmuposan
CaMOCTOSITENIbHYI0O U BIMATENBHYI0 XYyJIOXKECTBEHHYIO INKOIY B paMKaX KIaCCUYECKOM OCMAaHCKOM
OpHAMEHTAJIbHOW TpaJnuLUH.

B wuccnenoBaHuy paccMaTpHBAIOTCS KaK KOHIIENTYalbHbIE, TaK W HNPUKIAJHBIE ACMEKTHl JaHHON
npobiieMaTHKy ¢ nenbio oneHku crwist «[lyte Casa» ¢ mo3unuii Teopun Iu3aiHa M MPOCIEKHUBAHHUS €T0
3BOJIIOLIUH OT Heproja GOPMHUPOBAHUA IO COBPEMEHHOCTH. TeopeTndyeckas 0OCHOBA UCCIIEA0BaHNA Oa3upyeTcs
Ha KOMIUIEKCHOM aHaJIM3€ HAy4YHOW JIMTEPaTypbl, IOCBSIIEHHOM OCMAaHCKOMY KHUXXHOMY HCKYCCTBY U
TpPaguIM{ JEKOPAaTUBHOTO OpHaMeHTa. OCHOBHbIE KOMIIO3MIIMOHHBIE 3yeMeHTHl cTuiast «Ilyte Cazay —
KUH)KQJIOBUHBIE JIUCThs (hangeri), TnOKHe W AMHAMUYHBIC BETBH, a TaKXKE CTHJIM30BaHHbIC M300paXkeHHs
MHU(OJIOTHYECKIX KUBOTHBIX — OBIJIM IPOAHATM3UPOBAHBEI B COOTBETCTBUH C KJIACCHYECKIMHU NPUHIUIIAMH
JICKOPAaTUBHOW KOMITO3MIMHU. [lojydeHHBIE pe3yabTaThl CBHACTEIHCTBYIOT O TOM, HYTO JWHAMHYHOCTH
KOMIIO3UINH, aCUIMMETPUYHOE PaBHOBECUE, IPUPOIHBIE MOTHBBI, BAOXHOBIEHHbIE JIECHBIMU NEi3axaMu, a
TaKKe MCKITIOYHUTEINIbHAS IPOPA00TaHHOCTh JIEKOPATHUBHBIX JIETaNIeH SBIISIOTCS OIPENESIISIOIIMMHI IPHU3HAKAMH
XyZAoKecTBeHHOro si3bika Illaxkymy. DTH OCOOEHHOCTH CYIIECTBEHHO OTIMYAIOTCS OT TPAAWUIMOHHBIX
CUMMETPUYHBIX KOMIIO3HIIMOHHBIX CXEM, XapaKTEpHBIX I KJIACCHUYECKOIO JE€KOPAaTHMBHOIO HCKYCCTBa,
(hopMupys TEM CaMbIM HOBYIO 3CTETHUYECKYIO NTapaJIMIMy B OCMaHCKOM HCKYCCTBE.

I/ICCJ'IC,HOBEIHI/IC TAaKXKE IIOKa3bIBACT, 4YTO BJIMAHHUC CTHIIA ((HyTI) Caza» He OTrpaHU4YUBAJIOCH
HCKIIIOUYUTEIIbHO KHUKHBIM HCKYCCTBOM, HO PAaCIIPOCTPAHAIOCH HA KEPAMUKY, TEKCTHIIb, KOBPOTKAYECTBO U
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XyIOXKECTBEHHYI0 00paboTky Mertayuia. biaromaps »ToMy HaHHBIM CTmwib  copMmpoBaics Kak
CaMOCTOSTENTbHAS XYI0’KECTBEHHAS IIIKOJIA B CHCTEME TPATUIIMOHHOTO TYPELKOTO HCKYCCTBA M COXPAHSIIT CBOE
BIIMSIHHE Ha TPOTSHKCHUU MOCIECAYIONMX cTojeTnil. Kpome Toro, yCTaHOBIIEHO, UTO Ojaromaps y4eHHKaM,
nmoarotoBieHHBIM [llaxKynmy B TNPHIBOPHOH MacTepCKOH, NaHHBIM XYIOKECTBEHHBIH SI3BIK TPHOOPEN
WHCTUTYLNOHANBHBIA XapaKTep, BCIEACTBHE YEro WHIMBUAyalbHAas XyJOXXCCTBEHHas MaHEpa Macrepa
MOCTETICHHO TPAaHC(POPMHUPOBAIACH B KOJUIEKTUBHYIO XYA0KECTBCHHYIO ITaMSTh.

[IpakTudeckas yacTh uccienoBaHus MocBsimieHa aaantanuu ctuis «Ilyte Caza» K COBpeMEHHBIM
YCIOBUSIM XYAOXKECTBEHHOTO 00pa3oBaHUA. TpagullMOHHBIE OpHAMEHTalbHbIe MOTHBBI mepuona Illaxkymy
OBLTM TPEJCTABJICHBI CTYJEHTaM IOCPEACTBOM TEOPETHUECKHX DPa3bsICHEHHM M BU3YAJIbHBIX MaTe€pHalOB,
MOCJIC YeTro UM OBUIO TPEATIOKECHO pa3paboTaTh COOCTBEHHBIC KOMITO3HIIUU, OCHOBBIBASICh OJTHOBPEMCHHO Ha
MPUHLINIAX TPAJAULMOHHOTO U COBPEMEHHOTO Nnu3aiiHa. [IpakTudeckas paboTa HaUMHAIACh C KapaHAAllHbIX
9CKHM30B M TMPOJOJIKAIACH CO3JaHMEM JEKOPATUBHBIX KOMIIO3UIIMN Pa3MYHOU CTENEeHH CIOKHOCTH C
WCIIONE30BAaHUEM aKBApPENFHOW TEXHWKH, XapaKTepHOH MJIsi TPaJWIIMOHHOTO WCKYCCTBA, MH(POBBIX
rpadU4ecKuX MPOTpaMM M TEXHOJOTHHA XYJOKECTBCHHOW Kepamukd. CodeTaHWe TpPaAUIIMOHHBIX
XYIOXKECTBEHHBIX METOIOB C NH(GPOBBIMA TEXHOJOTHAMH OO0ECICYMIO CTYACHTaM BO3MOXHOCTb
KOMILUIEKCHOTO IPUMEHEHUS Pa3IMIHBIX CPEICTB XYA0KECTBEHHOTO IMPOCKTHPOBAHUS.

Hens nccnenoBanusi: OCHOBHOHU HENBI0 HACTOAIIETO MCCIICIOBAHUS SABISICTCS ONPENEICHNE MecTa
ctiis «Ilyte Ca3ay B HCTOPHH TYPEUKOTO HCKYCCTBa TIOCPEICTBOM aHaIIN3a ero (hOpMaIIbHBIX, 3CTETHIECKUX
U TEeXHHYECKUX XxapakTepucTuk. Kpome toro, paGora HampaBieHa Ha KOMIUIEKCHOE paccMOTpEHHE
XynoxecTBeHHOro Hacieaus Illaxkymy Kak B TEOpeTHYeCKOM, TaKk M B IPAKTUUYECKOM AacleKTax,
COOTBETCTBYIOIINX COBPEMEHHBIM TpPEOOBAaHMUAM XYJI0’KECTBEHHOTO OOpa3oBaHMS, C MIUIIOCTpAIEed ero
MOTEHIIMAaa TOCPEACTBOM CTYACHUYECKHX TBOpUECKHUX paboT. OnHONW U3 BaXHEHIIMX 3a7jay HCCIIEOBAHUA
SBIISICTCA  BBIBICHHE BO3MOXKHOCTEH  COBPEMEHHONH  HHTEPNpEeTallid  JAaHHOTO  TPAaJHIMOHHOTO
XYIOXKECTBEHHOTO SI3bIKa B OOpPA30BATENBHOHN MPAKTHKE C LENBI0 OOECIEUCHUS ero MPeeMCTBEHHOCTH U
YCTOHYMBOTO pPAa3BUTHA. B 3TOM KOHTEKCTE HCCIICAOBAHHE CHOCOOCTBYET YTOYHEHHUIO OTIMYHTEIBHBIX
npr3HakoB cTwisd «I[lyTe Caza», a Takke BBIIBICHHIO CXOJCTB U PasiMYUil MEXAY HUM H KIACCHICCKUMHU
JIEKOPaTHBHBIMH MeTonamu, paspaboranasiMu llaxkymy. MccienoBaHue Takke HCXOIUT W3 KIFOUEBOTO
BOIIpOCA O TOM, KakuM o0Opa3oM JaHHBIA XYAOKECTBCHHBI CTHIB MOXET OBITh IEPEOCMBICICH U
HHTEPIPETHPOBAaH B COBPEMEHHOM XYA0KECTBEHHOM IPOCTPAHCTBE, ITIOCKOJIBKY HWMEHHO 3TOT BOIIPOC
OTIpeNeNsIeT HAIIPaBICHHUS PA3BUTHS COBPEMEHHOTO TN3afHEPCKOTO MPOSKTHPOBAHUS.

Metonoorusa: KonnenrtyansHas oCHOBa HccieloBaHHSA chOpMHpOBaHA Ha 0aze BCECTOPOHHETO
0030pa Hay4yHOW JHUTEPaTyphl MO OCMAHCKOMY KHI)KHOMY MCKYCCTBY M TPAJHIUSAM OpPHAMEHTAIBHOTO
opopmieHnsa. B meHTpe aHanM3a HaXOIATCA XapaKTepHbIE 3JeMeHTHl komnoszunuili ctuinst «llyts Cazay,
BKJIIOYasl KWUHKAJIOBUAHBIE IHCThs (hangeri), ruOKMe JWHAMUYHBIE BETBHM, a TaKXKe CTUIN30BAHHbBIC
n300pakeHnsi MU(POIOTUUECKUX CYILIECTB, TAKUX Kak JpakoH W ntuna CuMypr. YKa3aHHbIE 1€KOpaTHBHbIC
3JIEMEHTHl OBUIM PAcCMOTPEHbI C MO3MLHUH KIACCHYECKUX KOMIO3UIMOHHBIX NPHUHIMUIIOB, HPH 3TOM
MOAYEPKUBAETCS, YTO OHH BBITIOJIHEHBI 3HAYUTENILHO OoJiee CBOOOIHBIM M IUIACTHYHBIM XYJI0KECTBEHHBIM
A3BIKOM M0 CPAaBHEHWIO C TPAAMIMOHHBIMH CHMMETPHYHBIMH KOMIIO3HMIMIMH. Hambonee xapakTepHOH
0COOCHHOCTBIO JTAHHOTO XY/I0’KECTBEHHOTO HAINIPABJIEHUS SBIISIETCSI OTCYTCTBHE MEXaHNYECKOTO MOBTOPEHHS
KOMIO3UIMOHHBIX PEIICHHN.

HccnenoBanue BBIIOJHEHO B paMKaxX KaueCTBEHHOM HUCCIIENOBATENIbCKOM IMapajurmMel C
UCTIOJIb30BaHUEM METOJIOB aHAJIN3a JOKYMEHTOB M BH3yallbHOTO aHanu3a. OCHOBHON KOpITyC HCCIIEJOBaHMS
COCTaBWJIM NIPOM3BEEHU, BEIOTHEHHBIE B cTiue «IlyTh Ca3ay, NOMOJHEHHBIE BU3YyalIbHBIMU MaTepHalaMu
W3 My3eHHBIX KOJUIEKIIMH M apXWBHBIX coOpaHuil. CpaBHUTEIBHBIH aHAIN3 WIUTIOCTPATHBHBIX MaTepHAIOB,
MOJYYEHHBIX U3 TPYAOB II0 MCTOPHUH TYPELKOTO HCKYCCTBAa, MU(POBBIX MY3EHHBIX KaTaJOTOB M APYTHX
HAYYHBIX HMCTOYHWKOB, MO3BOJIJI ONPENEIUTh OCHOBHBIC TEXHHUYECKHE, (OpPMalbHBIE M XYHZOKECTBEHHO-
JCTETUYECKUE XaPAKTEPUCTUKU JaHHOIO CTHIIA.

Pe3y.]'leaT])l: PeByJ’ILTaTH Huccie0oBanus CBUACTCIBCTBYIOT O TOM, YTO CTHJIb «HyTB Cazay» okazan
3HAYUTCIIbHOC BJIMSIHUC HE TOJIBKO Ha Pa3BUTUC OCMAHCKOT'O KHM’KHOT'O MCKYCCTBAa, HO U Ha KEPaMHYCCKOC
HCKYCCTBO, a TaKKE€ COBPEMCHHBIC III/Iq)pOBBIe XYHAOKECTBEHHBIC TIPAKTHUKU. D10 MOATBEPIKAACT €ro
CTAHOBJICHHE B Ka4e€CTBE CaMOCTOSITSIbLHOM Xy,HO)KCCTBCHHOﬁ MIKOJIbI B CUCTEME TPAJAUIIUOHHOTO TYPCIKOTO
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HCKYCCTBA WM COXPaHCHHE €ro XyIOXKECTBEHHOTO BO3ICHCTBHS Ha MPOTSHKEHHH MOCIETYIOIINX BEKOB.
YCTaHOBIIEHO TakXKe, YTO IIUPOKOE PACIIPOCTPAHCHHE ITAHHOTO XYIOKECTBEHHOTO S3BIKA B IPHABOPHOU
MacCTEepPCKOH CTajl0 BO3MOXXKHBIM Omaromapsi yueHwkam lllaxxyiy, BCIeNCTBHE Yero €ro MHIWBUAyaJIbHAs
XyJIOXKEeCTBEHHas MaHepa IMOCTENICHHO MPEBPATIIIACh B YCTOMYHBYIO XYI0KECTBCHHYIO TPATULIIHIO.

3akarouenne: Hacrosmee wccnemnoBanue moarBepxknaet, uro ctwib «Ilyth Ca3za» (Saz Yolu),
cosnannbiit Hlaxkyny B XVI Beke, 3aHUMAaeT HUCKIIOYUTENBHO BAXKHOE MECTO KaK B UICTOPUH UCKYCCTBA, TaK U
B CHCTEME XYI0KECTBCHHOr0 00pa3oBanus. OTHOBPEMEHHO MOMYEPKUBACTCS 3HAYMMOCTh BOCIIPOU3BEICHHUS
B COBPEMCHHBIX 00pa30BaTECILHBIX YCIOBUAX XYIOKCCTBEHHBIX 3HAHHU, MPO(ECCHOHAIBHBIX HABBIKOB U
TBOPYECKHUX TPUHIMIOB, NepeaanHbix [1laxkyny cBOMM yueHHMKaM, MOCKOJIBKY MMEHHO 3TO O0ECIeUMBacCT
COXPaHCHHE KYJIBTYPHOW NPEEMCTBCHHOCTH, 3allUTy OCMAaHCKOTO OpPHAMEHTAJIBHOTO HACICAHMS M €ro
TBOPUYECKYIO HHTETPAIIMIO B COBPEMEHHYIO XYI0’KECTBEHHYIO U TU3alHEPCKYIO MPAKTUKY.

KuroueBnie cioBa: Ilaxkymny; ctunb «Ilyts Ca3a»; ocMaHCKOE KHIDKHOE HCKYCCTBO; AEKOPAaTUBHOE
HCKYCCTBO; Xy/I0’)KECTBEHHOE 00pa30BaHue; TPaAUIOHHbIE OPHAMEHTAIbHBIC MOTUBBI; IU(POBOM JH3aliH.
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Yapilandirilmis Ozet:

Bu calisma, XVI. yiizy1l Osmanl kitap sanatinin degeli sanatkarlarindan biri olan Sahkulu’nun
sanatsal kimligi, tislip 6zellikleri ve sanat tarihindeki dnemini anlatmaktadir. Osmanli saray nakkashanesinde
II. Bayezid ve Kanuni Sultan Siileyman dénemlerinde eser iireten ve sernakkaslik unvanina ytikselen Sahkulu,
kendi gelistirdigi saz yolu iisliibu ile klasik bezeme anlayisi igerisinde 6zgiin ve etkili bir ekol olugturmustur.
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Bu aragtirmada konu, hem kavramsal hem de uygulamali boyutta ele alinarak, saz yolu iislibunun
geemisten gliniimiize kadar ki siirecte tasarim agisindan degerlendirilmesini amaglanmaktadir. Calismanin
kavramsal cercevesi, Osmanli kitap sanatlar1 ve bezeme gelenegi iizerine yapilan literatiir taramasi ile
sekillenmistir. Saz yolu iislibunun temel unsurlar1 olan; hangeri yapraklar, kivrak ve hareketli dallar, stilize
edilmis mitolojik hayvan figiirleri klasik kompozisyon kuralar1 bakimindan incelenmistir. Sahkulu’nun
kompozisyonlarinda goriilen hareketlilik, asimetrik denge, ormandan ilham alan sahneler motiflerdeki niianslar
ve detaylar, tislibun dikkat ¢ekici yonleri olarak degerlendirilmistir. Bu 6zellikler, geleneksel sanatlardaki
simetrik kompozisyonlardan ayrilarak yeni bir estetik bakis agis1 ortaya koymustur. Arastirmada ayrica saz
yolu islibunun yalnizca kitap sanatlariyla sinirlt kalmayip; ¢ini, kumas, hali ve maden sanatlar1 gibi farkli
uygulama alanlarinda da kullanildigi belirtilmistir. Bu agidan saz yolu, geleneksel Tiirk sanatlarinda ekol
sayesinde Uslibun daha kalict hale geldigi ve saray nakkashanesinde sevilen bir gelenek olusturdugu
goriilmektedir. Boylece sahkulunun bireysel iislibu zamanla kollektif bir hafizaya doniismiistiir. Calismanin
uygulama boliimiinde ise saz yolu iislibunun giliniimiiz sanat egitimi ortamina aktarimi ele alinmistir. Sahkulu
doneminde kullanilan Geleneksel motifler 6grencilere kuramsal ve gorsel ornekler ile anlatilmis, sonrasinda
ogrencilerden bu motifleri geleneksel tasarim ilkelerine bagl kalarak yeniden tasarim yapmalari istenmistir.
Karakalem eskiz c¢alismalartyla baglatilan uygulama siireci bazen grift, bazen sade diizenlenen
kompozisyonlarla devam etmigtir. Geleneksel sanatlarin bir arada kullanildigir Suluboya teknigi ile, dijital
¢izim programlari ve ¢ini seramik ile uygulamalar yapilmistir. Boylece geleneksel ve dijital tekniklerin birlikte
kullanimimin &grenciler i¢in ayni anda birkag yontemi bir arada kullanabilme firsati vermistir. Calismanin
temel amaci, saz yolu lislibunun bi¢imsel, estetik ve teknik 6zelliklerinin analiz edilerek Tiirk sanatindaki
konumunu belirlemektir. Sahkulu iislubu sanat egitiminde olmasi gerektigi gibi hem teorik hem pratik agidan
ele alinarak 6grenci calismalariyla somutlagtirtlmistir. Geleneksel {islibun giiniimiiz sanat egitiminde nasil
yeniden yorumlanabilecegi ve devamliliginin saglamasi arastirmanin 6nemli hedefleri arasindadir. Bu ¢aligma;
saz yolu iislibunun ayirt edici 6zellikleri nelerdir, Sahkulu’nun klasik bezeme yontemleriyle benzer ya da farkli
yonlerinin belirlenmesine katki saglamaktadir. Bu iisliip giiniimiizde nasil degerlendirilebilir gibi bir soru cevap
aranarak yola ¢ikilmistir. Temelde sorulan bu soru tasarimin nasil sekillenecegini de belirlemektedir.

Calismanin kavramsal c¢er¢evesi, Osmanli kitap sanatlar1 ve bezeme gelenegine iligkin kapsamli bir
literatiir taramasina dayanmaktadir. Saz yolu kompozisyonlarinda yer alan hangerl yapraklar, kivrak ve
hareketli dallar ile ejderha ve simurg gibi stilize edilmis mitolojik figiirler incelenmistir. Bu motifler klasik
kompozisyon kurallart bakimindan degerlendirilerek geleneksel sanatlarda gérmeye aliskin oldugumuz
simetrik kompozisyonlara nazaran daha serbest stil bir teknikle kullanilmistir. Tasarimlarin birbirini tekrar
etmemesi bu {islubun en ayirt edici 6zelligidir.

Arastirmada nitel aragtirma yontemini belirlenerek dokiiman incelemesi ve gorsel analiz
tekniklerinden yararlanilmistir. Calismanin ana konusunu olusturan saz yolu {islibuna ait eserler, farkli miize
koleksiyonlar1 ve arsivlerde yer alan gorseller ile desteklenmistir. Tiirk Sanat tarihinde basvurdugumuz
kaynaklar, dijital miize kataloglar1 ve diger kaynaklardan toplanan gorsel materyaller degerlendirilerek tislibun
teknik ve bicimsel 6zellikleri ortaya konulmustur.

Calismadan elde edilen bulgular, saz yolu iisliibunun yalnizca kitap sanatlariyla sinirli kalmadigini;
¢ini, ve dijital sanatta da etkili oldugunu gostermektedir. Bu durum, s6z konusu iisliibun geleneksel Tiirk
sanatlarinda bir ekol haline geldigini ve sonraki yiizyillarda da etkisini slirdiirdiigiinii ortaya koymaktadir.
Sahkulu’nun yetistirdigi 6grenciler ile bu iislibun saray nakkashanesinde yayginlastig ve siireklilik kazandig:
anlasiimaktadir. Bylece sanat¢inin bireysel iisliibu zamanla kalic1 bir sanata doniismiistiir. Usliip 6zelliklerine
bakildiginda sade bir sayfa ve miirekkeple resmedilen bir orman hikayesi karsimiza ¢ikmaktadir. Kalin ve ince
cizgilerin birlikte kullanim1 kompozisyona gii¢lii ve hareketli bir yap1 saglamaktadir. Hangerl yapraklar ana
iskeleti olusturulan kompozisyonun en énemli unsurudur. Stilize edilmis mitolojik figiirler ise kompozisyonun
anlatimini daha masals1 bir havaya sokmaktadir. Uygulama siirecine iliskin elde edilen bulgularda, saz yolu
iislibunun giinliimiiz sanat egitiminde yeniden tasarlanip {iretilebilir bir kaynak oldugu anlasilmaktadir. Yeni
yorumlar da katilabilen bu yap1 hem geleneksel hem cagdas da bir seye doniismektedir. Ogrencilerin farkl
teknik ve malzeme ile gerceklestirdigi tasarimlar, hem yaraticilik hem de teknik cesitlilik acisindan olumlu
sonuglar ortaya koymustur. Bu durum, geleneksel sanatlarin ¢agdas egitim ortamlarinda siirdiiriilebilirligini
desteklemektedir.
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Sonug olarak caligma, Sahkulu’nun XVI. yiizyilda ortaya koydugu saz yolu islibunun hem sanat
tarihi hem de sanat egitimi agisindan ¢ok 6nemli bir yere sahip oldugunu ortaya koymaktadir. Sahkulunun
kendi doneminde 6grencilerine aktardigi bilgi ve birikimin giiniimiizde egitim ortamlarinda yeniden iiretilmesi,
kdiltiirel stirekliligin saglanmasi bakimimdan énem tagimaktadir.

Anahtar Kelimeler: Sahkulu, saz yolu iislibu, Osmanli kitap sanatlari, bezeme sanati, sanat egitimi,
geleneksel motif, dijital tasarim.
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Introduction
The Life and Artistic Identity of Sahkulu

Through the Ehl-i Hiref-i Hassa organization, patterns approved by the court master painter
were sent to other workshops along with explanatory notes and examples regarding the use of
patterns and colors. To ensure colors were applied correctly, masters were asked to bring samples
prepared using the specified colors. It is known that such sample examples were used in various
fields of art and craftsmanship, primarily textiles, as well as carpets, ceramics, clothing, and weapons
(Atila, 2003, p.15). In the 15th century, during the reign of Sultan Mehmed the Conqueror, the
nakkashane established within the palace and affiliated with the Ehl-i Hiref organization employed
not only painters but also bookbinders and gilders, among other artisans, working in various sections.
Similar to the organizational structure of the Ehl-i Hiref, the nakkashane also operated under a
specific hierarchical system. As an institution based on merit, the workshop saw apprentices who
had undergone a rigorous training process advance to the status of journeyman and then master once
they had demonstrated their artistic proficiency (Merig, 1953, p. 58).

The 16th century, regarded as the classical age of the Ottoman Empire, is known not only
for its political and military achievements but also as one of the most brilliant periods in the history
of art. During this century, the imperial painting workshop evolved into an institution where the
Ottoman artistic vision was centralized and works of the highest quality were produced; it
transformed into a workshop that not only served the palace but also skillfully fulfilled commissions
from various countries. The painting workshop system, whose foundations were laid during the
Seljuk period, was developed and institutionalized by the Ottoman State. Among the most important
artists of this period are Sahkulu, who served as the chief painter of the workshop, and the students
he trained The presence of artists from diverse regions within the nakkashane at Topkap1 Palace was
one of the primary factors contributing to the enrichment of Ottoman art and its spread across a wide
geographical area.

The workshop, operating under the auspices of Topkap1 Palace, employed illuminators and
painters who specialized in book illumination, miniatures, and pen and ink work. These artists were
responsible for decorating the palace’s books and various objects. The painters and illuminators
produced paintings and illuminations, working alongside miniaturists and illuminators to illustrate
works written by the “shahnamecis” (historians) at the palace (Arseven, 1984, p. 225). Beginning in
the first half of the 16th century, illumination, paintings, and calligraphy prepared as single leaves
were assembled into murakkas. In the Nakkashane, the preparation of murakkas was the
responsibility of painters, illuminators, engravers, and other artisans engaged in book arts. During
the Ottoman period, specifically during the reign of Sultan Suleiman the Magnificent, the first artist
to produce the highest quality murakkas in the nakkashane was Sahkulu, followed by his student
Karamemi. Additionally, Veli Can, who came from Tabriz, continued the “saz yolu” style shaped by
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Sahkulu’s ink (Pekpelvan, 1998, p. 76). As a significant representative of Ottoman miniature art,
Sahkulu was a renowned and highly regarded artist in the Ottoman palace workshop for his
distinctive style. Historical documents indicate that Sahkulu was from Baghdad and passed away in
963/1556. Having received his artistic training in Tabriz, Sahkulu was brought from Tabriz to
Istanbul via Amasya in 921/1515 and joined the court workshop in 1520 (Mabhir, 1986, pp. 116-117;
Derman & Duran, 2010, p. 283).

Patterns designed in the “reed like” style were not limited to book arts but were also favored
in other artistic fields of the period. This style was applied with equal mastery across numerous fields,
including miniature painting, carpets, ceramics, pen and ink drawings, bookbinding, textile designs,
stonework, jewelry, and metalwork. With his distinctive style, Sahkulu created intricate
compositions by concealing mythical creatures amidst plant textures resembling reed leaves and
marshy landscapes. Master painter Sahkulu, who served the Ottoman painting workshop for over
forty years, produced numerous works and trained a significant number of students. The reed path
style, which established a new school during his time, is based on the depiction of animals and
creatures emerging from among the reeds in a magical setting (Figure 1). The movements of the
black brush on the painted paper impart a powerful aesthetic quality to the compositions. Known to
have also been a poet, Sahkulu is believed to have produced poems in addition to his visual works.

Figure 1: A scene depicting the struggle between a lion and a dragon, 16th century, Saz Yolu, Sahkulu,
Washington Freer Gallery of Art (Mahir, 2022, p. 51).

Information regarding the life of Sahkulu, known for his saz yolu style, indicates that he
studied under Aga Mirek in Tabriz and gained renown throughout the Islamic world thanks to his
mastery of painting and decorative arts. There are various opinions regarding Sahkulu’s place of
birth. Some sources state that he was from Baghdad. It can be said that he received his painting
education from Aga Mirek in Tabriz and developed his talent there. A document in the Prime
Ministry Ottoman Archive (B.O.A.) indicates that Sahkulu was one of the artists brought into exile
on April 12, 1515, following the Battle of Chaldiran between Yavuz Sultan Selim and Shah Ismail
(Derman & Duran, 2010, p. 283). It is believed that Sahkulu apprenticed under Aga Mirek, who is
regarded as one of the three great representatives of Safavid art in Tabriz, and that he may have come
into contact with the Herat master Behzad through his teacher (Yesilyurt, 2014, p. 26). Sahkulu, the
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court painter of the 16th century who ushered in the golden age of Ottoman art, was exiled from
Tabriz and stayed in Amasya for a time before being appointed as court painter at the head of the
palace painting workshop. As the founder of the Saz Yolu school, he pioneered the production of
significant works in the fields of book arts and ceramics. In old sources, Sahkulu is praised for his
mastery, and it is stated that he produced works of such quality that they would make Mani ' envious.
According to Araci (2022, p. 524), Fatih Sultan Mehmed’s effort to gather those engaged in art and
science at the center reached its peak during the reign of Kanuni Sultan Siileyman. The artists serving
in Kanuni’s palace were composed of various ethnic groups from different regions and
administrations of the expanded empire. Gelibolulu Mustafa Al notes that there was a private
workshop belonging to Sahkulu, one of the sernakkases of the Kanuni period; he states that Kanuni
Sultan Siileyman would occasionally visit this workshop to observe Sahkulu’s work and offer him
praise. This situation clearly demonstrates the relationship between art and the artist during that
period and the extent to which Sahkulu was appreciated within the palace.

With Sultan Suleiman the Magnificent’s accession to the throne in 1520, Sahkulu was
appointed court painter and elevated to a prominent position within the palace as chief painter (Mahir,
1994, p. 128). The fact that Sahkulu’s name is recorded as “painter” rather than “nakkas” in official
documents indicates that he worked with an approach distinct from traditional techniques (Mahir,
2009, p. 379). Having served in the Ottoman court for approximately forty two years, Sahkulu
produced a large number of works during this period (Figure 2). Among these works are signed
examples, as well as unsigned pieces attributed to Sahkulu based on their style and brushwork
characteristics. Archival documents reveal that Sultan Siilleyman the Magnificent supported Sahkulu
both materially and spiritually; this is evident from the in‘am grants and various gifts bestowed upon
the artist. These grants are recorded as 9,500 ak¢e and four kaftans. It is also known that Sahkulu
presented various gifts to Sultan Siileyman the Magnificent (Kazan, 2007, pp. 176, 177).

¥

Figure 2: First quarter of the 16th century, Topkap1 Palace, Sahkulu (Mahir, 2022, p. 51).

I Mani (AD 216-276) was a prominent thinker and religious leader born in Mesopotamia and the founder of the religion
known as Manichaeism. He was raised in a region influenced by various belief systems such as Zoroastrianism, Judaism,
and Christianity; he developed his own teachings by drawing inspiration from these traditions. He used art as an effective
tool to spread his teachings, and paintings and written works played a significant role in the dissemination of his religion
(Megin, 2023, pp. 728-740). One of the significant works attributed to Mani is “Ardahang”, and “Ta-men-ho-i”, which
represents the Manichaean tradition in China, is also noteworthy (Tekin, 2014, p. 39).
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As noted by Derman and Duran (2010, p. 283), in addition to these works, there are numerous other
pieces believed to be by Sahkulu based on stylistic characteristics. Some of these works are housed
in the Cleveland Museum of Art J. H. Wade Fund Collection, the Istanbul University Library, the
Austrian National Library in Vienna, and the Freer Gallery of Art in Washington (Figures 3-4).
Kazan (2007, p. 176) notes that the in’am (gifts and grants) given to artists were generally distributed
after religious holidays, particularly during the months of Shawwal and Dhu al-Hijjah, and
sometimes during the month of Muharram. It is suggested that Painter Sahkulu may have passed
away in Ramadan 963 (August 1556) or in the following months, likely by the end of Zilkade 963
(September 1556), after delivering his gift. Additionally, archival documents contain information
indicating that Sahkulu passed away before receiving the in‘ams distributed on the occasion of the
holiday. Sahkulu trained many students during his lifetime and continued to exert his influence
through artists who carried on his style after his death. One of these artists was Velican. It is also
known that Sahkulu influenced the illuminators Kara Memi and Tebrizli Ali Can, who were
representatives of the naturalist style during the same period (Mahir, 1988, p. 28). The influence of
the saz yolu style continued into the 18th century. Ali Uskiidari, one of the prominent illuminators
and lacquer artists of this period, produced numerous works by combining the saz yolu style with
other decorative approaches. In particular, on lacquered book covers, he reinterpreted motifs and
leaves characteristic of the saz yolu style in his own distinctive manner. As noted in Miistakimzade’s
work, the artist Ali Uskiidari was given the pen name “sani-i Sahkulu” because he produced similar
works in the saz yolu style (Derman & Duran, 2010, p. 284). Mahir (2022, pp. 32-36) states that
Sahkulu’s influence on the artistic circle can be clearly seen through the students he trained. In
addition to his artistic prominence, it is noted that he occasionally possessed a harsh and difficult
temperament. After becoming the chief painter in the Ottoman palace workshop, he trained many
students and established a wide sphere of influence through his artistic philosophy. Among the artists
trained by Sahkulu, Tebrizli Veli Can and Kara Memi stand out.
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Washington, Sahkulu, (Mahir, 2022, p. 52).
3b: Late 16th century, Topkap1 Palace, H. 2162. Seated fairy (Mabhir, 2022, p. 82).
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Artists were awarded various prizes for their work. These gifts (in’dm) were typically distributed
following religious holidays. These payments were mostly made during the months of Shawwal and
Dhu al-Hijjah, though in some cases they could extend into the month of Muharram. Archival records
suggest that after delivering his gift, the miniaturist Sahkulu may have passed away in Ramadan
963/August 1556 or within the following one or two months, around the end of the month of Zilkade
in the year 963 (September 1556). The documents reveal that due to his death, Sahkulu was unable
to actually receive the in’am allocated to him; this situation can be inferred from a record regarding
the in’ams distributed by the sultan on the occasion of the festival (Bagci et al., 2006, p. 228).

The Saz Yolu Style

According to Mabhir (2009, pp. 379-393), these brush paintings of Asian origin appear to
have been produced in a style known as kalem-i siyahi in 16th century Safavid art. The saz style,
which appears in painting, emerged in 14th century Islamic book art as paintings executed with a
brush using black ink and diluted colors. The first representative of the saz style a new decorative
style that developed in the Ottoman Palace Embroidery Workshop was Sahkulu.

The “saz style” consists of paintings executed with black ink and a brush on unpainted paper
(Derman & Duran, 2010, p. 284). Sahkulu, who served as the chief painter at the palace workshop
in the 16th century, introduced the “saz” style and the leaf motif to the court. Upon examining the
leaf arrangements in the saz style, it is observed that some leaves are drawn in quite large sizes and
their inner parts are detailed with veins. The leaves featured in this style constitute the most striking
elements of the composition. Additionally, the use of leaves intricately intertwined with one another
is a distinctive feature of the style (Ozkececi & Ozkegeci, 2007, p. 60). The saz style, known to have
emerged during the Bayezid period, underwent a magnificent development in classical Ottoman art
and continued to exist during the reign of Sultan Suleiman the Magnificent (1520-1566). Sahkulu,
one of the most important artists of this period, held the title of chief painter in the palace workshop.
Known to be from Baghdad, Sahkulu is renowned not only for his exceptional artistic talent but also
for his difficult temperament. Leaf motifs, a fundamental element of composition in the Saz Yolu
style, stand out with their pointed, slender, and elongated forms (Figure 4). In the patterns created
through his brushwork, which infuses movement into his lines, the artist preferred gold, red lale ink,
and soot ink. In Sahkulu’s works, stylized motifs including hatayi group decorations, human figures,
and depictions of mythical animals such as the are employed with a freedom akin to that found in the
visual arts (Birol, 2009, pp. 44-45).

Figure 4: Austrian National Library Collection, Halkari Ornament in the Saz Yolu Style from the Album
Attributed to Murad III (Austria). Detail (Kul, 2021, p. 90).
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In his work “Menakib-1 Hiinerveran”, written toward the end of the 16th century by Mustafa
Ali of Gelibolu, a bureaucrat of the time, he provides information about calligraphers, painters, and
illuminators. We also learn from these sources that Sahkulu came to Anatolia during the reign of
Suleiman the Magnificent, that a special workshop was prepared for him at the Imperial Palace, that
Sultan Suleiman the Magnificent would occasionally visit to watch him work, that he bestowed
various favors and gifts upon him, and that he appointed him head of all the masters with a salary of
one hundred akce (Mahir, 1986, pp. 114-115). This concept, also expressed through the terms “saz
style,” “style,” and “manner,” refers to paintings executed using brush and ink. While such
depictions, created with a small amount of paint, are referred to as tarh (painting), the artists who
create these works are termed tarrah (painter) (Stinnetciler, 2011, p. 52). In patterns created in the
Saz style, dragons, lions, the Simurg, various bird species, as well as fantastical or imaginary forest
animals and fairies, are among the frequently used motifs (Tagkale, 1994, pp. 379-393). Examining
the usage of the word “saz,” it is observed that in the Dede Korkut Tales, this term is used to mean
“forest ” In 14th-century Turkish, it is noted to carry the meaning of “the lair of wild animals” or “a
dense, untouched forest.” The large leaf motifs introduced into Ottoman art by Sahkulu, influenced
by Iranian art, have also been interpreted as “saz” (Atasoy & Raby, 1989, p. 133). In the “saz yolu”
patterns, believed to have been shaped by the influence of the Dede Korkut Tales, alongside animals
such as lions, elephants, panthers, monkeys, rabbits, and deer, mythical creatures like the phoenix,
dragon, and chi-lin; supernatural beings such as fairies; figures of horsemen; and various stylized
floral motifs including the “hatdyi ” style are depicted amidst the pointed tip dagger like leaves.
Inspired by the concept of “saz, ” meaning “forest,” these works are described in Ottoman sources
as “saz writing ” or “saz embroidery > (Mahir, 2005, pp. 21-22).

This style can be observed in the paintings created by Ilkhanid, Jalayirid, Timurid, and
Turkmen artists in Iran during the 14th century, using black ink and a brush. In the Ottoman court,
the same style adopted by Sahkulu was reinterpreted to take on a unique character (Bagci et al., 2006,
p- 227). One of the most important characteristics of the Saz style is the use of thick lines in areas
intended to be emphasized while applying extremely fine brushwork, and the avoidance of intense
color usage (Ozkegeci & Ozkegeci, 2007, pp. 150-151). In the scenes encountered in Saz style works,
animal struggles are depicted amidst twisted branches, dagger shaped leaves, and hatayi clusters. In
these works, the intricate world of the forest is visualized through fierce battles between wild animals
and mythical creatures. The animal figiire in the compositions are depicted in harmony with nature,
and the shaped curves evoke a sense of constant movement (Pekpelvan, 1998, p. 48). The outline
lines are applied in a thicker and more nuanced manner. The leaf veins, meanwhile, are rendered
with a line technique that varies from thin to thick, with the tips becoming thicker. While the thick
lines used on the backs of Simurg or dragon motifs create a strong emphasis, thinner and more
nuanced lines are preferred for the figure’s other details. This style imparts movement to the
composition, creating a painterly effect. As a result, a dynamic arrangement emerges featuring
leaves, motifs, and figures that appear to float in the air, avoiding monotony. In the saz style, executed
with a complex brush technique, the application of dots and shading requires a high degree of skill
and attention to detail. The fundamental movements of the leaves in the composition are emphasized
with thick lines that particularly enhance the sense of motion. Additionally, various colors are applied
using brushes of different thicknesses; while thick lines are created with a single, decisive stroke,
other details are completed with extremely fine craftsmanship (Keskiner, 1991, p. 46).

In the Saz Yolu style, the central veins of the leaves are typically emphasized with thick
lines. These leaves form the skeleton of the main composition, serving as both the supporting and
complementary elements of the design. The distinct rendering of the central vein transforms the leaf’s
movement into a powerful focal point within the composition. One of the most striking features of
the leaf motif is that its stem is divided into segments resembling small leaflets. The tips of the leaves
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are mostly rendered with hatching, painted in light tones, or highlighted with nuanced strokes in
places (Meco & Bilen 2024, p. 293). The segmented structure and curving movements of the leaves
provide continuity and dynamism to the pattern, while overlapping leaves cluster within the
composition. This leaf arrangement, free from clutter yet rich in detail, stands among the distinctive
features of the saz yolu style. In these leaves, where delicate craftsmanship is combined with a bold
brushstroke, the use of the hatching technique and the subtlety in rendering the veins clearly
demonstrate Sahkulu’s mastery (Atila, 2003, pp. 38-44).

Sahkulu’s treatment of the curving, dagger shaped leaves with an aesthetic sensibility gave
rise to a unique style previously unseen in the decorative traditions of the period. These arrangements
of pointed leaves, which interlace and never repeat, depart from the classical patterns typically found
in the art of tezhip. A significant portion of the works in this style were executed on gilded paper
using black ink, lightly diluted colored inks, and gold and silver. In these works, which incorporate
various motif groups, fairies, mythical animals, and botanical decorations play a prominent role. Leaf
motifs, which form the central theme of the subject, are one of the fundamental elements directly
associated with the forest. In the Saz Yolu style, leaves are structured in the form of S and C curves
along the main framework they are arranged with nuanced lines, alternating left and right, and
occasionally tilted in the opposite direction. One of the most important characteristics defining the
Saz Yolu style is that the patterns do not repeat and are unique. The artist’s imagination and free
design approach lend dynamism to the compositions. In these works depicting the forest world,
leaves are the primary motifs that carry and animate the design. In this style, where brushstrokes and
nuanced lines are used effectively, color is employed only sparingly. This innovative development
that the Saz Yolu style brought to the art of tezhip has emboldened many artists and led to the
emergence of new styles.

The album known as the Murad III Album, comprising works by the painter Sahkulu,
contains numerous paintings in the saz yolu style created by the artist’s brush. This album, compiled
in 1572-1573 (Figure 5), is dedicated to Sultan Murad III (Mahir, 2009, pp. 379-393). One of
Sahkulu’s early works is a depiction of a dragon dated to the Safavid Period and found within the
Behram Mirza Album. During the Ottoman period, the saz yolu style is referred to as “saz writing”’
in some sources. It appears that a group of artists practicing this style formed within the palace
workshop (Derman & Duran, 2010, pp. 283-284).
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Figure 5: A depiction of a dragon’s head amidst saz leaves and botanical motifs found in the Murad Album.
Austrian National Library Collection, attributed to an anonymous Austrian artist (Mahir, 2022, p. 44).

The tiles adorned with leaf motifs on the exterior facade of the Topkap1 Palace Circumecision
Chamber and in the main hall of the Riistem Pasha Mosque are decorated in the saz style. Saz patterns
were not limited to book arts; the saz style was also applied to carpets used in the Ottoman palace. It
is known that Veli Can of Tabriz, one of the artists who continued this style after Sahkulu, produced
works between approximately 1580 and 1600 that approached the saz style with a simpler aesthetic
(Derman & Duran, 2010, pp. 283-284). When examining the innovations Veli Can introduced to the
Saz style, it is evident that the artist created portraits and single figure paintings. A significant
example is the depiction of a fairy gliding through the air with outstretched wings, signed “Amel-i
Sahkulu” in reference to Sahkulu (Mahir, 2022, p. 52). Despite working with very fine lines, this
painting by Veli Can which explores a new fairy motif lacks the excessive ornamentation seen in
Sahkulu’s works (Figure 6). The fairy’s garment is left entirely unadorned. Despite its simplicity and
clean lines, it is a highly accomplished work (Mahir, 2022, pp. 86-87). Sahkulu’s works, created in
the saz yolu style, can be classified into three main groups based on their subjects. First are works
featuring plant based leaves and hatayi motifs; second are depictions of dragons and other mythical
creatures in battle; and finally, third are images of fairies (Stinnetgiler, 2011, p. 66). Paintings created
in the saz yolu style evoke a sense of curiosity and possess a powerful allure for the viewer. Each
motif in this style has been meticulously designed and executed on paper with careful and delicate
craftsmanship. One reason for the style’s widespread popularity can be attributed to its inspiration
from Turkish mythology. Mythological elements, which form a significant part of Turkish society’s
cultural memory, have persisted over the centuries through folk narratives. The dragon motif, one of
the most striking and characteristic motifs of the Saz Yolu style, has also taken root in the collective
memory of society, emerging as an important symbol passed down from generation to generation
(Kahraman, 2024, pp. 10-11).
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Figure 6: Late 16th century, Topkap1 Palace, H. 2162. A seated fairy believed to belong to Velican (Mabhir,
2022, p. 82).

The dragon, one of the supernatural creatures featured in Turkish mythology?, is a significant
motifused in Turkish decorative arts and folk narratives, originating from Turkestan. It is well known
that the Turks have employed this motif in numerous fields. They have favored the dragon motif to
which they ascribe symbolic meanings in written works, architectural decorations, woven textiles,
and metalwork. In Turkish decorative arts, while the dragon motif varies depending on the period,
geography, and the artist’s style, it generally possesses unique characteristics that distinguish it from
Chinese, Indian, and Western dragons. From a formal perspective, the dragon motif reflects the
influences of Chinese, Indian, and Central Asian peoples. However, the dragon figure depicted in
Chinese iconography in a manner resembling writing has not been used in the same style in Turkish
art. Similarly, dragon depictions in Indian art, which resemble elephants and crocodiles due to a
naturalistic approach, rarely appear in Turkish ornamentation. In contrast, the dragon figure in
Turkish decorative art is closer to the depictions of its ancestors, believed to share the same origin,
and this characteristic has been largely preserved with very little change up through the periods of
the Goktiirks, Uighurs, Ilkhanids, and Timurids (Esin, 1970, p. 172). In the Sahkulu style, scenes
depicting the struggle between the Simurg (Ziimriidiianka)® and the dragon are frequently
encountered (Figure 7). This legendary bird, known as the Simurg, began to be referred to as
Zumriidiianka after the advent of Islam. Sharing similar characteristics with other legendary bird
figures such as Garuda and Huma, the Simurg has occasionally been used interchangeably with these
birds in the depiction of legendary events in Turkish art (Ogel, 1971, p. 541). In works produced in
the Sahkulu style, the Simurg motif is depicted in a detailed and meticulous manner. It is believed

2 As seen in the Twelve-Animal Turkic Calendar among the Turks, it is understood that the dragon figure is associated
with the concept of time. In the Turkic-Chinese calendar, used in China and later adopted by many Turkic tribes and the
Mongols following the Goktiirks, the dragon and the snake are among the animals featured in the calendar. According to
this belief, the Year of the Dragon brings abundant rainfall; prosperity and abundance increase, yet it is also regarded as a
period marked by wars and the shedding of much blood. The Year of the Snake, on the other hand, is associated with
negative qualities; it is regarded as a year marked by evil, strife, famine, cold, and disease. In relief works from the Seljuk
Period, depictions indicating the existence of this calendar can be found (Oney, 1969, p. 192).

3 The mythological bird known as the Anka and Simurg is associated with the black bird possessing the ability to eat fire.
For the Central Asian Turks, the Umay Bird and the Huma Bird share similarities. The Hiim4, a bird symbolizing state and
prosperity, shares similar characteristics with “Umay,” the female deity in Central Asian Turkic beliefs (Oener, 2018, p.
320).
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that the Simurg possesses the ability to speak like a human, and there is also a belief that it was
created from the sun and fire (Birol & Derman, p. 129). Another legendary motif used in the Saz
Yolu style is the ch’i-lin. The most distinctive feature distinguishing the ch’i-lin from the
ziimriidiianka is its ability to walk both on land and in water, as well as to fly. This mythical creature,
particularly in Chinese art, is regarded as a symbol of longevity, serenity, happiness, good omens,
and wise governance; the male is called ch 7 and the female /in. The male has a single horn on its
head, and the name c/ ’i-lin emerged from the combination of these two names. The animal’s body
is likened to that of a musk deer, its tail to that of an ox; its forehead is depicted as a wolf’s, and its
hooves as those of a horse (Mahir, 1988, p. 54; Coruhlu, 2019, p. 49). The ch’i-lin is a legendary
creature typically seen roaming in palace gardens and forested areas outside the city. Believed to be
a symbol of kindness, generosity, and wisdom, seeing this mythological creature in good health was
considered a sign of good fortune; its captivity, death, or appearance during an inauspicious time,
however, signaled bad luck or death. In good times, its appearance among people resulting from the
convergence and materialization of protective spirits was also a symbol of universal peace. The Kiln
protected rulers, nobles, and prominent figures in society not only in this world but also against evil
after death (Cesmeli, 2020, p. 68). One of the motifs used in the Saz Yolu style is the fairy motif. It
is known that this motif reached the Ottoman Nakkashane through Sahkulu (Derman & Duran, 2010,
p. 284). The fairy tradition among Turks is seen to extend as far back as the Dede Korkut Epics,
which are believed to belong to the Oguz Turks. These epics mention fairies, mythological animals,
and spirits dwelling in the forest (Gokyay, 1973, p. 43). We can understand the traditional Turkish
style of dress from depictions of fairies and angels. The tight, long robes and short caftans they wear,
along with the sashes or metal plated belts fastened around their waists, demonstrate their
compatibility with Turkish clothing traditions. The inclusion of fairy figures in works produced in
the Saz Yolu style can be interpreted as forest fairies, as well as depictions of angels in Islamic
cosmology (Stinnetgiler, 2011, p. 71).
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Figure 7: The dragon’s encounter with the Ziimriidiianka. Detail (Mabhir, 2022, p. 41).

The Transmission of the Saz Yolu Style to Contemporary Art Education: Student
Works

In Turkish art, motifs have assumed the fundamental role of a carrier that serves as a bridge
between the past and the future while also securing a permanent place in the collective memory of
society (Kurt Kirtay, 2023, p. 133). This study demonstrates that the Saz Yolu style is not merely a
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historical decorative approach within Traditional Turkish Arts, but also a style that can be reproduced
in today’s art education environment and create a dynamic impact through contemporary
interpretations. In the education of Traditional Turkish Arts, classical patterns are generally preferred
in terms of technique and composition, and the traditional approach to ornamentation is taken as the
basis. However, the unique design philosophy adopted by Sahkulu during his time one that avoids
repetition offers an effective field of study that can be adapted to contemporary artistic works. During
the implementation process, a literature review on the subject was first conducted, and designs from
Sahkulu’s period were examined. Subsequently, watercolor techniques and pencil sketch studies
were carried out; additionally, designs were prepared using digital drawing programs such as Adobe
[lustrator. By incorporating ceramic art into the process, various applications were explored;
productions inspired by Sahkulu were realized on paper, digital, and ceramic surfaces. This process
was carried out by a group of undergraduate students from the Department of Traditional Turkish
Arts at [gdir University.

Figure 8: The Simurg rising from among the reed leaves (Zehra Kaya, Adobe Illustrator, 2026).

Each illustration possesses its own internal dynamics. In (Figure 8), a leaf motif inspired by
reed leaves forms the composition, featuring a bird figure rising amidst motifs such as hatayi, spring
branches, and stylized hyacinths. Adobe Illustrator was utilized in the composition process, thereby
incorporating contemporary digital design methods into the work. The second digital work (Figure
9) references the forest themed scenes frequently encountered in Sahkulu’s compositional approach.
In the scene, a male figure shooting an arrow is seen amidst mythical creatures such as the Simurg
and a dragon. Within an area densely surrounded by botanical motifs, figures of a horse and a snake
are present. Like in miniatures, this composition takes on the quality of a document that brings a
mythical event to life through mythological figures. In the third digital work (Figure 10), Sahkulu’s
design concept was also adopted, and a compositional approach that does not entirely depart from
the spirit of the era was embraced. The composition features leaf, hatayi, and claw motifs, as well as
a snake figure.

www.turkishstudies.net/religion



1814 Ebru Kose

Figure 9: A Hunting adventure in the forest (Zehra Kaya, Adobe Illustrator, 2026).

Figure 10: Reed leaves and a Snake (Zehra Kaya, Adobe Illustrator, 2026).

The fundamental characteristics of the reed path style including dagger shaped leaves, curving
branches, and a free composition technique have evolved into original artistic practices in student
projects, as they incorporate their own design philosophies. In (Figure 11), the female figure was
created inspired by Sahkulu’s fairy and angel figures; the wings have been shaped with a
contemporary interpretation. The woman’s attire, which incorporates both traditional and
contemporary elements, and the objects in her hands establish a connection between the past and the
present. The dagger shaped leaves characteristic of the Saz Yolu style and botanical motifs that create
a dynamic effect have been employed. The fact that the leaves form the skeleton of the composition,
just as in Sahkulu’s drawings, references classical Saz Yolu works. At the same time, the use of the
figure as a contemporary means of expression transforms the work into an original application
without breaking away from the traditional line. This approach demonstrates that the saz style is an
artistic style that transcends its era and can connect with contemporary art. In (Figure 12), the student
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has depicted the struggle between two predators amidst surrounding reed leaves using watercolor
technique. In the design executed using the free composition technique, hyacinths and spring
branches are used together. In (Figure 13), a composition featuring original figures inspired by
mythological animals has been created. Leaves characteristic of the reedpath style are also used in
the composition. In this work, where mythological figures are addressed in a more intense and
distinctive manner, the clusters formed by overlapping leaves are arranged in a way that evokes
classical reedpath compositions. (Figure 14) depicts one of the scenes featuring mythological animals
facing each other, with the animal figure taking center stage.

Figure 12: Encounter between a tiger and a cheetah (Zerda Tas, Watercolor, 2025).
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Figure 14: The Simurg and the Jackal (Eda Doganer, Watercolor, 2025).
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Figure 15: The Dragon’s dance (Eda Doganer, Watercolor, 2025).

In these works, the free design technique a distinctive feature of the reed path style has been adopted.
The fact that the compositions do not repeat one another demonstrates that, rather than simply
copying a historical style, the students evaluated each motif on its own terms, producing new figures
with independent and original lines and reinterpreting them. The imaginative designs in the students’
works serve as evidence that Sahkulu’s distinctive stylistic approach, which left an indelible mark
on his era, continues to serve as a source of inspiration today. In the student works put into practice,
the patterns of the saz yolu style have been evaluated from iconographic and formal perspectives. In
particular, decorative elements such as dragon, simurg, and other mythical animal figures, as well as
dagger shaped leaves, curving branches, and cloud motifs, have been approached within the tradition
of classical Ottoman book art. In each of these works, it is notable that rather than a direct copy of
the saz yolu style, the style’s fundamental principles have been reinterpreted through personal
interpretation. This approach is significant in demonstrating that the essence of the historical style
can be preserved while being reinterpreted with a contemporary perspective. In (Figure 16), a
mythological animal figure is placed at the center of a botanical composition. The composition,
accompanied by pastel colors, was executed using watercolor technique. In the ceramic applications
forming the bottom row (Figures 17, 18, and 19), the same compositional approach was adopted;
however, a different technical approach was sought compared to the paper and digital mediums. It is
known that during Sahkulu’s period, he influenced many art forms in the workshop and also guided
the development of ceramic art. In this vein, the practices of that era have been reinterpreted and
applied in the present day. In (Figure 20), watercolor technique is used to depict the dagger shaped
leaves characteristic of the saz style and dynamic botanical forms. The use of leaves as the primary
compositional element, as seen in Sahkulu’s drawings, references classical saz style arrangements.
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Figure 17: A spiral of dragons and botanical motifs. ceramic tile (Eda Doganer, Underglaze Technique,
2025).
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Figure 18: The appearance of a dragon and dagger shaped leaves on the ceramic surface (Eda Doganer,
Underglaze Technique, 2025).

Figure 19: Reed path, red dragon, ceramic tile detail (Eda Doganer, Underglaze Technique, 2025).
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Figure 20: Reed path, the dragon’s ascent (Zekiye Erki¢, Watercolor, 2025).

Conclusion

In the Traditional Turkish Arts departments, examining the works of masters who founded
schools of thought in Turkish art and following in their footsteps when determining design methods
is adopted as a key educational philosophy. During the practical phases where we strive to maintain
the master apprentice relationship in the workshops, the aim is to make both contemporary art and
lesser known Turkish art visible through works that are understandable and interpretable by
everyone. In this article, the goal is to address the motifs and patterns of traditional Turkish art which
integrates theoretical and practical studies in a balanced manner, while preserving its traditional
aesthetic values and incorporating original designs. Thus, a design philosophy has been adopted that
preserves traditional aesthetic values while also allowing for contemporary interpretations.
Consequently, efforts have been made to produce artistic works that can appeal to every era and
contribute to a better understanding of traditional arts. The dynamic compositions created by Sahkulu
using depictions of dragons, the phoenix, and the forest reflect, at times, a struggle between figures
and botanical motifs, and at other times, the tranquility of a humanistic environment offered by
nature. In some compositions, the placement and movements of the figures alter the composition’s
calm and static balance, imparting a different value to the structure. In today’s world, where intensive
research is being conducted on the sustainability of traditional arts, the works of masters who left
their mark on their era continue to serve as an important source of inspiration. Like the students
trained by Sahkulu, today’s students living in a different era have also sought to reinterpret his style
by following in his footsteps. The works created by students using pencil, black ink, and watercolor
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techniques, inspired by classical works, have transformed the movement, rhythm, and compositional
techniques of the saz yolu style into contemporary interpretations and brought them to fruition. In
addition to traditional methods, computer programs were also incorporated into the design phase to
complete the projects. This study aims to highlight the artistic identity of Sahkulu, one of the most
original miniaturists of 16th century Ottoman traditional art, the formal and conceptual
characteristics of the saz yolu style, and the importance of this style in contemporary art education.
The research revealed that Sahkulu created a unique artistic expression within his distinctive
decorative tradition using elements such as dagger shaped leaves, curving branches, and mythical
animal figures found in the saz yolu style. The necessity of incorporating this approach into
contemporary education in Traditional Turkish Arts was emphasized. The study demonstrates that
while the saz yolu style preserves its historical value, it remains open to contemporary aesthetic
interpretations. The diversity and originality observed in student compositions serve as evidence that
Sahkulu’s free design philosophy remains a powerful source that nurtures creative thinking today.

The works of students comprising a class of 16 in the Department of Traditional Turkish Arts
were evaluated for their contribution to the subject. All students in the class were asked to address
the Sahkulu period as a design theme in both book art and ceramic courses and to carry out practical
applications accordingly. Works from the years 2025 and 2026 were selected from among these
productions and included in the analysis. In conclusion, these works demonstrate that the Saz Yolu
style is not merely a historical period style, but rather an artistic practice that can be reproduced and
expressed through contemporary forms of expression.
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Sahkulu Uslubunun Giiniimiiz Sanat Egitiminde Ogrenci Calismalarina Etkileri

Giris
Sahkulu’nun Hayat1 ve Sanatsal Kimligi

Ehl-i Hiref-i Hassa teskilat1 ile saray nakkashanesinde, sernakkas tarafindan onaylanan
desenler; desen ve renk kullanimi hakkinda agiklayici notlar ve 6rneklerle birlikte diger atdlyelere
gonderilirdi. Renklerin dogru bigimde uygulanmasinin saglanmasi amaciyla, ustalardan belirtilen
renklerle hazirlanmis 6rneklerin getirilmesi istenirdi. Basta kumas olmak iizere, hali, ¢ini, kiyafet ve
silah gibi farkli sanat ve zanaat alanlarinda bu tlir numune 6rneklerinin kullanildig1 bilinmektedir
(Atila, 2003, s.15). 15. yiizyilda Fatih Sultan Mehmet Doneminde kurulan ve saray icerisinde Ehl-i
Hiref teskilatina bagli olan nakkashanede, nakkaslarin yani sira miicellidler ve zer nigancilar gibi
cesitli sanatkarlar da farkli bolimlerde c¢alismaktaydi. Ehl-i Hiref teskilatinin galisma diizenine
benzer sekilde, nakkashanede de belirli bir hiyerarsik yap1 s6z konusuydu. Liyakat esasina dayali bir
kurum niteligi tasiyan nakkashanede, nitelikli bir egitim siirecinden gegen ciraklar, sanatsal
yeterliliklerini tamamladiktan sonra sirasiyla kalfa ve ardindan usta statiisiine yiikselmekteydi
(Merig, 1953, s. 58).

Osmanli Imparatorlugu’nun klasik ¢ag1 olarak kabul edilen 16. yiizyil, yalmzca siyasi ve
askeri basarilarin degil, ayn1 zamanda sanatin en parlak déonemlerinden biri olarak bilinmektedir. Bu
ylizyilda saray nakkashanesi, Osmanli sanat anlayisinin merkezilestigi, en yiiksek kalitede eserlerin
iiretildigi bir kurum haline gelmis; yalnizca saraya degil, farkli iilkelerden gelen siparisleri de
ustalikla tireten bir atdlyeye doniigmiistiir. Selguklular Doneminde temelleri atilan nakkashane
sistemi, Osmanli Devleti tarafindan gelistirilerek kurumsallastirilmistir. Bu donemin en 6nemli
sanatcilar1 arasinda, nakkashanenin ser nakkasi olarak gdrev yapan Sahkulu ve onun yetistirdigi
ogrenciler bulu nmaktadir. Topkapt Sarayi’nda yer alan nakkaghanede farkli cografyalardan
sanat¢ilarin da yer almasi, Osmanli sanatinin zenginlesmesini ve genis bir cografyaya yayilmasinm
saglayan baslica etkenlerden biri olmustur.

Topkapr Sarayi’na baglh olarak faaliyet gosteren nakkashanede kitap tezhibi, minyatiir ve
kalemisi yapan miizehhipler ile nakkaglar gorev yapmaktaydi. Bu sanatgilar, saraya ait kitaplar1 ve
cesitli esyalar1 bezemekle ilgilenmekteydiler. Resim ve tezhip lireten nakkaslar, sarayda “sehnameci”
(tarihgiler) tarafindan kaleme alinan eserleri resimlendirmek amaciyla minyatiircii ve miizehhiplerle
birlikte ¢alisirlardi (Arseven, 1984, s. 225). 16. ylizyiln ilk yarisindan itibaren tek yaprak halinde
hazirlanan tezhip, resim ve yazilar bir araya getirilerek murakka haline getirilmistir. Nakkashanede
murakkalarin hazirlanmasindan musavvirler, miizehhipler, cetvelkesler ve kitap sanatlariyla ugrasan
diger sanatkarlar sorumluydu. Osmanli déneminde, Kanuni Sultan Siileyman’in padisahligina denk
gelen siirecte, nakkashanede en nitelikli murakkalar1 iireten ilk isim Sahkulu, ardindan onun
Ogrencisi Karamemi olmustur. Ayrica Tebriz’den gelen Veli Can da Sahkulu’na ait miirekkep ile
sekillenen saz yolu islibunu siirdiirmistiir (Pekpelvan, 1998, s.76). Osmanli minyatiir sanatinin
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onemli bir temsilcisi olan Sahkulu, Osmanli saray nakkashanesinde kendine 6zgii tisliibu ile taninmis
ve takdir gdrmiis bir sanatkardir. Tarihi belgeler Sahkulu’nun Bagdath oldugunu ve 963/1556 yilinda
vefat ettigini gostermektedir. Resim egitimini Tebriz’de alan Sahkulu, 921/1515 yilinda Tebriz’den
Amasya yoluyla Istanbul’a getirilmis ve 1520 yilinda saray nakkashanesine dahil olmustur (Mabhir,
1986, s. 116-117, Derman & Duran, 2010, s. 283). Saz yolu uslibuyla tasarlanan desenler yalnizca
kitap sanatlariyla sinirh kalmamis, donemin diger sanat dallarinda da tercih edilmistir. Bu {islip,
minyatiir, hali, ¢ini, kalemisi, cilt, kumas desenleri, tas is¢iligi, kuyumculuk ve maden is¢iligi gibi
pek ¢ok alanda ayni ustalikla uygulanmistir. Sahkulu, kendine 6zgii iisltibuyla hanger yapraklar1 ve
sazlik goriinlimiinii andiran bitki dokulart arasina gizledigi efsanevi yaratiklarla girift
kompozisyonlar olusturmugstur. Osmanli nakkashanesine kirk yildan fazla hizmet eden Ser nakkag
Sahkulu, pek cok eser liretmis ve 6nemli sayida dgrenci yetistirmistir. Déneminde yeni bir ekol
olusturan saz yolu {iislibu, biiyiilii bir ortamda sazliklarin arasindan beliren hayvan ve yaratiklarin
resmedilmesine dayanir (Gorsel 1). Siyah firganin boyali kagit iizerindeki hareketleriyle
kompozisyonlara gii¢lii bir estetik goriiniim kazandirir. Sair kimligine de sahip oldugu bilinen
Sahkulu’nun, gorsel eserlerinin yani sira siirler de iirettigi bilinmektedir.

Gorsel 1: Aslan ile ejderhanin miicadele sahnesi, 16. yiizy1l, saz yolu, Sahkulu Washington Freer Gallery Of
Art (Mahir,2022. s. 51).

Saz yolu slibuyla taninan Sahkulu’nun hayatina iliskin bilgilere ulasildiginda, Tebriz’de
Aga Mirek’ten egitim aldig1 ve resim ile siisleme sanatlarindaki ustalig1 sayesinde islam iilkelerinde
adindan soz ettirdigi belirtilmektedir. Sahkulu’nun dogdugu yer ile ilgili cesitli goriisler
bulunmaktadir. Baz1 kaynaklarda Bagdat’li oldugu yazilidir. Tebriz’de, resim egitimini Aga
Mirek’ten aldig1 ve yetenegini gelistirdigi sdylenebilir. Bagbakanlik Osmanli Arsivi (B.O.A.)’da yer
alan bir belgeden, Sahkulu’nun Yavuz Sultan Selim ile Sah Ismail arasinda gergeklesen Caldiran
Savagi’nin ardindan 12 Nisan 1515 tarihinde siirglin olarak getirilen sanat¢ilardan biri oldugu
anlagilmaktadir (Derman & Duran, 2010, s. 283). Sahkulu’nun, Tebriz’de Safevi sanatinin {i¢ biiyiik
temsilcisinden biri olarak kabul edilen Aga Mirek’e ¢iraklik yaptigi; ustasi aracilifiyla Heratl iistat
Behzad’la da temas etmis olabilecegi diigiiniilmektedir (Yesilyurt, 2014, s. 26). Osmanli sanatinin
altin cagini baslatan 16. ylizyilin sernakkasi Sahkulu, Tebriz’den siirgiin edilerek bir siire Amasya’da
kalmis, daha sonra saray nakkashanesinin basina sernakkas olarak getirilmistir. Saz yolu ekoliinii
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baslatan sanatkar, kitap sanatlari ve ¢ini alanlarinda 6nemli eserlerin iiretilmesine onciiliik etmistir.
Eski kaynaklarda ustaligindan évgiiyle soz edilen Sahkulu igin, Mani’yi* kiskandiracak nitelikte
eserler ortaya koydugu ifade edilmektedir. Araci’ya (2022, s. 524) gore; Fatih Sultan Mehmed’in
sanat1 ve ilimle ugrasanlari merkezde toplama cabasi, Kanuni Sultan Siileyman devrinde zirveye
ulagsmistir. Kanuni’nin sarayinda gorev yapan sanatcilar, sinirlar1 genislemis imparatorlugun farkl
bolgelerinden ve yonetiminden cesitli milletlerden olusmaktaydi. Gelibolulu Mustafa Ali, Kanuni
donemi sernakkaslarindan Sahkulu’ya ait hususi bir atdlyenin bulundugunu; Kanuni Sultan
Siileyman’in zaman zaman bu atdlyeye giderek Sahkulu’nun ¢aligmalarini izledigini ve kendisine
ovgiilerde bulundugunu belirtmektedir. Bu durum, dénemin sanat sanatg1 iligkisini ve Sahkulu’nun
saray Ozelinde ne derece takdir edildigini acik¢a ortaya koymaktadir.

Kanuni Sultan Siileyman’in 1520 yilinda tahta ¢ikmasiyla birlikte Sahkulu, sernakkasliga
getirilmis ve bas nakkas olarak sarayda onemli bir konuma yiikseltilmistir (Mahir, 1994, s. 128).
Resmi belgelerde Sahkulu’nun adinin nakkas yerine ressam olarak kaydedilmesi, onun geleneksel
tekniklerden farkli bir anlayisla ¢alistiginm gostermektedir (Mahir, 2009, s. 379). Osmanli sarayinda
yaklagik kirk iki y1l hizmet etmis olan Sah Kulu, bu siirecte ¢ok sayida eser tiretmistir (Gorsel 2). Bu
eserler arasinda imzali 6rneklerin yani sira, imzasiz olmakla birlikte islip ve firga Ozellikleri
bakimindan Sahkulu’ya atfedilen ¢alismalar da bulunmaktadir. Arsiv belgelerinden, Kanuni Sultan
Siileyman’in Sahkulu’yu hem maddi hem de manevi yonden destekledigi; sanatgiya verilen
in‘amlardan ve ¢esitli hediyelerden anlasilmaktadir. S6z konusu in’amlar, 9.500 akge ile dort adet
kaftan olarak kaydedilmistir. Sahkulu’nun da Kanuni Sultan Siileyman’a ¢esitli hediyeler sundugu
bilinmektedir (Kazan, 2007, s. 176, 177).

Gorsel 2: 16. yiizy1l ilk ¢ceyrek, Topkap1 Sarayi, Sahkulu (Mahir,2022, s. 51).

4 Mani (MS 216-276), Mezopotamya’da dogmus, Maniheizm adli dinin kurucusu olan énemli bir diisiiniir ve dini liderdir.
Zerdiistliik, Yahudilik ve Hristiyanlik gibi farkli inang sistemlerinin etkili oldugu bir cografyada yetismis; bu geleneklerden
etkilenerek kendi 6gretisini olusturmustur. Ogretilerini yaymak amaciyla sanat1 etkin bir arag olarak kullanmuis, resim ve
yazili eserler dini yaymasinda etkili olmustur (Megin, 2023, 5.728-740). Mani’ye atfedilen 6nemli eserlerden biri, Ardahang
olup, Maniheist gelenegin Cin’deki yansimalar1 arasinda yer alan Ta-men-ho-i de dikkat cekmektedir (Tekin,2014, s.39).
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Derman ve Duran (2010, s. 283) tarafindan belirtildigi iizere, bu eserlerin diginda iislip 6zellikleri
bakimindan Sahkulu’na ait oldugu diisiiniilen ¢ok sayida eser bulunmaktadir. Bu eserlerden bazilar
Cleveland Museum of Art J. H. Wade Fund Koleksiyonu, istanbul Universitesi Kiitiiphanesi, Viyana
Osterreichische Nationalbibliothek ve Washington Freer Gallery of Art'ta (Gorsel 3-4) yer
almaktadir. Kazan (2007, s. 176), sanatkarlara verilen in’amlarin (hediye ve ihsanlarin) genellikle
dini bayramlardan sonra, Ozellikle Sevval ve Zilhicce aylarinda, bazen de Muharrem ayinda
dagitildigin1 belirtmektedir. Nakkas Sahkulu’nun, hediyesini teslim ettikten sonra Ramazan 963
(Agustos 1556) veya bunu takip eden aylarda, muhtemelen Zilkade 963 (Eyliil 1556) sonunda vefat
etmis olabilecegi ifade edilmektedir. Ayrica arsiv belgelerinde, Sahkulu’nun bayram dolayisiyla
dagitilan in‘amlar alamadan vefat ettigine dair bilgiler yer almaktadir. Sahkulu, yasadigi donemde
birgok 6grenci yetistirmig, 6liimiinden sonra da iislibunu siirdiiren sanatgilar araciligryla etkisini
devam ettirmistir. Bu sanatkarlardan biri Velican’dir. Sahkulu’nun ayrica ayni1 dénemde natiiralist
iislibun temsilcileri arasinda yer alan miizehhip Kara Memi ve Tebrizli Ali Can {izerinde de etkili
oldugu bilinmektedir (Mahir, 1988, s. 28). Saz yolu iisllibunun etkisinin XVIIIL. yilizyilda da devam
ettigi goriilmektedir. Bu donemin 6ne ¢ikan miizehhip ve lake ustalarmdan Ali Uskiidari, saz yolu
iislibunu diger bezeme anlayislariyla birlestirerek ¢ok sayida eser ortaya koymustur. Ozellikle lake
kitap kaplarinda, saz yolu tslibuna 6zgii motif ve yapraklar1 kendine has bir uslipla yeniden
yorumlamistir. Miistakimzade’ nin eserinde de belirtildigi iizere, saz yolu iislibunda benzer eserler
iiretmesi nedeniyle sanatkar Ali Uskiidari’ye “sani-i Sahkulu” mahlas1 verilmistir (Derman & Duran,
2010, s. 284). Mahir (2022, s. 32-36), Sahkulu’nun sanat ¢evresi lizerindeki etkisinin, yetistirdigi
Ogrenciler iizerinden acikca goriilebilecegini ifade etmektedir. Sanatkarin dikkat ¢ekiciliginin yam
sira zaman zaman sert ve gegimsiz bir mizaca sahip oldugunu da belirtilmektedir. Osmanli saray
nakkashanesinde sernakkas olduktan sonra pek ¢cok 6grenci yetistirmis ve sanat anlayisiyla genis bir
etki alani olusturmustur. Sahkulu’nun yetistirdigi sanatkarlar arasinda Tebrizli Veli Can ve Kara
Memi 6ne ¢ikmaktadir.

Gorsel 3: 2a: 16. yiizyil, Saz yolu tislibundan, kanath peri 6rnegi, Washington Freer Gallery Of Art,
Sahkulu, (Mahir, 2022, s. 52).
3b:16. ylizyilin son ¢eyregi Topkapt Saray1, H. 2162. Velican oturan peri (Mahir, 2022, s. 82).
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Sanatcilara yaptiklar1 isler karsisinda cesitli odiiller verilirdi. Bu hediyeler (in’amlar)
genellikle dini bayramlarin ardindan dagitilmaktaydi. Bu 6demeler ¢ogunlukla Sevval ve Zilhicce
aylarinda gergeklestirilmekte, bazi durumlarda ise Muharrem ayina sarkabilmekteydi. Arsiv
kayitlari, nakkas Sahkulu’nun hediyesini teslim ettikten sonra Ramazan 963/Agustos 1556 tarihinde
ya da bunu izleyen bir iki ay iginde, 963 yili Zilkade ayinin sonlarinda (Eyliil 1556) vefat etmis
olabilecegine igaret etmektedir. Belgeler, Sahkulu’nun vefati nedeniyle kendisine tahsis edilen
in’am1 fiilen alamadigini; bu durumun, padisah tarafindan bayram vesilesiyle dagitilan in’amlara
iligkin bir kayittan anlagilabildigini ortaya koymaktadir (Bagct, vd., 2006, s. 228).

2. Saz Yolu Usliibu

Mahir (2009, s. 379-393) gore Asya kokenli bu firca resimlerinin, XVI. yiizy1l Safevi
sanatinda kalem-i siyahi olarak adlandirilan bir islip ile iiretildigi goriilmektedir seklinde ifade
etmektedir. Resim sanatinda karsimiza ¢ikan saz iislubu XIV. yiizyildan itibaren Islam kitap
sanatinda, siyah miirekkep ve sulandirilmis renkler kullanilarak firga ile yapilan resim seklinde
ortaya ¢ikmistir. Osmanli Saray Nakishanesi’nde gelisen yeni bir bezeme tarzi olan saz yolunun ilk
temsilcisi Sahkulu’dur.

Saz yolu, siyah miirekkep ve firca kullanilarak, zemini boyanmamis kagitlar tizerine yapilan
resimlerdir (Derman & Duran, 2010, s. 284). XVI. yiizyilda saray nakkashanesinde sernakkas olan
Sahkulu, saz yolu iislibunu ve yaprak motifini saraya sevdirmistir. Saz yolu iislibunda yaprak
diizenlemeleri incelendiginde, bazi yapraklarin oldukga biiylik boyutlarda ¢izildigi ve i¢ kisimlarinin
damarlarla detaylandirildigi goriilmektedir. Bu isliipta yer alan yapraklar, kompozisyonun en dikkat
cekici unsurlarint olusturmaktadir. Ayrica, girift bicimde birbirine ge¢mis yapraklarin kullanim1 da
iislibun belirgin 6zelliklerindendir (Ozkegeci & Ozkegeci, 2007, s. 60). Bayezid Déneminde ortaya
ciktig1 bilinen saz Uslibu, klasik Osmanl sanatinda gorkemli bir gelisim siireci yasamis; Kanuni
Sultan Siileyman (1520-1566) Doneminde de varligimmi siirdiirmiistiir. Bu dénemin en 6nemli
sanatkarlarindan biri olan Sahkulu, saray nakkashanesinde bas nakkas unvanini almistir. Bagdath
oldugu bilinen Sahkulu, {istiin sanatsal yeteneginin yan sira zor huylu kisiligiyle de taninmaktadir.
Saz yolu iisliibunda kompozisyonun temel unsurlarindan biri olan yaprak motifleri, sivri, ince ve
uzun bicimleriyle dikkat ¢cekmektedir (Gorsel 4). Sanatkarin ¢izgilerine hareket kazandiran firca
kullanimiyla olusturdugu desenlerde altin, kirmizi 1al miirekkebi ve is miirekkebi tercih edilmistir.
Sahkulu’nun eserlerinde stilize edilmis motifler arasinda hatayi grubu bezemeler, insan figiirleri ve
efsanevi hayvan tasvirlerinin, resim sanatindaki anlayisa yakin bir ozgirliikle kullanildig:
goriilmektedir (Birol, 2009, s. 44-45).

Gorsel 4: Osterreichische Nationalbibliothek Koleksiyonu, Avusturya imzasiz atfedilen III. Murad
Albiimiinde Bulunan Saz Yolu Uslibunda Yapilmis Halkari Bezemesi. Detay (Kul,2021, s. 90).
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Doénemin biirokrati olan Gelibolu’lu Mustafa Ali’nin, XVI. yiizyil sonlarina dogru kaleme
aldig1 Menakib-1 Hiinerveran adl1 eserinde hattat, musavvir ve nakkaglar hakkinda bilgiler vermistir.
Sahkulu’ nun Siileyman Han zamaninda Anadolu’ya geldigini, Saray-1 Amire’ de onun i¢in 6zel
nakkashane hazirlandigini, Kanuni Sultan Siileyman’in zaman zaman gelip onu seyrettigini, ona
cesitli ihsan ve liituflarda bulundugunu, yiiz ak¢e maas ile biitiin iistatlarin basina getirdigini yine bu
kaynaklardan 6grenmekteyiz (Mahir, 1986, s. 114-115). Saz yolu, iislip ve tarz kavramlariyla da
ifade edilen bu anlayis, firca ve miirekkep kullanilarak gergeklestirilen resimleri tanimlamaktadir.
Az miktarda boya ile yapilan bu tiir tasvirler tarh (resm) olarak adlandirilirken, bu resimleri yapan
sanatkarlar ise tarrah (ressam) olarak tanimlanmaktadir (Siinnetgiler, 2011, s. 52). Saz iislibunda
olusturulan desenlerde ejder, arslan, simurg, ¢esitli kus tiirleri ile gercek dis1 ya da hayal iiriinii orman
hayvanlar1 ve periler, sik¢a kullanilan motifler arasinda yer almaktadir (Tagkale, 1994, s. 379-393).
Saz kelimesinin kullanim bigimlerine bakildiginda, Dede Korkut Hikayeleri’nde bu sdzciigiin orman
anlaminda kullanildig1 goriilmektedir. XIV. yiizy1l Tiirkgesinde ise vahsi hayvanlarin yatagi, balta
girmemis stk ve giir orman anlamim tasidigi belirtilmektedir. Sahkulu’nun iran sanatindan
etkilenerek Osmanli sanatina kazandirdigi iri ve biiyiikk yaprak motifleri de saz olarak
degerlendirilmistir (Atasoy & Raby, 1989, s. 133). Dede Korkut Hikayeleri’nin etkisiyle sekillendigi
diisiiniilen saz yolu desenlerinde; aslan, fil, panter, maymun, tavsan ve geyik gibi hayvanlarin yani
stra, sivri uglu hancer yapraklari arasinda ziimriidiianka, ejderha ve chi-lin gibi efsanevi varliklarin;
peri gibi tabiatiistii yaratiklarin, atli avcr figiirlerinin ve hatdyi olarak adlandirilan gesitli stilize ¢igek
motiflerinin tasvir edildigi goriilmektedir. Orman anlamina gelen saz kavramindan esinlenilerek
olusturulan bu tiir ¢aligmalar, Osmanli kaynaklarinda saz yazmak ya da saz iglemek ifadeleriyle
tanimlanmaktadir (Mahir, 2005, s. 21-22).

XIV. yiizyilda iran’da ilhanli, Celayirli, Timurlu ve Tiirkmen sanatgilarin, siyah miirekkep
ve firca kullanarak gerceklestirdikleri resimlerde bu iislibu gérmek miimkiindiir. Osmanli sarayinda
ise Sahkulu’nun benimsedigi ayn1 iislip, yeniden yorumlanarak 6zgiin bir tavir kazanmigtir (Bagci,
vd., 2006, s. 227). Saz iislibunun en 6nemli 6zelliklerinden biri, firga ile son derece ince bir iscilik
uygulanirken vurgulanmak istenen alanlarda kalin tahrirlerin kullanilmasi ve yogun renk
kullanimindan kaginilmasidir (Ozkegeci & Ozkegeci, 2007, s.150-151). Saz yolu eserlerinde
karsilasilan sahnelerde, kivrik dallar, hangeri yapraklar ve hatdyi demetleri arasinda hayvan
miicadeleleri goriilmektedir. Bu eserlerde ormanin grift diinyasi, vahsi hayvanlar ile efsanevi
yaratiklar arasindaki cetin miicadeleler gorsellestirilmistir. Kompozisyonlarda yer alan hayvan
figtirleri, dogayla uyum i¢inde ele alinmig ve S bicimindeki kivrimlarla siirekli bir hareketlilik hissi
uyandirmistir (Pekpelvan, 1998, s.48). Tahrir g¢izgileri daha kalin ve niiansli bir bigimde
uygulanmaktadir. Yaprak disleri ise u¢ kisimlar1 kalinlasacak sekilde, inceden kalina dogru degisen
bir ¢izgi anlayisiyla islenmektedir. Simurg ya da ejderha motiflerinin sirt kistmlarinda kullanilan
kalin gizgiler giiclii bir vurgu olustururken, figiiriin diger ayrintilarinda daha ince ve niiansh ¢izgiler
tercih edilmektedir. Bu tarz, kompozisyona hareket kazandirarak resimsel bir etki ortaya
koymaktadir. Bu sayede monotonluktan uzak, adeta havada siiziiliiyormus izlenimi veren yaprak,
motif ve figilirlerin yer aldig1 dinamik bir diizenleme olugmaktadir. Karmagik bir firga teknigiyle icra
edilen saz lislibunda, noktalama ve golgelendirme uygulamalar yiiksek diizeyde ustalik ve dikkat
gerektirmektedir. Kompozisyonda yer alan yapraklarin temel hareketleri, 6zellikle hareket etkisini
giiclendiren kalin ¢izgilerle vurgulanmaktadir. Ayrica farkli kalinliklardaki firgalarla ¢esitli renkler
uygulanmakta; kalin ¢izgiler tek ve kararli bir vurusla olusturulurken, diger detaylar son derece ince
iscilikle tamamlanmaktadir (Keskiner, 1991, s. 46).

Saz yolu tislibunda yapraklarin orta damarlar1 genellikle kalin ¢izgilerle vurgulanmaktadir.
Bu yapraklar, ana kompozisyonun iskeletini olusturarak desenin hem tasiyic1 hem de tamamlayici
unsuru héline gelmektedir. Orta damarin belirgin bigimde ¢izilmesi, yapragin hareketini
kompozisyon igerisinde gii¢lii bir odak noktasina doniistiirmektedir. Yaprak motifinin en dikkat
cekici Ozelliklerinden biri, govdesinin kiigiik yaprakciklar seklinde pargalara ayrilmis olmasidir.
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Yapraklarin u¢ kisimlari ise ¢ogunlukla icleri taramali, hafif tonlamalarla boyali ya da yer yer niiansh
tahrirlerle vurgulanmis bigimde ele alinmigtir (Mego & Bilen 2024, s. 293). Yapraklardaki dilimli
yap1 ve kivrimli hareketler, desende siireklilik ve hareketlilik saglarken; iist iiste gelen yapraklar
kompozisyon i¢inde kiimelesmistir. Karmasadan uzak, ancak zengin ayrintilara sahip bu yaprak
diizeni, saz yolu {islibunun ayirt edici dzellikleri arasinda yer almaktadir. Ince isciligin giiclii bir
firga kullanimiyla birlestigi bu yapraklarda, tarama teknigi ve damarlarin islenisindeki incelik,
Sahkulu’nun ustaligini agik bigimde ortaya koymaktadir (Atila, 2003, s. 38-44). Sahkulu’nun kivrik
hangeri yapraklar1 estetik bir anlayisla ele almasi, donemin bezeme geleneginde daha once
goriilmeyen 6zgiin bir iislibun ortaya ¢ikmasini saglamistir. Sivri uglu, birbirini delip gegen ve tekrar
etmeyen bu yaprak diizenlemeleri, tezhip sanatinda uygulanan klasik diizenin disina ¢ikmaktadir. Bu
iisliptaki eserlerin biiylik bir boliimii aharl kagitlar iizerine siyah miirekkep, hafif sulandirilmis
renkli miirekkepler ile altin ve giimiis kullanilarak uygulanmistir. Farkli motif gruplarini bir arada
barindiran bu eserlerde; periler, efsanevi hayvanlar ve bitkisel bezemeler 6nemli bir yer tutmaktadir.
Konunun ana temasini olusturan yaprak motifleri ise, orman ile dogrudan iliskilendirilen temel
motfilerden biridir. Saz yolu tislibunda yapraklar, ana iskelet iizerinde S ve C kivrimlari seklinde
kurgulanarak niiansh ¢izgilerle sagl sollu, zaman zaman ters yone kivrilmis bi¢imde ¢izilmistir. Saz
yolu iislibunu belirleyen en 6nemli 6zelliklerden biri, desenlerin birbirini tekrar etmemesi 6zgiin
olmasidir.  Sanatkarim hayal giicii ile serbest tasarim anlayisi, kompozisyonlara hareketlilik
kazandirmaktadir. Orman diinyasini tasvir eden bu eserlerde yapraklar, deseni tasiyan ve
hareketlendiren baslica motiflerdir. Fir¢a hareketleri ve niianshi ¢izgilerin kullanildig1 bu iisliipta
renge sinirlt dl¢iide yer verilmistir. Saz yolu iislibunun tezhip sanatina kazandirdig1 bu yenilik¢i
hareket, pek cok sanat¢cinin yorumuyla yeni iisliiplarin ortaya ¢ikmasini saglamistir.

Ressam Sahkulu’nun eserlerinden olusan ve III. Murad Albiimii olarak bilinen murakkanin
i¢inde, sanatkarin firgasindan ¢ikmis saz yolu tislibundaki ¢ok sayida resim yer almaktadir. 1572-
1573 yillarinda diizenlenen bu albiim (Gdrsel 5), Sultan III. Murad’a ithaf edilmistir (Mahir, 2009,
s. 379-393). Sahkulu’na ait erken donem eserlerinden biri, Safevi Dénemine tarihlenen ve Behram
Mirza Albilimii igerisinde yer alan ejderha tasviridir. Osmanli déneminde saz yolu iisliibu, bazi
kaynaklarda saz yazmak olarak adlandirilmaktadir. Saray nakkashanesinde bu iisliibu uygulayan bir
sanatkar grubunun olustugu anlasilmaktadir (Derman & Duran, 2010, s. 283-284).
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Gorsel 5: Murad Albimiinde Bulunan Saz Yapraklar ve Bitkisel Motifler Icerisinde Ejder Bas1 Resmi.
Osterreichische Nationalbibliothek Koleksiyonu, Avusturya imzasiz atfedilen (Mabhir, 2022, s. 44).

Topkap1 Saray1 Siinnet Odasi’nin dis cephesinde ve Riistem Pasa Camii’nin ana mekéninda
yer alan, yaprak motifleriyle tasarlanmis ¢iniler saz yolu tislibuyla bezenmistir. Saz yolu desenleri
yalmzca kitap sanatlariyla sinirh kalmamais, Saz yolu iisliibu, Osmanli sarayinda kullanilan halilarda
da uygulanmistir. Sahkulu’ndan sonra bu islibu siirdiiren sanatkarlardan biri olan Tebrizli Veli
Can’1n, yaklagik 1580-1600 yillar1 arasinda saz iislibunu daha sade bir anlayisla ele aldig1 eserler
verdigi bilinmektedir (Derman & Duran, 2010, s. 283-284). Veli Can, Saz islibuna getirdigi
yenilikler incelendiginde, sanat¢inin portre ve tek figiirlii resimler yapmis oldugu goriilmektedir.
Sahkulu’na ithafen Amel-i Sahkulu atif imzali, kanatlar1 acik havada siiziilerek tasvir edilen peri
resmi onemli 6rneklerden biridir (Mahir, 2022, s. 52). Cok ince hatlarla ¢calismasina ragmen, Veli
Can’1n yeni bir peri kalibini isleyen bu resminde Sahkulu’nun resimlerinde goriilen asir1 bezemecilik
yoktur (Gorsel 6). Perinin giysisinin {izeri tamamen bezemesiz birakilmistir. Sadeligine ve yalin
cizgilerine karsin oldukca yetkin bir ¢aligmadir (Mahir, 2022, s. 86-87). Sahkulu’nun, saz yolu
islibunda yapmis oldugu eserler, konularina gore li¢ ana grupta smiflandirilabilmektedir. Birinci
sirada bitkisel kokenli yaprak ve hatdyi grubu ¢aligmalar, ikinci sirada ejder ve diger efsanevi hayvan
miicadeleleri, son olarak ise {igiincii sirada peri grubu resimler karsimiza ¢ikmaktadir (Siinnetgiler,
2011, s. 66). Saz yolu iislibunda yapilan resimler, izleyici tizerinde merak uyandiran bir etki ve giiclii
bir ¢ekicilik yaratmaktadir. Bu iislipta yer alan motiflerin her biri, 6zenli ve hassas bir is¢ilikle kagit
lizerine tasarlanmis ve uygulanmistir. Usliibun bu denli sevilmesinin nedenlerinden biri, Tiirk
mitolojisinden ilham almis olmastyla agiklanabilir. Tiirk toplumunun kiiltiirel hafizasinin 6nemli bir
pargasimni olusturan mitolojik unsurlar, yiizyillar boyunca halk anlatilar1 araciligiyla varligim
stirdiirmiigtiir. Saz yolu iisliibunun en etkileyici ve karakteristik motiflerinden biri olan ejderha motifi
de toplumun hafizasinda yer edinmis, kusaktan kusaga aktarilan 6nemli bir sembol olarak kargimiza
cikmaktadir (Kahraman, 2024, s. 10-11).

www.turkishstudies.net/religion



1830 Ebru Kose

Gorsel 6: 16. yiizyilin son ¢eyregi Topkapi Sarayi, H. 2162. Velican’a ait oldugun diisiiniilen oturan peri
(Mabhir, 2022, s. 82).

Tiirk mitolojisinde yer alan dogaiistii yaratiklardan biri olan ejderha’, Tiirkistan’dan itibaren
Tiirk stisleme sanatlarinda ve halk anlatilarinda kullanilan 6nemli bir motiftir. Tiirklerin bu motifi
pek cok alanda kullandiklar1 bilinmektedir. Sembolik anlamlar yiikledikleri ejderha motifini; yazma
eserlerde, mimari siislemelerde, dokuma fiiriinlerinde ve maden islemeciliginde tercih etmislerdir.
Tiirk siisleme sanatlarinda ejderha motifi, kullanildigi doneme, cografyaya ve sanatginin iisliibuna
bagl olarak farklilik gostermekle birlikte, genel olarak onu Cin, Hint ve Bati ejderhalarindan ayiran
0zgiin 6zelliklere sahiptir. Bigimsel agidan bakildiginda; ejderha motifinde Cin, Hint ve Orta Asya
halklarimin etkileri goriilmektedir. Ancak Cin ikonografisinde yaziya benzer sekilde tasvir edilen
ejderha figiirli, Tiirk sanatinda ayni tislipta kullanilmamistir. Hint sanatinda natiiralist bir anlayisla
fil ve timsaha benzeyen ejderha tasvirleri ise Tiirk siislemelerinde nadiren karsimiza ¢ikmaktadir.
Buna karsilik Tiirk siisleme sanatindaki ejderha figiirii, ayn1 kokenden geldigi diisiiniilen atalarinin
tasvirlerine daha yakindir ve bu &zellik, Goktiirkler, Uygurlar, ilhanlilar ve Timurlular dénemlerine
kadar biiytik 6l¢iide korunarak ¢ok az degisim gdstermistir (Esin, 1970, s. 172). Sahkulu iisltibunda,
simurg (Ziimriidiianka)® kusu ile ejderhanin miicadele sahnelerine siklikla rastlanmaktadir (Gorsel
7). Simurg olarak bilinen bu efsanevi kus, Islamiyet’ten sonra Ziimriidiianka adiyla anilmaya
baslanmistir. Garuda ve Hiima olarak da bilinen diger efsanevi kus figiirleriyle benzer 6zellikler
tagityan simurg, Tiirk sanatinda efsanevi olaylarin anlatiminda zaman zaman bu kuslarla birbirinin
yerine kullanmilmistir (Ogel, 1971, s. 541). Sahkulu {islibunda iiretilen eserlerde simurg motifi,

5 Tiirklerde On Iki Hayvanli Tirk Takvimi’nde de goriildiigii izere ejderha figiiriiniin zaman kavramiyla iligkili oldugu
anlagilmaktadir. Cin’de kullanilan ve Goktiirklerden sonra birgok Tiirk kavmi ile Mogollar tarafindan da benimsenen Tiirk-
Cin takviminde ejderha ve yilan, takvimde yer alan hayvanlar arasinda bulunmaktadir. Bu inanisa gore ejderha yilinda bol
yagis goriiliir; bereket ve bolluk artar, ancak ayn1 zamanda savaslarin yasandigi ve ¢ok kan dékiilen bir donem olarak kabul
edilir. Yilan y1li ise olumsuz niteliklerle iliskilendirilmis; kotiliik, fitne, kitlik, soguk ve hastaliklarin goriildigii bir yil
olarak degerlendirilmistir. Selguklu Dénemi’ne ait kabartma eserlerde, bu takvimin varligina isaret eden tasvirlere
rastlanmaktadir (Oney, 1969, s. 192).

¢ Anka ve simurg olarak bilinen mitolojik kus kut alama 6zelligine sahip karakus ile iliskilendirilir. Ortaasya Tiirkleri i¢in
umay kusu ile Hima Kusu bezerlik gostermektedir. Devlet ve refah kusu olan “Hiima”, Orta Asya Tiirk inanislarindaki disi
ilahe “Umay” ile benzer 6zelliklere sahiptir (Oener, 2018, s. 320).
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ayrmtili ve 6zenli bir bicimde tasvir edilmistir. Insan gibi konusabilme yetisine sahip olduguna
inanilan simurgun, glinesten ve atesten yaratildig1 yoniinde bir inan¢ da bulunmaktadir (Birol &
Derman, s. 129). Saz yolu tsliibunda kullanilan bir diger efsanevi motif ch’i-lindir. Ch’i-lin’i
ziimriidiiankadan ayiran en belirgin 6zellik, hem suda hem de karada yliriiyebilmesi ve buna ek
olarak ucabilmesidir. Ozellikle Cin sanatinda uzun &miirliiliikk, ferahlik, mutluluk, iyi kehanet ve
bilgece yonetimin simgesi olarak kabul edilen bu efsanevi yaratigin erkegi c/ i, disisi ise /in olarak
adlandirilmaktadir. Erkeginin basinda tek boynuz bulunur ve bu iki adin birlesmesiyle ch i-lin adi
ortaya ¢ikmistir. Bu hayvanin gévdesi misk geyigine, kuyrugu okiiz kuyruguna benzetilmekte; alin
bolgesi kurt aln1 seklinde, ayaklari ise at ayagi olarak tasvir edilmektedir (Mahir, 1988, s. 54;Coruhlu,
2019, s. 49). Kiln genellikle saray bahgelerinde ve kentin disindaki ormanlik arazilerde dolasirken
goriilen efsanevi bir hayvandir. lyi kalpli, yardimseverligin bilgeligin sembolii oldugu diisiiniilen bu
mitolojik hayvanin saglikli bir halde goriilmesi iyi sansa; tutsak olmasi, 6lmesi veya olumsuz bir
zamanda goriilmesi ise kotii sansa veya oliime isaret ederdi. Iy1 zamanlarda. Koruyucu ruhlarin
birlesip somutlagsmasiyla ortaya cikard: insanlar arasinda goriilmesi evrensel barisin da simgesiydi.
Ki’lin; hiikiimdar, soylu ve toplumda 6nemli olan insanlari diinyada korudugu gibi 6liimden sonra
da kotiiliiklere karst korurdu (Cesmeli, 2020, s. 68). Saz yolu iislibunda kullanilan motiflerden biri
de peri motifidir. Bu motifin Osmanli Nakkashanesi’ne Sahkulu araciligiyla geldigi bilinmektedir
(Derman & Duran, 2010, s. 284). Tiirklerde peri geleneginin ise Oguz Tiirklerine ait oldugu
diisiiniilen Dede Korkut Destanlari’na kadar uzandigi goriilmektedir. S6z konusu destanlarda orman
icindeki saliklar, mitolojik hayvanlar ve perilerden bahsedilmektedir (Gokyay, 1973, s. 43). Peri ve
melek tasvirlerinden Tiirk geleneksel giyim tarzini anlayabiliriz. Uzerlerine giydikleri dar ve uzun
entariler, kisa kaftanlar ile bel kismina taktiklar1 kusak ya da madeni plakali kemerler, Tiirk giyim
gelenegiyle uyumlu olduklarini gostermektedir. Saz yolu iisliibunda tiretilen eserlere peri figiirlerinin
de dahil edilmesi, bu dogaiistii varliklarm orman perileri olarak yorumlanabilecegi gibi, Islam
tasavvurundaki meleklerin tasviri olarak da degerlendirilebilir (Siinnetciler, 2011, s. 71).

Gorsel 7: Ejderin Ziimriidiianka ile karsilagmasi. Detay (Mabhir, 2022, s. 41).

3. Saz Yolu Uslibunun Giiniimiiz Sanat Egitimine Aktarimi: Ogrenci Calismalar

Tiirk sanatinda motifler, hem gecmis ile gelecek arasinda koprii gorevi goren hem de toplum
hafizasinda kalici bir yer edinen temel bir tasiyici gorevi tistlenmistir (Kurt Kirtay, 2023, s. 133). Bu
calisma, saz yolu iislibunun yalnizca Geleneksel Tiirk Sanatlari iginde tarihsel bir bezeme anlayist
olarak degil, aym1 zamanda giiniimiiz sanat egitimi ortaminda yeniden iiretilebilen ve c¢agdas
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yorumlarla dinamik bir etki yaratabilen bir iisliip oldugunu ortaya koymaktadir. Geleneksel Tiirk
Sanatlar1 egitiminde teknik ve kompozisyon bakimindan genellikle klasik desenler tercih edilmekte
ve geleneksel bezeme anlayisi esas alinmaktadir. Ancak Sahkulu’nun kendi déneminde benimsedigi,
tekrar etmeyen 6zgiin tasarim anlayisi, gliniimiiz sanatsal ¢alismalarina da uyarlanabilecek etkili bir
calisma alam sunmaktadir. Uygulamada konuyla ilgili literatiir taramasi yapilmis ve Sahkulu
donemine ait tasarimlar incelenmistir. Sonrasinda suluboya teknigi, karakalem eskiz ¢aligmalar1 ve
Adobe Illustrator gibi dijital ¢izim programlari kullanilarak tasarimlar hazirlanmistir. Cini sanatinin
da siirece dahil edilmesiyle kagit, dijital ve seramik ylizeyler lizerinde Sahkulu’ndan esinlenilerek
olusturulan iiretimler gerceklestirilmistir. Bu siire¢ Igdir Universitesi Geleneksel Tiirk Sanatlari
Boliimii 6grencilerinden olusan bir grup lisans 6grencisi ile yiirtitiilmiistiir.

Gorsel 8: Saz yapraklari arasindan yiikselen Simurg (Zehra Kaya, Adobe Illustrator, 2026).

Her bir c¢izimin kendi ic¢inde dinamikleri bulunmaktadir. (Gorsel 8)’de, saz yolu
yapraklarindan esinlenilerek olusturulan yaprak motifi; hatayi, bahar dallar1 ve stilize edilmis siimbiil
gibi motifler arasindan yiikselen kus figiirii ile kompozisyon olusturulmustur. Kompozisyonun
olusturulma siirecinde Adobe Illustrator programindan yararlanilarak, cagdas dijital tasarim
yontemleri uygulamaya dahil edilmistir. Ikinci dijital calisma (Gérsel 9), Sahkulu’nun kompozisyon
anlayisinda sikca karsilagilan orman temali sahnelere gondermede bulunmaktadir. Sahnede, Simurg
ve ejderha gibi efsanevi varliklar arasinda, ok atan bir erkek figiirii gériilmektedir. Bitkisel motiflerin
grift bigimde kusattig1 alan igerisinde at ve yilan figiirleri yer almaktadir. Minyatiirlerde oldugu gibi
bu kompozisyon, mitolojik figiirlerle masals1 bir olay1 canlandiran belge niteligine biiriinmiistiir.
Ugiincii dijital calisma olan (Gérsel 10)’da da Sahkulu’nun tasarim kurgusu esas alinmis ve dénemin
ruhundan biitiiniiyle kopmayan bir kompozisyon anlayist benimsenmistir. Kompozisyonda yaprak,
hatayi, pen¢ motifleri ve yilan figiirii kullanilmustir.
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Gorsel 9: Ormanda av seriiveni (Zehra Kaya, Adobe Illustrator, 2026).

Gorsel 10: Saz yapraklari ve yilan (Zehra Kaya, Adobe Illustrator, 2026).

Saz yolu iislibunun temel karakteristik 6zellikleri arasinda yer alan hangeri yapraklar, kivrimli dallar
ve serbest kompozisyon teknigi, 6grenci uygulamalarinda onlarin kendi tasarim anlayislarii da
katarak 6zgilin sanatsal pratiklere doniigsmiistiir. (Gorsel 11)’de kadin figiirii, Sahkulu’nun peri ve
melek figiirlerinden esinlenilerek olusturulmus; kanatlar giincel bir yorumla bi¢imlendirilmistir.
Kadinin hem geleneksel hem de ¢agdas unsurlar1 barindiran kiyafeti ve elindeki objeler, gecmis ile
giiniimiiz arasinda bir bag kurmaktadir. Saz yolu iislibuna 6zgii hangeri yapraklar ve dinamik bir
etki yaratan bitkisel motifler kullanilmistir. Yapraklarin, Sahkulu’nun ¢izimlerinde oldugu gibi
kompozisyonun iskeletini olusturmasi, klasik saz yolu eserlerine gonderme yapmaktadir. Ayni
zamanda figlirin cagdas bir ifade aracit olarak kullanilmasi, ¢aligmay1 geleneksel c¢izgiden
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koparmadan 6zgiin bir uygulama haline getirmektedir. Bu yaklasim, saz yolu giincel sanat ile bag
kurabilen, ¢agimin Otesinde bir sanat {islibu oldugunu gostermektedir. (Gorsel 12)’de Ogrenci,
suluboya teknigi ile iki yirticinin miicadelesini ¢evresindeki saz yapraklari ile resmetmistir. Serbest
kompozisyon teknigiyle gergeklestirdigi tasarimda siimbiiller ve bahar dallar1 bir arada
kullanilmistir. (Gorsel 13)’te, mitolojik hayvanlardan esinlenerek 6zgiin figiirlerle bir kompozisyon
olusturulmustur. Kompozisyonda saz yolu iislibuna 6zgii yapraklar da kullanilmistir. Mitolojik
figiirlerin daha yogun ve bir gekilde ele alindigi bu calismada yapraklarin iist iiste gelerek
olusturdugu toplanmalar klasik saz yolu kompozisyonlarini ¢agristiracak bi¢cimde diizenlenmistir.
(Gorsel 14), mitolojik hayvanlarin karsilikli sahnelerinden birini goérdiigiimiiz bu ¢aligma, hayvan

figlirlinii daha 6n plana ¢ikarmaktadir.
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Gorsel 12: Kaplan ve ¢ita karsilagmasi (Zerda Tas, Suluboya, 2025).
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Gorsel 13: Mitolojik hayvanlar ile saz yolu (Zilan Duru, Suluboya, 2025).

Suluboya, 2025).

Gorsel 14: Simurg ile cakal (Eda Doganer,
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Gorsel 15: Ejderhanin dans1 (Eda Doganer, Suluboya, 2025).

Uygulamalarda, saz yolu lsliibunun ayirt edici 6zelliklerinden biri olan serbest tasarim
teknigi benimsenmistir. Kompozisyonlarin birbirini tekrar etmemesi, 6grencilerin tarihi bir iislibu
birebir kopyalamak yerine her bir motifi kendi i¢cinde degerlendirerek, bunlardan bagimsiz ve 6zgiin
cizgilerle yeni figiirler iiretip yeniden yorumladiklarin1 gostermektedir. Ogrenci ¢aligmalarindaki
imgesel tasarimlar, Sahkulu’nun dénemine damgasini vuran 6zgiin iisliip anlayisinin giiniimiizde de
ilham kaynagi olmay1 basardiginin bir gostergesidir. Uygulamaya gegirilen 68renci ¢alismalarinda,
saz yolu iislibundaki desenler ikonografik ve bicimsel agidan degerlendirilmistir. Ozellikle ejderha,
simurg ve diger efsanevi hayvan figiirleri ile hangeri yapraklar, kivrimli dallar ve bulut motifleri gibi
bezeme unsurlari, klasik Osmanli kitap sanati gelenegiyle ele alinmistir. Calismalarin her birinde saz
yolu iisltibunun birebir kopyalanmasindan ziyade, tislibun temel ilkelerinin kisisel yorum ile yeniden
degerlendirildigi dikkat ¢ekmektedir. Bu anlayis, tarihi lislibun 6ziinii korurken ¢agdas bir yorumla
yeniden iretilebilecegini gostermesi bakimindan 6nem tagimaktadir. (Gorsel 16)’da mitolojik bir
hayvan figiirii bitkisel bir kompozisyonun merkezinde yer almaktadir. Pastel renkler kullanilarak
olusturulan kompozisyon, suluboya teknigiyle yapilmigtir. En alt sirayr olusturan ¢ini
uygulamalarinda (Gorsel 17,18 ve 19)’da ayn1 kompozisyon anlayisi benimsenerek, kagit ve dijital
ortamdan farkli bir teknik yaklasim uygulanmak istenmistir. Sahkulu’nun déneminde nakkaghanede
bir¢ok sanat dalini etkiledigi ve ¢ini sanatina da yon verdigi bilinmektedir. (Gorsel 20)’de, suluboya
teknigi ile saz yolu islibuna 6zgii hangeri yapraklar ve dinamik bir etki yaratan bitkisel formlar
yapraklarm, Sahkulu’nun ¢izimlerinde oldugu gibi kompozisyonun ana tastyici unsuru olarak
kullanilmasi, klasik saz yolu diizenlemelerine bir gonderme yapmaktadir.
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Gorsel 17: Ejderha ve bitkisel motifler helezonu. Cini karo (Eda Doganer, Siralt1 Teknigi, 2025).
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Gorsel 19: Saz yolu, kirmiz1 ejderha, ¢ini karo detay (Eda Doganer, Siralti Teknigi, 2025).
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Gorsel 20: Saz yolu, ejderhanin yiikselisi (Zekiye Erki¢ Suluboya, 2025).

Sonuc¢

Geleneksel Tiirk Sanatlar1 bolimlerinde, Tiirk sanatinda ekol baglatan ustalarin eserlerini
incelemek ve tasarim yontemi belirlerken onlarin izinden gitmek 6nemli bir egitim anlayis1 olarak
benimsenmektedir. Atdlyelerde usta ¢irak iliskisini canli tutmaya calistigimiz uygulama
asamalarinda, cagdas sanatlarin yani sira yeterince taninmayan Tiirk sanatinin da herkes tarafindan
anlasilabilir ve yorumlanabilir eserlerle goriiniir kilinmas1 amaglanmaktadir. Bu makalede, kuramsal
ve uygulamali ¢caligmalarin bir biitiin sekilde ele alindig1 geleneksel Tiirk sanatinin motif ve desen
anlayis1 korunurken 6zgiin tasarimlarla olusturulan desenlerin dengeli bir bicimde ele alinmasi
amaclanmistir. Boylelikle, geleneksel estetik degerleri koruyabilen ayni zamanda giincel yorumlara
da imkén taniyan bir tasarim anlayist benimsenmistir. Boylece her doneme hitap edebilecek ve
geleneksel sanatlarin daha iyi anlagilmasina katki saglayacak sanatsal iiretimler ortaya konulmaya
calisilmistir. Sahkulu’nun ejderha, ziimriidiianka ve orman tasvirleriyle olusturdugu hareketli
kompozisyonlar, figiir ile bitkisel motifler arasinda kimi zaman miicadeleyi, kimi zaman ise doganin
sundugu hiimanist bir ortamin sakinligini yansitmaktadir. Bazi kompozisyonlarda figiirlerin
yerlesimi ve hareketleri, kompozisyonun sakin dengesini degistirerek tasarima farkli bir deger
kazandirmistir. Geleneksel sanatlarin siirdiiriilebilirligi iizerine yogun arastirmalarin yapildig
giiniimiizde, déonemine damga vurmus ustalarin eserleri dnemli bir esin kaynagi olmaya devam
de onun izinden giderek {isliibu yeniden yorumlamaya ¢alismislardir. Ogrencilerin klasik eserlerden
esinlenerek karakalem, siyah miirekkep ve suluboya teknikleriyle gerceklestirdikleri ¢aligmalar, saz
yolu {islibunun hareket, ritim ve kompozisyon teknigini ¢agdas bir yorumla yeniden tasarlayarak
iiretime doniigtiirmistiir. Geleneksel yontemlerin yani sira bilgisayar programlari da tasarim
asamasina dahil edilerek uygulamalar tamamlanmistir. Bu ¢alisma, XVI. yiizyil Osmanh geleneksel
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sanatinin en 6zgiin nakkaglarindan biri olan Sahkulu’nun sanatsal kimligini, saz yolu iislibunun
bicimsel ve kavramsal 6zelliklerini ve bu iislibun giiniimiiz sanat egitimindeki 6nemini gostermeyi
amagclamistir. Arastirma kapsaminda Sahkulu’nun saz yolu iislibunda yer alan hanceri yapraklar,
kivriml dallar ve efsanevi hayvan figiirleriyle, kendine has bezeme gelenegi icerisinde 6zgiin bir
sanatsal ifade olusturdugu ortaya konmustur. Bu yaklagimin, giiniimiiz Geleneksel Tiirk Sanatlar
egitiminde de degerlendirilmesi gerekliligi vurgulanmigtir. Calismada, saz yolu iisliibunun tarihi
degerini korurken ayn1 zamanda giincel estetik yorumlara da acik oldugu gosterilmektedir. Ogrenci
kompozisyonlarinda gézlemlenen cesitlilik ve 6zgiinliik, Sahkulu’nun serbest tasarim anlayisinin
giliniimiizde de yaratici diisiinceyi besleyen giiclii bir kaynak oldugunu kanitlar niteliktedir.

Geleneksel Tiirk Sanatlari Boliimii’nde 16 kisilik bir sinifi olusturan 6grencilerin caligmalart,
konuya katki saglamasi bakimindan degerlendirilmistir. Tiim sinif 6grencilerinden, hem kitap sanati
hem de ¢ini derslerinde tasarim konusu olarak Sahkulu donemini ele almalari ve bu yonde
uygulamalar yapmalari istenmistir. Bu liretimler arasindan 2025 ve 2026 yillarina ait ¢aligmalar
secilerek konuya dahil edilmistir. Sonug olarak, bu ¢alismalar saz yolu islibunun yalnizca tarihsel
bir donem iisliibu olmanin 6tesinde, yeniden iiretilebilen ve ¢agdas anlatim bigimleriyle kendini ifade
edebilen bir sanat pratigi oldugunu ortaya koymustur.
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